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PREFACE

In this work I have endeavoured to apply the theory of primary and secondary
systems as defined by D.S. Likhachev to Russian literary texts. Likhachev's idea
amounts to the fact that those systems reoccur alternately. Thus, a primary system
evolves into a so-called elliptic stage which enables a succeeding, secondary system
to develop itself. Conversely, when the latter has become the standard norm 1t
gradually evolves, in turn, into a similar elliptic stage. This, in turn, gradually
develops into a primary system too. As far as the fluent succession of systems is
concerned, Likhachev's theory differs from a similar theory developed by E.R.
Curtius. The latter assumes that literary works should be divided into works with a
Classicistic and a Manneristc character. The first develop into the larter which
show a frozen character with no original qualities. In the end works with a2 new
Classicistic character develop themselves. These, in turn, have a vital character
again. In other words, in Curtius’ scheme there is no place for a fluent alternauon
of systems the way there is in Likhachev's. Likhachev assumes the following
Primary systems:

Romanesque - Renaissance - Classicism,
and the following Secondary ones:
Gothicism - Barocco - Romanticism.

Other scholars have added nineteenth-century Russian Realism and Symbolism as
primary and secondary systems to this scheme; completing 1t in other respects.

In this work have I studied in greater detail the period from approximately
1770 to 1840 1n Russian art and literature. As a typical representatuve of Classicism,
i.e. a primary system, I have chosen G.R. Derzhavin and Romantcism, ic. a
Secondary system, E.A. Baratynskii and M.Iu. Lermontov. In my discussion of
these authors 1 have emphasized their poetic actvities. I have paid attention to the
question in how far prose texts are temporally determined as opposed to poetic
texts which, to a large degree, can be said to be spatially determined verbal texts.
To that extent Tynianov's definiton of the equivalent plays a key role. In my
observations on the aforemenuoned poets I have departed from the idea that, as
far as their philosophical backgrounds are concerned, works by representatives of
primary systems are based on Kantian, Classical ideas. In works by representatives
of secondary systems, such as Baratynskii, however, Schellingian ideas play a key
role. As an illustradon of the specific effect of the combination of spatially
determined non-verbal elements and verbal signs in one context I have studied
some aspects of Falconet's equestrian statue of Peter the Great in St. Petersburg.
These observatons have served as an introduction to the effect of drawings and
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illustrations as they occur as signatures under the autographs of some poems by
Lermontov.

Finally, I have studied some properties of prose texts by Lermontov and
Gogol' in their quality of Romantic texts. The specific presentation of time renders
them typically Romantic. Thus, the linear tme-conception, typical of a Primary
system like Classicism, is not made use within them. Rather, an idea of circular
tme or what will be referred to as block-ime occurs. The latter implies that dme is
suggested to be spaually determined since large temporal elements are presented as
adjacent units which can easily be crossed. Particular attenton has been paid to the
specific effects in these texts resulting from the activity of what W.C. Booth called
the "implied author." This actvity implies that each presented mouf automatically
implies its own denial. This is especially evident in a diary-style novel in which the
narrator is, as it were, doubled in the sense that one "half" of him is operatve
outside the text while his other "half" (the hero) is inside it. When this process of
duplication goes too far the suggestion is aroused that the two cannot be operative
independendy any more and, consequently, one of them is annexed entirely. The
quotations and examples have all been taken from matenals presented in works
published in article-form in several natonal and internadonal journals in the field
of semiotics and Russian literature from 1991-1997. As the theoretical framework
of this work is completely new and the materials have often been re-adapted, I
have not thought it necessary to menton these journals separately by name or to
explicitly ask their editors for permission to republish them.

I express my gratitude to Claudette van Caubergh, who carefully checked the
English style of the manuscript, and to Saket Kulkarni, who diligently saw to every
detail of the layout.

I am grateful to my wife and children who supported me in the process of writing
the book.

I want to devote it to my parents who enabled me to study the language and
history of Russia. I devote it to their memory as well as that of Kees van
Schooneveld, my first teacher of Russian.

Leiderdorp, July 2003
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Chapter 1: Primary and Secondary Systems
1.1 Introductory Remarks

In V.V. Zhirmunska's aracle from 1920 on Classical and Romantic poetry he
emphasized that, throughout the history of poeucs, a consistent distinction has
been made between what he calls Classical and Romantic forms.! The most impot-
tant difference between the Classicists and Romandcists is that the first consider
the world to be a finite perfect whole, whereas the latter do not. Thus, in the 18th-
century Classical conception a representation of the world should result in works
reflecting that world. In other words, it should result in works showing balance,
harmony and perfection. Conversely, a Romantic artst should create works sho-
wing qualiies of a Romantic world. It is typical of the latter that it is infinite and
indeterminate, or open, as opposed to the Classical world. Consequently, such a
world could find its realization in the fragment only.? Consider, in this regard,
Chapter 4, Section 4.1, which illustrates that the Romantic character of Lermon-
tov's poems lies in the aforementoned fact that they are often fragmentary.
However, they contain elements with an equivalent character, i.e. a signalling value
which antcipate other elements. For these elements with an equivalent value, see
Secton 14. Such elements bridge the gap between elements typical of 2 primary
system and elements typical of a secondary system. Thus, they enable the reader to
reconstruct the text from its consutuent clements. As a result, he can establish its
norm-code.

With regard to the idea that Classical artists make complete and rounded-off
pieces of works that reflect a closed and complete world, such a view of the world
presupposes a disinterested viewer. Consider in this regard Smirnov's observation
that, whereas in Classicism an artist is considered an artdsan, in Romanticism he is
considered a prophet (Smirnov 1977: 11). Accordingly, in Romanticism the
universe is regarded by man as open; it i1s supposed to be variable and changing
(Zhirmunskii 1962: 177). It is typical of Romanucism that the borders of man's
wortld are continually being shattered. The fact that the Romantic artist or author is

considered more than an artisan who remains outside his work implies that a
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perceiver of such works or texts is more than a merely disinterested viewer. He
expects the arust to narrate or otherwise express his personal expetiences (fdem: 176).

Many scholars have based their ideas on Zhirmunskii's studies and many of
them have expanded them. Thus, they have not merely made only a separation be-
tween Classical and Romandc literature as being non-Classical. Rather, they have
made a distincdon between these currents, qualifying them as "Classical” and
"more than Classical.” In fact, E.R. Curtius drew a parallel between what he called
Classical and Mannenstic works. The latter are, in his view, non-Classical. He states
that Manneristc, i.e. non-Classical works ulumately return to a new kind of Classi-
cism. He defends his view by emphasizing that Mannerism cannot be viewed as a
coherent, autonomous style in literature. When one tries to see it as such one
brings conflicting and competing systems into existence. He emphasizes that the
term "Mannerism” as an independent system does not contribute to the con-
strucdon of a coherent system of literary styles. The fact that European literatures
are split up into national linguistic domains and into many and brief periods plays a
role in this regard (Curtius 1973 (1948): 282). What is essential is that Curtius'
conception of Mannerism as a recurrent style in literature implies that it always
returns to the Classical style which precedes it.

D.S. Likhachev has made a consistent distinction between what he calls a
primary and secondary type in his study of the Baroque (Likhachev 1973). By the
first he understands systems of the Classical type, by the latter, of a non-Classical

type. Consequently, he views the following as primary and secondary systems:

Pnmary Secondary
Romanesque Gothicism
Renaissance Barocco
Classicism Romanucism

(Likhachev 1973: 178f).
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Likhachev's definition of literary currents differs from that of Curtius since he
rejects the latter's idea that every genre of a Classical character ends in some kind
of Mannerism which, in turn, returns to a Classical trend. Instead, Likhachev
develops the idea that a primary system ends in a so-called "elliptic” stage. During
this stage the secondary system, which follows it, gradually evolves (idemr 1973:
176). In other words, every system (A) end: in a stage that enables a "smooth
transiton” toward the development of a new, next system (B). Consequently, this
transitional period shows an extra element (pius). Other scholars have elaborated
on the aforementioned system. However, they have not explicitly maintained
Likhachev's idea of the existence of a "smooth transiton" from a primary to 2
secondary system. To return to Zhirmunskii, the latter, in the years from 1910 to
1920, disunguished between literary trends of the Classical and the non-Classical
type (Smirnov 1977: 10). He drew a parallel between "Classicism” and "Neorea-
lism" and later used the term "Realism" to define Akhmatova's poetry.®> Practically
all scholars share this view about Realism as a system which runs parallel with
Classicism (in Likhachev's terms). In turn, Symbolism as a genre they consider to
run parallel with Romanticism. However, after Symbolism, their opinions tend to
vary. Thus, Zhirmunskii as well as V.V. Markov have defined Acmeism as a prima-
rily neo-Classical reaction on the Romantic elements in Symbolism.' Maiakovskii,
too, continued the traditon of the Symbolists (Smirmnov 1977: 12). In Eikhen-
baum's view, only Futurism can be considered to be the literary current which
definitely breaks with the traditions of Symbolism (¢dens. 85). In Likhachev's words,
Futurism can, therefore, as opposed to Symbolism, be defined as a primary system.
Acmeism can, to use Likhachev's terms, perhaps be regarded as running parallel to
Realism. In fact, it sdll retains traces of it. However, it serves as an introductory
stage to [Futurism, thus enabling a "soft” transiton to the latter trend. In other
words, Acmeism can be regarded as an elliptic stage between Realism and Futurism
of the kind mentioned above. It was observed that in Futurism, like in Classicism,
a poet is considered an artisan unlike in Romantcism. In the latter he is rather
regarded as a prophet and a teacher. This fact shows the essence of Futurism as a

primary system. Thus, in Futurism the poet creates his matenal in a form which 1s
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unpredictable; it cannot be prophesized by the reader (Smimov 1977: 106). This
fact manifests itself in the fact that the Futunsts began to create their "own" gawum-
language. In other words, in Futurism the poem is the result of a poet's own,
personal endeavours. His language results from his own will rather than it being a
system of mere conventional signs. The latter are drawn up according to the laws
of one, generally acknowledged, code. For the Futnsts, word-signs were of no
value as far as their meaning was concerned. Rather, the sounds of words in poetry
played a key role for them (sdenr. 104). See, in this regard, Section 1.5. In Dénng-
Smirnov, 1980, the qualides of Realism as a primary system are elaborated on and
in Hansen-Love, 1994, a survey is given of the most important literature in the
field. In Déring and Smimov's view, primary systems consider the world of con-
cepts a continuation of factual reality. Accordingly, they model reality upon the
ideas they have of it. Representatives of a secondary system, on the other hand,
model their ideas of the world upon examples given by extemal reality (spoe kak
chuzhoe, idenr. 21.).

1.2 General Observations on Mannerism

Curtius, in his definition of Mannerism, emphasized that we should disassociate
the term "Mannerism”, as much as possible, from its art-historical connotations.
Thus, its meaning should be broadened until it represents the common denomi-
nator for all literary tendencies contrary to Classicism. These should include pre-
classicistic, post-classicistic currents as well as those which are contemporary with
any Classicistic current (Curtius 1973 (1948): 273). Consequently, Mannerism is a
constante in European literature. In fact, if we did not consider Mannerism a
recurrent literary period, we would be unable to trace a dividing-line between any
Classicistic and Mannenstic current. Five Manneristic epochs can be distinguished
in European history. These include: Alexandria (350-150 BC), the "silver age” of
Rome (abt. 14-138 AD), the early or late Middle Ages, the Manneristdc epoch
proper from 1520-1650, the Romantc period from 1800-1830, and, finally, the
period immediately preceding ours; from 1880-1950 (Hocke 1983 (1977): 10f).°
With each new penod the Manneristic pattern begins to deviate more and more

from its original code.® Inigally, it was still classicistically bound. Then, gradually



through the ages, it became more and more expressive. Ultumately, it became
distorted, surrealisuc and "abstract” (Hocke 1983: 11).

There is a clear quantitative rather than qualitauve difference between a
Manneristic form and its original form. Thus, for Mannerisdc artists, whether they
are painters, sculptors or writers, each work of art has a dual character. This
enables them to indulge in the use of processes yielding mirror-like effects aimed at
achieving this character.”

The feature of muldlingualism is typical of a Manneristic text in this regard.
Consequently, the epigram is a Manneristic genre since it invites the reader to look
for its meaning. Puns, riddles and epigrams are typical of Manneristic literary work.
The so-called concetti, forms of "conceit”, are of particular importance.® These sty-
listic figures are based on the combination of two elements. One of them confirms
the observer's or reader’s expectation, the other one deviates from it (Curgus 1973
(1948): 292f.). All works containing a pun presuppose a similar interaction berween
a norm-language and a deviant-language. Thus, puns on the one hand are subject
to generally valid rules which take into consideration the norm-code of the works
in which they occur. On the other hand, they have a code of their own. The
essence of this lies in the fact that it deviates from that norm-code. Only then do
they meet the requirements which the reader expects of a pun. It was observed
that, generally speaking, Manneristic texts, fulfil these conditions.

The aforementdoned fact that Manneristic works become, as they depart
from being classically bound, more distorted, shows that they gradually tend to
approach a secondary system. Post-modern texts can be considered typical of a
secondary system to the fullest extent and their ambiguity shows this. They are
meant to be "filled in" by the reader himself during the reading-process. The latter
is expected not only to model the reality represented in the text but the reality of
the text itself too. Thus, in Post-modern texts each text has to be written, revised,
answered and acted out (Hassan 1987: 21). A narradve type of speech occurs in
such works, which come about from 2 murmur of voices. This consists of isolated
words which seems to be uttered by both the narrator and the literary figures.

Thus, in 2 Post-modern text the suggeston is put forward that the text can only be
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realized if the reader actively cooperates in the production-process. Consequently,
it seems that the wniter as well as the reader run a constant risk of being swallowed
up by the text. In Chapter 5, Section 5.4, it will become clear that Gogol's Zapisks
Sumasshedshego are exemplary of 2 Romanuc text in which this suggestion is offered.

1.3 Texts in Primary and Secondary Systems: The Essential Role
of Poetry

It has been observed that in texts representative of a secondary system like
Romanticism no reference is made to reality directy. Rather, the reality represented
in them refers to texts. These texts are created after specific models. In fact, Ro-
mantic man considered himself as having been shaped by pre-existing, culturally-
determined models from outside reality which he often imitated in his personal
life.” Particularly V.A. Zhukovskii (1783-1852) emphasized that the Romantic artist
based himself in his creative process on such models. According to him the afore-
mentioned superiority of the fragments of reality over their complete forms played
a key role in the representation of reality. In his view, the more a work of art
approaches outside reality without rendering it completely, the more perfect it is."
He emphasized that the uniqueness of the genius lies in the fact that only he is able
to wmte the consttuent elements of reality. For him no chaos exists. In other
words, his gift to bring about this unity shows the value attached by Romanticists
to bridging the gap between the self and outside reality.!! Zhukovskii's observati-
ons emphasize thar genius is a gift from the outside world. We shall see that, in this
regard, he is a typical representative of 2 secondary system. To put it differenty,
the essence of art in Romanticism, in Zhukovskii's view, lies in the fact that the
artist does not create something completely new. Rather, he should re-create an
artistic product. He departs from the idea that a creative process can only begin
after an arust has familiarized himsef with all aspects of all objects from reality
which he plans to emulate.'? In this respect, Zhukovskii opposes, the genius to the
mere talent who merely executes artistic tasks."’ Negations play a key role in this
tendency of Romantic artists to approach reality of reality rather than to express it
directly. Consequenty, negative and interrogative sentences or motifs which

distract the attenton from the main theme are essential. They may serve as models
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on which an artist may orient himself. See again the observaton that models are
typical of Romantic works of arts and texts. They enable a beholder or reader,
when perceiving a work of art or a text, to get an unequivocal impression of it
("this is a representation not of A, but of B").

The fact that Romantc artists and authors represented reality indirectly, by
basing themselves on models, entails that the rask played a key role in their works.
Man often wore masks rather than expressing his own character-traits. Consider
the reverse which takes place in a primary system like Classicism. There man was
assumed to model reality after his own ideas. The fact that the mask played such a
role in Romantic works means that man's fellow-men contnuously wondered "Is
this man really what he looks like, or is he in reality someone else?” This question
goes on forever. Thus, it is expressed in the opposition of the terms "nof to lie
when passing oneself off as oneself" wersus "not to speak the truth when passing
oneself off as oneself." The aforementioned tendency to represent reality indirectly
manifests itself in the fact that Romantc works deal with "non-reality."
Accordingly, "novels about a novel" rather than "novels about people” are typically
Romandc; see, for example, Pushkin's Esgemsit Onegin, as well as Lermontov's Gero
Nashego V'remeni and Gogol's Zapisk: Sumasshedshego. They deal with writing a novel,
reading a novel, and with the impulses and values that characterize both activities
(Fanger 1983: 49f,; see also n. 34 and 35). This may result in the conception of
reality, in the eyes of Romantic artists and writers, as being made of paper. Lerm-
ontov and Gogol often described a landscape as a "painting * (karfing). Gogol's
story Rim ("Rome") shows that this procedure is particularly effective when used in
combination with the idea that all elements are translucent (see, in this regard,
Chapter 2, Section 2.2.1, notes 9 and 10)." Thus, art and nature mutually
determine each other. A landscape is uncxpressed in the form of a work of art and
a text. A work of art and a text, in return, have the form of an element of nature.
Consider Chapter 5, Section 5.4 which will show that a consistent presentation of
reality as being based on a pre-existent model leads to the destruction of reality.
This destruction seems to include all fictional figures and threatens to include non-

ficdonal figures as well such as the non-fictional readers.
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As far as texts are concerned, they all use a conventonal sign-system, t.e.
language. It has already been observed long ago that language is a deviaton of
everything in reality."” This implies that language, t00, is 2 deviation of itself as it is
also in a state of development. In fact, its constituent elements vary contnuously.
It has, correctly, been stated that all literary genres are, in turn, undergoing a similar
process. The opposition "poetry”/"prose” bears a secondary character only, since
all literary genres are written in language which is itself a system of conventional
signs. This system 1s is derived from and 1s consequently 2 deviation from reality.
In other words, if we assume that poetry is a deviation from prose, it is a further
deviadon from reality. This implies that with the consistent application of the
opposition "norm"/"deviation" a further deviation takes place. Or: each deviation
develops into a norm itself, and each norm into a deviation. In fact, in a period
dominated by one literary genre, such as poetry, prose will be regarded as an
exceptional genre. This was the case in Russian Romantcism. However, transitions
from a literary genre typical of period A to a genre typical of period B tend to take
place gradually rather than abruptly.'¢
What is the essence of poetry? In how far can poetry be considered typical of a
secondary system and in how far does it alternate with genres typical of primary
systems? The Russian Formalists emphasized that in poetry the beholder's atten-
ton 1s focused on the expressive element (yyraghense) in language (Hansen-Love
1978: 305). In the Russian Formalists' view, the sound-pattern of the words deter-
mines the norm-code in poetry. Tynianov introduced the term "orchestradon” to
describe it. It is realized in what the latter called "repetitions” (portory), particularly
in rhythm. However, their meaning determines the norm-code in prose. This does
not imply that poetry can neglect the element of meaning altogether. Consequendy,
in a poem a specific tension results from the confrontatdon between musical and
meaningful elements. This tension shows that in a poetic text two codes are active,
ie. one determined by music and one determined by meaning. The musical
elements are the contrasting elements of meter and rhythm. Summarnzing: in

poetry, elements of meaning are deformed in favour of sound-elements. The rever-
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se is true of prose, where sound-elements are deformed in favour of meaningful
ones (Tynianov 1981 (1924): 39f., Hansen-Léve 1978: 321, fn. 531)."

The fact that in poetry the expressive element dominates the element of the
meaning of language has been broadened by Russian poets. Consider Man-
del'shtam's observation that a poet uncovers all phenomena of the universe. He
should, therefore, master the languages of a/ men. Mandel'shtam feels that a poet
annihilates the boundaries between all languages. This implies that, in his view, he
shatters the boundaries between man's omniscience and man's ignorance. He does
so in a kind of sacred ignorance which embraces the whole universe (see Lach-
mann 1984: 490ff.; part. 503, and the quotations from Mandel'shtam mentioned
there). The idea that poetry shatters all boundaries implies that readers of poetry
should base themselves on new codes. These enable them to interpret texts anew
at all dmes. Verse and meter determine the aforementioned new codes, meaning
merely plays a secondary role. Poetry presupposes a beholder who is free to select
a language-code provided that he interprets the sound-material correctly. This
implies that poetry remains a stock of incomprehensible sounds for the human
brain. It remains incomprehensible unless that brain is able to formulate an ap-
propriate answer to such sounds. However, the incomprehensible character of
poetc speech ulimately ends in complete silence (see, in this regard, Chapter 3,
Sectuon 3.2.3).

The specific character of poetry versus prose was emphasized approximately
a century and a half ago by the English poet G. Manley Hopkins (Hopkins 1959
(1865): 289). He already emphasized that parallelism and repetiion are distinctive
features of poetry (Hopkins 1959 (1865): 81ff. and 288f.). Hopkins warned against
using them mechanically since this will obliterate the aesthetic effect of poetry (i4i-
dem).'® Formalist theoreticians such as Brik, Eikhenbaum, Tomashevskii, Tynianov,
as well as Cubo-futurist writers bike Maiakovski and Khlebnikov also emphasized
this. The Formalists judged grammatical and meaningful elements in poetry less
essential than sound. They studied the role of rhythm and "trans-sense” elements
(zauni) in poctry as opposcd to prose (see Hansen-Love 1978: 310f., 319ff,, and fn.
531)."”



00055837

10

In Tynianov's view, meter plays a key role in the transformation of the
reality represented in the text into the new reality of the poetic text. However, it 1s
ulumately rhythm which brings about this transformation. It can do so by strength
of the fact that thythm presupposes meter.” Thus, in the Russian Formalists' view,
meter in a poetic text (its norm) and rhythm (its deviation) are in permanent
conflict. In fact meter, through its regular pattern, always evokes an expectation.
However, it cannot be operative without being shattered by rhythm. If this were
not the case, meter would coincide with rhythm. This, in turn, would destroy the
poctc character of speech. This is what Hopkins meant when he stated that a
pocm consists of verses, but that these verses do not play a primary role. Tynianov
emphasized that the domination of meter over thythm in a poem destroys the
poctic cffect. Again, the first merely emphasizes the phenomenon of regularity in
the poem. The aforementioned extra element (or plus) adds by the rhythm brings
about the qualitative difference between prose and poetry. Thus, it combines the
norm and the deviation of that norm, bringing about a literary text by doing so (see
Tynyanov 1981 (1924)). Insofar it runs parallel with an image. Thus, in Tynianov's
view, an image contains an extra element as it always refers to its own meaning
plus an extra one.?' Tynianov feels that meter underlying poetry should not be ap-
plied too stricty (sbider). When this happens, a comical effect results and the text
loses its poetical character. The same occurs when the pattern is applied too freely.
In that case, the metrical pattern is completely done away with and a poetical text
grows into a defective prose text (ibiderm).2

Zhirmunskii's definition of rhythm confirms Tynianov's ideas (see: Zhir-
munskii 1966 (1925): 23). In his work, Tynianov mentions the following three

basic principles for the study of metrics:

1. the natural phonetic characteristics of given linguistic material on verse,
2. meter, i.c. an /deal law, governing alternations of strong and weak sounds,

3. thythm as an actual alternation of strong and weak sounds.



(155837

1

The effect of these three principles results from an interaction of natural
chacteristics of linguistic material with the metrical law. The word "law" emphasi-
zes the abstract idea of meter, the word "actual" the concrete character of rhythm.
So, Tynianov, similar to Zhirmunskii, emphasizes the ideal character of the
metrical pattern in poetry. He states that meter as a regular accentual system may
be absent. However, the essence of meter lies not in so much in the presence of a
system but in the presence of its prinaple (Tynjanov 1981 (1924): 49). Tomashevskit
emphasizes that a prose-text does not become poetry when parts of it are simply
cut into separate lines. If this were the case, a text-segment could be considered to
be poetic due to its mere spadal determinaton. Thus, it would fill part of a page
while other parts remain empty (see Cohen 1966: 76, and Genette 1969: 150f., n.
2). Tomashevskii disagrees with Eikhenbaum's idea that one recognizes the original
poct in many fragments of Pushkin's prose. In that case they would have been
written down intentionally tto arouse the suggeston of a regular metrical pattern
(Eikhenbaum 1962 (1924): 167ff). In Tomashevskii's view, however, rather the
reverse is true. Thus, the poet did not want to evoke the expectation which is a
prerequisite for a poetic text. Such an expectation is meant to be shattered by
thythm (Tomashevskii 1971 (1928): 116f). These observations about the
realization of a poetic effect show that, a text does not becomes poetc if it is
dominated by meter, nor does it become poeuc if it is typified by free rhythm.
Again, no norm can exist without a deviation, and vice versa. To summarize: on
the one hand a reciter or beholder of a pocuc text is bound to a poem's mectrical
pattern; on the other hand, he is free to realize its thythm according to the musical

requirements of pitch, tone and intonation.

1.4 Tynianov's Elements with an Equivalent-character

The aforementioned idea that an extra-element brings about the poetic character of
a text is realized in partcular by what Tynianov called equivalents (Tynianov 1981:
43ff.).2 Tynianov considered equivalents of a text to be anything which substitutes
non-verbal signs for text-segments such as omissions and graphical signs (idenr: 42).
In Curtius’ terms it can be said that equivalents emphasize the Mannenstic

character of a text since they emphasize its non-Classical character. In Likhachev's
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terms, they indicate the transition from a primary to a secondary system. They
show that the rules of the primary system do not apply any more. Rather, they
indicate that a transitional stage toward a succeeding, secondary system has begun.
This is typical of Manneristic works.?* Equivalents which occur in texts render
them typical of a secondary system. In fact, they show that this is determined by
more than one code. Specific poems are representative in this regard. Thus, a
poetic text presupposes speaking or wrnting-processes which are on the one hand
temporally determined. This, in turn, presupposes similar hearing or reading-pro-
cesses. However, it also shows the presence of another code which is spatally
determined. Thus, the listener or reader may be confronted with a moment at
which the text literally breaks off. In a written poem parts of the page are left
empty in such cases. In oral texts, the spatal dctermination manifests itself in the
fact that the reciter szgps. By doing so he suggests that not only does the time of the
performance come to a standstill, but so do the time of the represented reality;
both seem to freeze. Texts into which words and graphs are inserted can also be
said to be Mannerstc in the fashion mentioned above. They also seem to be both
temporally and spatially determined. Thus, initally, the reader or listener has to use
his temporally determined abilities of hearing or reading. However, at a sudden
moment he may suddenly be forced to use his (spatially determined) ability of vse-
wing. In that case we may speak of emclaves. For instance, dots occurring in a text
segment presuppose this ability (see Pushkin's poems in which dots instead of
verses are often found). In some cases entire stanzas are even omitted. This
phenomenon will be studied in Chapter 4, Section 4.4. In Tynianov's view the use
of equivalents does not signify a reducton of the effect of the text due to a
lowering or weakening. Rather, the occurrence of equivalents entails a pressure and
tension of unspent, dynamic energy (Tynianov 1981: 47). Consequently, the sugge-
stion is aroused that the text is strengthened due to this increase of energy. The
text seems to stll be in the process of being constructed. In other words: it derives
its force from the thus far unfulfilled expectation which is raised in it (fbidem). So
unrealized parts of verse-lines in a poem anticipate rather than indicate other text-

parts since they have a strictly signalling functon. They leave the reader free to fill
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the text according to his own wish with literally everything the human mind can
grasp. This concerns both the sound pattern and the meaningful aspect of the yet
unrealized text segments (ibidem). Tynianov emphasized that the essenual value of
equivalents lies in the fact that they break up the automatc character of meter
(¢denr. 45). In fact, rhythm does the same as far as meter is concerned. Equivalents,
however, do more than that. They may even completely shatter the expectation of
meter. Again, equivalents seem to make the reader free as to the realization of the
poetic text. Consequently, they raise the suggestion that the text is completely
dependent on him. This implies that a text in which equivalents occur ultimately
swallow their reader. On the one hand the occurrence of equivalents in a text
manifests itself in the fact that they focus the beholder's attenton on themselves as
parts of the text thus expressing a particular code. On the other hand, they focus
the reader's attenton on the reality represented in the text. So, by means of an
enclave, a text says to a reader: "Take care, here and at this moment an element with
another code is beginning to operate. By doing so it emphasizes that at that ume
and place also a new part of represented reality begins. However, this enclave
directs the reader to the fact that he is both maximally free and maximally bound
toward the text. Thus, the reader's attention is directed to the fact that he is not
allowed not forget to refum to the text in his quality of its beholder. In other words,
he is both the viewer of the reality represented in the text as its objective perceiver
and its subjective participant. Thus, he has to f#// the void which has been left in the
text by the enclave. The latter enables the perceiver both 1 view the new code
determining the context from then on and to take part in the determinadon of that
code himself.

To return to the equivalents: they denve their force from the suggestons
they raise rather than the indicatons they make. These concern both the ideal
sound-pattern of a poem and the meaning of their text segments. Moreover, they
may suggest succceding phases in of a plot rather than indicating them.
Consequently, the metrical energy of one stanza may be passed on to the next
through the "empty space” of the equivalent (Tynianov 1981 (1924): 44). Reference

should particularly be made, in this regard, to ciphers plaving a key role in narrative
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poems. These often emphasize the dynamic character of the text. They are realized
as stanzaic and plot-line equivalents (sdern 47). Such numbers express a combi-
naton of two incompatible processes of recognition and cognition, realized in the
plot of a text. Here, the poem shows the aforementioned specific aspect of the
artistic fransformation. Thus, the rhythm of a poetic text compnses both its own
character and its underlying meter. In an equivalent, however, the old pattern of
meter on which the rhythm is based is, as it were, forgotten and consequently, so is
rhythm. In other words, realized text segments will acquire an additional meaning
when they are followed by unrealized text elements. This is clear in the case of
normal lines which are followed by unrealized word-signs in the form of dots. The
extra load of the realized text elements is caused by the fact that they contain the
content, meter and rhythm which anticipate the following stanzas. Consequendy,
text elements replaced by dots arouse an expectation of future events. However,
they leave the question of whether they will take place or not undecided. Thus, a
stanza which 1s filled with a certain content may evoke the idea of the realizaton of
a particular theme in the future. This, however, need not correspond with this
expectation.”® To summarize, the elements with an equivalent function may either
be "filled" with content or not, according to the wish of the beholder. This shows
that they combine within themselves a norm-code and a deviation from it. The
beholder may decide for himself what is the norm and what the deviadon.
Tynianov's observations emphasize that equivalents are maximally effective
in poetic rather than in prose texts. In other words, they can be said to be
maximally effective in poetic rather than prose texts. See the aforementioned
"empty stanzas filled with dots" in Pushkin's poems. As far as the elements emp-
hasizing this spatial character are concerned, Paul Valéry developed similar ideas.
Valéry emphasizes that the function of an absence of signs cannot elicit any aesthe-
tic reacuon in a beholder, However, he observes that it is essental that the latter is
nevertheless conscious of this incapacity. Valéry thinks that the more a text is left
fragmentary, the more it becomes poetic. This observation confirms again the idea
that poetic texts, also due to their fragmentary character, are typical of a secondary

system like Romanticism. See, in this regard, also Section 1.1 and n. 2 again. In
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Valéry's view, the more open spaces in a work are filled with meaningful signs (either
pictorial or verbal), the more complete the work becomes. This also means that it
becomes fss beautful (Valéry 1957 (1937): 374ff).*® Valéry made a famous
distinction between poetry and prose in this regard. He drew parallels between a
prose text and marching, and a poetic text and dancing. A prose text presupposes a
well-defined goal (Valéry 1957 (1928): 1371). Consequently, Valéry emphasized the
role played in prose by logic and grammar. The latter are based on 2 clear separati-
on between cause and effect. Prose texts are temporally determined.”” Like the
Russian Formalists, Valéry emphasized that, in poetry, musical elements and stylis-
tic figures play a key role. Consequently, they function as cement to hold a poetc
text together (Valéry 1957 (1928): 1369). In fact, pocuc texts derive their poenc
character from the fact that they form a deviation (écar?) from a statement in prose.
In the latter grammar plays a key role. Through associations, they evoke a different
world in the mind of the beholder (Valéry 1957 (1928): 1456ff.).

Let us return to the indicators of the spatial determination of a poetic text.
They emphasize the open spaces in poems, such as open margins, capitals and
extra-large letters. Their specific effect lies in the fact that they halt the temporal
determination of the text. Thus, such equivalents bring about a silence in it. In an
oral text they are presented in the "normal”, i.e. temporal way. In that case the
reciter pauses his performance or slows down in the course of it (see Butor 1964:
118). In written texts parallels to such silences are realized by typographical means.
They bring about the aforementoned essendal contact between a written text and
its reader in the way a silence does in an oral text.?® If an equivalent in a literary text
is filled with specific content, such as illustrations, drawings, graphical signs, or, in
a painting, inscriptions, one often speaks of calligrams. In Chapter 4, Sections 4.3
and 4.4 these will be studied in more detail. It is typical of all of them that they
deviate from the orginal standard-code of the text (Wallis 1973). They make a text
Manneristc since they enable a beholder to decide for himself whether the code of
the verbal or the code of the non-verbal representation, is the norm-code. It is
essential for the beholder to be able to recognize the original, underlying, work

throughout the whole of the composition. Therefore, in a painting with a text or



000556837

16

inscription the representation should remain recognizable. In tumn, in a text with
illustrations the text should remain readable and not be completely covered by the
representaton. The aforemendoned enclaves cause continuous shifts of the
perspective from the inside to the outside of the frame of the work and vice versa,
like those mentioned in n. 28. Passages written in a foreign language occurring in a
text are also enclaves since they bring about the aforementioned shift in perspec-
tve. Thus, as soon as a reader begins to read a passage written in a foreign langua-
ge, a shift from the norm-code of the text to its deviant code occurs. Then it is up
to the reader to decide what he wants to regard as the norm-code and what as the
deviant one.? In fact, enclaves strengthen the effect of the text also since they raise
the suggeston of the idea of the authentcity of texts. See again n. 29, where that
specific effect of the use of 2 foreign language was seen to manifest itsclf from the
idea that literary figures are supposed to master that language. The suggestion of
the authenucity of the events represented in the text is emphasized by the fact that
it is also read by readers who do nof understand the function of enclaves. They are
therefore supposed to "rely” on the narrator as being somebody who tells true sto-
ries. Such readers are helped in their efforts to interpret the text since its partial
inaccessibility to them reminds them of the real world. In that world many events
occur which are incomprehensible to them. However, other people will understand
these perfectly well. Geographical and historical indicatons in a fictional text are
lustrative as enclaves. Thus, they enable a reader to decide for himself which text
segment expresses the norm-code, the geographical and historical text segment or
the ficdonal one. Thus, it sometimes does not appear to be necessary for the see-
mingly authentic (i.e. the histonical or geographical text segment) to express that
code. It often happens that precisely the combinatdon of historical and fictional
motifs brings about an effect of authenticity which the two motifs would be unable

to show on their own.*

1.5 Time in Classicism and Romanticism as Primary and
Secondary Systems

A few observations should be made about the concepts of ume in Classicism and

Romanticism. It can be said that, broadly speaking, primary systems are dominated
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by 2 conception of linear, Newtonian time. Secondary systems such as Ro-
manticismn, on the other hand, are rypified by a different kind of dme. This can be
said to be realized in the form of either circular ime or what will be called "block-
time." Circular time began with a special moment in the development of the
Christian world-view. The latter ime began to take 2 form which differed from the
cyclic time typical of the pagan world-view. The new concept of ume was based on
decisive factors related to the consctousness of man. In this concept, 2 consistent
distincdon was made between the beginning, culmination and end of the existence
of mankind. In other words, time became linear and reversible. However, although
it adhered to the linear nature of time, Chrisuanity did not entrely jettison the
cyclic concept. In fact, the concept of circular ume such as agraran, family or
genealogic, and biblical ime were supposed to be determined by natural rhythms,
seasonal changes etc. Thus, earthly history continued to be regarded as a complete
¢grele. Man and his world would return to his Creator, time would reswr to eternity
(Gurevich 1985 (1972): 110ff). This idea was valid in the Middle Ages, ie. a
secondary system. During this period, man departed from the view that there was a
sequence of seasons (birth, growing, ripening, withering and death; Gurevich 1985
(1972): 141£).

The concept of block-time, typical of the Middle Ages, implied that time
was expressed in terms of space. Thus, man was supposed to live in one space and
one temporal plane with his fellow-man. Consequently, historical events were
understood as contemporary events. Larlier and later events were, as it were,
juxtaposed. For instance, the expectation of people taking part in the Crusades was
that they would find the executioners of Chnist themselves rather than their descen-
dants. Accordingly, man's anachronisms in clothing were illustrative. They reflected
the conviction of medieval man that everything that was of fundamental value at
their ime was essential for a// dmes (Le Goff 1964: 222). The spatial conception of
tume entails that al/ moments were regarded as parts of one and the same picture.
Medieval man considered his life as being determined from bevond rather than
that he dctermined it himself. Insofar it can be said that the Middle Ages were a

typically secondary system (see Section 1.3). In sectuon 1.3. it can be seen that the
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typical quality of Romanticism as 2 secondary system lies in the fact that the artists
did not represent reality straight from their own experience. Rather, they
represented it using pre-existent models. The role of block-time is particularly
evident when clusters of temporally related motifs do not show any meaningful
reladonship. Consequently, they show a senies of events abstracted from the
caprices of ume, completely dependent upon God's will (Le Goff 1982 (1980): 36).
The expression of block-ume is particularly illustrauve in the method of portrait-
painting during the Early Middle Ages as compared to the Later Middle Ages.
Thus, during the first period, people were painted as though they reflected eternal
life. A painted figure was accompanied by symbols or signs. These matenalized his
place and the rank assigned to him on earth. They were supposed to swree his
earthly cxistence (Le Goff 1982 (1980): 37). In other words, the combinaton of
representations of morfa/ man and his symbols resulted in the suggestdon of his
development. It suggested his continuous movement from temporary to eternal life
(Gurevich 1985 (1972): 111). However, later, in early Florentine paintings, repre-
sented figures were no longer such abstract images. Rather, they became indivi-
duals captured in #ime, 1. linear dme. Such portraits lack the aforementioned
abstract symbols. In other words, men on such paintings are similar to photograp-
hed figures. In fact, photographs lack the suggesuon that, due to the combination
of man and his symbols, the first goes through a development of linear time from
temporary to eternal life. It is condidoned by the concept of linear time since a
natural development is presented as taking place. Reference should be made, in this
regard, to the fact that photography was a craft which was invented and developed
during Realism i.e. 2 primary rather than a secondary system. In such a system, it
can be expected that man prepares his own models rather than modelling his
universe according to models created by himself.

To return to Romantcism: Russian Romantic portraits reflect a similar
circular and block-conception of time. They seem, unlike the aforementioned
portraits from the Renaissance, to be made according to a method similar to that
used during the Early and High Middle Ages. Thus, the figures on Romantic

paintings are mostly presented in combination with either other figures or with
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parts of their environment. These serve as complementary parts. This specific
manner of representation of figures brings about an effect similar to that of the
contrast between Medieval man and his symbols. See also the represented
additional figures. Thus, Romantic elements also seem to replenish each other. In
Chapter 2, Secton 2.1, examples will be given of portraits on which the repre-
sented figures are placed in one context with a landscape with qualities similar to
them. Or, additional figures may be found showing character-traits which are
either similar or opposite to them. As far as the concept of linear ime used by a
Classical poet like Derzhavin, see Chapter 3, Sections 3.1. Chapter 3, Secton 3.2,
on the other hand, will show that, in the poetry of a typical Romanticist such as
E.A. Baratynskii, ime is presented as being circular, insofar his time-conception
runs parallel with that typical of the Early Middle Ages mentoned above. In
Chapters 4 and 5 more specific attention will be paid to the idea that an idea of
block-time, similar to that occurring in the Middle Ages, underlies the works of
Lermontov. The latter can be considered a typical representative of a secondary

system in this regard.

1.6 The Function of Nature in Primary and Secondary Systems

The functon of the self for the arustic representaton of reality is particularly
expressed in the idea of nature in primary and secondary systems. Thus, in primary
systems, nature is often considered a human product. Consequently, it may be
presented as a mature-morte. Realist art and literature are illustrauve in this regard. In
that case, nature is considered as something lifeless rather than a living organism.
About the role of nature in pnmary systems see Déring-Smirnov 1980: 2.
However, in a secondary system such as Romanacism which is determined by
Schellingean philosophy the situation is different. Consequendy, art was conside-
red, at best, an expression of an external experience. As 2 result, in Romantcism
the arust was considered to be dependent upon the natural scientist. Thus, the
natural scientist was first expected to study chaotic and incoherent natural events
occurring in reality. He was expected to reduce these to prototypes, or models (see
Schelling 1856, 1,5: 352). The artist, in turn, was not supposed to create an original

work of art or text of his own. Rather, he reconstructed natural events on the basis of
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the aforementioned prototypes in an artistic representation. In other words, in the
Romandc view, the creatdve process had an indirect character. To summarize, in
the Romantic conception there existed a strict hierarchy in the tasks of the natural
sciendst and the artist. The first was supposed to await concrete signals given by
natural events before he could start the process of drawing up natural laws, i.e.
models in the aforementioned sense. The artist, in turn, was supposed to await the
moment the natural scientist had established these models. Only then could he
start his creative process which depended on them. The way a natural event was
rendered in a work of art or text may, in turn, have been useful for a natural
scientist. Thus, the way an artist represented a natural event in a work of art may
have given useful informaton to a scientist. Consequently, the latter could re-adapt
the general laws of nature formulated by him earlier basing himsclf on the recent
information of the artist. In other words, there was a mutual relatonship between
the scientist and the artist. The activites of both may have begun to condition each
other.

The mutual influence of the artist and of nature is manifest from the specific
character of speech in the Romantic conception. In the Romantic conviction, man
was supposed to maintain a "conversation” with nature. Thus, nature was conside-
red to literally permeate the cultural function of Romantic speech. Nature was
presented as speaking in an incomprehensible, secret tongue. Thus, a poet's "con-
versation with nature” in Romantic poetry amounts to a monologue (Cizevskij
1958: 11). Naturc's "answer" is, as it were, given by the poet himself This
example departs from the idea that speech is not considered an abstract system.
Such a system consists of conventional signs. However, in the Romantic sense,
speech rather is a sound-system. Its prototype can be reconstructed only by man
from concrete events taking place in outside reality. After he has completed this
reconstruction process, man can react to nature's "speech." Every man has to
reconstruct his own personal language-code by means of which he can "answer"
nature. Such a personal language-system is, by itself, incomprehensible to man in
general. Chapter 3, Secdon 3.4, will show that this specific character of personal

speech ultimately results in muteness and incomprehensibility of speech.
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Bararynskii's poetry is particularly illustrative in this regard. To summarize, the
essence of nature in the Romantic conception and, outside reality in the widest
sense, lies in the fact that it models the beholder rather than vice versa. In fact, in
Romanticism, native usages and colours as well as products of national histories
and national literatures play a key role. Varety in nature should be paralleled by
variety in language. In other words, in Romanticism man did not approach nature
by means of a language which he (in the Kantian sense) explicitly determined
himself. As far as the Classical idea is concerned that man determines reality, i.e.
also nature and language, himself, Kant's definition of metaphysics is illustrative. In
it, Kant rejects the idea that man might, for his knowledge of the objects of the
outside world, be exclusively dependent on their properties. In that case, he would
be unable to see how he could know anything about them a4 pnori (Krl/ B XVI-
XV1I). Kant rather emphasizes that if, and only if, objects depend on man's own
perceptive or mental properties, he can imagine such a possibility (see also Dienst
1976, col. 1096). Contrary to the Classicistic, Kantian conception that man
modelled nature as well as language himself, Romantic man considered his
language as being modelled by nature, i.e. outside reality. This implies that, the
same as in nature, nothing is assumed to be explicit and rounded off: the Romantic
mood is characterized by slight hints and enigmas. It was observed in this regard
that literary works are, accordingly, often fragmented rather than complete
(McLaughlin 1974: 25f). See Secuon 1.1 and n. 2.

1.7 Classicism and Romanticism in Russtan Literature

In the preceding pages some observattons were made on primary and secondary
systems in general. We shall now try to pay more attendon to Classicism and
Romanucism in Russia. In how far, respecuvely, they were typical of primary and
secondary systems, will be studied. Primary attenton will be paid to the function of
literature within them. What should, in general, be understood by the
aforementioned two currents? Only in French art and literature can a consistent
division can be made between them. England and Spain have Romanticism but no
Classicism. In Germany both Classical and Romantic genres occur, but they are

not separated in time (Curtius 1969: 270).*2 At the beginning of the ninctcenth cen-
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tury, there was a tendency to define the early Romantic as a union of the Classical
Antique with the Modern Romantic.*® Pushkin's definition of Romanticism is
valuable since it emphasizes the link which exists, in his view, between Romanu-
cism and Mannerism. The author regards all those genres which continue the
tradition of Anuquity as Classical. In turn, he considers those forms as Romantic
that did not exist during Antiquity or which were replaced by other ones (Pushkin
1996 (1947) (1825): 36).** Consequently, he called epic and didactic works, tra-
gedies, comedies, odes, saures, epistles, heroic, ficuve letters, eclogues, elegies,
epigrams and fables Classisical. Romantic genres, on the other hand, occurred, in
his view, in different periods of history. They came into being tn Western Europe
after the fall of the Roman Empire. They were particularly influenced by the
Moors and the Crusades. For instance, the troubadours developed the virelay,
ballad, rondeau, sonnet and so on. Their influence also generated the romance and
the fable. Pushkin agreed with the greatest minds at the time of Louis XIV, who
were critical of the different poetic genres which had come into being during their
lifeume. He considered these genres as being mere, bloodless imitatons of the
former Classical forms.>® As such, Pushkin can be considered a Classical poet.
However, in his article of 1825 quoted in n. 35, he qualified the fairytales of
Lafontaine and Voltaire, as well as the latter's Pucelle, as successful Romantic
works (Pushkin 1996: 138 (1986) (1825): 128).* In fact, Pushkin can be said to
associate Romanticism with Mannerism. Thus, he considers the first a literary
current which is not strictly bound to one historical pertod. Rather, it re-appears
perodically. To that extent, he antcipated the definitions of Manneristic genres by
Curtius and Hocke. Consider again Section 1.2 which observes that, in the latters’
view, these genres are a reaction to all Classical genres. On the other hand, Curtius
can be said to anticipate Likhachev's idea of secondary systems by his definidon of
Mannerism. Several of his contemporaries shared Pushkin’s views. However,
others like Katenin rejected the idea that in Russia two strictly-separated currents
like Classicism and Romanticism existed (Tynianov 1963a (1926): 51f.).>” Consider
again Section 1.1, which observes that Classical works reflected, generally speaking,
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a closed and centripetal world-model. Romantic works, however, reflect an open
and a centrifugal one.”®

It was observed above that Classical Russian works of art and literature
reflect a closed and centripetal world-model. In modern times it has been ex-
pressed in terms of what is official. Romantic works, on the other hand, express a
world-model in which the non-official elemer:t plays a key role (Lachmann 1988).
Russian censorship played a decisive role in this regard. In fact, in literature those
genres which have restorative tendencies in terms of the fixed norms of Social-
Realism began to show Classical traits. They presupposed a closed world-system.
These tendencies transform genres into genres explicitly expressing a primary
system. Non-normative genres, however, like mixed and avant-garde genres show
non-Classical traits. These are grotesque, fantastic and symbolical genres in modem
Russian literature (Lachmann 1988: 280ff.). These non-normative genres, in turn,
may become Classical as soon as they adopt the role of a canon.”” To summarize,
Soviet literature showed a tendency to legitimize its existence by prescribing
specific, aestheuc rules. These were based on norms which explicidy confirmed
norms valid at the period at which the works of art and literature were created. It
might also occur that they rejected such norms. Anyhow, those who established
the norms explicitly rejected the beholder's free choice in the selection of his own
norms (Lachmann 1988: 283). In other words, Soviet authors felt a need similar to
Pushkin when the latter prescribed Classical norms. Pushkin, in his definition,
expressed the need to base himself in his works on norms valid in Antquity.
Conversely, there was a tendency in 20th century Russian authors to annex 19th
century literary works. It did so by interpreting the literary works in terms of
aesthetic norms typical of a new aesthetic norm, ie. the norm set by Social
Realism.

1.8 Classical and Romantic Literature: Temporal Limits

At the beginning of the nineteenth century, many discussions took place between
archaists and modernists in Russian literature. All of them judged Derzhavin
positively for his rough, old-fashioned, monumental kind of writng. This was

complctely different from the newly-introduced, smooth style of thc pocts of the
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eighteen-twentes (Tynianov 1963 (1926): 41). Pushkin greaty admired Derzhavin
and in his younger years already emphasized that he owed him a great deal. Later,
he consciously imitated him (/der 1963 (1926): 92). This fact yields a key to ans-
wering the question when exactly Classicism and, in turn, Romanticism began and
ended in Russia.

Derzhavin is useful to help define Classicism. The beginning of his activities
runs more or less parallel with Catherine II's ascension to the throne (1762). Her
rule had important consequences for Russian culture. The empress introduced
enlightened ideas into Russia. These ideas were matinly French, due to her manifold
contacts with kings, scholars and writers. They penetrated Russian style which had
thus far been determined by the strict stylisuc language-rules introduced by M.V.
Lomonosov (1711-1765). The latter were based on the use of German-Laun syntax
and many slavonicisms. These were, in turn, replaced by the language-innovations
of N.M. Karamzin (1766-1826). The latter introduced a more elegant style
containing many Gallicisms. For example, his sentimental novel Bednaia Liza
("Poor Liza"} and his Istoriia russkogo gosudarstva ("History of the Russian State”) are
written in an elegant, though old-fashioned style. These are modeled after French
examples. The Classical character of Derzhavin's works is also illustradve of
eigteenth century moralistic novels and didactic works such as for instance, those
by N. Emin (1735-1770) and M.D. Chulkov (1743-1792). They, in particular, show
the Classical idea of the world which is determined by the critena of individual men.
As regards the beginning of Romanticism, the second decade of the nineteenth
century is usually taken to be its starung-point.*’ For instance, the publicaton of
Pushkin's Ruslan i Liudmila gave birth to discussions about the essence of Romanu-
cism. Consider also the year 1824. In that year, Pushkin's Bakbchisaraiskii fontan
appeared, with a foreword by P.A. Viazemskii (1792-1878). Viazemskii hailed the
work as the first "Romantic poem”; after all preceding, Classicistic works (see
Serman 1973: 6). One can argue that, with the death of Karamzin in 1826, the
Classical period in Russia came to an end. Thus, Karamzin had still been crtical
toward the new ideas in Russia which foreshadowed Romanticism (McLaughlin

1973: 419). He was considered an authority. Thus, only after his death could his
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inviolability be attacked. Only in the third decade of the nineteenth century did the
first persiflages on his works appear (Tynianov 1963: 38). The twenties are also
taken to indicate the end of Classicism. In 1821, K.N. Bauushkov (1787-1855)
became insane and, consequently, unproductive. He was the last representative of
the French, Classical style developed by Karamzin. Batushkov's insanity raises the
suggestion that it seems justified to indicate the twentes as the end of this
movement. In fact, whereas madness as a theme in Classical literature is hardly
important, it plays an important role in Romantic literarure (Cizevskij 1958: 51).
Consequenty, the poet's madness confirms the norm-code of Romanudcism
whereas in Classicism it would be considered a mouf which deviates from that
norm. Consider, in this regard, again the aforementoned fact that in Romanticisrn
reality was conceived as a text and man as a figure operative in it. In so far a writer
like Batiushkov, when becoming insane, did what was expected of a writer when
becoming insane, i.e. putting on the mask of a man who was insane.

Finally, in 1825, after Aleksandr I's death, the uprising of the Decembrists
took place. It was a movement with which several Russian poets openly or secretly
sympathized. It was a product of typically eighteenth century, i.e. Classicistc ideas.
Consequently, its suppression can be said to indicate the end of these ideas in
Russian literature. In other words, it indicated the transidon from Classicism to
Romanticism, i.e. from a primary to a secondary system. This implies that artsts,
who had seemed to be free to model reality in their works according to their own
ideas now became subject to outside reality. Artists who were, originally, subject to
2 Kantian philosophical system now became subject to a Schellingian system."!
Finally, the question should be posed, of course, what should be defined as the end
of Romanticism? The 1840s or 1850s have been proposed as an appropriate date-
line (Cizevskij 1964: 16f., Déring-Smirnov 1980: 1). Moreover, emphasis has been
laid on the fact that the period after 1850 is useful as a temporal limit insofar as
this date concludes the period of poetry, introducing that of prose. Consider, in

this regard, n. 16 again.
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Notes on Chapter One

Ha npormssm MHOIMX BEKOB HCTOPHH IOITHYECKOIO HCKyCCTBa, 3a
HHAMBHAYAABHRIM MHOrooOpasHeM mo3TH4ecKux OpM, HaM KaKercs
CYLHECTBEHHHIM ITPOTHBOMOCTABHTL APYT APYTY ABAa THMNA MO3THYECKOIO
TBOpyecTBa. M 0DO3HAYHMM HX YJCAOBHO KaK MCKYCCTBO KAACCHYECKOEe M

POMaHTHYECKOE.

("Since during many centuries of the history of poetic art many individual
forms of poetc forms have occurred, it seems essenual to us, to make a
consistent difference between two types of poetical works. We"ll give them
the conventional names of Classical and Romantc works"; Zhirmunskit
1962 (1920): 175).

See D.F. Rauber. 1969. "The Fragment as a Romantic Form." In: Madern
Language Quarterly 30, 2 (1969): 212-221; here: 214f. See also T. Baht. 1984.
"Coleridges Kubla Khan und das Fragment der Romanuk.” In: L. Dillenbach
[a.o.] (Hrsg.). Fragment und Totalitat. Frankfurt am Main: 182-199. Both
authors pay particular attention to the role of Coleridge as a typical
Romantc poet.

V.M. Zhirmunskii. 1970. "Anna Akhmatova i Aleksandr Blok." Russkaia
Literatura, 3.

See: V.V. Markov. 1962. The Longer Poems of Vielimir Chlebnikor. Berkeley,
Calif., Univ. of California Prcss, 51.

In this regard, Likhachev observes that in literary history each period com-
priscs less tme than its preceding one. Thus, the Romanesque period
spanned approximately six centuties (from the G6th to the 12th century),
Gothicism three centuries (from the 12th to the 15th century), Renaissance
approximately two centuries (the 15th and the 16th centures), Barocco
approximately 150-200 years in the 17th century, Classicism a hundred odd
years in the 18th century and Romanticism about 50 years in the 19th
century (Likhachev 1973: 178f). For a definiton of the term Maniera, see,
also A.M. Boase. 1962. "The Definition of Mannerism." In: Ades du 3me
Congrés de [Assodation Internationale de Littérature Comparée, 21-30 aout, 1961,
The Hague, 143-155.
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Curtius emphasized that in Manneristic genres a consistent opposition exists
between a norm and a deviation from that norm. He mentions the epigram
as a genre which is typically Manneristic. Thus, it resulted as 2 deviation
from the original norm-code of an inscription for the dead in sacrificial
offerings. The fact that his specific quality resulted in an autonomous genre
manifests itself all the more since the new content of the deviating genre is
not incompatible with true poetic content (Curtius 1973: 292).

For the function of the mirror through the ages, see jurgis Baltrusaitis. 1978.
Le miroir: révélations, science-fiction et fallactes. Pans, in part.: 35. The mirror of
glass, rolled mercury and metal was invented in Venice, arca 1550. See in
this regard C. Dubois. 1982. "L'imitation sans limitation: Reflexions sur les
rapports entre les techniques et I'esthétique de la multiplication dans la
création manériste”. Revue de Littérature Comparée 56, 267-280; here: 270. This
ardcle offers a good survey of the mirror as a specific tool to realize the
effect of duplication which is typical of Mannenstic art.

The Spanish Mannenstuc scholar Baltasar Gracian (1601-1658) defined
"conceit" (concepto) as a mental act which expresses the correspondence be-
tween two things which may even be each other's opposite (see Curtius
1973 (1948): 298, Hocke 1959: 26, 59, 164f., and Hauser 1964: 135, 294).

The description of the protagonist's double in Heine's Dextschland. Ein Win-
termdrchen is illustrative of the Romantic conception that literary persons are
modelled out of outside reality rather than vice versa. Thus, in section 7 it is
reported that the poet, together with his double, visits the crypt of the three
kings in the Dome of Cologne. In answer to the requirement by one of
them that he should pay reverence to him, the poet beckons his double and:

Es drohnte der Hiebe Widerhall

Aus allen Gewdlben, entsetzlich, -
Blutstrome schossen aus meiner Brust,
Und ich erwachte plotzlich.”

(it. mine, PMW)

Reality is modelled here after the poet’s wish. However, the act which results

from his order scems to be the result of a rererse rather than a direct projec-
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tion: the ensuing blood does not jump from the limbs of the three kings, but
rather from the actor's own limbs.

Yem 6ammxe k cboemy obpasuy, k MpHpoAe H €1 HCTOYHHKY TeM
ITpexpacHee H COBepIlIEHHee ITPOH3BEHHE HCKYCCTBA

("The nearer the work of art is to its moedel, to nature as well as to its source,
the finer and more perfect it is"; Zhukovskii 1902: 28; tr. and it. mine, PMW).

Tennit BCe CyliecTByIOWIEE B IPHPOACE M 3aKAJOHAIOIICECA B HayKe
oOpatuaer B CBOIO COOCTBEHHOCTD M BCEMY MM MpHODpeTaeMOMy AaeT
€AHHCTBO. "JTO AapOBaHHE CAHHCTBA Pa3HOODPa3HOMY eCTh OCOOCHHH
xapakTep reHua. Aas ero Het Gecrmopaaka; Bce BXOAMT B COCTaB OAHOTO

oneaoro

("Genius makes everything existing in nature and everything comprsed by
science its property, and everything it has acquired it gives wrify. This talent
to give anity to the heterogeneous is particularly charactenstic of the genius.
For him no chaos exists, everything enters into the structure of one whole";
Zhukovskii 1902: 28; tr. and it. mine, PMW).

See, in the same context, Zhukovskii's words:

[enuii....He TBOPHT HOBATO TO €CTh He A2CT OWTHA HecylecTBylOLLEMY .
Ho on mnocruraer wmcruHy wAM  cymiecTsyoumee  OuCTpuM M
BCceoObeMArOIMM 0DOpPa3soOM, Tak 4TO cHe OHICTPOE.A€rKoe, TaK CKa3aTh
BHE3AIMHOE IMOCTHKEHHE KAKETCA COIAAHHEM

("Genius ... does not make something n e w, that is, he docs not call into
being something non-existent. Rather, he understands truth or the existing
in a quick and ain all-embracng manner, so that this guick, light, so to say sud-
den, understanding seems a creative action”; tbidenr, spacing by the author, tr.
and it. mine, PMW).

B npomu3sBeaeHAX HCKycCTBa, IO33MH, AHTCPaTYpPH, HayKH- TeHUH Doaec
BRIPAKACTCA B [AAHE H B CO3AAHHH LIEAArO; HCIIOAHEHME €CThb YyXe

HCO6]HAOMO€ CACACTBHE CETO CO3AAHHA. TaaanT 3akArovaerca bosee B U C
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IO AH e HH H; OH boaee BHpakaeTca B COBEPIUCHCTBE HEKOTOPHX 4acTed;
OH, TaK CKa3aTh, €CTb POPMa, €CThb CAOT CO3AAHHSA

("In works of art, poetry, literature, and science the genius expresses itself
primarily in the plan and the creadon of the whole; its execution is already a
necessary result of this creative acavity. Rather, the faknt consists of the e x
e c u ti o n; rather it expresses itself in the perfectuon of some details; it is,
so to speak, rather the form, the style of the creation"; idenr, spacing by the
author, translation and it. mine, PMW).

Consider the passage from Rim which runs as follows:

...BO BCIO AANHY BCefi KaDTHHH BO3HOCHAMCH M TOAYDeAH npo3padnbie
TOpH, ACTKME KaK BO3AYX, 0ObATHE KakuMm-TO pocopuyeckim csetom. Hu
CAOBOM, HH KHCTBIO HEA3f DHAO MepeaaTb YYAHOTO COTAACHA H COYCTAHMSA
BCEX ITAAHOB 3TO/ KAPTHHH.

("... Along the length of the whole parmting rose and lighted blueish the #rans-
parent mountains, light like air, embraced by some phosphor-bike light. Neither
with a word, nor a brush was it possible to render the marvellous harmony
and coherence of all planes of this painting";, 1994 (1842): 200; tr. and it.
mine, PMW)

See C. De Brosses. 1765. Traité de la formation mécanique des langues. Panis: 21,
as well as Genette 1969: 152, n, 1.

Consider, in this regard: "Es ist wohl kaum zufallig so dass Perioden der
Vorherrschaft der Poesie mit solchen der Prosa sich mit einer bestimmten
Gesetzmssigkeit ablosen. So diente die Ausbildung einer machtvollen poet-
schen Tradiuon zu Anfang des XIX Jahrhunderts, die nach dem Puskin der
20er Jahre dazu gefGhrt hatte, dass man Dichtung und Literatur iberhaupt
gleichsetzte, zum Ausgangspunkt fGr die cnergische Entfaltung der
kiinstlerischen Prosa in der zweiten Jahrhunderthilfte" (Lotman 1981
(1972): 1406).

Also Tomashevskii emphasizes the fact that in poetry the sound elements in
words rather than their meaning are of primary importance. For him, in

verses, rhythm 1s the moment marking the construction, indicating the
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frame for its semantcs and its expression (Tomashevskii 1985 (1931): 118;
see further Hansen-Love 1978: 34ff.) See, in this regard, also Cohen's and
Genette's definition of poetry = anu-prose, as it is exactly in prose-texts that
the semantic elements dominate the phonic ones (Cohen 1966: 51, 97, and
Genette 1969: 128 and n.)

Hopkins also emphasizes that verses consist of words but that their meaning
is not essential (Hopkins 1959 (1865): 289). As far as poetry is concerned, he
observed that "abrupt kinds of parallelism”, as he called it, are typical of it.
This is operative in metaphor, simile, parable, and so on. In this regard he
also mentions "chromatic parallelism [such asj ... gradation, intensity, climax,
tone, expression, (as the word is used in music), charoscurs, perhaps emp-
hasis ..." (Hopkins 1959 (1865): 85). However, they do not determine poetry.
Thus, when rhythm, rhyme and repetition are merely applied for use, e.g. to
help the memory, they have no aesthetic function. In that case, their poetic
effect 1s lost. This is what occurs in the verses in nursery-thymes, in
children’s play, in nonsense-poetry. All of these completely depend on their
constituent sounds. See: idenr. 288. In such a case the style-figures of rhythm
and rhyme do not bring about the desired poetic effect. Tomashevskii, in
tum, made a distinction within poetry between the following kinds of paral-
lelism: 1. thematic, 2. syntactcal, 3. lexical, 4. strophic, and 5. intonational
(Tomashevskii 1985 (1931): 278¢.).

Khlebnikov goes so far as to emphasize that in poetry the link between the
elements of meaning and the musical elements should be cut altogether. In
his view, there is no element which can be said to have prionty over other
ones. Thus, although the group around Khlebnikov considered rhythm
essenual it even thought that musical elements in general have a merely
secondary character. They think that the poetic criterion resided in the luing,
everyday word. "We stopped to look for criteria in text-books; every kind of
movement generates a new rhythm for the poet” (see Markov (Hrsg.) 1967:
52). See in this regard, for instance, the statement made by this author (and
others) in the almanac Sadok sudei ("The Judges'-trap", 2 (1913)). Repr. in:
idem. For a detailed survey of the literature in the field, see Ingold 1984). In
Cubo-Futurist poetry a clear distinction can be made between Pasternak on
the one hand and Maiakovskit on the other. Thus, in Pasternak's poetry the
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musical elements clearly dominate the meaningful ones. In other words, the
poems are temporally rather than spaually determined. However, in Maiak-
ovskii's poetical works, in accordance with the specific talents of this writer,
the pictorial element is essential. They can be said to be spaually rather than
temporally determined (see, in this regard, Markov 1968: 237f).

See: "Rhythm ... simultaneously appears as a sign of meter, a necessary
factor of rhythm, the dynamic grouping of material. The basis of meter lies
not so much in the presence of a system as in the presence of a prinaple”
(Tynyanov 1981 (1924): 49; it. mine, PMW).

In modem tmes, the evaluation of the image in poetry is evaluated diffe-
trently. Thus, Cohen defends the view that in images a complete transforma-
tion is realized from the indicated word to the image. Ultimately, the
indicated word completely disappears. To that extent he emphasizes the
essence of the object in poetic speech. Genette, however, emphasizes the
quality of the poetic word as being an image. In his view, the specific
functon of the poetc word lies in the fact that in an image the meaning of
the word this image replaces always shines through (Cohen 1966: 214,
Genette 1969: 134).

Thus, Tomashevskii emphasized that, when a poetical text is simply presen-
ted as a prose-text, the poet's rhythmical intention disappears (Tomashevskii
1985 (1931), 118). In fact, the group surrounding Khlebnikov rejected all
kinds of meter. In their view, the poetic crntenion resided in the living,
everyday word. "We stopped to look for criteria in text-books; every kind of
movement generates a new rhythm for the poet” (see Markov (Hrsg.) 1967).

In fact, the term "equivalent” was not generally adopted by the Formalists.
However, the idea it expressed, played an important role in their investga-
dons of procedures and compositional rules (see Hansen-Love 1978: 322, n.
532). In recent tumes, the consciousness of its essential role has generally
been accepted. As far as literature is concerned it was developed in
Ingarden's definition of "indeterminate spaces” (Unbestimmitheitsstellen), as he
calls them. This, in 1ts turn, was elaborated on in W. Iser's theory of the
"empty spaces" (Leerstellen). Iser emphasized that these bring about an inter-
acton between a text and its reader. In fact, they form an enclave in it, ie.
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an element rather belonging to a (spatially determined) system which differs
from those text segments which are rather temporally determined. The latter
presuppose a reading-process (see Iser 1966). For the enclaves, see, more in
detail Chapter 4, Sections 4.3 and 4.4.

See, in this regard Freedberg, S.]J. 1965. "Observations on the Painting of
Maniera." Art Bulletin 47, 187-197; here: 194

See the combination of unrelated images for the representation of a plot in
film-art as it was investdgated by Eisenstein. His starting-point was that,
from a combination of different images, a qualitatively different image results.
Thus, he combined in each film-shot an element with a real meaning and an
element with an additional meaning. The latter had a potential value since it
was supposed to anticipate future events. A plot was supposed to result
from this combination by means of a montage of film-shots. These may
collide in such a way as to generate a new image. The combination of these
brings about the effect of a series of events taking place successively. This
aforementioned combination in each film-shot of normal meaning and an
additional meaning the producer called "double-stroke." See: S.M.
Eizenshtein. 1964 (1929). "Za kadrom." In: Igbrannye proiqvedeniia v 6-ti
tomakh 'T. 2. Moskva, 291 as well as V. B. Nizhnii. 1958. Na wrokakh S.
Eizgenshteina. Moskva, 47-48).

Valéry emphasized that fragmentary text segments enable a readerto evoke,
by means of associations, a different world in their minds (Valéry 1957 (19-
28): 1456ff.). In other words, in Valéry's view, beauty bears a negative
character (Valéry 1957 [1937]: 374ft.).

In this regard, the poet's definition of the difference between poetry and
prose anticipates Post-modern views. He observed that this difference has a
physiological character, since poetic rhythm excites man's muscular orga-
nization. A poetic text requires from a beholder not just perception but
actve participation as well. Thus, it is suggested that a poetic text transforms
a beholder into a completely new being. Conversely, in the case of a prose

text the perceiver does not undergo such a metamorphosis. In fact, it merely
transforms him into a dream-like figure (Valéry 1957 (1927): 1375).
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Russian Cubo-Futurist poets, similar to French surrealist authors like
Breton, Apollinaire and others, developed the procedure of combining in
one work verbal and iconic signs: see the survey given in Khardzhiev 1970:
9-49. For some general observatons concerning this subject, see Butor

1964: 118.

Consider, for instance, the French passages in Tolstoi's Veina i Mir. It is
often difficult there to establish the norm-code and the deviant language-
code. The resulung confusion which is consequently aroused in the reader is
used by the author as a literary procedure. Thus, figures operative in the text
may alternately speak Russian and French (Uspensky [Uspenski] 1973:
45ff). All languages are supposed to be accessible to figures originating
from both the higher and the lower classes. This is not amazing as far as the
Russian representatives of the higher classes are concerned. Thus, although
they were born in Russia, they were also fluent in French. French was the
standard language for the Russian higher classes. However, the effect of the
bilingual passages is strange in the scenes in which lower strata play 2 role.
There, their representatives, the common soldiers, may be expected to speak
their own natve languages (French or Russian) only. However, passages
occur in which soldiers, and even Emperor Napoleon, speak in a mixture of
French and Russian. These figures wanted most likely not have been familiar
with both languages. It seems that the anthor has translated these passages in
the interest of readers who were not familiar with both languages.

As regards the combinaton of real, ic. historical events and figures, and
ficutous events and figures, in one context Nabokov observed that in such
a case both text-segments derive a greater authendcity from this juxtapo-
sidon. Thus, in Tolstoi's Anna Karenina, Stiva Oblonskii is presented as
reading in the paper the news of the Austrian ambassador's Count Beust
arrival in Wiesbaden in February 1872. Oblonskii is a fictitious, i.e. non-real,
figure and Beust a historical, i.e. "real" one. Beust was the writer of
extremely tedious, although histonically authentic, memoirs. However, the
fact that he occurs in the same context as the "unreal", ie., seemingly
lifeless, but in fact, much more lively, Oblonskii results in both persons
becoming more vivid (see Nabokov 1981: 213).
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See, for instance, Kiukhel'beker verses addressed to the wind:

[lycTe Aeca, XOAMH H AOAIS
OraacHT TBO#H IIYMHBIH A3LIK!
BHATHBIA MHE TBOH TAAroOAH,
MHe noHATeH TBOM A3NIK.

("Let thy sonorous cry fill woods, hills and valleys! To me thy words are
clear, to me thy tongue is plin"; Quoted from Cizevskij 1958: 28). In order
words, the passage shows that the artist's creative process can only start
after he has completely identified himself with nature. In that case, he will
not only be able, like the wind, to fill all of nature with wind, but also to
understand its language. The essence of the latter lies in the fact that it is
incomprehensible for ordinary man but understandable for the arust.

The German 18th Century Classical authors and philosophers Herder and
Goethe deny the existence of 18th century German Classical and modern
art although F. Schlegel takes the possibility of a consistent separation
beteen Neoclassical and modern art for granted (HWP. 1976. Bd. 4, col.
859).

Allemann 1976, col. 854. For two surveys of the early nineteenth century
discussions on Classicism and Romanticm in Russia, see Tynianov 1963a
(1926) and McLaughlin 1974.

The author particularly emphasizes the key role of France in the develop-
ments in Western-European literatures all of which, in principle, continued
those occurnng in Antiquity. This has been discussed in more detail by him
in his uncompleted essay dating from 1834, endtled O nichtozhestve russkor
slovesnosti ("The Nothingness of Russian Literature”; Pushkin 1996 (1949
(1834): 168-172).

See his observation:

Cusa amekaaccHyeckan r1033ia, oOpa3oBaHHaA B MiepeAHeii I HIKOTAZ He

AOXOAIBIIIAA AAACC !T)CTHHOﬁ, HE€ MOTAQ OTYYIITBCA OT HEKOTOPHIX
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BPOAKACHHBIX TNPHUBHYEK, H Mbl BHAMM B HE#l BCE POMaHTH <4eckoe
>#eMaHCTBO, 0bAeHeHHOE B CTpOrHe POPMB KAACCHYECKHE .

("This pseudo-classical poetry, which has been shaped in the ante-room, which
has never come farther than the drawing-room, could not break itself from
some innate habits, and we perceive in it all mman<#c> affectedness, clad in
strict classical forms"; Pushkin 1996 (1949) (1825): 38; it. mine, PMW).

In his article from 1834, mentioned in n. 35, Pushkin elaborated his ideas
from 1825. He menuons Clément Marot (1495-1544) as an important votary
of the ballad and the rondeau (see Pushkin 1994 (1834): 168-172; here: 169;
consider also J. Mersereau: "Pushkin's Concept of Romanticism." In: Studres
in Romanticism 3 (1973): 24-41). Marot has been defined as cxemplary of a
poet in whose work much pangrammatisms are found. This is a stylistic
procedure consisung of an accumulation of words, beginning with the same
letter; for this property Curtius reckens it to the "formal Mannerisms” (Cur-
tus 1973 (1948): 283). Pushkin's study of 1834 does not add something
virtually new to his observations from 1825.

Katenin tried to draw Pushkin into the camp of the French Classicists
(¢bidem). In fact, Pushkin's and Katenin's contemporary Kiukhel'beker emp-
hasized that Katenin sometimes passed himself off as a Classicist and some-
times as an early-Romantc poet (Tynianov 1963a (1926): 51f. and 388f.).

Also the observadon made in Section 1.3. about the the idez of masks in the
Romantc conception is illustrative in this regard. It shows the tendency of
the Romantic authors to identify themselves with their represented persons.
This is the ultimate result of the concepdon of the world as open and it

shows the effect of 2 consistent use of masks.

Thus, works in Russian literature from which certain passages had been
removed upon request of the censor became, consequently, "official." In
other words, such works had become "Classicistic" upon their appearance
after the censor's interventon. However, in a later stage, the passages that
were to be removed, may have been restored. In that case, a new edition
resulted which may, consequendy, be considered the official, or Classicistic,
one whereas the preceding one will have become corrupt.
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o It is generally accepted in modern times that the term "Romantic” and
"Romanticism" in Russian literature was coined in the second decade of the
nineteenth century; see: R.A. Budagov. 1968. "Iz istori slov ROMAN-
TICHESKII i ROMANTIZM." In: Igvestiia ANSSR-Otdel bteratury i iagyka
27,3, 251; here the journal Vestnik Evrgpy is credited for having "invented”
the word.

“ For an introducton into Schelling's philosophy, see M. Frank. 1985. Eine
Einfiibrung in Scheliings Philosophte. Frankfurt am Main, Suhrkamp. (Sxhrkamp-
Taschenbuch Wissenschaft, Bd. 520). For a general introduction into the
philosophy of identty, see H. Zeltner. 1976. "ldenutitsphilosophie”. In:
HWP. 1976. Bd. 4. Basel, Schwabe und Co., AG, cols. 151-152. For a
discussion of the philosphy of identity, sce Fuhrmans 1954 as well as H.
Titze, "Identitatsphilosopbie heute und bei Schelling. Meisenheim am Glan, Hain,
1979. (Schriften ur wirtschaftswissenschafilichen Forschung, Bd. 113)
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Chapter 2: The Function of Models in Russian
Nineteenth-Century Paintings and Literary Works

2.1 General Observations on Russian Romantic Portrait-painting

Some examples of Russian Romantic works will be given now which show that
artists and writers recreated pre-existent models. Chapter 1, Section 1.6. showed
that a Romantic artist considered himself to create works of art based on signals
given to him by natural scientists. The latter had to learn the properties of nature
by a procedure of reverse projection in which light played an essential role. Light in
the Romantc conception had an indirect functon for the artist in his creative
process. Schelling paid parucular attention to light in general and to light in philos-
ophy in particular (see Schelling 1856-1861, 1,5: 352)." In his observations, the idea
is emphasized that reality is split into halves. He feels that the perfect and imper-
fect aspects of nature are incompatible. Consequently, in his view, the two halves
are kept in balance since any overweight is imparted to either of the two scales
alternately (idenr. 1,2: 390). Russian Romantic paintings emphasize the indirect
functon of light. They illustrate the transiion from Classicism to Romantcism, i.e.
from a poimary to a secondary system. The Romanuacists thought that light erased
the border between man and the reality surrounding him. Romantic painters made
use of that particular quality light has of being invisible itself while rendering other
things visible. As far as literature is concerned, this idea has been formulated by W.
Hazlitr.? Light impelled Romantic painters to absorb the laws of nature which lie at
the basis of light before representing it. Thus, art was not considered to be 2
projection of human craft onto nature. Rather, it was regarded as being absorbed
by nature. In other words, seeing and creating were considered to merge (Taylor
1983: 143).

Some qualites typical of Russian nineteenth-century authors toward light
will also be examined in this regard. First, some observations will be made about
Russian portrait-painting in the Romantc peniod, such as are the works of Roman-

uc painters like V.L Borovikovskii (1757-1825), A.G. Venetsianov (1780-1847) and



00055837

38

K.P. Briullov (1799-1852). They elaborated on the genre of portrait-painting. In
their works, thc artsts are seen at work who recreate reality and natwre after
models presented by natural scientists. Their works are often fragmentary. Insofar
their works show the quality typical of all Romantic works. Romantic paintings are
similar to texts which are fragmentary due to the fact that equivalents in Tynianov's
definidon occur in them (see again Chapter 1, Secton 1.4 where it could be
observed that a fragmentary work or text raises an artistic or poetc effect). Thus, it
seems that it is left to the beholder or reader to establish their exact nature. The
figures portrayed are often depicted against a background emphasizing his or her
state of mind. They seem to grow organically from that background rather than
project their character upon it (Hamilton 1954: 238). The figures and objects
represented make a "fortuitous” impression. They are presented as bcing
dependent upon the reality surrounding them. This means that this reality has a
signalling functon. It shows again that represented figures have to be reconstruc-
ted after laws established by scientists. In short, the aforementioned portraits show
this property typical of a secondary system like Romanticism: the figures are mostly
portrayed full-length, often surrounded by their favourite attributes or secondary
persons who seem to duplicate them. This duplication emphasizes the central
position of the figure portrayed. This procedure is particularly effective when used
by a painter with a predilection for a monumental style, such as Briullov. The latter
differed from Venetsianov in this regard. The figures on Brullov's monumental
works seem to grow, as it were, from from their background. Consequently, the
suggestion is aroused that these backgrounds accentuate the figures. Thus, their
environment emphasizes their partcular physical beauty (Rakova 1966: 179). This
effect is also caused by the frequent occurrence of secondary figures. These seem
to both mirror and emphasize the value of the central person. Insofar the process
of duplication may be realized in the form of what could be called reverse
reflection. Chapter 5 will show that the use of duplication is particularly effective in
Romantc literary works such as Gogol's and Lermontov's.

The character of Romantic works - being based on prototypes -from nature

manifests itself in the fact that artists tended to approach rather than render reality.
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They presented a generalized rather than an individual representation. In this
respect they run parallel with medieval portraits but contrary to Renaissance ones,
as mentioned in Chapter 1, Secdon 1.5. Brullov's portrait-paintng "The
Amazone” is an example, in which an interaction of the elements takes place
between the represented central figure and her environment. This results from the
oppositon of the moufs of "mobility” and "immobility” in the painung. Thus,
although the main figure is supposed to be mobile, she seems to be unnaturally
immobile. However, her background is presented as breathing movement. The clouds
seem to fly through the sky. In other words, both the figure and her background
merely approach reality in the artistic representation, which is based on 2 model
given by natural scientists in the aforementioned manner (a natural scientst
develops a model on the basis of his observadons from nature, an artdst bases
himself on these models in his works of art in which he recreates models). She runs
out of the house (which seems to be mobile, as all parts of the background do) (see
Rakova 1966: pl. 62).> The discovery of the role of light is an essential element in
painting indicating the transition from Classical to Romantc art (Taylor 1983:
143ff)). G. Venetsianov (1780-1847) played 2 key role in the history of art since he
was one of the first Russian painters to appreciate the general importance of light
(Bird 1987: 105). He had not had the same thorough academic training as his
contemporary, Briullov. Consequently, he as a painter of monumental paintdngs did
not have the same dazzling success. He was deeply concerned with the exact
representaton of nature. In this respect, he felt unsausfied with the artiste canons
handed down by academic tradidons. Rather, he felt attracted by new means to
represent simple themes and motifs from everyday existence, particularly rural life,
in an unsophistcated manner (Alekseeva 1963: 549). The important function of
light in Venetsianov's paintings manifests itself in the fact that his works seem to
be translucent. His painungs emphasize the fact that the quality of light is that it is
invisible itself but visualizes other things (for an example, see his "Sleeping
shepherd-boy" from the Russian Museum at St. Petersburg (1824) (ill. 1)). The
painung entitled "Summer Harvestung" (1827; Tretiakov Gallery) is also illustratve

of this translucent character.* The persons and objects on it seem to flow together
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with their environment. A figure can be seen sitting in the blazing sun. The
platform on which the woman sits with her child seems to be swallowed by the sun
in the same way. This particular effect results from the fact that the colours of her
clothes are in perfect harmony with those of the surrounding hay-fields. All per-
sons and objects depicted are penetrated by warm sunshine and seem to become
translucent, colours lose their intensity, shadows become light and mobile under
the haze (Alekseeva 1963: 569). The representations of indoor scenes by Venetsia-
nov and his pupils are illustratve too. Many open doors, windows and mirrors are
depicted on them. They offer vistas on neighbouring rooms and mirrors. Conse-
quently, they evoke the suggestion of light. The painting shows the idea that the
artist, in his representation of reality, has consciously based himself on a model
from that reality.

As far as the Romantc idea is concerned that portraits do not directly reflect
reality but rather models of it, consider Borovikovskii's portrait of V.S. Putiatina
(after 1815). Here too, the figure portrayed seems to have been painted from a
model from nature in the same way as in the aforementioned portrait by Briullov.
Furthermore, the attnibutes occurring in it are adapted to the elegiac tone of the
portrait as a whole. Thus, the flowers and the foliage on the portrait cannot be
considered to have been painted directly from nature. In short, nature as depicted
in the portrait reflects the reality of the portrait (Alekseeva 1966: 93).° Thus, it is
evident that the portrait in its capacity of a work of art, presupposes a double
proccss within the artist and the beholder. The arust should orent himself to
models from reality, re-create them and create an original work. The beholder
should, on the basis of the same two activities, create the work during his personal
process of perception. Summarizing: for the Romantdcist a work of art results
primarily from an activity of reconstruction rather than construction. The fact that
Venetsianov's figures and objects seem to be translucent has often been taken to
result from his often defective and awkward way of painting. In his works the
figures often stand in unnatural, frozen positions. The rural scenes depicted often
make a stylized and wooden impression. Due to this inexact representation the

figures often seem like puppets, grouped together against an equally artificial back-



4]

ground of rural attributes. In other words, this awkward representaton empbhasizes

the spatial rather than temporal determinadon of the representaton.®

The idea that human art is inferior to nature corresponds with the Romant-
cists' convicdon. Through this the artist also seems to establish a bond between
him and his audience. Thus, the artist seems to ask his audience to answer the
question "do yox think my paintng renders the underlying mode/ from reality in a
reliable manner?" Thus, the specific function of Venetsianov's awkwardly painted,
translucent, figures lies in the fact that they compel an observer to look for the exact
nature of the represented figures or objects. They seem to force him to reduce the
representation to its underlying model. This, again, in the Romantc conception, is
based on its model from nature. A parallel can be drawn between Romanuc works
of art and texts. Thus, the latter's essence, too, lies in the fact that the more a text
is created made in an awkward manner the more it seems to merely evoke its
underlying model. In that case it will draw the audience's (i.e. the reader’s) attention
to 2 maximal degree (see again Chapter 1, Section 1.4) Thus, the functon of the
aforementdoned awkward form of works of art or texts lies in the fact that it simu-
lates a viewer to get an insight into the state of mind of the persons portrayed.
Chapter 5, Section 5.1, will show that the so-called implied author plays a major

role in this transformation of models into an artistic whole.

2.2 Russian Nineteenth-century Authors on Painting and Painters

2.2.1 Genius and the Function of Light in the Conception of the Russian
Romantc Artists

N.V. Gogol' has drawn attention to the Romantic concept of light. He emphasized
tts impact in his 1834 essay Poslednii den’ Pompes ("The last Day of Pompey™).This
article deals with the famous painting by the aforementoned Briullov (See ill. 2).
He also emphasized that light seems to render a painted object translucent.” In his
view, the painter, in turn, seemed to transform it into an object which melts toge-
ther with its environment.® The example in n. 8 shows that light incorporates the
whole representation since it impels the perceiver to bring up the question: "Is this

a body or no#?" Here Gogol's makes use of the procedure which is typical of him.
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Thus, he has the habit of opposing a motif which he introduces to its opposite
motf immcdiatcly upon its introducdon. This procedure will be called re-fo and will
be dealt with in more detail in Chapter 5, Section 5.4 Gogol's idea of light illustra-
tes the Romantic idea that reality can only be studied in combination with the
reality surrounding it. Only this combinaton enables a viewer to reconstruct the
basis which is required for its representation. It implies that any isolated expression
of objects of reality is defective. Consider again, in this regard, the aforementioned
observaton that Romanticism is, contrary to the perfection of Classical art, a
period of incomplete drafts (Zhirmunskii 1977 (1920): 136; see again Chapter I,
Section 1.1, n. 2). In the Romanticists' view, too, words alone merely give a defecti-
ve expression of feelings (Zhirmunskii 1977 (1920): 136).

It was observed that painters like Venetsianov and Briullov emphasize the
role of models in their works in as far as the figures in their works seem to grow
organically from their background. Where this is concerned they are typical of a
secondary system. However, a representative of Realism, such as LN. Tolsto,
expresses art explicitly in terms of a primary system. For him a work of art reflects
the individual character of an artist. The latter is supposed to present his works
without the mediadon of a model. Tolstoi thinks that the artist should model
outside reality after his own independent ideas (chuzhoe kak swoe). He emphasizes
that it is only by doing so that he brings about the communicative effect of the

work. We shall study some aspects of his works in Section 2.3.

2.2.2 Bound and Free Artists in the Romantic and the Realistic Conceptions

Gogol's story Portret ("The Portrait") shows that, for the Romanticists, outside
reality determines the artistic representation. The previous paragraphs have shown
that, only after the arust has gone through the process of inspiration he may in
turn, begin his artistic task. Insofar the work and the artist condition each other. A
represented figure and its model are often presented as being identcal to each
other. Portraits coming alive is, consequently, a favourite mouf in Romandc art.” In
Gogol's story a portrait of an usurer, i.c. a lifeless object, becomes a non-portrait
since it appears, at least partly, to be a2 human being. Thus, it has 4ring eyes. Later

on, however, these appear to be inhuman. The painter who made the portrait is



CCe0s5837

43

unable to resist them and refuses to complete it. However, the usurer entreats him
to do $0."” N. 9 shows the Romantic idea at work, according to which an arust
should reduce figures, which he has to represent, to their models first. Only then
may he fill them with a content of their own. In this case the content may be
associated with life as well as death. Consider the narrator’s informaton that the
next day the usurer's housekeeper brings the portrait back to the painter. She tells
him that her master does not need it any more because he died (Gogol 1994 (1835):
102). In fact, the housekeeper's words suggest that the painter is not free to
complete the work on his own. If he were, he would fulfil the Classical condition,
which implies that artists create original works of art on their own initiative. These
works are supposed to be complete and should reflect a complete reality. In other
words, Classical works are unequivocal. The Classical artist is not supposed to
merely approach reality on the basis of models. The aforementioned Romantic
conception typical of Portret, however, implies that the narrator first introduces a
person personifying "evil." This motf, however, is not operative any more when
the son of the painter enters the stage. He tells the story of the producton-process
of the portrait. The previously mentioned mouf of "translucence” is operative as a
literal procedure in this regard. The suggestion of translucence is raised since a
motif simultaneously expresses a meaning "a" and its contradictory meaning "- a."
Thus, the motf "evil" is associated with "not evil" since it also expresses the
possibility "to escape evil." Reference must again be made to the procedure of the
ne-to introduced by Gogol' which will be cxamined in detail in Chapter 5, Secton
5.4. The #e-tfo lcaves the question whether one of the two moufs will prevail to the
other and, if so, to which: this question remains undecided. Thus, some of the
people who acquire the portrait may perish, others do not. Accordingly, the mouf
of "incompleton of the portrait" runs parallel with that of the "not absolute
character of represented evil." The suggestion that all motfs in the story are
ambiguous (and, consequently, "translucent”) is confirmed at the end of the story.
There, it is reported that the son of the painter claims that the portrait is his legiti-
mate property. However, it appears to have disappeared in the mean time. With

this information the story ends. The translucent character of all motifs indicating
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"goodness" and "evil" is evident. The oppositon "generosity"/"avarice" is also
nullified. Thus, the son of the painter does not obtain the portrait. On the one
hand he is either saved from its possibly catastrophic impact. On the other hand,
the thief, who has stolen the portrait, may either undergo its fatal influence or not.
The narrator, consequently, leaves the reader with the unanswered question: "what
will happen next?” Summarizing, the author leaves the reader with a feeling typical
of Romantic works, i.e. that the work is fragmentary and that even the question
posed concerned its fragmentary character is left undecided. To summarize, this
story shows the typically Romantic idea that works of art and literature approach
reality rather than render it exactly. The essential role of models for the Romantic
work of art is evident in the scene preceding the aforementioned one. There the
painter Chartkov is asked to make a portrait of a young socicty girl. He is unsaus-
fied with the first result because the mother of his model urges him to paint in too
conventonal a manner. When the two fashionable ladies have departed he conti-
nues his work. He works after an unfinished sketch of Psyche, somewhat
unconsciously filling it with the traits of the girl. The two women are enthusiastic
about the result."" The ladies think that the painter has intenfionally painted the
young girl in the shape of Psyche. In other words, they think that only a perfect
imitation of the model provided by Classical Antiquity can yield a sadsfactory
result. Consider in this regard that the idea that only an occasional work can be a
real work of art (Gadamer 1975 (1960): 138). Gadamer's qualification amounts to
the idca that a work can only grow into a work of art when it can be adapted to any
desired context in such a way that it may serve at any desired event. Thus, a
portrait cannot grow into a real work of art when it merely shows a person who is
recognizable. Thus, it should rather reflect a contour which should enable both the
artist and the audience to fill it with a new content. Again, a work of art should
show both what it is and what it is not. The occasional character of the represented
person in Portret lies in the fact that the represented figure "Psyche” from Greek
mythology does not merely refer to the model "Psyche." Rather its reference is
broadened, i.e. to that of the painted girl. Onginally, the girl merely bears all traits
of her model. She is presented as an ideal figure with merely general, i.e., lifeless,
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traits.'? The words "cold" and "ideal” in this quotation reflect the general character
of the models from reality. The essential function of a selecton of the stimuli from
outside reality indicate how the creauve process begins. Thus, the painter begins to
approach the young girl (see: (O1 Heuero AeAaTh OH Teneps NPHHAACA MPOXOAHTH
ero, NPHOMMHAA Ha HEM BCe, YTO CAYYHAOCH €My IIOAMETHTb B AHLE
apucTokpatueckoii noceruteasHnun (Gogol' 1994 (1835): 81. "For want of
anything better to do he now set to work on it, imparting to it all the #xances he had
observed in the face of his arstocratic young mede!'; Gogol 1995: 84; it. mine,
PMW)). This example shows the overall importance of a pre-existent model which
must be filled with content by man, i.e., in this case by the painter. The fact that
the model is qualified as being "cold” shows that it is unable to emit signals enab-
ling an artst to even sfart his creatuve process. Again, this should be based on the
model. The passage shows that the latter is, in turn, also unable to bring about the
interaction between the artist and the natural scientst.

Let us return to the idea that the painter has to inspire his models with life."
After having completed the process of absorbing sumuli from outside reality, the
artist is supposed to be able to begin his own creatve process (see the words £bu-
doghnik, nagliadevshis' na prirodn, ughe udaliaetsia of nee ... (etc.) (see n. 14))."* The artist
plans to make a work of art which is not merely similar to its model but even
identical with it (see the words ... proizpedit ¢ ravnoe sogdanie in n. 14 and the word
rarmoe in parucular). After having absorbed all outside stimuli emitted by this
model, the arust has 1o begin filling his work with life. Consequently, the figure
represented is supposed to become a /ing element of nature.'”” The passage
corresponds with Zhukovskii's definition of art, mentioned in Chapter 1, Section
1.3. He emphasised that an artist models reality after a process of reverse projec-
von. To summarize, the role played by the occasional character of art in Gogol's
Portret is evident. Thus, the fact that the mouf "young girl" (A) refers both directdy
to its denotaton "young girl A" and, indirectly, to another, different mouf with a
value "C" ("mythical figure") shows this. This indirect reference is typical of

secondary systems.
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2.3 Reactions of Two Representatives of Russian Romanticism
and Realisrm to Romantic Works

The paintings by A.A. Ivanov (1806-1858) show a combination of aspects of
primary and secondary systems. The phenomenon that so many of his works
remained incomplete may be regarded as illustrative of Romanticism. Gogol' has
described him from a typically Romantic viewpoint and LS. Turgenev from a
typically Realistic one. Gogol' described him in the essay enuded Istoricheskii Zhivo-
pisets Ivanov ("The Historical Painter A.A. Ivanov"; 1846). This was published in
Vybrannye mesta iy perepiski s drugiami ("Selected Passages from a Correspondence
with Friends"™). There the author tried to explain why the painter had still not
finished his painting "The Appearance of Christ before the People” (see ill. 3). The
painter had already been working on this work for neatly ten years at that time.
Gogol' emphasizes that the cause was that, thus far, the painter had been unable to
find appropnate models for some figures. This shows the dominant role played by
outside reality in the creative process. Thus, the main figure was still incomplete.
The value which Gogol' attached to models emphasizes his quality of a represen-
tative of a secondary system. His words reflect the Romantic idea that if an artist
has no models at his disposal no work of art can result.'® Gogol's article dates from
1846. At that ume the painter was still a typical Romantdcist, i.e. a representatuve of
a secondary system. However, his life changed after 1848. From that year on,
Ivanov received many new, also spiritual, impulses.'” Consequently, he finally grew
into a mature artst. The result was that his feelings toward religion also became
more sceptical. Thus, he was confronted with the ideas of D.F. Strauss. Under
their influence his awareness began to grow that biblical concepts might have
resulted from mythological motifs rather than personally experienced religious feelings
(see Chernyshevskii 1950 (1858): 337). Moreover, the artist's conviction grew that
he should rephrase his artistic ideas rather than that he should merely accept that
they would be based on models. The new artistic stimuli the painter underwent
compelled him to cast away his artistic mask (see Stasov 1952 (1880): 87)."® His
outburst of energy implied that he did not consider the compledon of his big

religious painting as his only task in life any more. Summanzing, by that time the
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painter may be said to have developed into a Realist, i.e. a representatve of a
primary system.

Besides Gogol', Turgenev also wrote an evaluation of Ivanov. His descrip-
ton shows the differences typical of representatives of a primary and a secondary
system. Turgenev was typical of a primary system (Realism) and Gogol' of a
secondary one (Romantdcism). Consequendy, Turgenev's observations confirm
Déring and Smirnov's idea of primary systems. In Turgenev's view, Briullov is
technically perfect as an artist but his canvases lack content and poetry. Turgenev
considers Ivanov's works, on the other hand, to be rich and original as to their
content though technically imperfect. Consequently, he feels Ivanov's aestheuc
endeavours are hardly successful.’”” The word priblizgte/noe ("approximate™) in n. 19
shows the goal of Romantic art. It was observed that this merely aims to approach
reality. Turgenev, consequently, regarded Ivanov's representations as defective (see
again the Romantc idea that art should present a generalized, i.e. by definition,
imperfect, representation of a prototype of nature). Summarizing, Turgenev, in his
quality of a representative of a primary system, regarded Ivanov as a second-rate
artist. Thus, Ivanov made endlessly copies of the head of the Byzantine head of
Christ he found at Palermo. By doing so the painter had, gradually, approached the
likeness of the head of John the Bapust, whom he wanted to represent. Turgenev
rejected this working-method. Thus, an artist should, in his view, determine his
norms of creation himself.? In the absence of a real genius artists can, temporarily,
only be mere exccutors of real genius. However, Turgenev emphasized that such
artists should be positively valued, provided that they are sincere. In that capaaty
as artists, they can enable true genius to shine though in their works.?
Summarizing, Turgenev exclaims that one should not content oneself with an artist
like Ivanov and his defective style. Rather, one should prefer great, perfect exam-
ples: "Why should we content ourselves with a mere hint if a loud word exists?" (Tur-
genev 1983 (1861): 85; tr. and it. mine, PMW). The approximate character of art
which is typical of Romantic art is emphasized in the use of the word "hint" which
is the opposite of the aforementioned "loud word.” In other words, for Turgenev

the fact that Ivanov's works approach rather than clearly render reality is a
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drawback. However, the author emphasizes that we shall have to content ourselves
with a man like Ivanov undl a real genius arises.” In fact, Turgenev negatively
judges the idea that Ivanov, in his own right, can be considered a great painter. The
reason for this is that he should be considered to be a representative of a
secondary system. However, the author rejects the idea that Ivanov should be
called a mere drop-out who is deprived of any creauve force (see Stasov 1952
(1880): 84). Thus, he thinks he might be useful as a teacher bridging the gap be-
tween the artist and the non-artst. He considers him a2 man, between whom the

following relationship to a real artist exists:

artist (a) pupil (b)
{teacher]

non-pupil (- b) non-artist (- a)

For Turgenev, Ivanov's essental quality lies in the fact that in him the opposite
motifs "pupil” and "artst" meet. This occurs on the level of the sub-contrary pairs
"non-artist” /"non-pupil.” On that level, Ivanov is operative as a teacher who
transforms a pupil into a real artist. He is, in other words, operative as a Classical
arust, L.e. an artsan. Thus, Ivanov is a reprentative of a primary system since be
(rather than Briullov) stands between two systems. He is able to transform others
into artists according to his own ideas. It was considered typical of artists who are
arusans that they model outside reality according to their own ideas.

The idea, typical of representatives of a primary system that the artistic
representation of reality depends on the creator, has also been illustrated by Tolstoi
(see his essay Chto takoe iskusstvo ("What is Art?") from 1898 as well as Anna Kareni-
na). About the works by Briullov he emphasizes that the essence of art lies in the
use of what Tolstoi calls the chut’-chut’ ("wee-bit").> Thus, the words "wee bit" in n.
23 show that, in the author’s view, good works of art come about when an artist
arranges his motfs after his own wish. In Tolstoi's view, the essence of art lies in
the fact that only genius is able to bring on that slight deviation which depends upon

himself. In other words, works of art are supposed to be brought about by artists
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as a result of conscous deviations from freely chosen models. The difference berween a
Romantic and a Realistic artist is evident in this regard.

A comparison of the painter Mikhailov in Tolstot's Anna Karenina with the
aforementioned Ivanov shows the difference between the first as being typical of a
primary and the latter of a secondary system. In Part 5, Chapter 9 of the novel we
are informed that Mikhailov is, like Ivanov, working on his big religious painting
called "Pilate's Admonition" (Matth. 27). However, Mikhailov fulfils his task
without the interference of any external sumulus. On the other hand, it can be seen
that in Gogol's essay Ivanov is described as being fully dependent upon models
from the outside world. However, in .Anna Karenina a Classical, Kantian, idea of the
freedom of the artist is expressed since Mikhailov i1s described in it as being a self-
conscious ardst. He claims that, although hc may not have made the best repre-
sentation of Christ, his work is unigue. He emphasizes that the specific character of
the represented figure lies in the fact that he painted him and that nothing equal
was ever made before.?* This idea of the artist’s freedom is also evident from the
specific quality the portrayed figure has for the painter. For him the anthropocen-
tric rather than the divine character of the Jesus-figure is essential. In other words,
first of all he wanted to represent a figure who is imaginable®® On the other hand,
Mikhailov is ambivalent since he is not explicitly convinced of his own
omnipotence as a creative artist. Thus, the moment he is viewing his work together
with his guests, its flaws become evident for him. He considers his work defective
and plain and conscquently, he himself fecls vulncrable and dependent upon his
viewers.”® In this regard, he behaves like a Romantic artist whose works are
determined by stimuli from outside reality. However, again, at the same time he
considers his work unique. To summarize, the passage shows that the painung
presents a combination of qualities typical of primary and secondary systems. The
arust is described as both modelling his own reality and as being influenced by it.

In chapter 12 from the same part of the novel a2 description is given of a
small genre piece by Mikhailov. This is completely different from that of the
portrait of the society-girl in Gogol's Portret. Anna and Vronskii as well as Goleni-

shchev are delighted with it. Mikhailov has completely forgotten about this picture
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which he completed three years before. The passage reflects both non-Romantc
and Romantic traits. Thus, it is cmphasized that it is a complete, whole piece of
work of art on the one hand.” The word okonchennye in n. 27 is illustrative in as far
as it emphasizes a Classical world-conception (see again the observatdon made in
Chapter 1, Section 1.1 in this regard, according to which Classical artists were
supposed to create complete pieces of works). Thus, the qualification of a work as
being complete reflects a primary system. However, it is reported about Mikhailov
that he had completely forgotren about it. He wants to detract attentdon from the
quality of the painting and tries to do so by emphasizing its incomplete,
fragmentary, character. Consequendy, he calls it 2 mere efivd. It was observed in
Section 1.1 and n. 2 that it is exactly the fragmentary character of works which is
typical of Romanticism, a sccondary system rather than of a primary system like
Classicism. The stimuli which outside reality emit are illustrative too. It was obser-
ved that the latter determines, according to the Romantcists, human activites and
even works of art. In this regard, the statement is illustradve that Mikhailov is
infected by the enthusiasm of his guests. Through them Mikhailov experiences his
former enthusiasm which he experienced himself when realizing this work.?
However, he is afraid to waste his invaluable artistic talents on these external
feelings. Such an infection would make him unable to express his independent
feelings during the process of modelling outside reality. In other words, the artist
fears this infection since it would transform him into a representative of a

secondary rather than a primary system.”
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Notes on Chapter Two

In Schelling's view the sunlight is never an isolated whole: it also reflects
wself (sich re-fleksiert, in accordance with Leibniz's definittion of the finite
objects as the Fulgurationen of God; Fuhrmans 1954: 59). From Schelling's
observatons it is evident that in the Romantic conception nature is
considered perfect and superior to man and human efforts. The reverse is
the case in Kant's philosophical system; his idea that the self models
outside reality also manifests itself in his concepton of nature. Thus, Kant
presents man as a builder, although no creator, of nature. In Romanticism,
however, nature is considered unassailable by man whereas in Classicism it
is presented as being subject to his will. Accordingly, art is an imitatdon of
nature only insofar as it adapts itself to man's ideas of aesthetcism ("I'art

imitait la belle nature”). See, in this connection also Fuhrmans 1954: 36f.).

See: "The light of poetry is not only a direct but also a reflected light, that
while it shows us the object, throws a sparkling radiance on all around it ..."
(quoted from Abrams 1953: 52).

For an image of the portrait, see Rakova 1966: pl. 62).

A similar idea that reality is translucent imposes itself if one realizes that the
painter was inspired to this work by the diffuse light on the "Mass at the
Capucine Monastery in Rome" by Francois-Marius Granet (1775-1849)
(Taylor 1983: 143). For a plate of the painung by Granet, see Stavrou (ed.)
1983: pl. 7.2, and of that by Venetsianov, Alexeyeva 1984: 36 and 37, or
Aleekseva 1963, versus 568.

For an image of this portrait, see Alekseeva 1963: 575, Alekseeva 1966: pl.
47 or Alexeyeva 1984: 19.

This spatial determination of Venetsianov's works was already observed long
ago by a scholar who, although defining him as a Realisuc painter, immediately

added that his works contain one typically non-Realistic feature: thev are not
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narrative. ‘The painter was moved by neither literary themes nor by anecdotes
but rather by pictonial motves, In fact, his more narrative works are among his
weakest ones (Benois [1919]: 116). It should be observed, in this regard, that an
emphasis on the narradve character of a text, i.e. the role of its syntagmadc axis,

is typical of works belonging to 2 primary rather than a secondary system.

For the Romandc idea that light makes everything in the unverse translucent

consider Gogol's exclamation:

Barassire Ha 3TH GecrTpecTaHHO NOABAAIONINECA OTPHBKH, EPCIICKTHBH,
nei3aias, Kotopuie pewnrreabHO B X1X Bexe OlPeACAHAH CAMAHHE YEAOBEKA C
OKPYXAIOLLEIO MPHPOAOCIO : KaK B HHX ACAHTCA H BHXOAHT OKHHYTa# MPAKOM H
OCBLICHHAA CBETOM IIEPIIEKTHBA CTPOCHHMH! KaK CKBO3HT OCBELLICHHAN BOAR, KaK
ABILIHT OHa B cympake BeTeiil...Ho 4TO cHABHee Bcero nocrirHyTo B Hate

BpEMSA, TaK 3TO OCBELLICHHE

("Look at these fragments, perspectives, landscapes, showing up incessantly,
which emphatically determined in the 19th century the unificaton of man with
nature surrounding him. How does the perspecave of buildings which is
overthrown with darkness and flooded with light radiate in them! How does the
water light up and breathes the darkness of the twigs! ... But what is understood
best in our times is lighung™ (PSS 6 (1994) (1835): 275£.; tr. and it. mine, PMW).

BunyxaocTs npexpacHOro Teaa y Hero kax OYATO MpOCHEMHBAET H KAKCTCA
¢papdoposoro; ceet, 06AHBaA €ro cHAHHEM, BMeCTE IpoHKaeT ero. CBet y Hero

TaK HEXEH, YTO KaKeTcA PocopHyecKins

("The prominence of a beautful body becomes, in his [ie. Briullov's, PMW)]
hands, as it were, translucent and it seems made of porcelain; the light, pouring
a radiance over it, at he same time penetrates it. His light i1s so friendly that it
seems phosphoric”; Gogol' 1994 (1835): 280; it. and tr. mine, PMW).
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10.

11

Consider in this regard Poe's story The Ova/ Portrait as a Romantic text too.
There a painter expeniences a portrait as coming alive as soon as it is completed.
He has consequently created an ideal work of art. As soon as he realizes this his

model appears to be dead.

On BpoCHACH K HeMy B HOTH M MOAHA KOHYHTD TIOPTPET, FTOBOPA, YTO OT 3TOr0
3aBHCHT CyAbDa ero M cyluecTsoBaHHe B MHMpe, YTO YXKe OH TPOHYA CBOCIO
KHCTDBIO €TI0 »IBHI€ YEPTH, YTO €CAM OH I€PEAACT HX BEPHO, AGI3HD €10
CBEPXBECTECTBEHHOIO CHAOID YACPXITCA B IIOPTPETE YTO OH HpPe3 3TO HE YMPET
COBECHHO. ..

(Gogol' 1994 (1835): 102) ({the words are put in the mouth of the son of the
painter]: "He [i.e. the usurer, PMW] flung himself at my father's feet and
implored him to finish the portrait, declaning that his whole destiny and
existence in the world depended on it, that my father had already caught his
living features with his brush and that, if he succeeded in conveying them fully,
his 4fe would be preserved through a supematural force in the portrait, that
thanks to this he would not die altogether ..." (Gogol 1995: 107).

-Lise Lise!

AX, KaK 1noxoxe!

superbe, superbe!

Kak XOpo1IO BH B3AYM2AH, YTO OAGAC €€ B IPeYecKiil KOCTIOM. AX, KaKoi
cioprps3!
(Gogol' 1994 (1835): 82) ("Lise, Lise! What a likeness! c'est superbe, superbe!

What an inspired idea to clothe her in Greek costume. Oh, what a wonderful
surprise!”; Gogol 1995: 85; it. mine, PMW)).



00055837

54

12

13.

14

Consider:

310 BHAO AMYHKO, AOBKO HANMCAHHOE, HO COBEPLIEHHO HACAABLHOE,

XOAOAHO€, COCTOfBLIIEE H3 obux YEPT, HE IPHHABLIIEEC MIHBOIO TEA2

("The face had been quite skillfully executed, but it remained quite ideal and
cold, consisting exclusively of general features and altogether lacking 4fe",
somewhat adapted from Gogol 1995: 84; it. mine, PMW).

[Ncuxes crana OXHBATPh, H CABA CKBO3HBIIAA MHCAD HAYAAZ MAAO-TIOMANY

0DAEKATHCA B BHAMMOE TEAO

(Gogol' 1994 (1835): 81) ("Psyche gradually came to life, and what had been
born as a barely discernible idea now started to cothe itself into a visible body";
adapted from Gogol 1995: 84; it. mine, PMW).

YAoBACHHBE HM YCPTHL,OTTCHKH H TOHHN 3A€Ch AOKHAHCH B TOM OYMHINCHHOM
BHAC, B KAKOM ABAAICTCA OHH TOrAd OHH TOTAZ, KOTA2 XYAOXKHIIK, HATARACBLIHCH

Ha MDHPOAY, YKE OTAAAACTCA OT HEE H IMPOM3BOAIT €il paBHOE CO3AaHHE

(Gogol' 1994 (1835): 81) ("The features, shades and tones he had captured were
here transmitted in the purnified form that an artist can only achieve when, after

staring lengthidy at nature, he wrthdraws from it to create}lang2057 an artistic work

of art of equal perfection”; Gogol' 1994 (1835): 84).

[Ncyuxen craaa OXHBaTh, H CABA CKBO3HBIUAH MHCAD HAYAAR MANO-TTOMZIAY

0bAEKaTHCA B BHAHMOE TEAO

(Gogol’' 1994 (1835): 81) ("Psyche gradually came to life, and what had been
born as a barely discernible idea now started to clothe itself into a visible body";
adapted from Gogol 1995: 84; it. mine, PMW).
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17

18.

19.

... CAGAZA BCE, YTO MOT CACAATH, BCE H300PA3NA, YEMY TOABKO Haulea oDpaselt.
Ho kak n306pasuTe To, yeMy eltle He HamleA XyaOXHIK obpasua? I'ae mor
HanTH OH oDpasell AAf TOTO, YTOOH 31300pa3snTh raaBHOE, COCT2BAAIOLICE
32424y BCeH KAPTHHH, -NMPEACTABMTH B AMIAX BeCh XOA YE€AOBCYCCKOTO
obpaierps ko Xpiucry? Otkyaa mMor oH B3ATE ero? M3 roaosw? Cosaats

BoOOpaxeHbeM? [MonycTuruyms MBICABIO? Her, mycraku!

(" ... he [i.e. the painter, PMW] did everything he could, he represented everyt-
hing for which he could only find a model. But how to represent something for
which the painter didn't find 2 model? Where could he find a2 model enabling
him to render the essential element of the whole painting which expressed its
main problem - i.e. how could he present on the human faces the way in which
they turned to Christ? From where could he take it? Could he paint it by hear?®
Could he grasp it with his imagination alone? Conceive it with the mind? No,
nonsensel”; Gogol' 1994 (1846): 112f,; tr. and it. mine, PMW). The passage shows
that, in the Romantic view, a work of art is a result of a process of .Axffinden rar-
her than of Erfinden. We see again the process of absorption of stimuli at work,
which should precede the creative process. The painter is unable, even only
temporarily, to occupy himself with other works to earn his living. For this

reason, Gogol' urges his readers to support lvanov financially.

Thus, during a trip through Italy he became impressed by nationalists' upsurges
(Stasov 1952 (1880): 76).

Thus, among other things, the painter leamed the technique of painting
frescoes. These new techniques determined his working-methods during the
last ten years of his life (Mashkovtsev 1964: 217).

...CHAHACA 1300pasims raybOKO 3aXBayeHHYIO, HOBYIO KHBYIO MBICAb, 2

HCITOAHCHHC BRIXOAIAO HEPOBHOCL, ﬂp"6.’\1l3ll’l‘€.\bﬂ0€, HERHBOC
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21

("... he [i.e. Ivanov, PMW] tried to represent a deeply captured, new, living
thought, but the result was an uneven, gpproxamate, lifeless executon™; Turgenev
1983 (1861): 84; tr. and it. mine, PMW),

He 1ax TBOpAT HCTHHHBE XyAOKHMKIH!
("That is not the way vernitable artsts create!”; ibidenr, tr. and it. mine, PMY)
Consider the quotation in n. 20 which is continued as followed:

Mbicab OAapeHa OCODEHHON CHAOH; OHA CKBO3ZMT H CBETHTCA AQKE MpPH
HEAOCTATOYHOM HMCIOAHCHHH, OCOBEHHO KOTAA 4eAOBeK BecKOPHCTHO, A

CaMOTOXEPTBOBAHHA CAYKHA Cl-!, kax Hsanos

("The spint is gifted with an extraordinary force; it shows through and shines
even in an unsatisfactory execution, particularly when a man in an unselfish
manner, sacrifying himself, served it, like Ivanov does"; Turgenev 1983 (1861):
84; tr. and it. mine, PMW). As far as the the word ispobnenie ("execution”) is
concerned, consider again Zhukovskii's definition of "the talent” whose mere
task lies in this execution of the arustic representation (Zhukovskii 1902: 28; n.
14; see Chapter 1, Secton 1.3., n. 13). In other words, in Zhukovskii's view the

talent is infenor to the genius exacty for this reason.

Consider:

A MEXAY TCM, €CAH yie BHOHpPaTh H3 ABYX HaNPaBACHHH,-AYYIIC,BTHCAYY pas3

Aydiue roiTH 3a FipaHOBBIM, MOKa eLle He ABHACH HACTOALLIHIT BOXAB!

("But if one has to choose between two directions then it ts a thousand times

better to follow Ivanov until there will be a real leader."
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24,

[TorrpaBasa aTI0A yueHHKa, BpIOAOB B HECKOABKHX MECTaxX YYTh TPOHYA €TOH
MAOXOH, MEPTBHIf ITIOA BAPYT OXHA. BOT, YyTh-4yTb TPOHYAM, M BCE
H3MEHHAAOCH ,CKa3aA OAMH H3 YYeHHKOB.- FICKyccBO HayMHaeTcs TaM, rae

HAYHHAETCA Yymb-yyms CKazan DBpIoAOB, BHPAa3HB 3THMH CAOBaMM CaMyIo

XapaKTEPHYIO YEPTy HCKYCCTB2

(Tolstoi 1913: 82, it. by the author; PMW) ("Merely by correcting it touching a
study of a puplil in a few places, Bryulov just touched it in a few places and the
poor dead study immediately became animated. "Why, you only touched it a wee
bit, and it is quite another thing!" said one of his pupils. 'Art begins where the nre
bit begins,’ repbed Bryulov, indicating by these words just what is most
charactenstic of art™; Tolstoy 1929 (1898): 199{; it. by the author, PMW).

O cBoeit kapTHHE,TOH,KTOP2d CTOAA2 TENEPbs Ha €ro MOAbGEpTe, y HEro B
rayOnHe Ayuiv ObAC OAHO CyXaeHMe, -TO YTO NMOAODHON KAPTHHH HHKTO
HHKOTAA H€ ITHCAA... OH 3H3A, MTO TONO,YTO OH XOTCA TMECPCAATH B ITon

HE, HHKTO HHKOrAa HC 1n¢ an
»

(Tolstoi 1913: 31) ("About his picture, standing on his easle, the painter had, at
the bottom of his soul, a firm opinion that n#0 one had ever painted anything like
it ... he knew that what he wanted to express in the picture had rever yet been
expressed by anyone”; Tolstoy 1937: 138; it. mine, PMW).

Consider, in this regard, his reaction to Golenishchev's remark -

310 10, yTo OH Y Bac yeaosekobor, a He Boroyeaosex...fl He Mor nHcaTs TOTO

XpHCTa,KOTOPAro y MEHR HET B AyllIe
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(Tolstoi 1913: 35) ("It is, that you have made Him a man-God, and not 2 God-
man ... I could not paint a Christ whom I had #o¢ in my soul™; Tolstoy 1937: 44;

it. mine, PMW/).

Bce 310 6mA0 nomno, HeaHO, H CTapo M AZXKe AYPHO HAIHCAHO-TNECTPO M

ca260. Onu 6yayT, MpaBh, rOBOpPA MPHTBOPHO-YYTHBHE (ppa3nl B MPHCYTCTBHE

XYAOXKHHKE H HAACA €r0 H CMEACh HAA HHMM, KOTAA OCTAHYCTCA OAHH

(Tolstoi 1913: 33) ("It was trivial, poor, stale, and even badly painted, weak and
lacking harmony. They would be in the right when they began to say falsely-
polite things in the presence of the artist, and to pr#y and Zxgh at him behind his
back"; Tolstoy 1937: 41)

He forgot it

. KaK OH BCeraa 3a0HBaA MPoO OKOHYEHHHE KaPTHHH... JTO TaK, 3TIOA

AABHHIITHKA®

(Tolstoi 1913: 36, 45; it. mine, PMW)) (" ... as he forgot all his finished pictures ...
"That's nothing - only an old study' [he said]"; Tolstoy 1937: 44f.).

See:
Bocxuienne npea 3100 KapTHHOM uwieBeARHYAO B MuxaiinoBe mpexmee

BOAHEHHE,..

(idemr. 38) ("Their delight in his picture aroused in Mikhaylov his former exdite-
ment..."; Tolstoy 1937: 45; it. mine, PMW/),

. HO OH 60AACA M He AIODHA 3TOrO NPa3sAHOIO YYBCTA K IMPOLLUEALIEMY, M
NOTOMYy, XOTA €My  pPaAOCTHH OHWAIl 3TH JIOXBAaAW; OH XOTEA OTBAEYD

MIOCETHTEARH K TPETbeil KapTHHE ...
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("but he feared and disliked their idle interest in his past work, and therefore, he

tried to draw his visitors'attention away to a third picture”; ibidenrs, it. mine,

PMW).
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Chapter 3: Derzhavin and Baratynskii as Representatives
of a Primary and a Secondary System

3.1 Introductory Remarks

In this Chapter the focus will be on G.R. Derzhavin (1743-1816; see ill. 4) and E.A.
Baratynskii {(1800-1844; see ill. 5). In the discussions of the early 19th century, both
poets and literary theoretcians regarded Derzhavin positively for his old-fashioned,
monumental style of writing (see Chapter 1, Section 1.8). In fact, he can be considered a
representative of a primary system in Likhachev's terms. Baratynskii, on the other hand,
can be regarded as a representative of a secondary system. The theoretical implications
of the two systems were already discussed in Chapter 1, Section 1.1 Consequently, we
need not go into them in depth now. To begin with Derzhavin: in how far can he be said
to be a Classical poet? Many scholars have different views on the question concerning
his positon. Thus, he has been qualified as a Classical, Romantic, Realistic or even
Baroque poet (Serman 1973: 271ff.). It should be emphasized that, generally speaking,
the period of Classicism in Russia was far from ideologically uniform (Cizevskij 1964:
16). However, most authoritatve scholars have defined Derzhavin as a Classicist (see
Blagoi 1933: 306f., Blagoi 1973: 83). The queston whether he is such a writer can be
reduced to the questdon whether or not he should be considered a direct follower of
Lomonosov (1711-1765). The latter introduced three, strictly separated, styles (the
"high", the "middle" and the "low"” one) into Russian literature. In fact, these remained
intact in Derzhavin's works. In other words, he can be considered to be a representative
of a secondary system since he confirmed a norm which was laid on him from beyond.'
Now, can it be said that he made an ongina/ contnbution to the development of an inde-
pendent literary style in Russia? He did to the extent that he adupted the style-rules
inttoduced by Lomonosov to his own rules. Insofar he can be considered a representau-
ve of a primary system, His original contribution to the creatdon of an original Russian
style lies in the fact that he muddled up Lomonosov's three language-levels. He introdu-
ced many new forms of style and language (Blagoi 1933: 306). In this respect he is an
innovator who made his own way.? The stylistic differences between Lomonosov and

Derzhavin manifest themselves because the first consistently uses a solemn, laudatory
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tone in his odes. These are explicitly reserved for his high-rating aristocratic principals
(+derr. 310). Derzhavin, however, as early as his début in 1779 did not maintain this tone
and style. His works do not breath a similar tone. Therefore, he began to add explana-
tory comments. Moreover, many critical tones resound in his poems. Often the author
transformed them into socio-political pamphlets. He even began to write satirical works
and persiflages on his addressees (Blagoi 1972: 79). He clearly wanted to be free to
express his own independent thoughts. It is in this desire to be free that the Kantian
concept of freedom manifests itself. Summanzing, in our argumentation Derzhavin will
consistently be contrasted with E.A. Baratynskii who will be regarded as a Romanticist,

i.e. a representative of a secondary system.

3.2 Derzhavin's Poetry
3.2.1 The Role of Nature in Derzhavin's Poetry.

The fact that Derzhavin can be considered a representative of a primary and Baratynskii
of a secondary system is evident from their different attitude toward nature. The
philosophical systems playing a role in the two systems are ilustrative in this regard.
Primary systems show Kantian traces, whereas secondary systems show Schellingian
ones. Thus, according to the Classical idea, man himself determined nature. Eighteenth-
century art was supposed to imitate beautiful nature (& belle nature), i.e. nature as it
corresponded with the aesthetc ideas of man. This idea is expressed in Derzhavin's
poem Parashe ("To Parasha", 1798). Here the poet invites his addressee (his relative by
marriage, Praskov'ia Mikhailovna Bakunina) to accompany him into an idyllic landscape.’
In these verses the Classicistic idea of the superionity of human art over nature is expres-
sed by the modf of artificial light. Thus, the suggestion is aroused that this light occur-
ring in the palace dominates the light in nature (see Derzhavin 1986: 425, n. Parashe)

The projection of the self onto the surrounding world in Derzhavin's works
manifests itself in the poem Vodopad ("The Waterfall”; 1791-1794). This poem shows
that man considers nature to be dependent upon him rather than the reverse. It starts as

follows:
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AAMa3H2 CHIAETCA ropa
C BHCOT YeTnIpeMA CKaAAMH,
XKemuyry Gesana u cpebpa

Kinu BHn3y

("A mountain of diamonds pours out/ From the heights in four cliffs,/ An abyss of pearls
and sifver/ Boils below ..."; Derzhavin 1947: 102; it. mine, PMW). This dependency of
natural elements upon man is evident from the images of silver and pearls. These are
supposed to realize man's feelings of beauty. Consider also the fact that the poet speaks
about the waterfall in terms of light and colours in their own right. Thus, for him they
are a cause to reflect upon the essence and fate of man (Cizevskij 1958: 12). In other
words, nature is presented as being subject to man since, apparently, man can select
elements fit to illustrate his own ideas. The waterfall is expressed by the image of the old
man who utters thoughts about the motfs of "utlity” and "beauty." These are typical of
the waterfalll The combinaton of these moufs shows the difference between
Lomonosov and Derzhavin. Thus, the former combines motifs which are semantcally
cognate and which supplement each other. In Derzhavin's verses, however, motifs occur
which are not semantically related. The opposite may rather be the case (Serman 1973:
92f.). The possibility to combine unrelated motifs may be said to be typical of Classical
works. An aselective choice of unrelated ideas is typical of Classicism in so far as it
shows man's freedom. Thus, man is supposed to model outside reality according to his
own ideas. Accordingly, an author can present reality as he wishes. In Derzhavin's verse,
the image of the waterfall as resulting from a combination of the incompatible concepts of
"beauty” and "utility” shows two things. It emphasizes the aforementioned freedom of
the artist who may create a particular motf in this way. On the other hand, it shows the
essential task of the arust which lies in the fact that he is an artisan. Only due to this fact
is he able to bnng about a work of art, i.e. a work of art in the Classical sense. Thus, the
poet presents the images of the silver and the jewels first. These express the waterfall's
beauty and its moble character. Furthermore, he emphasizes that it is also wsefu/ for man.
Insofar he defends the Platonic view that a poet should, by making a useful product,
make himself creditable to society. In other words, he can only do so in his capacity as
an artisan. This beauty and uulity of the waterfall are to be determined by man, in the

Classical conception. Man may be inspired by nature to model reality.' However, he is
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never forced by it to do so. He differs from Romantic man in this regard. Thus, the
latter is continuously forred by external reality to represent it according to the laws of
naturc. Observe the concluding lines of the poem in which the poet addresses himself to

the waterfall with the words:

Yr1ob Oma BOAM3IHK, BAaAM AlODE3eH

T BCeM ;CKOAB AMBEH, CTOAD MOAE3EH

("I hope you"ll] be dear to all, from near and far/ Both for your beauty, and your
utility.”; idenr. 158; it. mine, PMW).

For the idea that the freedom of man enables him to transform an element from
nature into something which is useful for man see also Derzhavin's ode to S.F. Golitsyn,
entitled Osen’ vo vremia osady Ochakora (" Autumn at the time of the siege of Ochakov™; 17-
88). In the poem, the siege by the Russians of the Turkish fortress is extended to the
whole universe. Accordingly, the exploits of the heroic Russians are extended to all men.
Thus, man is represented as being courageous, i.e. blissful. The projection of man onto
the reality surrounding him also manifests itself in the representation of the seasons and
the system of values. The autumn which is also regarded as being blissful, is depicted as
a god bringing prosperity to the peasants by its rich harvests. See:

3anaciica KpecTbAHIH XAeD0oM,
Ecm A0bpu 11131 11 nHBO MNbeET;
OborolueHHNil teaphint HeboM,

Baaxencrso aneit cBoOix noer.

("The peasant who has enough grain at home/ Eats good cabbage-soup and drinks
beer;/ Enrichened by a generous heaven,/ He sings the bliss of his days"; Derzhavin
1947 (1788): 89). In the concluding lines, this association of the beautiful season with 4
human action, i.e. the military expedition, is confirmed.’ In these verses the verb-form
briatsat’ (see n. 5) evokes the suggestion of the ratuling of weapons in the war against the
Turks. The words prdi, ghelanna vest’ indicate the arrival of unique events. They differ
from the words rumianna osen’! which indicate a season, ie. a recurrent phenomenon.

Thus, the "welome news" reflects a linear linear time-conception. The words rumianna
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osen’, however, reflect a circular time-conception. This is typical of Romanticism rather
than Classicism (see again Chapter 1, Section 1.5.). Furthermore, the aforementioned
procedurc of rcalizaton of images in the specific Classical manner is used. The poet
personifies the concept of courage in mythical and historical figures from Antiquity.® In
these examples the motfs taken from Antiquity show the debt which Classical art and
literature owed to it (see Chapter 1, Section 1.7). Thus, the Russian national hero Potem-
kin is not presented as being similar to Mars but as identical to him (Rossiiskii .. Mars).
Similarly, the Russian soldiers are presented as rea/ Achilleses. The annexation of outside
reality by man is realized and seen at work in the image of the mythological figures from
Anuquity. The poet adapts the latter to his own ends in his quality of a Russian (see also:
"The old kingdom of Mithridates" = "Southern Russia™).

3.2.2 The Specific Function of Negative Statements in Derzhavin's Poetry

The emphasis on the role of the self, typical of eighteenth-century man, is expressed in
Derzhavin's use of negative statements. In the scheme of Kantian philosophy there
exists a relationship of sub-alternation between a term "a" and the contradictory term "-
b" of its contrary term "b". Consequently, such a relationship exists between "this" and
"not that" on the one hand and between its contrary term "that" and "not this" on the
other. In Derzhavin's poetry, a negation generally occurs in a wngplete statement. Accor-
dingly, negatrve statements in Derzhavin's poetry do not only shatter an expectation-pat-
tern, they anticipate their positive counterparts as well. This tendency to oppose negative
statements to their positive counterparts results logically from the idea that, during
Classicism, the world was regarded as being complete. Moreover, questions are generally
not left unanswered. However, it can be seen that in Baratynskii's poetry negauve state-
ments without their positive counterparts often occur. Accordingly, we encounter many
unanswered questions in Baratynskii's poetry. Derzhavin's poem Na smert’ Kateriny lak-
ovlevny 1794 godu iiulia 15 dnia prikliuchivsheisia ("On the death of Katerina Iakovlevna, on
July 15, 1794") is illustrative of the Classical tendency to present sets of positively and
negatively valued motifs consistently. In these verses, the modf of "life" is consistently
opposed to "death” with all its associations. The former is associated with the poet and
all creatures in the universe.” The opposition "life"/"death" is realized as a relationship
of sub-alternation between "life” and "not-death” on the one and "death” and "not-life"

on the other hand. Schematically:
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Life Death
(protagonist) (wife)

non-death non-life
(*non-wife) (*non-protagonist)

The scheme shows that the motfs "life" is typical of the protagonist, and "death” - of
his addressee. The feature of all living beings in general is indicated by the moufs marked
by an asterisk. That this opposition is maintained consistently is demonstrated in the
penulumate line: Serdtsa, dusbi polovina, prosti! ("Farewell, half of my heart, of my soul!";
Derzhavin 1947 (1794): 170; it. mine, PMW). In other words, the word Prus#r indicates
the consistent separation of the motifs "life" and "death." These are complementary on
the level of the subcontraries. The poet realizes this by the presentaton of himself as
having died for one half, his other half remaining alive. In other words, together the two
halves make up the whole of the organic unity of the poet. The clear-cut opposition of

negative statements and their positive counterparts can be presented schematically as

follows:
Posidve Negative
... moia rrilaia proch’ otletala Uzh ne lastochka....
Akhb! lezhit telo mertvoe ... Ne stianie luny blednoe
roiut psy embiu ... Moiu nluin Ne probuzhdaiut

An effect similar to that of negative statements is reached by the use of interrogative
sentences. In Derzhavin's literary speech such sentences are often complete in order to
bring about a rhetorical effect.® Also in Derzhavin's poem [astochkea ("The Swallow"™;
1792) motifs are placed consistently in opposition to their counterparts. Contrary pairs
of the kind "here"/"there" and "now"/"then" are found rather than contradictory ones
like "here"/"not-here” and "now"/"not now." The poet starts informing the reader of
what a swallow sees. He does so by presenting the world as an inventory of opposed

elements. Thus, the lines addressed to the swallow run as follows:
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Cana 32 coboit He yeneelss
HeBrraimnbl BHACTH CACAH;
Ho BiasIUb TaM BCIO T BCEACHHY,

Kak 6yato ¢ BHCOT Ha xoBpe :

("You don't manage to see/ Your own invisible tracks behind you;/ But you do see there
the whole universe/ From the heights, as if on the carpet”; Derzhavin 1947: 127; tr. and
it. mine, PMW). This distinction between positive and negative elements enables the
poet to present an inventory of the world typical of mythological thinking.

The ode shows that the poet gradually quits Lomonosov's monumental way of
writing. His works written shortly after his début in 1779 still breathe the latter's tone.
However, gradually he begins to shatter Lomonosov's rules of genre and style.
Particularly after the year 1790, the poet began to speak in his own quality (Brown 1980:
399). Consider the first verses of the aforementoned ode. At the outset it sull has a

monumental character. See:

O aomoBHTaA AacTouka
O mHAOCHBAA IITIHIYKA!
I'pyas kpacHobeaan,kacaTouxa,

AerHas rocrea,neBsykal

("Martin! Lovely bird// Swallow with your white and red breast,/ Guest of the summer,
litle singer”'; Derzhavin 1947: 127). The exclamatory signs show the laudatory tone of
the first lines; in the following ones the poem maintains this tone. However, with the
concluding stanza it changes. Insofar Lastochka reflects the aforementoned turning-point
in Derzhavin's writng-career. Thus, the concluding line is elegiac. Whereas Derzhavin
wrote the poem in 1792, he added the lines on the immortality of the soul in 1794 only.
At that tme he had just lost his wife. This fact reflects itself in the aforementoned

concluding line. In fact, this line contains an unanswered question:

...-# B Be3asie ahirpa

Yuinky Ab Tcba i1, [Naennpa ?
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("... - and in the ethereal infinity/ Shall I see you there too, Plenira?"; Derzhavin 1947:
128; tr. and it. mine, PMW/). The fact that the question remains unanswered brings about
the effect of an incomplete statement. It was observed above that it is typical of Roman-
ticism rather than Classicism that questions remain unanswered. The coda-like ending of
the poem shows the ambiguous character of Derzhavin's poetry which insofar shows
certain traits of Romanticism, i.e. a secondary system. Thus, the poet maintains the
monumental tone prescribed by Lomonosov, shattering 1t on the other. Thus, he models
his reality according to his o7 wish, shattering existing rules to reach his goal. Accordin-
gly, the poem presents a writer at work who is able to manipulate his generally mighty
addressees in order that they adapt themselves to his wishes. All this shows that he is a
representatve of a primary system. However, the coda which contains an unanswered
question shows that he begins to bear traces of a secondary system.

For the idea that the Classical poet is free to model his own reality, see
Derzhavin's ode Felitsa (1782). The poet glorifies Catherine II for her wisdom on the
one hand. This makes her both a fair critic of men and a lover of poetry. On the other
hand, the poet introduces an ironical tone. Thus, he tones down the monumental tone
of his verses. He does so by comparing poetry with something trite like sweet
lemonade.” The poet emphasizes that the motif "lemonade” makes the product of his
poetic acuvity wsefwl. See again the aforementioned observation that, in the Classical
conception, a poet should make himself creditable to man. Section 3.2.1 demonstrated
that in Vodopad the poet also determines what should be considered the poetic criterion.
To surmnmarize, the combination of the high-pitched motifs of "tsarina" and "poetry" on
the one hand with that of "lemonade” on the other shows that the poet determines his
poetic criterion himself. Derzhavin's combinadon of high-pitched and trival motifs does
not detract from the aesthetic value of the poem. Rather, it makes the poet the abstract
moufs "ments", "honor", "poetry" better recognizable since he realizes them in the
concrete motifs of "the tsarina" and "the poet.”

The idea that a poet should make a useful product and that he should determine
his poetic criterion himself is also expressed in his poem Parnatnik ("Monument"; 1796).
The tone of the verses shows that the poet is not afraid of being misunderstood by his

principals. The latter expect from him that he explicitly obeys their orders. However,
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Derzhavin realizes his poetic criterion by combining two motifs which express concrete
elements. These are "laughter" (.e. "a laughing mer") and a tsarina. Through this
combination he expresses the cmapts of courage and uniqueness.'® The goal of this
procedure is evident. Thus, the poet seemingly places himself under the guardianship of
the mighty sovereign. Consequently, he allegedly suggests that he is fully dependent
upon an external person. However, at the same time he cunningly uses the ruler as a
guarantee for his own freedom. By so doing he enables himself to carry out his task
according to his own wish. Thus, the Empress functions as the poet's own alfer ego (Hart
1978: 56). The motf of laughter serves as a means for the poet to manipulate his
addressee. In Romandcism, this idea that man might be able to manipulate outside
reality would be is unthinkable. Conversely, the Romantic poet is supposed to adapt
himself to it. Consequently he has to put on the mask of that reality and cannot separate

from it. The original model of outside reality remains intact.

3.2.3 The Classical Pleasure, Typical of Derzhavin's Poetry

The aforementioned combination in Derzhavin's poems of motfs which are not cognate
generates a specific effect. In primitive society, such a similar use of motfs has grown
into an artistic procedure. The auditors of the singer in the Homeric epos were paru-
cularly interested in the similes he presented them. These motifs acquainted them with
new spheres of reality. In other words, a simile was, for a perceiver, a means to gain an
nsight into the world. It was, therefore, more than a merely useful expedient to learn the
mere essence of the swbstituendum. Consequently, the singer led his listeners along a series
of images which were hardly similar to the swbstituendum. The use of this procedure evo-
ked in the perceiver a specific pleasure (Luss, Buhler 1934). This desire of the audience to
cover and mix spheres from reality is 2 means to formulate ideas.!' The aforementioned
pleasure enables a perceiver to interpret the code of the reality represented in a work of
art or text.

It is typical of the Homeric epos that it consists of elements from reality which are
hardly related. It has been observed that many combinations of unrelated elements also
occur in Derzhavin's works. These complement rather than contradict each other. They

"a" versus "- a". Their essence lies in the fact that

are of the kind "a" versus "b" rather than
together they yield a new and original element. The two elements have a signal-function

since they stimulate a perceiver to interpret this #ew element while keeping the original
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elements in mind. The code of the resulting new element depends upon this interpre-
tation. It has been observed that, in Derzhavin's works, abstract ideas are generated by
combinations of the aforementioned concrete motifs. Consider again the poem Lastoch-
ka in which the enumeration of visible elemnents from nature results in an inventory of
invisible concepts.'? In these lines, the poet presents the perspective of the swallow who
has a high viewpoint thus enabling him to present such an inventory. See the lines Tam
roshehi v odeghde zelenoi,/ Tam nivy v ventse golotom ... The word (fam) illustrates the impor-
tant role of the motif "space." The verses show that the representation of nature
uldmately results in an inventory of the whole world. The latter exceeds the sum-total of
its constituent elements as far as its quality is concerned. Thus, it appears to be delight-
ful; see the words: vsiu prelest’ ... prirody). The same phenomenon manifests itself in the
aforemendoned poem on the death of the poet's wife. There, a qualification of her is
given in a// her aspects (a). She is qualified as exceeding the sum-total of her constituent
elements."” Thus, the motifs of life and death are realized in the statement that they
represent both the presence and absence of all elements from reality. In the poem Lasto-
chka, howevet, the situadon is different. There, a third element occurs. This is not related
to either of the descnibed personages (the poet or his deceased wife). Rather, it bridges
the gap between them. The third element is the swallow who is a living creature contrary
to the poet's wife who is not. Thus, it returns every spring. The poet's wife, however, will
never return. In Derzhavin's poem, the swallow functions as a new, autonomous motf
which results from the combination of two opposite motifs, i.c. "life” and "death." Thus,
the domination of life over death is not absolute in so far as the swallow re-appears
every spring. Such an alternation of elements of reality is impossible in Romanticism. In
the latter, if two opposite elements occur, one is consistently presented as dominating
the other. Accordingly, the opumistic tone typical of Derzhavin is absent from a Russian
Romanticist's works. Baratynskii is illustrative in this regard since the latter's themes are
mostly gloomy.

The combination of concrete motifs which results in concepts is evident in
Derzhavin's Anakreonticheskie pesni. They reflect the aforementioned pleasure (Lus). See,
in this regard, the poem entitled Grafine Orloroi ("To Countess Orlov"; 1801). The
addressee (1765 - 1848), is the daughter of the famous fleet-commander A. Orlov who
bumnt the Turkish fleet in 1772/73. The daughter is associated with this heroic deed. The
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father and the daughter are presented in the form of sets of opposite moufs. Their

combination seems to result in a2 new motif in the reading-process. Consider:

"father" "daughter"”

"fire" "heart"”

"sea" "land"

"eagle" "dove"

"Turkey" "Russia” ("St. Petersburg")
"bellicosiry" "peaceableness”

The tide contains the addressee’s name; the first line, a pun on it. See the word orfitsa in
the hnes:

Tu B30pamMi opanua

("You, eagle-eyed as you are,/ Are worthy of your father .."; ibiderr, it. mine, PMW;
Derzhavin 1986: 70; it. mine, PMW). For the opposition of the peaceableness” of the
daughter and the bellicosity of the father see the lines:

Ay1iero roaybonua,

AocToliHas BeHUa..........

("In your heart a dove,/ Worth of a laurel-wreath..."; ibidenrs; it. mine, PMW). The mouf
"wrath" bridges the gap between the bellicosity of the father and the peaceableness of
the daughter. The father and the daughter share it although for different reasons. In
other words, the mouf (verers) is presented as being the result of a combination of
opposite motifs. In the last lines the result of the opposition of "bellicosity" and
"peaceableness” has a special effect. It seems to lead to a mutual exchange of roles be-
tween the two personages. Thus, the daughter is presented as putting on her father's
military mask. She will reap sictories upon her appearance in the capital. At that moment
she seems to put on her father's mask of bellicosity. To that extent, she will become

similar to her father. By the same token, a parallel is drawn between the concepts "fire"
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and "heart." Thus, the daughter is presented as setung hearts aflame like her father did
with ships. However, with his victory, the father seems to have definitely ceded his
bellicosity to his daughter. The latter sets a part of het fellow-compatriots' hearts aflame
after the earlier example of her father who did the same with his enemies on the sea. See

the poet's words:

Asuiubca Ab B [NeTponoae,-
[Tobean noxenewuss:
Kax ¢aot otent TBOI B MOpE,

Tak T cepalia no’oKeLlb

("When you'll appear in Saint Petersburg, - / You'll reap wictories:/ Similar to what your
father did with the flef on the sea,/ You will set hearts aflame"; Derzhavin 1986: 70; it.
mine, PMW). The poem presents a combinaton of moufs which are similar to and
different from each other. Every set, in turn, has a character of its own. The poem illus-
trates the use of a linear (Newtonian) time-conception which is typical of eighteenth-
century philosophy (consider Chapter 1, Section 1.5). Thus, in the first lines the image of
the fleet is introduced as an event which took place in the past, at a moment - P. The
daughter was born in 1785; this event can be indicated as taking place at a time P. The
author wrote the poem in 1801 (P + 1) affer he had met her for the first ume. He writes
about the victones she #4/ reap in the capital, in the future, i.e. at a moment P + 2. The
tme of the reality represented in the text runs parallel to the dme of the representation,
or, the reading process. Again, with the end of the information conveying what u7//
happen, the text ends.

The role of freedom, typical of Classical poetry, manifests itself in the
combination of motifs from which man may make a choice. See, in this regard, the
poem Tseps ("Chains"; 1797-1798; Derzhavin 1986: 431)."* It was written on the occasion
of the loss by Anna Mikhailovna Bakunina of a gold chain during her stay at the poet's
estate "Zvanka" (see ill. 6). The poet states that even gold fetters are heavy and constrain
freedom. For man, only those fetters are bearable which are made from flowers, braided
by a loving heart. The text emphasizes the role of man's own responsibility in the Kantan
conception. Thus, two opposite motifs are introduced (that of "freedom™ and that of

"compulsion”). The gap between these motifs is again bridged in the aforementioned
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way, in this case, by the motf "love." This is realized in the image of "chains, braided
from flowers." In other words, the motf of "love" unites two opposite elements. The
idea that a chain, braided from flowers of love, may be bearable, again shows the
aforementoned idea that man models his own reality. His moral responsibility implies
that only he can decide whether particular forms of compulsion exist which are better
than freedom. The passage quoted in n. 14 shows a consistent oppositon of motfs.
Consider first the word indicating the modf "chain", in the first stanza. This is split in its
literal and its figuradve meaning. Thus, it is associated with compulsion (A) as being
opposed to freedom (B). Compulsion is realized in the motf "St. Petersburg" (a). Howe-
ver, it is also realized, in the negative sense, in the modf of "Zvanka (b)." Thus, Zvanka
(b) is far away from the capital (a). It stands for "freedom" or non-compulsion (- A). In
turn, Zvanka is associated with happiness (bud" schastlivei na Zvanke - "be happier at Zvanka-
"). In other words, in both the first and the second stanzas, freedom is qualified as being
in all respects superior to compulsion. In the third stanza, the idea is also presented that
particular forms of compulsion may exist which are better than freedom. This, however,
does not imply that the two concepts are identified. Consider again the aforementioned
idea that an /dentification of elements from reality reflects Romantic, Schellingian, rather
than Classical, ideas. To summarize, in this poem ideas are kept separated consistenty.
Also in these verses we see the Classical concept of linear time at work. The image of the
lost chain is introduced first. It is an object which was lost in the past, at a moment - P.
Then we encounter the image of the estate "Zvanka", associated with "nature” and
"freedom", as operadve in the present (P). To conclude, the image of voluntary
compulsion which may be in store for the addressee in the future (P + 1), is introduced.
To summarize, the use of this kind of time shows Derzhavin as being typical of a
Classical writer. Moreover, the specific descripuon of reality from which the reader

derives a specific pleasure is typically Classical.

3.3 Baratynskii's Poetry
3.3.1 The "Soft Transitdon" to Romanticism in Baratynskii’s Poetry

In the works of E.A. Baratynskii traces of Schelling's rather than Kant's philosophy can
be found."” In fact, the influence of Kant's ideas shows that he can be considered to
move in what has been called in Likhachev's terms an elliptc stage. It was observed in

Chapter 1, Secton 1.1, that Likhachev considers these intermediate stages periods in
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which primary and secondary systems end. During such stages a new system gradually
evolves (Likhachev 1973: 176). Thus, an elliptic stage links a primary to a secondary
system and vice versa. Summarizing, such stages bring about soft transitions between
primary and secondary systems and vice versa.

It has been demonstrated that in the Classical world-view man was considered as
modelling reality in his own right, whereas in the Romantc world-view he was is own
way considered as being dependent upon outside reality. Schelling's ideas imply that man
does not shape reality on his own; thus, he emphasized the general dualistic character of
nature. Opposite forces are operative in nature because, without such opposite forces,
movement in life would be impossible.'® However, these forces could not be opposite if
they were not originally activites of one and the same nature, but working in opposite
directions (Schelling 1856-1861: 1,2: 390). As far as time is concerned: it Was observed
that linear time is typical of a Classical poet like Derzhavin. However, it is rather cyclical
tme which plays a role in 2 Romanticist's poems, such as those by Baratynskii. Consider,

for instance, the verse-lines published for the first tme in 1835, which begin as follows:

O Muicas! TeDe yaea uBeTxa:...

("Thought! Yours is the lot of a flower", Baratynskii 1957: 165). In these lines, thought is
likened to a flower. During its flowering-time it attracts all kinds of insects such as
midges, grass-hoppers, bees and butterflies. After the summer, however, when it has lost

its beauty, all these insects leave it. In the concluding lines the poet says:

A TYT 3ePHOM CBOHM MaAy4IIM

Ou 32pOAAAET HOBHIIT LIBET

("But at that moment, through its falling seed/ It generates a new flower", Baratynskii
1957: 165). The circular character of time manifests itself in the motf of the "seed"
(zermom). A new flower will always grow in the new season (spring) which follows
autumnn. By this eternal return of the seasons and, consequently, a new flower, the idea is
expressed that nature is permanent. Unlike in the poem Tsepi by Derzhavin, there are no
two opposite motifs, such as "compulsion" versus "freedom” here. In the Derzhavin-

poem these combination of opposites resulted in a new concept, which was different
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from compulsion and freedom, i.e. "love.” Rather, in this poem the concept "thought" is
realized in the image of the ever-returning flower which supersedes everything.

Attention should be paid, in this regard, to the parallel which can be drawn
between the art and literature of the Romanticists and the Symbolists on the one hand,
and Classical and avant-garde art and literature on the other. This parallel was already
briefly mentioned in Chapter 1, Section 1.7. It has been correctly observed that in both
Symbolist and avant-garde art and literature boundaries are shattered. In Symbolism this
leads to a situaton in which one order or system completely dominates another. In
Romanticism everything in reality is also submitted to one omnipotent order dominating
all other ones. In Romanticism, similar to Symbolism, the identification of all orders of
reality implies an erasure of all boundaries. In avant-garde art, however, the shattering of
boundaries functuons as 2 dialectic confirmation of orders. This confirmation empha-
sizes that the original autonomy of genres is mainuined (Hansen-Léve 1983: 293). Such
a dialectic confirmation is also typical of works by a representative of a pnmary system,
such as Derzhavin. Again, this is demonstrated by the fact that in his works
combinations of concrete motifs bring about a2 new concept. The total domination of
one element over another is typical of Baratynskii's Romantc poems. It ulamately results
in an identficadon of elements from reality (all quotations are taken from 1957; the
translatons, as far as possible, from Pratt 1984)."

Baratynskit's idea of freedom differs from Derzhavin's, which is Classical (see
Bararynskii's verses beginning with the words:

K uemy HeBOABHIKY MeuTaHIIA CRODOAN?,

Baratynski 1957: 161, "What use are dreams of freedom to a slave?”, Pratt 1984: 63; the
verses were published in 1835). Baratynskii, in accordance with Schelling's ideas regards
freedom as empirical because it is a phenomenon of absolute will'® Thus, the poet
considers even nature to be subject to compulsion, i.e. to the overall superiority of fate.

As far as this idea is concerned, see his lines:
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...HebecHnle cBeTHAR
Ha3snauyeHHBIM MyTeM HEBEAOMaA CHAA
Bacuer.Bpoasaunii BETp HC BOACH a 3aKOH

Ero AetydeMy ANXaHBIO NOAOMEH
(Baratynskii 1989: 164).

(" ... The lights of heaven are pushed along their allotted course by an unknown foree.
The vagrant wind is nof free and a Law is set to its soaring breath"”, Pratt 1984: 63; it. mine,
PMW). The words sia, ne volen, and gakon show that neither man nor nature will gain
their freedom from the compulsion of fate. Man can only resign to the superionty of fate.
Only by so doing may he obtain some kind of happiness.”” The words smirim and raby in
the quotation in n. 19 show that the compulsion, described in this poem, is sterile. Thus,
it merely annihilates everybody and everything. To summarize, the concept of freedom
in the eyes of the Romanticists is clearly phrased in these verses. Baratynskii, contrary to
a poet like Derzhavin, makes no room for man's own responsibility in this regard.

In Baratynskii's poems the Romantc idea of circular tme goes counter to the
Classicistic idea of linear time. The first modf is expressed in the verses Na smert’ Gete
("On Goethe's death™), written in 1832. In this poem, all boundaries between elements
from reality are shattered in the Romantic manner. For instance, in the penultimate and
ulimate stanzas the separation between the opposition "life" and "death” is annthilated.
Thus, it is left undecided whether Goethe has really died or whether another 4fe awaits
him after death.?” In the writer's view, Goethe need not worry about the outcome of the
question whether there will be life after death or not. In fact, the Lord will be content
with him anyway. In other words, life and death are presented as ravrming events. A new
abstract concept, i.e. glorification, is presented here, which does, contrary to Classicistc
ideas, not result from a combination of opposite motifs, i.e."life" and "death." In the
Classicists’ view, such a new motf has a general value, i.e. it is valid for a# men. In Bara-
tynskii's verses, however, the concept of "glorification” is reserved rather for just one
man, i.e. Goethe. In words, there is a big difference with the Classicistic generation of
abstract concepts. Thus, the example shows again that in Baratynskii's poem the concept
of "glorificaton” is not presented as a concept which results from a combination of

opposite concepts, i.e. "life" and "death." In other words, it does not come about as a
PPO
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dialectic confirmation of a Classical kind of these two motfs. Rather, the figure of
Goethe is presented as dominating all other figures in reality in this regard.

For the Romantic idea that in an opposition of motifs one dominates all other
ones, regard Baratynskii's verses written in 1832 and published in 1835. They begin as

follows:

Koraa Hcyesner omMpaveHbe

Ayin 60aesneHHOM Moeit?

("When will the obscuraton/ Of my morbid soul disappear?”; Baratynskii 1989: 165; my
tr.,, PMW). In these verses, all boundaries between the opposite motifs of life and death
are erased. One of the two moufs (in this case: death) dominates all other ones. The
image of the grave-mound in the final lincs is particularly illustrative.?' It shows that life
and death are dissolved into death. Death dominates life in the absolute sense. In this
regard, one should consider again the difference with Derzhavin's poems in which a
combination of motifs results in a new concept. There a combination of motfs evokes a
sensation of pleasure (Lusf). Baratynkii's poems, contrary to Derzhavin's, do not show
this. His pessimistic tone is due to his contnuous fear that his inspiraton will dry up. In
other words, he is continuously afraid that /ack of inspiration will dominate inspiragon.
His fear is realized in the motf of "death.” These examples illustrate how features typical
of Classicism are expressed in Derzhavin's poetry. Baratynskii's poems, however, show
the property typical of secondary systems, like Romanticism and Symbolism. The
cxamples show the different ways in which the concept of frcedom is conceived in a

primary system like Classicism and a secondary system like Romanticism.

3.3.2 The Function of Negations in Baratynskii's Poetry.

The essenual role played by negations in Romantic works manifests itself in way in
which Baratynskii conceived nature. Let us, therefore, begin by comparing of some of
his poetic representations of nature with Derzhavin's. Again, Romantic man did not
think that he determined nature as Classical man did. It was seen that in the K chemu
nevolniksu mechtaniia svobody? that man and nature were presented as being dependent

upon fate. This dependency indicates, in Schelling's view, that everything in the universe
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is interrelated and identical. It was observed that it is Schellingian philosophy which
makes Baratynskii a representative of Romanticism.

The specific character of Romantic man is already expressed in Baratynskii's
earliest works. Consider, for instance, his Vodgpad ("The waterfall", 1821). Here, the poet
tries to come into contact with the waterfall, wondering why he is so fascinated by it (see
Khetso [Kjetsaa] 1976: 350). Baratynskii's treatment of the waterfall is completely
different from Derzhavin's, as becomes clear because in Derzhavin's view, nature should
adapt itself to the perceiver, i.e. also that of the poet. Nature is supposed to change its
appearance since it is different for each individual perceiver (see CiZevskij 1958: 15¢)).
For Bararynskii nature is an objective operative in external reality. In his capacity of a
full-fledged Romanticist he turned himself to it with his questons but these remained
unanswered. Consider:

3auem ¢ HesyMHBIM OXIAAHBEM
K Tebe npicayunBarocs 2?2
3auem TpeneuteT rpyAs MOS

Kakum-TO Beutimm TpeneTaHbenm?

("Why do I with an insane expectation/ Liste to you attentively?/ Why does my breast
quiver/ With a prophetic trembling?”, Baratynskii 1989 (1821): 86). The use Baratynskii
makes of open, or unanswered, questions is illustrative of Romanticism, whereas it can
be seen in Derzhavin's Classical poetry that questions are not left unanswered but are, in
general, completed by the answers. In fact, Baratynskii's open questions have a2 ncgative
value. Such lines emphasize the prophetic character of the poet. This character is typical
of Romanticism. Derzhavin's 1odopad is, on te other hand, rather Classical. Thus, in his
poems motifs expressing abstract concepts are risualized Baratynskii, however, is fasci-
nated in the waterfall by its audible rather than visible elements. Its wice plays a key role
for him (consider again the observations, made in Chapter 1, Section 1.5 and 1.6.
concerning the role of the meaning of speech-elements in Romantic texts). It has been
observed there that human communication, in the Romantcists' view, can only be
established by means of poetic speech. Meaning plays a mere secondary role in it. Only a
poet can present an answer to the signals given by nature. This answer comes, as it were,

straight from nature through a poet's mouth.?? Ordinary men, on the other hand, are
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depicted as being lifeless in this regard. In the example mentioned in n. 22, Lermontov
emphasizes that ordinary man does not understand this kind of speech. However, it is
understandable for the poet and the pafriot. This fact shows the aforementioned value
attached by Romanticists to nationalities and their ideas. Moreover, uncivilized tribes
and their languages were also considered important in this regard (McLaughlin 26).”
Romantc man was fascinated by foreign cultures and languages because he felt that
there was some model underlying them. Consequently, he understood that he had to
become familiar with these models. Only by doing so could he learn the cultures and
languages by a process of reconstruction rather than construction. In other words,
through this process of reconstruction, man was approaching cultures and languages in the
aforementioned Romantc manner. After having done so, he could consider himself able
to start his creative activities. Again, the artistic representation was considered to depend
upon models presented by the natural scientist.

Baratynskii's poem Vodopad shows that, unlike that of Derzhavin's, man is
presented as being dependent upon reality surrounding him; see:

Kak ovaposannuii croro
Haa aumbo# Heaanoro t8OCIO
H, muirrea, cepauem pasymero

Peun GearaaroanHyio 18080.

("As charmed I stand,/ above your smoking abyss,/ and it seems that I wnderstand with
my beart/ your wordless speech”, Baratynskii 1989: 86, tr. and it. mine, PMW/). These lines
show that, in Baratynskii's view, man does not undetstand with his rafie, which he
determines himself. Rather, his understanding is determined by his non-rational feelings.
Baratynskii emphasizes that in reality speech occurs which lacks rational words. Thus, in
Baratynskii's (and Lermontov's) texts, speech-elements are primarily signals to the
reader. Consequently, they stimulate him to get an insight into the exact nature of the
objects they indicate. One may consider again Chapter 1, Section 1.6, in which it was
emphasized that in the Romantdc conception understanding was determined by non-
rational rather than rational processes.

The mouf of the incomprehensibility of poetic speech for ordinary man is

elaborated on in several of Baratynskii's later works. For instance, in the lines from 1834,
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he writes to his wife that her nickname is the result of an wnconscious action. Thus, it has
no clear meaning.?* Incomprehensibility of human speech ulimately entails complete
silence. Silence, which implies the maximally non-communicative character of language,
is a recurring mouf in all of Baratynskii's poems. Consider the lines N.E. B.. ("To
N.E.B..."), published for the first time in Sovremennik 47, 10, 1854 (Baratynskii 1989:
215). These lines show the role played by silence in the poet's works.”® This motif of
"silence” is fit to express the identity of opposite motifs, typical of Romantcism. Thus,
all elements from reality are dissolved into it . Silence, i.e. a total absence of sound which
implies a total absence of communicaton is a contradiction in terms in poetry. Thus,
poetry presupposes language, i.e. communication or an absence of silence.” Baratynski i's
craving for rest, i.e. silence, is expressed in the lines wrrten in 1844 and published in
Sovremenmk 36, 36,: 370. The verses begin with the line: Linbkiu ia vas, bogin'ia pen'ia ...
[etc.]. In these verses silence is presented as being the result of a meeting between the
kindly-disposed Muses and hostle Fortune. However, the difference between the motifs
of love and hosdlity is dissolved into the motif of silence. Thus, the poet lives in
constant fear that the omnipotence of Fortune will imply that he will lose his creative
power.”” This, in turn, will mean that everything will be dissolved into a void (see in this
regard, also Baratynskii's poem: V' afbom ("Album-lines™) dating from 1829, and
published in Galateia, ch. 1, no. 2, 1829: 90). Here he poet opposes the motifs "death”
and "life." Hope is associated with eternal life, fear with death. Uldmately, death is
presented as dominating life. This is realized in the image of the last judgement. The
motifs "life" and "hope” on the one hand and "death" and "fear" on the other are sugge-
sted as dissolving into the mouf of nothing. This last motf swallows everything (see the
word michtoghestvo). It is not, in the Classical manner, presented as a #ew motif which
results from the combination of two opposite motfs. One may consider the idea typical
of secondary systems that one of two opposed elements from reality (in this case
"nothing™) simply overrules all other ones. Consequently, this passage shows the essence
of Romantic and Symbolist art as opposed to Classicistic and avant-garde art (see again
Section 3.3.1). The quotation in n. 28 shows that "nothing" is presented as reflecting
itself in the addressee's eyes. As far as this specific use of the motf is concerned,
consider the image of the mirror in this poem which is realized in the addressee's eyes.
Thus, the addressee's eyes enable the poet to shift the point of view from himself to his

addressee and vice versa (see again the words lines: "In your eyes/ I don't mean
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anything..."). The writer is, as it were, suddenly confronted with his addressee in person,
and the reader, in turn, with the writer. The result is that all partes involved, including
the reader, seem to be involved in the poem. It seems that they are all dissolved into the
predominating mouf of "nothingness." Summarizing, in this motf the Romantic idea that
there is one whole which embraces everything in the universe is emphasized. The
parallel which can be drawn with the image of the mirror shows that a duplication of
mirrorred figures seems to take place. These bring about a shift in the point of view. The
duplicaton has an essential function, in that it establishes a link between the text and its

reader.”

3.3.3 The Lyncal Cycle Sumerks

Baratynskii's aforementoned poem Posiednii Poet is a constituent part of the the lyrical
cycle Sumeries. In this regard the character of the lyrical cycle in general should be studied
in somewhat more detail. A cycle can be considered as the paradigm of all contemporary
literature. It reflects the growing tendency in literary science to study the
interrelationships between literary genres. Moreover, it also tries to regard all poems by
one author as elements of a larger whole (Stankiewicz 1982: 231). This whole has been
called the "poetic world." It can be defined as the hierarchy of motfs (situadons, objects,
linguistc structures) which is framed by a central, invanant theme. Thus, it accounts for
all that the author's texts have in common (Zholkovsky 1984: 75). The concept of the
poctic world suggests that a collecdon of texts by one writer has a static character. It
departs from the idea that a/ texts by one author, irrespective of the temporal order of
their appearance, have been created at one and the same moment (idenr: 77). Thus, a
lyrical cycle reflects the tendency of expressing literary texts in terms of the
aforementioned poetic world. It consists of parts which preserve their autonomy on the
one hand, and is an organic whole which is more than the mere sum of its
aforemenuoned consutuent parts on the other. Thus, every part adds something which
is not explicitly expressed in every separate poem (see Stankiewicz 1982: 236, Sapogov
1980: 90, Fomenko 1986: 130, as well as Vroon 1989: 477 and 488f.,n. 1,3 and 6 for a
detailed list of literature in the field). The subtle balance berween the parts and the whole
of a cycle should not be disturbed. This is what may happen when some parts are ove-
remphasized, whereas others do not receive enough attendon (Vroon 1989: 479).

Two kinds of lyrical cycles should be disunguished:
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1. those in the constituent poems of which one central theme is elaborated consis-
tently. In that case the cycle can be said to be spatially determined since it deals
with one theme which is viewed from different points of view, and

2. those in which a development of a temporally determined action is presented in
the epic way (Miiller 1932: 3, Kaiser 1976: 169).

The element of dme in a poetic cycle is particularly manifest if a development is realized
in it, a so-called thematic 2-priori (Miller 1932: 6). The double function of a constituent
poem in a lyrical cycle has been demonstrated by means of an analogy. This means that

the following aspects should be taken into consideration:

1. the hierarchical relation between words as they function in the

lexicon,

2. their generally recognized meaning,

3. the literary school using them,

4. the poet belonging to that school,

5. the function of the separate poems as part of the cycle (See Etkind 1978: 241),
6. the place of the cycle within the framework of the sum-total of the poet's

works.

According to another model, relationships of analogy between the smallest proso-
dic unit of a poem, the metrical foot, and a lyrical cycle can be visualized. The following
formula, in which a geometrical mean plays a key role, may serve as as an illustration:
foot : line = line : stanza = stanza : poem = poem : cycle (Vroon 1989: 477). This
scheme confirms the validity of the idea that all branches of literature should be studied
in their interconnectednes (see again the idea of Stankiewicz's poetic world). Conse-
quently, the scheme shows that the development from a verse-foot to a lyric cycle is
something like a never-ending circle. Thus, the reader goes on looking for the next term
in the formula since it does #o¢ end with the cycle. In fact, a cycle does not end with its
last poem but rather seems to be endless. This implies that the words occurring in it do
not merely refer to their lexical meaning; rather, they continuously return to their star-

ang-point in the course of the reading-process. They presuppose a continuous cycle of
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new readers. These may insert new shades of meaning into the words presented to
them.*

The freedom of those new readers confirms the idea that the constituent poems
of a cycle go through a spiral. Thus, new readers seem to go through it in the course of
the reading-process. Finally, the a-prioni finds itself again, as it has found the complete
expression of the lyrical theme in the course of a cycle (Miiller 1932: 8). The suggestion
that a cycle is endless is raised by the fact that, the relaton between a poem and a cycle is
similar, for the reader, to that between a cycle and a poet's complete book of poetry. In
fact, the latter mirrors the whole of his poetic world and his world-view (Fomenko 1984:
130). Thus, the poet also goes through a circle sinced he is, in turn, supposed to write
texts which reflect his poetic world. Miiller's observation shows the fitness of the cycle
to express a circular rather than a linear (Newtonian) time-conception. In this regard, a
cycle can be regarded as reflecting qualiaes typical of a secondary system. The specific
quality of poetic words is particularly evident in a lyncal cycle. Thus, the words occurring
in the separate poems refer to their meaning in both the context of the poems and the
cycle as a whole. As far as the idea of circular time in 2 cycle is concerned, the reader
undergoes it during his reading-process as well. Thus, at the end of the reading-process,
he also finds himself back at the beginning.

In this regard, again the observation made in Section 3.3.1 must be considered
that Baratynskui's poetry, unlike Derzhavin's, shows a ume-conception which is circular
rather than linear. This may be expected from a Classical poet. He may, accordingly, be
expected to be an outspoken writer of cycles in which circular tme plays a key role. In
other words, for him an "eternal return" of constituent verses and modfs also contrasts
with a typically Classical linear time-conception. This is expressed in the fact that he only
focused on a small body of themes (Sloane 1987: 90). Baratynskii's lyncal cycle Sumerk:
consists of poems which shows a dialogical character in Bakhtin's sense, mentioned in n.
30. Thus, it can be said to consist of poems which answer each other. The fact that a
Ivrical cycle is more than the sum of its constituent parts, can be schematically expressed
as follows: /1/ + /1/ > /2/. The character /1/ indicates a constituent poem of a cycle.
In that quality it has a quality of its own but can also anticipate another poem. The
character /2/ indicates the sum-total of preceding, constituent poems indicated by /1/
plus the fact that they are parts of a cycle. The sign />/ indicates this specific "plus”

(unlike the mere addition-sign "+"). Thus, it emphasizes that a poem refers to both itself
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and to the theme common to all the cycle's constituent parts. All the themes in Baratyn-
skit's cycles concern the Romantc idea of the world and the vocation of the poet against
materialistic man in this world. For him a poet was a prophet, and the problem of poetic
creadvity played a key role. That is why he attached great value to the unique position of
the poet. In his view, only the poet was susceptible to the signs from a higher world.
This is what may be called the thematic a-prioni in all of Baratynskii's lyrical cycles and,
therefore, also in his Sumerks. The latter emphasizes that the poet has a high price to pay
for this susceptibility. Because of this he alienates himself from the surrounding world of
ordinary man since he has to live in isolation to perceive the aforementioned signs. This
makes him a typical representative of Romantic ideas.

All the aforemendoned qualites typical of cycles are already evident at the outset
in the dedicatory poem to P.A. Viazemskii (Knazgu Petru Andreevichu Viagemskoms). This
was published for the first ime in Sovremennik 4, 4 (1836). In this poem Viazemskii is
addressed in his capacity of both a private person and a man engaged in public affairs.
At first, this raises the suggestion that the collection is intended for Viazemskii ony. In
fact, the first lines of the poem sugpest that all verses are intended for the addressee

personally. See:

Kak xu3np obume npusnb.,
Kak yBaeyenoa cyern,

[Nonsamu Bam cTpacTeit nopuiBu
W obaanns mevrsl

[etc. ]

("Both the conrmon appeals of life,/ And the bustles of distraction/ As well as the gusts of
passions/ As well as the charms of the dream/ Are understandable to you ... [etc.";
Baratynskii 1989: 178; tr. mine, PMW). Consequently, the poet seems to say: "Come, 1ia-
gemskii, tead my verses in order to be able to phrase your [private] answer to it." Then,
however, the reader’s attention is distracted from the personal/ addressee, as the poet starts
to present a report of his own life which may be read by all his readers, both general
readers and private friends. In fact, the poet describes himself as a person with personal
interests only, contrary to Viazemskii with his many social obligations. Consequently, he

emphasizcs that he spends all his dime on his poems in artistic lonediness. He presents the
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difference berween his addressee and himself in the motf of the grave in which he lives.

See:

CyacTAMBHI CHHH YEAHMHEHDA,
I'ae s mpocTiA Ge3ymcTBy, 3a06e
M nosastia, kak Ou BO rpobe,

Ho Ao6poBOABHO 1IyMHBI CBET,-

("Lucky son of lneliness as I am/ ... / In which I took leave from madness, malice/ And
forgot, as in a grave,/ But voluntarily, the noisy world - ", Baratynskii 1989: 178; tr. and it.
mine, PMW). However, the poet states that his loneliness is not absolute, that sometimes
he /laves his lonely world. The reason is that he is concerned about his addressee. This
ambivalence of the poet is realized in the modfs of "life" and "death." Life is expressed
in the motifs "ardent” and "lively", "death" in the motfs "grave" (see, again: grobe),
"loneliness" and primarily, "oblivion." The latter motf is realized in the motf "Lethe"
(Letu). See:

Eue, nopoto, nokiaaio
A1 Aety, co3aaHHyFO MHOIT,
M crenn Mipa obactaio

C TOCKOIO #APKOSi H XKIBOJ .

("Sall, now and then, I /kave/ Lethe, created by me,/ And fly around the steppes of the
world/ With ardent and Avely anxiousness”; rdem, 172; w. and it. mine, PMW). The
contrasting themes of "life" and "death” are also realized in the motifs of "visibility" and
"invisibility." This is expressed in the lines in which the poet says that he is wrable to

contact his friend. Consider the lines:

My 5 Bac ; rasxy: 4yTo c sanir?

Kyaa Bu 6pouicHb cy.abbanty...
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("I am seeking you; ! am loking where are you?/ Where did fate fling you... ";
Baratynskii 1957: 173). See the word glaghu in these lines, as well as the word vgghiady in

the lines:

Tax m3 rayurn Moeii crpemaro

A x Bam 3a00TAHMBHIE B3TAAAH ...

om my wilds/ I'm throwing anxious /oks at you ...", Baratynskii 1957: 173). These words
are used in opposition to the word sipofy in the first stanza.

Thus, the poet emphasizes that he is not so ignorant as he pretends to be and thus, he
states that he is perfectly familiar with the addressee's persomal fate. Consider:

...H3 TAYLUH MOE€H CTPEMAIO

A k BaM 3200TAMBRIE BTARAR

("... from my wilds/ I pore out solicitous eyes on you", idemr: 173; tr. and it. mine, PMW).
The focus on this fact is also expressed when he announces that he will brng the
addressee songs. These reflect his life, with feelings of anxiousness and love.”

In all these examples persons and items are presented in opposite sets. However,
contrary to poems like those by a Classical poet such as Derzhavin, Baratynskii's motfs
are ambiguous. This ambiguity manifests itself in the set "knowing"/"not knowing."
Thus, the poet asks what has happened to his friend first. By doing so he suggests that
he does not know. However, he immediately adds that he does and that he wants to save
his friend from the slings of fate (Baratynskii 1957: 173).” Thus, he expresses the hope
that the addressec’s life will become happier than it is at the moment of writing. By this

utterance he shows that he is familiar with his personal life. See:

Aa aauTca Balue yroeHbe,
Aa cxopo MuHeT ckopbHmii vac!//
Or Bac oTBACUD CyABDH CYpPOBOI

Yaapu rposHuie X04y...
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("May your raprure endure/ May your sorrowful dme be over soon!/ I want to divert from
you/ The fterrible blows of cruel fate... ", Baratynskii 1989: 178-179; tr. and it. mine, PMW).
This passage shows the combinatdon of the motifs of "knowledge" and "ignorance.” The
modfs of "loneliness” and "oblivion" are ambiguous. Thus, the poet emphasizes that, on
the one hand, he needs the loneliness to write poems. However, he immediately adds
that he fes it in order to look for his friend. Another example of the ambiguous charac-
ter of the poet's words lies in his qualification of prose and poetry. Thus, he considers
prose as being the common means of communication between ordinary men. These do
not write poetry. Accordingly, the poet qualifies prose as being "lazy." However, he
suggests that, although he is a poet, laziness holds some appeal for himself too. Thus, he
makes use of it since he includes his verses for Viazemsku into a letter written in prose.

Consider the concluding lines of the poem:

XOoTa BaM NpPO3HO NOYTOBOKH

AeHHBO AaHb MOIO ITAAYY.

(" ... Although I pay you, gy as I am myself/ My gift with the prose of the lgy mail",
Baratynsku 1989: 179; it. mine, PMW).

In fact, the mouf "prose” shows that the poet and his addressee seem to appmach each
other. Thus, Viazemskii is presented as a non-poet. The non-poet, on the other hand,
scems to cede some of his prosaic qualities to the poet, as illustrates the function of the
word /emivo. The ambiguity of the poet and the ordinary man manifests itself in this
suggestion that both may be productive as well as unproductive.

The poem Poslednii poer (“The last poet”) and the concluding poem: Rifma
("Rhyme") have a framing function within the cycle (for the specific character of the
poem Rifma in this regard see Rakusa 1980: 284 and fn. 2). Poslednii poet contains motifs
which were introduced in the dedicatory poem to Viazemskii. The verses to Viazemskii
can be regarded as the antecedent of Poskednii poet (see the word poet in the heading). This
also refers to the opposition of the aforementioned genres of "poetry” and "prose” in
the ultmate lines of the verses to Viazemskii. In Poslednii poet, several motifs occur which
alternate and conditdon each other. These are the motfs "freedom" rersus "slavery”,

"colour” rersus "lack of colour”, "life” rersus "death” and "ordinary man" rersus "poet.” In
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their oppositon, they result in the motf "Greece." Consider, in the second stanza, the

VCISEs:

Ans asxyrouest cBoboan
BroBb Danaaa oxitaa

(Baratynsku 1989: 179)

("Hellas has come alive anew with jubilant freedomr ... ", Pratt 1984: 128; it. mine, PMW).
The ambiguity of the motf "Greece" (Elladd) manifests itself in the fact that, at the
outset, it raises the expectation of the motifs "life", "colour" and "freedom." Howewer,
it also shatters this expectatdon. Motifs with a similar value which are both positive and
negauve alternate in the remaining stanzas. This is illustrated by the fact that it is stated
that mankind is living in enlightened times first. However, this anticipation of better
ames is shattered. Thus, the poem continues with the words that the world is becoming
more and more materialistic. This manifests itself in the fact that poetry has completely

disappeared from it. See:

[..]

Hcueanyas npu csere npocseteHbA
lo3asus pebayecksie cH,
M He 0 Heit xAOMOYYT NOKOAEHDA,

[NpombimaeHHbM 3260TaM NpeAaHn

(Baratynskii 1989: 179)

("[ .. ] in the brightness of enlightenment the childlike dreams of poetry, have disappeared,
and generations devoted to to the concems of industry do not trouble themselves with
poetry”, Prawe 1984: 127f; it. mine, PMW). However, in the second stanza, optmistic
tones also resound. Consider again the fact that Greece is associated with the mouf
"freedom”, i.e. from the Turks. This is positively valued, as can be seen when first it is

emphasized that sciences have returned to Greece with the return of freedom. See:
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[..]
B Hest onaTe LBETYT HaykH,
HocHuT noHT TOproeax rpys

(Baratynskii 1989: 179)

("... The saences flourish there once more, the sea bears the freight of #rade ... ", Pratt
1984: 128; it. mine, PMW). In the second stanza, however, the negative tone prevails:
sciences and arts ate not presented as going hand in hand continuously. It is emphasized
that Greece is presented as being dominated by cold science. Freedom falls vicum to
compulsion again. The alternation of negatively and positively felt motifs is continued in
the third stanza. There the poet is opposite to ordinary man. The latter is associated with
colourlessness, old age, cold and sparkling. Consider, in this regard, the following lincs in
the third stanza,

BaecTiT 31Ma Apaxaeroinero Mupa,

Baecmirt! CypoB 1 6aeaen yeaosex...

(Baratynskit 1989: 179)

("The winter of the senescent world sparkles, sparkles! Man is grim and palk, ..."; Pract
1984: 128; it. mine, PMW). The poet is opposite to it. He stands for life. His world is

realized in colours, compassion, and warmth. Sce:

«++3CACHNH B OTCYCCTBLC Omupa

XoaMnl, aeca, Opera Aa3ypHbix pexk.

(sbiders)

("... but in the fatherland of Homer, the hills, forests, and banks of the agure rivers are
green", Pratt 1984: 128; it. mine, PMW). The ambiguous character of the motifs "science”
and "poetry” lies in the fact that, originally, both are positively valued. Thus, both of

them are then associated with the return of freedom. This return to Greece implies a
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return of the onginal flowering of sciences. Science and art, however, do not continue to
go hand in hand. Thus, in later times the sciences are negatvely valued since they are
more and more assocoated with materialism. Poetry is posiuvely valued. On the other
hand, the poet emphasizes that the old poetry of Greece, personified in Homer, has not
disappeared forever. The concluding lines of the third stanza emphasize again that

poetry is not permanently lost in the modern materialistic world. Consider:

Llserer [NapHac! npes HHUM, Kak B OHH TOAH,
Kacraascxsii kalou xiBo#i cTpyero boer ;
HexaaHHBIH CHH MOCAEAHMX CHA IIPHPOAK-

Bo3uuk [oer- uaer oH 31 noer.
(sb1dem)

("Parnassus blossoms! Nearby, as in bygone years, the Castalian string pulses with its living
stream; the unexpected son of nature’s last strength - the Poef has arisen - he goes hbis way
and sngs”, Pratt 1984: 128; it. mine, PMW). To summarize, the fact that the word E/lada
has the additonal meaning "poetry” indicates its ambiguity. In other words, Greece has
not become a country with a merely materialistic population. On the one hand, one finds
these people who are poisoned by the modern matenalistc dangers of science. On the

other hand, one still finds real poets who remain uninfected by them. Consider:

BocnesacT, npocroaywHmii,
On A10608Bb M KpacoTy,
M nayxn, 11m ocayiHofii,

[lycroty u cyery ...
(Baratynskin 1957: 174)

("The simple-hearted one [i.e. the poet, PMW] sings of love and beauty, of the emptiness
and vanity of saence disobedient to their call... ", jbidem). Scientists, in tum, remain deaf to
their call. The aforementioned motf of "singing" is typical of the poet versus the ordina-

ry man. Consider in this regard, the preceding, dedicatory poem to Viazemskii (in
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particular n. 33). There, poetry was associated with "loneliness." The poet's qualification
of himself as a2 "happy son of solitude” is particularly illustrative. In the seventh stanza of
this poem, the poet states that it is difficult for a poet to find a lonely place. Thus, he is

reported to direct his steps in thoughts:

B Hemyso rayius, B 6€3A10AHNEH Kpaii, HO CBET
Y mpajaHOro BepTerna He ABAAET,

M Ha 3emae yeauneHsa Her!

("Into a deaf-mute wilderness, a land, devoid of man, but the world/ No longer offers an
emply refuge/ And there is is no solitude on earth”; Baratynskii 1989: 180.; tr. mine, since, in
my view, in the tr. in Pratt 1984 the essential elemnents of this passage do not show up; it.
also mine, PMW). In fact, solitude does sdll exist. This, however, is reserved for the sea.
The next stanzas quoted in n. 33 are illustrative.’® The essential property of the sea lies in
the fact that it dominates both the ordinary man and the poet. Thus, it dominates
people occupying themselves with both matenalistic and spiritual interests. To summarni-
ze, the essence of all motifs associated with "singing”, "love”, and "loneliness" in this
poem lies in the fact that they refer to the lines of Viazemskii. Consequently, the latter
serve as their antecedent. Thus, their specific functon emphasizes the character of the
poem Poslednii poet as a constituent element of a cycle.

Reference should again be made, in this regard, to the aforementioned poetic
world. It was observed that it is a specific quality of a cycle that it reflects this world.
Both the introductory verses to Viazemskii and the poem Poslednis poet illustrate the
specific character of a cycle as a Romanuc genre. They express the poet's poetc world
by rendering reality indirecdy. In other words, their Romantc character lies in the fact
that they appreach reality rather than refer directly to it. Poslednii poet ends with the de-
scripdon of the death of the poet who kills himself by jumping from a cliff into the sea.
The end of the poem coincides with this event. The fact that the poem bears the
heading: "The /st poet” makes it ambiguous. The heading arouses the suggestion that
the poem destroys its own frame since it destroys its maker: the poet. The represented
reality and the reality of the text are presented as falling together. The death of the poet

arouses the suggestion that the frame of the cycle is, in its turn, shattered. This implies
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that no poems can follow anymore at all. In other words, a poem like that which the
reader has under his eyes will not be written anymore.

A difference berween Poslednii poet and the preceding lines to Viazemskii lies in the
different conception of the idea of freedom. In the latter verses, some kind of freedom
is left to the poet. Thus, he calls himself schasthivyi syn uedinen'ia (Baratynskii 1957: 172).
However, in Poslednii poet nothing of the kind is left. In the poem to Viazemskii, the poet
states that he is free to decide whether he should remain in his isolation in order to work
on his poems or not. In fact, a similar freedom which depends upon the artist would be
typical of Classicism. It is, however, absent in Poslednii poet. In that poem, no type of
person is free to determine their fate. Both materialistic, ordinary men and artsts are
subordinate to nature which is presented as being truly free. See again n. 33 in this
regard. However, it was illustrated earlier that Baratynskii considers even nature as being
subject to fate which dominates everybody and everything. See again Section 3.3.1 and n.
19.

The theme "freedom" also plays a key role in the concluding poem Rifma
("Rhyme"). The following is stated about the poet in Greek Antiquity:

CBobOAHBIM M LIHPOKMM METPOM,
Kax »atrBa, 3ubhaenman BeTpom,

Ero rapmoHusa Texaa .

(Baratynskii 1989: 196)

("His harmony poured forth in a meter free and broad, like the harvest waving in the
wind"; Pratt 1984: 137; it. mine, PMW). His verses conquer the hearers. The reaction of

his audience gave the poet new inspiration. Consider:

Toana BHHMaHbEM OKOBala ObiAa,

[loka, Moryuirm cocTpsAceHbeM

Bapyr nobexaeHHas, naeckasa 6e3 koHna
W cTpyun 3Byunnie nesua

A,apm\a HOBHM BAOXHOBCHbLECM
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("The crowd listened entranced unul suddenly, overcome with powerful emotion, it
applauded endlessly, gifted the resonant strings of the singer with new inspiration", Pratt
1984: 137; it. mine, PMW). In other words, the poet is supposed to bring about a mutual
relationship between himself and his audience. The example of the Roman orator is even
more lustrative. It is reported that he also governed the will of the people. He even
derived his /dentity from his confrontadon with his audience. See the words on zmal and
kto on in the lines:

Koraa na rpeueckusi ambosn,

Koraa na pumckyio TpubyHy

Opatop BOCXOANA, H CAZBOCAOBHA OH

Han onaakusaa HapoaHyio GOpTyHY,

H ycrpemasianca Bce B3IOPH Ha €0,

U cnaoii caoso cBoero

Birria BAacTBOB2A HAPOAHHIM NTPOHM3BOAOM,-

OH 3HaA, KTO OH...

(ibidem)

("When the orator ascended to the Greek pulpit, when he stepped out into the Roman
tribune and raised his voice in praise or bewailed the fate of the nation, and all eyes
turned to him, and by the power of his word the speechmaker governed the will of the
people - then be knew who be was ..."; Pratt 1984: 137, it. mine, PMW).

These examples in which man's idendrty is conditioned by an interrelationship
between him and his environment show the Romantic idea at work that man can only
shape reality after external pre-existent models. In Posldnii poet the idea is realized
consistently: the end of freedom entails the end of inspiraton which, in turn, entails the
end of the poet. This entails the end of poetry. In Rifma, freedom is identcal with
inspiration. The fact that the mouf "freedom" occurring in the poem Rifma survives
shows that the latter harks back to the dedicatory lines to Viazemskii rather than to
Poslednii poet. Insofar Rifma is typical of lyrical cycles. Consider also the fact that the
aforementioned verses show that in antiquity the concept of freedom was believed to be

reserved for poets and orators. The latter should have been able to reach their goal by
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making use of their craft. In modern times, however, nothing of the kind is left. But
then, in contrast with antquity, no freedom is left either for the poet, or for ordinary
man.* The poem Rifma occupies an intermediate position beteen the dedicatory verse-
lines to Viazemskii and Posldnii poes. Thus, in the first a poet is depicted who is, to a
certain degree, free whereas in the latter he is completely unfree. In Rifma, however, a
certain amount of freedom is left to him. This is the result of the idea that freedom lies
in verse-making. This idea is maintained untl the end of the poem. Consider the con-
cluding lines:

Oasa emy, ¢ poaHoro 6pera,
/Ki1By10 BeTBb MPHHOCHIUB TH ;
OaHa ¢ HOXKECTBCHHBM TOPHBOM
MspHius €ro TBOHM OT3HIBOM

H npusnaewus ero meyTH!

(Baratynskii 1989: 196f)

("...You alone bring him a living branch from his nature shore; by your response yox alone
[i.e. thyme, PMW] reconcile him with the gusty moods of the gods and recognize his
dreams!"; Pratt 1984: 137; it. mine, PMW). The word ofgyr in this context illustrates the
Romantic concept of communication as it was mentioned in Section 3.3.2. See again the
idea that only the activity of a poet or orator can bring about a mutual relatonship
between speakers and hearers. These may be either mortal perceivers (who use
conventonal speech) or divine beings who make use of speech in which primarily the
sounds are essental. Poets or orators alone are able to convey nessages which are
normally inaccessible to man.

The word ghar plays a key role as far as it functions within the context of a cycle.
Thus, it occurs in both Poslednii poet and Rifma. In Poslednii poet the word is associated with
despair. See the words neschastny ghar. These refer to the unanswered love of the poetess
Sappho for Phaon. In Rifma, however, the poet does not exclude the possibility that

some kind of happiness exists for the poet. See:
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Mex Hac He BeaaeT 11o3T,
Ero nmoaer BLCOK HAb HET,
Cam cyasts H ITOACYAHMBIH
[MycTs MOABHT : meconeBLa Kap

CMelIHOR HEAYT MAB BHCLIHIT Aap?
(Baratynskii 1989: 196)

("... must answer the question: your restless ardor - is it a laughable affliction, or the
highest gif®"; Pratt 1984: 137; it. mine, PMW). Only in the latter poem is the motf of

"poetry"” is associated with vitalizing forces. Consider:

IToAoOHO roaybro kosuera,
OaHo emy, ¢ poaxoro bpera,

7K31By10 BETBDb MMPHHOCHILD TH...
(¢bidem)

("Like the dove from the ark, you alone bring him a fving branch from his native shore ...
" ibidepr, it. mine, PMW). In other words, in the two contexts the word ghar has different
connotations. To the extent it is fit to be used in a lynical cycle. Thus, the latter consists
of consttuent elements with a clamp-functon (see Fomenko 1982: 37). Apollo is
illustrative in this regard.”® In Poslednii Poet, the god is associated with despair and death
whereas in Rifma with freedom and life. Thus, in the first the god appears to be unable to
prcvent a poet, i.e. a practioner of /s art, to commit suicide. This idea agrees with the
Romantc idea that everybody and everything is subject to fate which dominates everyt-
hing. However, in Rifma the poet is associated with reverse ideas. In it one and the same
motf ("Apollo"), is associated in two different contexts with two opposite concepts
("despair" and "death" on the one hand and "hope” and "life" on the other). This
indicates that the cycle moves in a circle from the poem concluding the cycle to its
beginning. In other words, it goes through the aforemenuoned spiral-like development

of the thematic a-prion as defined by Miiller.
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Reference should be made again to the fact that Romantic artists and writers base
themselves on models. Consider Baratynskii's poem entitled Osen’ ("Autumn") in this
regard. Baratynskii's verses will be compared with Derzhavin's verses Osen’ v vremia osady
Ochakova. It was shown that, in Derzhavin's poem, the autumn was depicted as a bliss
for the peasant. This blissful character was extended to a/ other people. This idea agrees
with the Classical ideas. In fact, in Derzhavin's verses, the autumn as well as the peasants
are presented as sharing the success of the Russian forces against the Turks. In
Baratynskii's poem, however, the author presents two versions of the world. On the one
hand there is the blissful one. This is reserved for the peasant. On the other hand there
is the world of ordinary man, i.e. all other people. Their opposition does not dialectically
result in one new world. Rather, one of the worlds (i.e. that of the peasants) ultimately
overrules the other one, as usually happens in the Romanticists' view. In this poem,
contrary to Derzhavin's, the motif of "autumn” has a zero-value. Thus, it bndges the gap
between that category of people for which there is a return from it to life (the peasants),
and for those for which there 1s no retum (the non-peasants). It is introduced at the
outset with the poet's exclamadon: [ vot sentiabr (Baratynskii 1989: 188; "And bere it is,
September!”; Pratt 1984: 84; it. mine, MW). In the word wf the reality of the text and the
represented reality fall together. The poet turns himself directly to his readers. Thus, by
means of the word »o# he emphasizes that his words hold for his external readers too.
The poet describes the idyllic world of the peasant first. He describes them and their
world in the third person. Then, however, he jumps from them toward the reality of the

non-peasants, i.e. his readers. He directs himself to them in the second person. See:

A TH, KOTA2 BCTYNAeLb B OCEHb AHCII,
Oparait »5135CHHOTO 110AR,

M npea 100011 Bo BAaarocTruie Beeii
SIBAserca 3eMHAA AOAA ...

(Baratynskii 1989: 186)

(" But_you, when you enter the autumn of your days, the plowman of the field of life, and
your earthly lot appears before you in all its beneficence..."; Pratt 1984: 85; it. mine,
PMW). Accordingly, the poet's statements are formulated in the form of negative state-

ments, questons and rhetorical questons. The poct emphasizes that man should
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approach the world-model of the peasants as much as possible. He observes that if he
does not do so, life will become impossible for him.* The difference between the pea-
sant and the addressee is evident from the poet's depiction of the motf of "socially
determined behavior." Thus, whereas the peasant enjoys his meal in the circle of his
family, ordinary man is alone. He will be strangled by his loneliness.”” Both ordinary man
and the artst seem to be similar to the peasant since they also treat their guests to a//
kinds of dainties. However, contrary to the peasants’, the dainties of the non-peasants
have just ome taste: that of death.”® The concluding lines of the poem hark back to the
beginning words I vof sentiabr'! ("And here it is, September!”). Thus, even in the con-
cluding lines the poet turns himself to the reader, i.e. the non-peasant, in the firss person.

After having informed the reader that the world is covered with snow, he exclaims:

[Nepea 1060it TakoB OTHHHE CBeT,

Ho B Hem Tebe rpaaywuesi xarsu Her!

("Such is the world which stands before yos from now on/ But it does not contain a future
harvest for you"; Baratynskit 1989: 189; it. mine, PMW). These lines show that in the
opposition between peasants and non-peasants, the first overrule the latter. Thus, the
autumn is indicated as developing into the winter which is identical for all men. This idea
of identity shows Schellingian traits which are typical of Baratynskii's poetry rather than
Derzhavin's which, rather, reflect Kantian ideas. See Section 3.3.1 and n. 16 again.
However, only the peasants will appear to be able to survive the winter.”

The autumn is illustrative to show the role of circular time in this poem. It preser-
ves traces of summer. The latter is associated with life for all people. The autumn is
presented as the season which bridges the opposite seasons of summer and winter. As
far as the autumn anticipates the winter it antcipates life for just one category of people
ie. the peasants. Only they have enough food and beverages in order to survive the
winter. However, it anticipates death for the other category who does not have these
stores. For the reader, too, winter will result in death unless he takes the poet's words to
heart. With the descripton of the the winter the attention shifts from life to death.
Consider again the main theme ("Autumn”) which develops into winter which

guarantecs life for just one category of people. This is the category of people which

occupies itself with the seasons. These are typified by circular ime. To summarize, this

chedu:m



00055837

98
poem shows the dictatonial role of circular time. The peasants funcion as a warning to
those people who do not participate in the eternal return (in this case: of the seasons).
Circular ume means life and happiness for the peasants only. Thus, the Romantc,
Schellingian, law of the identity is absolute and does not allow exceptions. See again the
Romantc idea of freedom which is different from that of Classicism. Thus, it was
observed that Derzhavin's poems show the Classical concept. However, in Baratynskii's
Romantc concept of freedom there is no personal freedom in the Kantan sense. Only
one kind of freedom exists, i.e. the freedom of forre which is prescribed by fate. See again
the verses entitled K chemu nevolniku mechtaniia svobody? There the motifs "freedom” and
"compulsion” are combined. Their combinaton results in the domination of
compulsion. This entails feelings of emptiness and resignation.

As far as the idea is concerned that concluding lines of a poem hark back to their
beginning see the lines written in 1837. These were published for the first time in Sovre-
mennik 9, 1 (1838): 154. They present images of the idea mys/. The first lines run as

follows:

CHa4ara MHCAB, BOMTAOUIECHA
B nosMy cxatyro noara,
Kak aeBa 10Han, TeMHa

AAA HEBHHMATEABHOTO CBETA ...
Baratynsku 1989: 190)

("A thought, when it appears anew/ Within the poet's verse succinctly,/ Is like a young
girl, obscure to/ A world that sees but indistincdy; ... (Rydel, 1984: 70; it. mine, PMW).
In these verses the role of negations is evident again. Thus, the poet introduces the mouf
"thought" in the first line first. However, he immediately denies it. "No", he seems to
say, "I'm not going to deal with the motf of 'thought." "Rather shall I discuss an image
of something which is similar to thought." "This is a living person, i.e. a young girl, in
which the concept 'thought' is personified." In other words, the poet does not deal, in
the Romantic manner, with a theme which indicates reality but rather he approackes it.
Thus, he makes use of the primitive procedure to make a literary text by means of 2

negation.*® Consequently, in the third line, a comparison is presented of thought with a
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young girl who is invisible for the masses. She gradually grows up, becoming visible by so
doing, until she has become a mature woman. Then the motf of audibility is introduced,
realized as it is in speech. Thus, the original motf of "thought" is expressed as being
transformed into a word. This has most informative power when it is has become similar
to a grown-up woman.* Thought finally becomes non-informative. At last it becomes
completely non-informative. Then it has become similar to an old hag. At that moment

it is qualified as follows. See:

Omua...

[TA0AHT B TOAEMHKE KYPHAABHOH

AaBHoO yk BeAOMOC BceM
(Baratynskii 1989: 190)

("She ... [i.e. an o/d thought, PMW] ..../ Drags on in journalistic speaking,/ Polemic now
grown stale with age", Rydel (ed.), 1984: 70). The circle in which the poem moves
manifests itself since it is presented as growing from a void in the first lines. There,
thought is likened to a young girl whom nobody knows; (see the word "obscure" (temma).
In the concluding lines, thought is, in turn, presented as ending in a similar void. This is
realized in the motif of the absence of information of the old woman's words. In summary
the circular character of the poem is evident from the fact that it is presented as growing
from the void in the first lines, indicatung a young girl with its minimal size via the
maximal size it has in the image of the grown up woman to its void, i.e. minimal size of
the old hag. The circular character of the poem manifests itself in the fact that its last
lines hark back to its first. The poem ends in a void similar to that from which it anises.
In fact, both the first and last lines deal with persons uttering either non-existent speech
or speech containing minimal information. The reader is, in his turn, impelled to follow
the poet toward the beginning of the poem, i.e. the void from which it arises.

A few concluding remarks should still be made about the concept of freedom in
Bararynskii's aforementoned poems. It was shown that, in the cycle Sumerk, its role was
maximal in the dedicatory poem to Viazemskii. There it indicated the writer's liberty to
devote himself explicitly to his poetic activities (see again his aforementioned statement

that he took refuge to loneliness as "being a lover of peace and freedom", etc.). In Pos/ed-
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nii poet, it was minimal. It was neither reserved for the poet, nor for ordinary man, but
for nature, Le. the sea. It was observed that, outside the context of the cycle Sumerks, the
concept of freedom is not even reserved for nature. There, it also is subject to fate as all
elements of the universe. In Rifma, however, the poet bridges the gap between himself
and the divine from which both freedom and inspiradon originate. In Mys/, the concept
of "freedom" is associated with the image of "free prose." The latter motf results from
the realization of the concept of "thought." The motf of "freedom" is personified in the
grown-up woman. The latter is not afraid to show herself, without exaggerating or over-
dating her case (see again the lines: Kak iskushennaia thena/ V' svobodnoi proge romanista...).
The image shows that the novel-writer functons as an intermediary between the poet and
an ordinary, unoriginal writer such as a journalist. The latter is maximally audible and
visible, and as such, each tume anew, publishes in the papers old and trite informaton.
The poet, on the other hand, is practcally inaudible and invisible, as the young girl is.
These lines show that the concept of "freedom" is not, or not yet, typical of the poet.
Consider agzin the fact that onginal thought occurs in the words of the poet. Thus,
thought is ltkened with a young girl who is hardly visible sull. Consequendy, the latter
has not been in 2 position to show that she is already conscious of freedom. Accordin-
gly, the old hag is not free since her freedom depends on the benevolence of the press.
Rather, freedom is reserved for the prose-writer since through his hands his words
become evasive. Consider again the word weertfiva in the lines mentoned in n. 44, In
summary, this poem also shows that its end returns to its beginning and it displays
typical of the cycle in general by doing so.

As far as the motf of "thought” is concemned, the poet emphasizes the he lines

beginning with the words:
Bce MucAB A2 MuicAb! XyaomHuK DeaHniit caosa!

("Thought, thought, everywhere and always! Poor artist of the word!", Baratynskii 1989:
195; it. mine, PMW) are also illustrative. They were published for the first dme in Sovre-
mennik 23, 3 (1841): 102 In these lines, the poct is presented as "the ward of thought”
(¢brdens). A distinction is made between the plastic arts and music on the one hand, and
literature on the other. The first obey the Romandc law that man should not try to

model his world according to his own wishes. In fact, sculptors, painters and composers
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do not shatter the fetters imposed upon them by outside reality. It was observed that this
was, in the Romantic view, a prescription. In this poem, votaries of the plastic arts are

allowed to forget themselves, attending the feast of life. Consider:
Ectb xMeas eMy Ha npasaHiKe MHpCKOM!

I t may take part in the feast of life", fbidenr, tr. mine, PMW). However, votaries of the
literature which expresses thought cannot join them. Thus, thought is compared with a

sharp sword. See:

Ho ripea 1060i4, kak npea Harmm meuom,

Muicab, oCTpHfi Ayu! DAeAHEET KH3HD 3eMHaA.

("But before you, as before a naked sword,/ Thought, sharp sword! earthly life swrns
pale", ibidem). The lines reflect the Romantic idea that, by occupying himself with
thought, the poet runs the risk that he will shatter the fetters of models imposed upon
him by outside reality. By doing so, he will annihilate nature, including art. When nature
turns pale it will, ulumately die. Consequently, it will be unable to provide the artist with
models for his works of art. In other words, the artist will ultimately die as well. To
conclude, the lyrical Sumerki shows how the thematic a-priori as defined by Miiller is
completed at the end. A suggestion of a spiral-like realization of themes is raised there.
The reader also seems to have gone through a circle. He seems to be back at the begin-
ning of his reading proces. The headings of the two framing poems, Poslednii poét and Rif
ma, are illustrative (see the word "last” in the first poem). It is suggested that no more
poems will follow. Thus, the person who might write poems has died. The heading of the
concluding poem, however, reads: Rifma. It deals with a poet who, having found poetcal
speech (and, consequently, life) comes back. Consequently, he is able to restart the
process of poetry-making. The reader has just been confronted with the result of this

in the preceding verses. The ambivalent character of the framing poems is, therefore,
obvious. Both denote the concept of "poet” and of "non-poet.” It was observed that the
two poems at the outset express the clamp-functon typical of a lyrical cycle. To tat
extent, they serve as a means for the poet to elaborate, in a successful manner, on what

has been defined by Miiller as the thematic a-priori of the cycle.
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Notes on Chapter Three

. See L. Serman. 1989. "The Eighteenth Century: Neoclassicism and the Enlightenmen
1730-1790." In: C.A. Moser (ed). The Cambridge History of Russian Literature

Cambridge: 45-91; here: 91.

z See F. R. Silbajoris. 1985. "Derzhavin, Gavrila Romanovich, 1743-1816", in V. Terras
(ed.), Handbook of Russian Literature. Yale University Press, 98-100; here 99.

> See:
Kak, ckoAb3s 1o Hix, cBepkaeT
Ayv oT uapckisx Tepemos,
3Be3Ab, COAHLIB Pa3CHnaeT

Mo Tensam mexay kycros.

([Let's look] how, gliding over them [i.e. the waters, PMW)] glitters/ The light
from the impenal chambers/ Scattering the stars, suns,/ Over the shades, amidst
the shrubs”, Derzhavin 1986 (1798): 50; it. mine, PMW). I prepared the
translations of the Derzhavin-quotations myself; as far as possible, I consulted
Brown, 1980. I took most of the Baratynskit-translations from Pratt, 1984. If this
was impossible I prepared them myself. I also consulted, in this regard, Rydel,
1986. Short quotations were, in principle, inserted into the main text. Longer
ones, however, are included into a separatc note. The texts are taken from
Derzhavin, 1986. "The poet refers here to the imperial palace at Gatchina which,
in the poem Parashe, is transformed into a tower with stars and a sun ... Later on
he uses this folkloristic image in his Tsar'-devitsia (The maiden-tsarina)" (Derzha-
vin 1986: 425, n. Parashe. Tsar'-devitsa was written in 1812; see Derzhavin 1986:
460, n. Tsar'-devitsa).

See the aforementioned old man who ruminates to himself:
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CsasT — o, B3Op BMEpA K BOAAM,
B raybokoit ayme paccyxaaer :
"He xH3Hb AH Y€AOBEKOB HaM
Ceii Boaonaa n3obpaxaer? —
OH Taroke DAarom cTpy# cBonx

[TOHMT HAAMEHHHX, KDOTKMX, 3ALIX .

("He sits,- and piercing his gaze into he waters,/ He thinks, deeply immersed in
thoughts:/ 'Isn't this human life of ours/ Like this waterfall? -/ It equally, by the
glitter of its streams,/ gives to drink to the malicious, the friendly, the wicked.™,
Derzhavin 1947 (1791-1794): 104).

B BocTopre ToAbKO My3n TOMHOM
Ocmeanance cer cTHx OpaLaTs .-

Pymsana ocens!- paaocts mupa!

YMHOXKb, YMHOXb €1U€ TBO# MAOA!
[1puan, xeaarHa BecTd! — ¥ AHp2

A1060Bb 1 cAaBY BOCTTOET,.

("Only in languid ecstasy the Muses/ Dared to raftle this verse./ Ruddy autumn! -
delight of the world!/ Increase, increase your fruits even more!/ Come, wekome

news! - and the lyre/ Will sing love and fame"; Derzhavin 147: 50; it. mine,

PMW).

Poccuricknii Toabko Mapc, [Noremisn,
He yxacaetca 3l ¢

Mo passeBatousiM 3HaMeHaM

[Moakos, Boasimuix 1M, Opea

Haa apeBHum uapcrsom Mirrpuaata

Aeraer st remuut Ayny,

Paul M. Waszink - 9783954790197
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[loa 3BYYHHM KpPhA €10 MECAbKAHBEM

To uyepH, To DAeaH, TO pAAH JBKCHH.
Myxaitrecs, Poccki Axnaaecw,

Boruun cesepHOit ChiHb!
XoTs Bt B CTiKe He ITOrPYyXaAHCh,

Ho Bu BeccmepTHH MO Aeaam.

("Only the Russian Mars, Potemkin/ Is not afraid of the winter:/ Along the flying
banners/ Of the regiments, commanded by him, the eagle/ Flies above the old
kingdom of Mithridates/ And darkens the moon;/ Under the resounding streaks of
the wings/ The Ewxinus{= the Black Sea, PMW] gleams now black, then pale,
then red // Take heart, Russian Achillesest Sons of the northen Goddess/ Although
you were not dipped into the S#x [as Achilles was, PMW],/ You are nevertheless

immortal by your deeds” etc,; idem, 90; it.mine, PMW).

YK He AacTOuYKa CAAAKOTAACHAA

AomosuTan co 3acTpexy; Ax! MOA MitAas, NpeKpacHan

[pous oTAeTaAa,- ¢ Heill yrexu

[...]

PoroT ncu 3eMAs0, BKPYT 3aBHBAIOT,

Boer 1 Berep, BoeT 1 A0M;
Moto MuAyIO He npoGyxaaroT;

Cepaute Moe cokpyuaeT rpom!

O Thi, AacTOYKa CH3OKpHIAas!
Tl BO33BpPaTHLIBLCA B AOM MOSi BECHOIT;

Ho i, Mod cynpyra aiiaas,
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He yBuanmsca Bek yx cO MHOH .

YK HET MOETro ApyTa BEPHOTO,
Yx Her Moeit A0Dpoit xeHu,
VYx Her ToBapiia HecrieHHoro,

Ax, Bce OHH C Heif norpebeHn .

Bce onycreao! Kax #u131b MHe cHecTH,?
3eAbHan MEHA CbeA2 TOCKA .

Cepal1a, AyLUIH MOAOBHHA, MPOCTH
Cxpriaa Teba rpoboBa aocka .

("No longer is the sweet-voiced swallow/, The houschold [guest], from the eaves
here - / Oh my beloved, my beautiful one,/ She has flown awgy - and my joys
with her. [ ... ] The dogs around are digging the ground, they begin to howl,/ The
wind howls, the house also howls;/ They do nof waken my beloved/ The thunder
shatters my heart.// O you grey-winged swallow!/ You ##/ return to my house in
the spring;/ Bt you, my wife, my datling,/ Will see me never more, nor will I//
My loyal friend is no more,/ My sweet wife is no more,/ My dear wife is no
more,/ My priceless comrade is no more,/ O, they are a/ buried with her.//
Everything is desolate! How can 1 bear life?/ Poisonous anguish has devoured me./
Farewell, other half of my heart, of my soul!/ You lie hidden under the planks of
the coffin", Derzhavin 1947 (1794): 129f.; it. mine, PMW).

Consider, again, Derzhavin's 1/odopad, where the old man compares the waterfall to

human life, with the following words:

He Tax an ¢ Heba Bpema abercs,
[--]

...He ymaaer An B ceii 3eB

C npectoaa uapb i Apyr uapei?//
MNaayr ...
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("Does not time pour down from heaven in this way,/ ... // Will not fall into this
maw/ The emperor from the throne as well as the friend of he emperor?/ [Yes]
They will ... " [etc.], Derzhavin 1947 (1791/94): 104; it. mine, PMW).

Thl 3ApaBo G 3aCAyTaX MHCAHIID,
AocToitHo BO3AaelIb TH 4eCTh .

[..]

CHHCXOAMIUB Thi Ha AHPHHIF AdA;
[Toasusa Tebe Arobesna,

[TpuATHa cA2AOCTHA, MOAC3H2

Kak AeTom BKyCHHIH AHMOHAA, .

("You have a wholesome judgement about menits,/ To those who deserve it you
give honour,/ ... / You like to condescend to the lyre/ Because poetry is dear to
you,/ Pleasant, sweet; useful,/ Like tasty lemonade in summertme", Derzhavin 1947
(1782): 26£.; it. mine, PMW)).

See:

[w]

Bcak ByayT mOMHHTB TO B HApOAAX HECYECTHBIX,

Kak 13 G¢3BeCTHOCTH 5 TeM H3BECTEH CTaA,

Yro nepsuiit 1 Aep3HyA B 3abaBHOM Pycckom caore
O aobpoaereasx @eanun BO3rAACHT,
B cepaeuHoi1 nmpocroTe HeceaoBats o Hore,

M uctiny uapam ¢ yanbxoii rosopirm

("... Everybody among uncountable tribes will remember/ That from anonymity 1
became well-known// Because as the firs# in merry Russian/ 1 dared to proclaim
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the virtues of Felitsa,/ Because I dared to talk about God in heart's simplicity,/
And dard to tell the #ruth to cgars with a smile", Derzhavin 1947: 157; it. mine,

PMW).

See: "Die mir sonst unbekannte Mentalitit der homerischen H®rer stelle ich mir so

vor, dafl} Funktionslust an Sphirendeckungen mit Abstrakuonserfolgen darin vor-
kommt; wesentlich anders vermutlich wie uns d{rfte ihnen gerade dieses Abstraku-

onsverfahren noch eine frische Quelle der Funktonslust gewesen sein" (B(hler 1934:

347).

Cama 3a coboit He ycrieews
HennasMnl BHAETD CAcAm;

Ho Branib TaM BCIO TH BCEAEHHY
Kak 6yaTo € BHCOT Ha KOBpE;

Tam GamuHIO K2K AP MO3AAIIEHHY,
B ueuryituarom pAaoT Tam cpebpe;
Tam pouin B oAeKAE 3€ACHOH,

TaMm HHBH B BEHLIE 30AOTOM ...

[--]

Bcio npeaects T BHAMILID IPHPOAH,
3pHib AcTa POCKOUIHOTO XPaM;
Ho suaniub n Gypy Thi vepHm,

H ocenn cxyyHon npuxoa, .

[...]

("You don’t manage to see/ Your own invisible tracks behind you;/ But you do
see there the whole wniverse/ From the heights, as if on the carpet,/ There [you see]
a tower, gilded as a fire,/ There the fleet in squamose silver;/ There groves, clad in
green,/ There cornfields in a wreath of gold ... / [...] / You see the whole charm of
nature/ You see the temple of an abundant summer,/ But you also see black storm
and the arrival of gloomy autumn ...", Derzhavin 1947 (1792): 128; tr. and it. mine,
PMW)).
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13.

YK HeT MO€ro Apyra BepHOro,
Yk Her Moeii A0DpO#t KeHH,
Vx HeT ToBapHuia DecueHHOro,

Ax, Bce OHH C Helf morpebeHH .
Bce onrycreao!

("She is not more, my lyal friend/ She is not more, my good wife,/ She is not more,
my priceless comrade/ Ah! they are all buried with her// Everything is desolatel",
Derzhavin 1947: 129f; and it, mine, PMW).

See:

He cerysi, MHAas, CO IpyAH YTO TBOEIHT

CpoH1Aa HeB3Ha4asi TH LICITH AOPOTHE !

Muaee BOABHOCTIS HET B CBETE AAl AFOACIT;
OKOBB TATOCTHHB, XOTA OHE 3AATHHE ,

{--.]

Tak HaCADKAAHCA K 3A€Ch Thi BOABHOCTBIO CBATOIT,
CBOGOAHOIO KBS, KAK BETCPOK B MOAAHKE;

[To pouan mpoaeTail, KpONHCA BOA CTpyeii

M gem B [Terponoae, 6yab cuactansei Ha 3Banxe.
[--]

A ecan 1 Tebe noa Hpema ubiIX OKOB
[ToaBepruytbca BeAHT KOrA2-AHDO nMpipoasa
Cmotpy 4TOD 11X nAeAa AHODOBB AHUIL $13 LIBCTOB;

[MpusTHeit 3TOT naeH, YeM caman cBoboaa

("Don't lament, darling, that from your bosom/ You lost by accident an expens-
ive gold chain:/ Since nothing sweeter than fredom exists for men in the world;/
Fetters are heavy even if they are made of gold./... / Therefore, take delight here
in sacred freedom,/ Living freely, as the breeze in a glade;/ Fly around in the groves,
let the stream sprinkle you/ And, be happier at 7vanka than in Petersburg,/ ... /
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But, if you will be forced by nature to bend under the burden of somebody's
fetters some time,/ Then take care that they will be braided by /e from mere
flowers;/ Captivity of that kind is more pleasant than freedom itself”, Derzhavin
1947: 58).

"> Baratynskij became familiar with the ideas of Schelling as these circulated in the circle
of the Liubomiudrtsy in the early years of the thirties, particularly under the influence
of LI Kireevskit. See, in this regard, Khetso (Kjetsaa) 1973: 138 and Pratt 1984: 28f.

In this connection, Schelling emphasized the essence of the phenomenon of duplicity
for the correct understanding of his philosophy of identity which is based on the
combinaton of opposite, incompatible elements; see: "Wo Erscheinungen sind, sind
schon entgegengesetzte Krifte. Die Naturkbre also setzt als unmittelbares Princip eine
aligemesne Dupliaitt, und um diese begreifen zu kénnen, eine allgemeine ldentitit der
Maternie voraus. Weder das Princip absoluter Differenz noch das absoluter Idendtit
ist das Wahre; die Wahrhreit liegt in der Versinigung beider (Schelling 1856-1861: 1,2:
390; it. mine, PMW).

""" ‘This is particularly evident in those poems in which pantheistic ideas are expressed.

In such works no sharp division is made between motifs. See the poem Vesna, vesna!
Kak vozdukh ehist! ("Spring, spring, how pure the air!", Baratynskii 1989: 167, Pratt
1984: 77). The poem was written in 1832 and published in 1835. In this poem, all

elements from reality are transtormed into "pieces of spring."
18. See Spaemann, 1972, col. 1092.
Consider:
MsATexHbie MEYTH CMHPHMM HAB 11032byaem;
Pabui pazymHbie, MOCAYIIHO COTAACHM

CBOH XKeAaHHR CO 'pre6HCM CBOHM —

M Byaer cuacTaiiBa, CIOKOSHA Hallla AOAA .

(Baratynskii 1989: 164)
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21.

("Let us quell or forget rebellious dreams; as rational slaves, we will dutfully
reconcile our desires with our destiny - and our lot will be Aappy and peaceful”,
Pract 1984: 63; it. mine, PMW). The quotations are taken from 1989. The

translations are, as far as possible, taken from Pract 1984).

U exean H3HBIO 3eMHOIO

TBopen OrpaHHYHA AETYYHIT HALL BEK
H nHac 32 MOTMABHOM AOCKOIO,

3a MHPOM ABACHHIA, HE JKAET HUYETO,-

Teopua onpaBaaeT MOTHA2 €r0.

M ecan 3arpobHan kH3Hb HaM AaHa,
OmH ...
K npeaBe4yHOMY A€IKOF# AyHIOH BO3AETHT,

U B HeDe 3eMHOE ero He cMyTHT
(Baratynskn 1989: 175).

("... And #f the Creator has mnited our fleeting Ufetime to earthly exastence and nothing at
all awaits us beyond the gravestone, beyond the visible world - his life will justify
the Creator. And if we are given life beyond the grave. ... he will fly up to the eternal
with 2 light soul, and in heaven earthly matters will not trouble him”, Praw 1984:
199)

...51 yyBCTBYIO : MOTIIA
Mewus x1Boro 1puHAAa
M aerxait aap MO#t yayiuas,
Ha rpyar MHe Ayma pokopas

I'poGopoit HacuilblOAErAa .

("... I feel that the grave/ Has already received me alive,/ And, smothering my
slight talent,/ Fateful thought lay down onto my breast/ Like a gravemound",

Baratynskii 1989: 166; tr. and it. mine, PMW).

Paul M. Waszink - 9783954790197
Downloaded from PubFactory at 01/10/2019 02:05:26AM
via free access



00055837

111

This can be illustrated by a fragment from M.Iu. Lermontov's Panorama Moskyy
(1833/1834). This work is exemplary of the Romantic conception of speech as being

incomprehensible for ordinary man. See:

Mocksa He ecTb OOnKHOBeHHHIH OOABUION TOPOA, KakMX ThicA4a; Mockea He
GesmOABHaA rpomMasa KaMHEH XOAOAHBX, COCTABAGHHHX B CHMMETPHYECKOM
nopaaxe ... Het! y Hee eCTb CBOA Aylla, CBOA KH3Hb . Kak B ApeBHeM, PHMCKOM
kAaaOHIne, KWKAHH €€ KaMeHb XPaHHT HAAMCb, HAYEPTAHHYIO BPEMEHEM M
POKOM, HAAIMCb, AAA TOAITH HEMOHATHYIO, HO Doratyio, OOHABHYIO MBICASMH,
YYBCTBOM H BAOXHOBEHHEM AASl YYEHOTO, NMaTpHoTa i nosta! ..Kak y okeaHa, y

Hee eCTh CBOI A3hK ...

("Moscow is not 2 mere ordinary big city of which there are a thousand; Moscow
is no speechless heap of cold stones piled in a symmetrical order... no! It has a soul,
a life of its own. Like on an ancient Roman churchyard every stone bears an in-
scription, engraved by time and fate, an inscription incomprebensible to the masses,
but rich, abundant in thoughts, feelings and inspiradon for the scholar, patrios and
poetl.. It has its own language as if it were an ocean ...I", Lermontov 1957 (1891):
369, tr. and it. mine, PMW). This description can again be said to be typically
Romantic. Thus, buildings and architectural monuments are described as being
alive. They are gifted with speech. The writer again tends to approaches reality

rather than to render it exactly.

This specific new role of nationalism was even expressed in the triad of terms which
was introduced as an official slogan in the 1830s: "autocracy - orthodoxy - nationali-
ty." In this triad, "natonality” was translated from the German Volkstum into
narodnost (consider, in this regard, L.G. Leighton. 1975. "Narodnost' as a Concept of
Russian Romanticism." In: Russian Romanticism: Two Concepts. (Slavistic Printings and
Reprintings, 291). The Hague, Mouton: 41-107 and N.V. Riasanovsky. 1961. Nicholas [
and Official Nationality in Russia, 1825-1855. Berkeley etc., Univ. of California Press and
McLaughlin 1974: 26.
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24,

(CroeHpaBHOe MPO3BaHbE
Aaa A MHAOI B AQCKY eif;
BesotueTHOE co3aaHbE
AeTcKoit HeXXHOCTH MOei;
Uyxao ABHOTO 3HAYEHDA,
AAA MEHA OHO CHMBOA
UyBCTB, KOTOPHX BHPOKCHBA

B f3dkax s He Halrea.

("A self-willed nickname/ I had given to my love to fondle her,/ An #nconscious
creation/ Of my naive tenderness;/ As it has no clear meaning,/ It is a symbol to
me/ Of feelings, an expression of which/ I had oz found in languages”, Baratyn-
skii 1989: 169; tr. and it. mine, PMW).

He pacrpasasii moeit Ayiun
BocronuHanitem OuAoro:

VYK A MpHUBHIK IPYCTITL B THILH,

He 3Hano yyscTsa a aApyroro.

("Don't poison my soul/ With memories of the past;/ Already I grew accustomed
to mourn in silence,/ 1 don't know another feeling”; Baratynsk 1 1989: 214; 1. and

it. mine, PMW).

See: "... it is impossible to assert truly that there is no language. This suggests that
there is a genuine class of propositions each member of which must be true in order
for there to be any language, and which consequently cannot truly be denied by
anyone, and whose negations cannot truly be asserted by anyone. Let us call this the
'privileged class’." (Stroud, B. 1982. "Transcendental Arguments.” In: R.S.C. Walker

(Ed.). 1982. Kant on Pure Reason. Oxford Univ. Press, 117-131; here: 126f.).

A10b0Bb xamen ¢ Bpakaoit Poprysn —
Oano . Moauy! Bosocs 1,

Y106 irepcrnl, naasize Ha CIpyHn,
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He npobyasan BHOBbL nmepyHH,

B koTopuix cnuT cyapba Mos.

M oTpuiBarock, NOAHBI MyKH,
OT My3m, A2CKOBOH KO MHe.
KM rosop:o: A0 3aBTpa, 3BykH!

[lycrb aeHb yracHeT B THIIHHE!

("The love of the Muses and the hostility of Fortune/ Are one and the same. I am
stlenf 1 fear/ That my fingers, falling on the strings,/ Will awaken again the gods
of fate,/ In whose hands my fate is skeping.// I tear myself, full of pangs, away/
From the Muse, affectionate to me./ And I say: 'dll tomorrow, sounds,/ Let the
day go out in stknce'™, Baratynskii 1989: 219; tr. and it. mine, PMW).

Ho 1, cmupenHo npusHatocs,
51 ne Haserocn, He cTpaurycs,
A B HALIMX MAMATHRX AHCTAX
CnoKofiHO MM MOoMelLIatO.
Purocod A; y Bac B raasax

Moe HHYTXEeCTBO A 3HAKO.

(Burt I, I acknowledge it peacefully,/ I do not hope, I do not fear,/ And in your
memonials/ I quietly insert my name./ I am a philosopher; in your eyes/ I don't

mean anything, | know", ibiderr, tr. and it. mine, PMW).
This phenomenon will be discussed in more detail in Chapter 5, Section 5.1.

Consider Bakhtin’s definition of the dialogic word in this regard. He emphasizes that
the dialogical word is never idendcal to the word in the lexicon of a language, as there
it always has a mere neutral value, not expressing any specific value which it holds
either for the addresser, or the addressee, or both (Bakhtin 1986 (1979)b: 84f.).
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.

3z

33

Bam mpupowuy A necHonexss,
[Cae oTpa3snAack XKH3HL MOA :
Hcnoanena Tockn rayboxoit,
IMporuBOpeuItii, CACNOTH,

M Mexay Tem AlODBH BRICKOI,

ArobBit A0Bpa H KpacoTH

("I am brnging yow songs/ Which reflect my life,/ Pervaded as it is with deep melan-
choky,! Contradictions, blindness,/ And yet high lwe,/ Love of the good and the
beautiful”, Baratynskii 1989: 178; tr. and it. mine, PMW).

See again:

Tak u3 rayuns Moeit CTpeMAIO
A k Bars 3aDOTAMBIHIE B3TAAAN,
A Bam BuiCILIElT DAQrOCTH MOAIO,
Ot Bac otBAEYD CYAbOB CYpOBOIT

Y aapu rposHHe Xouy

("From my wilds I pore out solicitous looks at you/ I'm praying for your welfare/
I want to divert from you the ternible slings of fate”, Baratynskii 1989: 178f; tr.
and it. mine, PMW).

YeAoBeKy HEIOKOpHO
Mope citnee oaHO,
H cBoboano, 1 npocropho,
M npiuseraiBo ono
{-]
Ho B cmymienite npuoanT
HeaoBeka BAA MOPCKOIT,
W o1 urymHBIX BOA OTXOANT
OHn c Tockyioiesi ayuiori!
(Baratynski 1989: 180)
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35.

("The blue sea alone will not submit to man's rule, and it is free and expansive and
full of greeung ... but the swell of the sea leads man into froubled confusion, and he

turns away from the roaring waters with yearming in his soul”, Pratt 1984: 129; it.

mine, PMW).

See the lines:

Ho naet MucAn TOpxHIL HeT,
Ho naweit Muicam Het dopmal...
Mex Hac He Beaaer no3r,
Bricok noaer ero Hab Her,
Beanka ab TBOpUECKan Ayma,.

(Baratynskii 1989: 196)

("But there are n0 marketplaces for our thought, but for our thought there is 7o
forum! Among us the poet does 7oz know whether his flight is a lofty one or not,
whether his creative thought is great”, Pratt 1984: 137; it mine, PMW),

In fact, the word for Apollo does not occur in the Russian original of Rifma, whereas
it does in Poslednii poet. The indication of the god does appear in the French version
of Poslednii poet, in the form of the word "Phoebus.” See: "... Libre, vaste, prestigieuse,
clle ne change pas de face, depuis que Phoebus, le flambeau de jour a la main, se mira
pour la premiére fois dans ses flots” (Baratynskii 1989: 322; it. mine, PMW). The
translaton was prepared by Baratynskii himself in 1843 at the request of the French
man-of-letters Adolphe de Circourt and his wife. About Circourt, see Khetso (Kjet-

saa) 1973: 234ff. Consider again the original text of Rifma which begins as follows:

Koraa na urpax oAmmnuitcknx,
Ha crornax rpeyeckisx HEAABHHX TOPOAOB,
On nea, niromen My3, OH NeA CPeAst BAAOB
Hapoaa »asHOro BOCTOProB MyCKs1HCKHX,-
(Baratynskii 1989: 196)
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("When at the Olympic games or in the squares of young Greek cities, he sang,
the ward of the muses, he sang among the billows of people thirsting for musical
raptures - ", Pratt 1984: 137). See the French translation of these lines: "Lorsq'aux
jeux olympiques, au sein des jeunes villes de la Greéce, tu chantais, o fils &'Apollon,

tu te faisais entendre 2 une multtude avide d'émotions généreuses...", Baratynskii

1989: 324; it. mine, PMW).
In Poslednii poet it is observed that Apollo did not change his original face | ... ]

C AHf, B KOTOpBH ANOAAOH
IToAHAA BEYHOE CBETHAOC

B nepeuiii pa3 Ha HebockaoH
(Baratynsku 1989: 180)

("... Since the day Apolle first raised the efernal light up the slope of the heavens”,
Pratt 1984: 129; it. mine, PMW), and, for the second time, the name occurs in the
lines:

Tam norpeber miTomMen ANMOAAOHA

Csou MeuTh, cBOS1 Decnioaenniit aap!

(Baratynskii 1989: 180)

("... there too the ward of Apollo will bury his dream, his useless gift!", Pratt 1984:
129). In other words, in Poslednii poet, Apollo is opposite to the poet who is not
free although he seems to be free since he prefers death out of his own will in
imitation of another great Greek artist, i.e. Sappho. In the French translation of
Rsfma however, the poet is associated with freedom as his art is free; see: " ... et un
métre 4bre et large cadengait sans la géner fa puissante voix" (Baratynskii 1989:

324).
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3.

See:

Tot Tak ke AH, Kak 3emaeaeA, borat?

[.]

Axobyiica xe, rOpAMCh BOCCTaBIIIHM HM!
Cuumaii caou npuobpeTtenpa! ...

VYput! K MeYTaM, CTPACTAM, TPYAZM MHPCKHM
Toboit cxironaeHHbE ITpe3peHbA,
A3BuTeABHHNA, HEOTPA3MMBIIT CTHA

Ay1ius 1Boeit 06manoB 1 0beA! ...
(Baratynskiu 1989: 187)

("Are you as rich as the farmer? ... So admire and be proad of that which has come to
pass! Count your accomplishments! ... 4/ in addidon to to dreams, passions, and
earthly hhbors you have stored up scorn and the biting, irrefutable shame of de-
ceptions and snsults of your soud”, Pratt 1984: 85; it. mine, PMW)

Thi, HEKOTAZ BCEX YBACUEHHIT APYT,
CoyyscTBHiT MAAMEHHHIT HCKATCAD,
BascraTeApHBIX TyMaHOB LaDb — ¥ BAPYT
bBecnaoanbix aehpeii cozeprateas,

OAHH ¢ TOCKOH, KOTOPOJT CMEPTHHIi CTOH
EaBa TBo€it ropasiHeii 3aayiueH

(Baratynski 1989: 187)

("You were once the friend of all passions, the ardent seeker of sympathy, the tsar
of sparkling mists - and suddenly you are the contemplator of barren wilds, alone

with anguish whose deathly groan is barely stiffled by your pride", Pratt 1984: 85;
it mine, PMW),
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38.

39.

30BH K Terepp Ha MPA3AHHK YECTHHIT MHP!
Kakinm pasHoobGpasbem Opaiuen

Basscraer on! ... Ho BKyc oann BO Beex

V1 kak MOTI1A4, AIOARM CTpallIEH;

Caasich OAMH M TPH3HY COBEPIUM

ITo parocTan 3eMHBIM TBOCST AyLi!
(Baratynskii 1989:187)

("So call the fair-minded community now to the holiday celebration! ... It shines
with such a diversity of dishes! But there is only one taste in all of them, and it terri-
fies people like the grave, be seated alone and complete the funeral feast in
accordance with the earthly joys of your soul!”, Pratt 1984: 86; it. mine, PMW)).

35Ma HAET M TOLIAA 3EMAA

B unipoxnx amicitHax Heccabs,

H pasoctHo Hancrasine noas

3AaTeiMH Kaacamit 00IADA,

Co cmepTi0 XH3HB, HOraTcTBO € HHILETOI-
Bce 0obpasu roanHH GuiBuieii

CpaBHAIOTCA 110 CHEXKHOIT 1IEACHOIT,
Oan006pas3no 1x noxpuBLIESi,-

[Tepea T0bOI1 TakoB OTHHHE CBET,

Ho B Hem Tebe rpaaylueit xarsu HeT

(Baratynskii 1989: 189).

("Winter is coming, and the emaciated earth/ With its wide bald patches of impo-
tence,/ And the fields that once glittered joyfully/ With the gold shocks of abun-
dance,/ With death-life, wealth with poverty-/ All images of the past year/ Are
levelled under a shroud of snow/ That covers them all ake-/ Thus is the world
that stands before you from now on,/ But for you there is no coming harvest in if",

Prate 1982: 84; it. mine, PMWY/).
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41.

See, in this regard, the Exordium of the medieval Song of Igor's Campaign: "Might it not
become us, brothers,/ to begin in the diction of yore/ the stern tale/ of the campaign
of Igor,/ Igor son of Svyatoslav?// Let us, however,/ begin this song/ in keeping with
the happenings/ of these times/ and nof with the contriving of Boyan." In: R. Jakobs-
on 1972 (1958). "La Geste du Prince Igor'." In: Selected Writings. Vol. 4: Slavic Epic Stu-
dies. The Hague, Mouton, 106-300; here: 165. For the English tr., see The Song of Igor's
Campaign: an Epic of the Twelfth Century. Tr. from Old Russian by V. Nabokov. London,
Weidenfeld and Nicolson, 30f. In fact, primitive narration often starts with a negative

message which acts as an indication that a narrative process has started.
See:

[loTom, oMcMeAHBIUKMCH, OHA
Ve yBepTAMBA, peYHCTa,

Co Bcex cTOpoH CBOMX BHAHA,
Kax uckymenHan xeHa

B cBoboaHO#T npose pomaHucTa ...

(Baratynskii 1989: 190)

("Then it grows bolder, speaking through/ Words that are elsguent and evasive,/
On all sides coming into view,/ Like a seductive woman who/ In free novel prose is

present cver; ...", slightly adapted from Rydel (cd.). 1984: 70).
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Chapter 4: Mannerisms in Verbal and Pictorial Texts:
The Case of Lermontov

4.1 Lermontov's Poetry: Some General Observations

In this chapter, some aspects of M.Iu. Lermontov's poetuy will be studied (see ill.
7). Attendon will again be paid to the distinction between metre and rhythm (see
again Chapter I, Section 1.3%). Particular attention will also be devoted to omissions
in a poetic text. These are often indicated by dots and periods. They belong to the
elements which Tynianov qualifies as equivalents. In this respect, one should again
consider the fact that a fragmentary character is typical of Romantic texts (consider
Chapter 1, Sections 1.1. and 1.6. and n. 2 again). Poems containing dedications are
particularly illustrauve insofar as these dedications may be omitted, or remain
"empty.” Poems with a dedication explictly presuppose an addressee, i.e. 2 second
person who is involved in the text. The latter's presence emphasizes a communi-
cation process which takes place between at least two persons.

As regards the oppositon of metre and rhythm in Lermontov's poetry,
consider the first lines of Lermontov's early poem Zwezda ("A star™). This poem
was written in 1830 or 1831 and published for the first ime in Biblioteka dba chteniia
64, 6, otd., 1844.% If these verses are read exactly according to their metric pattern,
the mere idea of repetidon of the verse-lines is emphasized. In this regard,
Hopkiins' observavons mendoned in Chapter 1, n. 18 should again be considered.
A presentation as rendered in n. 2 shows that a monotonous as well as comical
effect results if a poem is recited exacty according to its metrical pattern. In that
case the recitaton-process stops after the separations between printed lines. In
other words, the enjambment wamns both a possible performer and a reader that
they should not interpret a2 poem exactly according to its metrical pattern. Rather,
they should look carefully for its rhythm. Such a pattern may look, for instance, as

follows:



00055837

122

Bsepxy oana

TOPHT 3BE€3A3;

Moit yM OHa MaHHT BCeEraa ;
Mox mMeuTh! oHa BaeueT

¥l ¢ BuicOTHI MeH# 30BeT!

("Ahead, one stir burns;/ It always winks my mind;/ It attracts my dreams and
calls me from above!").

Thete are, of course, other possibilities to attribute accents. Only the main condiu-
on under which a poetic text can be realized should be fulfilled. Thus, it should
remain possible to retrace the poetic pattern of the text. This, however, should not
merely imply that the phenomenon of regularity stays recognizable. It should not
result in a mechanical repetition of text-parts. Such mechanical repetition takes place
when the roles of tone, pitch and intonation are merely emphasized. In other
words, the meaning of the words should remain recognizable in the text too.

The essence of the dedications lies in the fact that they emphasize the idea
that by means of a text a communication between a speaker and an addressee is
realized. The specific funcuon of a dedication is particularly illustrative when the
addressee is not mentioned. This is the case when the heading of a poem reads "To
.. ", or "Dedicated to ... ." In such cases, the equivalent-character of the heading is
evident from the fact that it merely suggesss a dedicatee. It is up to the reader to fill
in this dedicatee’s name, according to his wish. In fact, "open dedicadons"” enable
everybody to serve as a potential addressee. A similar dedication, reminiscent of an
equivalent, bridges the gap between the reality represented in a text and the reality
of the text, and even external reality. Lermontov's eatly poem entitled K ... ("To ...
"), dating from 1829, serves as an example of an absent addressee. It was dedicated
to A.G. Stolypina (18152- 1892; see Lermontov 1954a: 389).% Initially a mere ex-
pectation of an addressee is evoked in the reader by the preposition £ The poem

begins with the lines:



DOOGE837

123

He npuBaexait mens xpacoi!
Mo# Ayx norac ¥ COCTpapeAcs.
Ax! MHOTO Aer Kak B3rsia Apyros

B yme moem HanewaTaeacs! ...

("Don't attract me by beauty!/ My mind has extinguished and grown old/ Ah! It
has been many years ago since the look of another/ Has imprinted itself on my
thoughts!"; Lermontov 1954a: 36; tr. mine, PMW). The first line, "Ne priviekai menia
krasof", is an imperative statement with a negative value. The poet says: "You may
do everything with me (including something expressed by the contrary term of A (i.e.
B) except A itself. Thus, you should do something which may be defined as - A.™
The poem shows a hierarchical character. Consequently, the times of the
representation and the represented events seem to fall together. Thus, in the first
lines, the poet describes past events, as can be seen in the aforementioned lines:
"Ah! It has been many years ago since the look of another/ Has imprinted itself on

my thoughts!" The second part of the poem contains a description of present events:

Ho 5 reneps, kak HHLLKA CHP,

Bpoxy oanH, kak oTuyKaeHHHI!

("But now, as a forlorn man, I am poor,/ I am roaming lonely, as a crank"; ibzderr, it.
minc, PMW).

The concluding lines present the temporal transition from the present to the future.
They contain a description, in the form of a comparison, of what »7/ happen to a
person who commits a dangerous act.

Consider:

Tak MyTHHK B TEMHOTE HOYHOH,
Koraa yapur orosb bayasiumii,
Bexxur 3a HiMM ... CXBaTHA PYKOIi...

M- nponacts noa Horofi ckoab3desil...



0655837

124

(" Similarly, a traveller in nocturnal darkness/ When he s/ see a will-o'-the-wisp,/
He runs after it... he grasps at it with his hand.../ There »7/ be, the abyss, under his
gliding feet!"; sbidem; it. mine, PMW).
In the last line, the poet introduces an image, in so doing suggesting that the text
and the reality represented in it will, ulimately, fall together. Thus, the represented
person falls into the abyss and the text ends. This line combines two motfs:
"beauty" and "the frustration of all man's endeavours." Surnmarzing, the poem
shows a circular character. This is demonstrated by the fact that its beginning
seems to rise from a void, i.e. from the dots opening it. They replace the name of
an addressee in the heading. This "non-indicaton" has an equivalent-functon, in
Tynianov's definition. Therefore, one can see that the expectation of a name raised
by the presupposidon K in the heading is shattered. In fact, no name is mendoned.
The poem then ends in a similar void, i.e. a question which leaves undecided the
problem of whether the protagonist will be saved. Will he be able to liberate
himself from his fateful abyss? Will this new expectation, raised by the poet, be
fulfilled or not? The circular character of the poem is evident from the fact that its
end harks back to its beginning. Dots will be seen to play a particular role in
Lermontov's poetry.

The poem from the notebook to S.N. Karamzina and probably datng from
1841, is illustrauve too. It is entuded Iy al'boma S.N. Karamzginoi and was published
for the first time in Russkaia Beseda, 2, 1841. It bears neither a heading nor an
addressce. The first two stanzas contain a descripgon of the time in which the poct
lived. It expresses his feelings about the world with its beautiful and ugly aspects.

The verses start as follows:

A1oDBHA 1 2 B ObiAbIC TOAH,
B nesHHOCTH Ay MOEIT,
M 6ypw tymHbte Npitpoab,
(Lermontov 1954b: 188f.) [etc.]
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("In years gone by (you've spoken truly!)/ I also loved, as do the young,/Loud
storms of nature, things unruly,/ ... [etc.]”; Liberman 1983: 245f.).

In this poem, the poet makes a distinction between language in which meaningful
elements and language in which sound-elements play a key-role. In Chapter I,
Secton 1.1, the observaton was made that in the view of the Formalists,
particularly the Futurists, the latter fact is typical of poetic speech. Thus, in the first
stanzas, the poet states that he uses "langage (iagy#), i.e. language as a system of
conventional signs. In these, meaning plays a key role. In this way, he compares
passions with "a deafening language" (oglushaiushehii iagyk). The word oglushatushehii
in this context shows that the meaning of words is, in the poet's view, essential
since man is supposed to be able to interpret words correctly. However, this is
impossible when man is deafened. Gradually, however, in the course of the poem,
the meanings of the words seem to become less essential. They seem to be repla-
ced by words whose sounds are of pnmary importance. This quality is typical of
musical, i.e. poetic words. These words are trans-sense, or zawmnyi as the Russian
Formalists called them. Consequently, the poet emphasizes that he does not want
to depict a world model in the Romantdc manner using meaningful words. Rather,
he transforms reality into a text by the use of trans-sense words which he invents
himself. To summanze: First, the poet writes that he is "fed up with the deafening
language [iagyk) of passions”. The word agyk shows that he still attaches value to
language in which meaning plays a key role. Then he says that he prefers "quiet talk
in the evening" (Pod vecher tikhii raggovor). The word raggover shows that he attaches a
similar value to sensible language since it enables two participants in a conversation
(an addresser and addressee) to communicate (see Lermontov 1954b: 188).

However, then the poct conunues as follows:
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A10bA10 5 nMapasokcH Bawuig,
H xa-xa-xa, ¥ XH-XH-XH,
C< mitHOBO# > urryuky, ¢apcy Caun

U ks M <graeBa™ CTHXH ...
(tbidem)

("To me your puns are interesting,/ And ha-ha-ha, and hi-hi-hi,/ S<mirnova's>
quips and Sasha's jesting/ And Ishka's M<iatlev's> verses ..."; tr. adapted from
Liberman 1983: 245).*

The line ... kba-kha-kha, i khi-khi-khi shows an equivalent-function in Tynianov's
terms. It agrees with Tomashevskii's and Tynianov's claim that, in poeury, musical
and rhythmic elements dominate their meaningful ones. Thus, the poet merely
utters words which fit into the pattern of rhythm and rhyme. In other words, the
meaninglessness of the words kha-kba-kba, i kbi-kbi-khi shows that the poet's
speech has become senseless, or gaumnyi. The aforementioned words are combined
with the word s#igki. The latter word concludes the poem. Moreover, it links, as it
were, the end of the text to its beginning. It shows that the reality represented in
the poem and the text itself fall together. Thus, gradually, the text is constructed
and reconstructed from the linguistic material. This is presented in its coherent as
well as incoherent form to the reader in the course of the reading process. The
word stikhi at the end of the poem shows that the process of reconstruction has
been completed. The poem can, in other words, be expressed in the form of a
hierarchical scheme. Thus, it departs from the concept of abstract nguage, i.c.
language as a system of conventonal signs. This is gradually transformed into a
system which is dominated by musical elements. This speech is typical of poetry.
From this speech alone, however, no poetry can be made. In order to reach his
goal, the poet should also be consaious of the fact that he uses musical speech. This
consciousness impels him to realize that he should use eclements of abstract

language as well. Only by doing this can he reach his goal, resulung in a poem. This
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is expressed in the word s#khi which concludes the poem. Ulamately, he can

express his poem in the scheme:

A : B1 = B2 : C
0 LANGUAGE SPEECH SPEECH
(tagyk) In poetic, not .poetic,
in meaningful primarily meaningful,
speech (such as speech speech (in a
in: paradoksy) (kehi-kbi-kehi) combinaton of
meaningful and
not primarily
meaningful
speech resulting

in verse (stikhi)

Thus, in column C it is visualized that the reality represented in the text and the
text itself fall together in the word s#i&# concluding the poem. This coincidence
viswalizes the reading process. Thus, as it were, the reader sees the poem coming
about from its constituent elements in a reconstruction process. The specific
poetic quality of words is maximally emphasized in the aforementioned poems in
which the addressees are not explicitly mentioned. They express a general model
for a poet who writes a poem dedicated to a person. In fact, this poem derives an
equivalent character from the fragmentary character of its aforementioned
consttuent text elements. This gives the poem a Manneristc character. We will see
that the latter character is typical of Lermontov's poetry. It manifests itself in,
among other things, the occurrence of elements with an equivalent-value.

Elements like omissions often occur in Lermontov's works. They indicate
the their typically Romantic character. In this regard, consider again Valéry's obser-
vation mentioned in Chapter 1, Section 1.4 that a fragmentary character heightens
the poetc character of texts. Lermontov's poem Vebkii mugh! ("Great man!™) is

illustratve. The first line of this work is missing. Maybe this part contained the
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name of the addressee of the poem (Lermontov 1954: 327). As potenual addres-
sees the following people have been considered: the hero of 1812, F.E. Barclay de
Tolly, as well as P. Chaadaev, Radishchev, and the Decembrists K. Ryleev and P.
Pestel.” It has been suggested that the first line was intentonally removed by the
author in order to throw dust in the censor's eyes (LE: 81). That having been said,
the upper part of the sheet on which the beginning was probably written, is
missing. Had the upper part been preserved, the first stanza would have comprised
five lines. Consequently, the absent line of the poem has an equivalent-value.
Consider, in this regard, also the poem Vesehj chas, written in 1829. There the
author expresses the idea that man should always remain good-humoured, even in
distress. This idea is personified in the protagonist of the verses, a poet who keeps
singing although he has been imprisoned. The expectation of the expression of his
identdty is aroused in the poem's sub-heading which runs as follows: S#khbi v
oniginale naideny vo Frantsit na stenakh odnoi gosudarstvennoi temmitsy ("'Verses, originally
found in France on the walls of a state-prison"; Lermontov 1954a: 17). The
inscripdon seems to guarantee the authendcity of the verse-text. Thus, it
emphasizes that parts of the text may easily have been lost since they were written
in prson.® The idea of a2 Romantic poet who identifies with his hero, is raised by
the suggestion that these lines were lost in prison. The fifth and the sixth as well as
the eighth and ninth lines are missing from the last stanza. However, the conclu-
ding lines are extant. The equivalent-character of omitted lines, graphs and dots
emphasizes the poetic character of a text. The surrounding text-elements, by their
antecedent functon, orient the perceiver in the manner mentioned by Tynianov in
Chapter, Section 1.4. Again, dots raise an expectation in the reader. They emp-
hasize that every new reader is free to replace them with information according to
his wish. Consequently, the coherence of the poem is not lost. The beginning lines
of the last stanza are illustrative in this regard.” Until recently, it was generally belie-
ved that the original source of these verses was a poem by J.-P. de Béranger.® For
another example of the Romantic idea that the content of a poem is identical with
the place where it was written, consider also a number of verses dating from 1830.

These begin as follows:
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OcraBAeHHaR MyCTHIHB ITPEAO MHOF

bBeaeerca BeuepHero nopofi.
("The lonely monastery in front of me/ Grows white at the evening-hour ...";
Lermontov 1954a: 115f., tr. mine, PMW).
In the margin of the autograph (which has 2 framing function) the following words

have been written, in brackets:

B Bockpecencke * (" At Vosnesensk ")." Hanncano ma crenax [ mycrainum

"

] #manmia Huaia ", "1830 roaa

([Written on the walls fof the monastery] of the lodging of Nikon","1830";
Lermontov 1954a: 403).

In other words, in the framing text the place (the monastery and the lodging of
Nikon at Voznesensk) has been indicated. So has the represented time of the
represented reality (1830). This poem again has an equivalent-character since the
eleventh line of the first stanza is missing and has been replaced with dots. In this
regard, one should also consider the dots occurring in the incomplete lines in
different versions of the poem A.A4. Smimovoi ("To A.A. Smirnova™). In the
original version of the autograph these verses consist of twelve lines.” In the versi-
on published in Otechestvennye Zapiski 12,3, 229 (1840), the first four lines were
omitted (see Lermontov 1954b: 286)."

For the funcuon of dots, it is also worth considering the poem which was
probably written in 1835. It was meant as a comment on an article in the French
press. This article contained a reaction of some members of the French Parliament
in favour of Polish emigrants. They had called in French support against the
Russian oppressors of the Polish insurrection of 1830. The poem begins as

follows:
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OnaTs, HapoAHBIE BHTHH,
3a aeAo naauree AUTBH
Ha caasy ropayro Poccun

OnATb UIyMA BOCCTAAH BHI.

(etc.; Lermontov 1954b: 223)

("Again popular heroes,/ For Lithuania's hopeless cause/ You open fire at Russia's
glory/ With swollen oratory...; adapted from Liberman 1983: 97). The poem
consists of five stanzas of nine lines each. The first three stanzas evoke the expec-
tation in the reader of the Russian people's bellicose and nationalistic feelings. See

the last four lines of the second stanza:

... BaM ODHAHA
Beassuba Haurero 3aps ;
Bam coaHa Doxbero He BHAHO

3a COAHUEM PYCCKOTO Laps
(ibidem)

(... nothing could have made you sadder/ Than Russia with her gloria new;/ The
sheen in which the Tsar has clad her/ Ecli pses Heaven's sheen for you"; Liberman
1983: 97).

The bellicose tone is maintained in the third stanza.!" The next stanza contains just
two lines in the version we use (see Lermontov 1954b: 366). The remaining ones

consist of dots. The two extant lines run as follows:

Besymun MmeAkne, Bul rpasm,

Mbi 4yXKAB AOKHOTO CThiAA!

(Lermontov 1954b: 224; "Indeed, "tis true, o petty madmen,/ False shame is alien
to us all! ..."; Liberman: 1983: 99).
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The two lines are a turning-point since the reader expects that the expression of
the bellicose feelings will continue. This expectation is raised even though the lines
are not "filled in" and consist of mere dots. A variant of the autograph shows that
lines 30 through 36 were scratched. The scratched lines suggest that the poet's
feelings about the Russian tsarist régime were ambivalent. In fact these lines bear a
maximally bellicose tone.'? Thus, if these verses werz included in the definite
version its content would be unequivocal and, consequently, much less interesting.
The fact that the lines are scratched makes the poem open to a multtude of
interpretations. In its definite form, however, it may be interpreted as expressing
both the poet's pro-tsanist and anti-tsarist atttude. In other words, these verses are
in contrast with the author's many poems in which he explicitly expressed his
adhesion to the Decembrists, as illustrated in the aforementioned poem Vekksi
muzh!, which may also be considered open to many interpretation. Consider, in this
regard, Pushkin's verses entided Klvemikam Rossii ("To the slanderers of Russia";
1831). This poem is much less ambivalent. In his verses the poet rejects the
negative comments of the French on the Russian attitude in the Polish uprising.
Pushkin uttered the opinion that this upnising was purely an internal affair of Slavs
among themselves. Consequently, he threatened the French that they, should they
try to intervene in the controversy, could expect to share Napoleon's fate of 1812.
In other words, he openly expressed himself in favour of the tsanst régime. Again,
the fact that Lermontov scratched six lines in the autograph makes the poem less
unequivocal.

In Chapter 3, Secuon 3.3.2, the observation was made that, in Baratynskii's
view, only words which do not depend on the human brain can Lring about
communication between men. In his view, meaning plays a secondary role in them.
This will ultimately result in the omnipotence of silence. The motf of silence plays
a key role in Lermontov's poetry too. His poems also express the idea of the
secondary character of the meaning of words in speech. There is, for instance, his
poem beginning with the lines Est' rechi - nachen'e/ Temmno if’ nichtoghno ... (1840)."
The words gvwks in n. 13 emphasizes that for the Romanticists sounds rather than

meanings of words are essential. This secondary character of meaning is also
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expressed by the word begumstvom. This topic will be examined in more detail in
Chapter 5, Section 5.4, which deals with Gogol's prose. There, the role of
meaningless speech in insanity will be examined in more detail. In the third stanza
of the aforementoned poem, the poet elaborates on the character of interrogative,

unanswered questions. Consider, in this regard the word ofve/a in the third stanza:

He scrperur otBeTa

Cpeab 1iryma MHpPCKOro
(¢bidem)

("It [i.e. such a question, PMW)] will not find an answer/ In the noise of the world";
ibiderr, tr. and it. mine, PMW). Only in church are the answers to unanswered
questions audible for man. The reason is that it is only there that man is alone with
himself, in prayer, which is uninterrupted.

Chapter 5, Secton 5.1, will deal with the consequences of the phenomenon
that time is expressed in block-form. Therefore, only a few remarks will be made
about this subject here. It was observed in Chapter 1, Section 1.5. that the presen-
tation of aume in block-form is typical of a secondary system like medieval art and
literature. The expression of time in another secondary system, i.e. Romanticism, is
similar to that used in medieval works. In Lermontov's case, the viewpoint plays an
essential role in this regard. Thus, the poet usually represents people, objects and
events simultaneously from different viewpoints (see Lominadze 1976: 351, and
Lotman 1981 (1972): 69 and 77). The author uses the procedure of presenting
himself as being operative in one temporal and spatial block with the persons,
objects and events he describes. The author's writing-method implies that he seems
to split his represented figures and objects out. Consequenty, each represented
person, object or event from a binary set seems to be both different from and
similar to the other member of the set. This is illustrated, for instance, in Geros
Nashego Vrement ("A Hero of Our Time"). There one and the same person is often

doubled. This duplicaton of a figure enables the author to present ume in the
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form of a block. As a result, it seems that two figures are operative in one time-
unit, carrying out two different actions simultaneously. This method of presenting
time as being spatially determined implies that events both do and do not take
place according to a system of 4near ume. It was observed earlier that the latter is
typical of primary systems like Classicism. Lermontov's aforementoned habit of
expressing time in block-form implies that the reader is enabled to determine for
himself his viewpoint beforehand (see, in this regard, also Lominadze 19760: 355).
The habit of the author to both write his text and act as a literary figure in it
implies that he consistently uses the procedure of masking. Consequently, we see
an author at work who hides behind his characters, using them as masks, but
whose masking-activity has become an end in itself. Again, the duplication-process
implies that we do not see an author at work who creates a world after his own
ideas (after the 18th-century, Classicistic, conception). Nor is he a typical Ro-
manticist, as he is not simply annexed by his outside world. In Chapter 5 we shall
see, where this is concerned, that Lermontov is a typical representatve of an
eliptic stage in literary science as it was called by Likhachev. In that capacity he can
be said to bridge the gap between a typically secondary system (Romanticicsm) and
a pnmary one cither preceding it (Classicism) or following it (Realism).
Summarizing, Lermontov's works show both Romantic and non-Romantic traits.
The maski-ng process implies that, in Lermontov's works, we see a narrator at work
who consistently splits himself. Consequently, he now passes himself off as his
herocs, then plays the role of an independent outsider. However, in this second
funcuon he is also playing a mere role. Belinskii, when analyzing Geroi Nashego
V'remen:, observed that Pechorin, passing himself off as Grushnitskii, forgets his
own personality. Thus, Pechorin can be said to be insincere as he shatters the laws
of conventon by not revealing beforehand that he is going to play a role, i.e. the
role of a2 Romantc figure. However, at the same time Pechorin is being sincere
since he plays his role consistendy (Levin 1964: 279ff.). In other words, he does
not throw his mask off. To that extent he maintains the Romantic suggestion that

man is modelled by the reality surrounding him.
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In Chapter 5, Section 5.3, more attention will be paid to the use of block-
time in Lermontov's prose. However, in his poetry block-time also plays a key role.
To that extent his poetry differs from that of most Russian pocts.“ The early
poem Moi dom ("My house"; 1830/31) shows Lermontov's specific way of pre-

senting time in block-form. See the first lines:

Moit AOM Be3sae, TA€ eCTb HeDeCHBH CBOA,
I'A€ TOABKO CAMIIIHE 3BYKH I1ECEH,
Bce, B 4em €CTh MCKpa XH3HH, B HEM XKHBET,

Ho aaft no3Ta OH He TeceH

(Lermontov 1954a: 291; "My house is everywhere where there's a firmament,/ Where
one only hears the sounds of songs/ Everything in which there is a spark of life
hves in it,/ But it's not cowded for a poet"; Rydel 1984: 87; it. mine, PMW). These
lines show the opposite spatial themes "small space”/"large space” (realized in the
motifs dom and nebesnyi svod). Time is also expressed in terms of these spatal motifs
(see the theme of "lfe"). This is conceived as being both short-lived and long-
lived. Thus, the word fskra has the additional meaning of "a short moment” and
the words hizn’ and zhivet of have the additional meaning of "longer time-units."
In turn, large, temporally determined motifs are expressed in the form of small,

spatially determined motfs. Consider the lines opening the third stanza:

Ecte yyBCcTBO npaBab B cEpLE YEAOBEKA,
CBATOE BEYHOCTH 3€PHO

(sbiden)

("There is a feeling of truth in the heart of man/ A holy grain of eternity”"; slighty
adapted from Rydel 1984: 87, it. mine, PMW). The word zerno indicates a2 small
spatially determined object, the word vechnosti a protracted femporal unit. In turn, a
large space as well as a protracted temporal unit are presented as being condensed

into a small moment. See the following lines of stanza which run as follows:
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[TpocTpanctso Hes rpaHuL, TeueHbE Beka
OB6beMACT B KPaTK#IA MHT OHO.

(tbidem)

("Limitless space and the flow of a century/ It embraces all in a short momen?”, slightly
adapted from sbidem). The words prostraystvo bey granits and veka and kratkii mig show
how temporal motfs are expressed in terms of space and vice versa. Summanzing,
the motf of "the house" is presented as being the result of spatal and temporal
motfs. These condidon each other. The house, in turn, is also associated with the

different motifs of "songs." See again the first lines:

Moii AoM Beaag, rae ecrs HebDecCHRI CBOA,

FLUAC TOABKO CAHIIHN 3BYKH ITIECCH ...

("My house is everywhere where there's a firmament,/ Where one only hears the
sounds of songs"). In other words, the suggestion is raised that the writer represents
both the microcosm and macrocosm. He states that they can only be expressed in
terms of songs. In other words, by doing this he also suggests that they can only be
expressed in terms of poems like the one the external reader has before him during
his reading-process. To summanze, the suggestion is aroused that the represented
reality and the text fall together.

The suggestion that all motfs are viewed from different viewpoints is also
raised in Lermontov's poem Zaveshchanie ("Testament™). This was written in 1840
dunng the expeditions against the Chechens in the Caucasus and published for the
first ime in Ofechestvennye Zapiski 1841, 14, 2, otd. I1L. In the first two lines the ad-

dresser and the addressee are presented i concreto; see:

Haeatne ¢ Toboto, bpar,
Xotea 61 3 NOOHTS :

(Lermontov 1954b: 174)
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("Please, could I have perhaps a word/ With you alone, my friend?"; Liberman
1983: 235). An inventory of the world is given in a text with a plot. This contains a
description of the protagonist's acdons and the events leading to his eventual ruin.
The text contains several motifs which are semantically opposed such as "everybo-
dy"/"nobody"; "life"/"death", "fame"/"anonymity”, "everybody"/"nobody." It is
essential that all these opposites are presented in terms of space and tme."* All
these opposite motifs meet in the spatally determined motf of "the house." This is
associated with happiness. It indicates the place where the speaker lived in the past
when his parents were still alive. It is the place to which the addressee, contrary to
the speaker, will refurn. There the addressee wsl/ find peace and everything which
makes man Aappy. To this extent it differs from the place where the two men are at
the moment of speaking. This is the place of war which makes man wnbappy. The
different viewpoints from which the house is seen become evident from the fact
that for the addressee it is presented as a place of joy and rest. For the addresser,
however, it is depicted as a place of both happiness and sadness. Thus, the latter
emphasizes with the situation that the people with whom he was happy, te. his
parents, will probably not be alive any more (see n. 14 again). However, he was
also happy at home since had a neighbour whom he loved. Ornignally, she was
associated with happiness first. However, later on she has become a meeting-point
of past and present, and happiness and sadness. Thus, the speaker wonders where
she has remained? She seems to have dissolved into a void. See the first line of the

last stanza which raises the expectation of happiness:
Cocecaxa ectb y Hix 0AHa ...

Kak BCIOMHHILB, KAK AABHO

Paccraancs ...

(Lermontov 1984b: 175)
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("They [i.e. my parents, at mry former living-place, PMW)]) had a nesghbour, lived next
door.../ So many years have passed! ...; Liberman 1983: 235; it. mine, PMW). This

void is expressed in the word nichego, see the concluding lines:

[lyckaii oHa momnaadver ...

E# Huyero He 3Ha4HT!

(1b1der)

("She’ll cry perhaps/ Which doesn't mean anything for her”; tr. and it. mine, PMW).
The transformation of the represented reality to the reality of the text manifests
itself in this word. Thus, it is the ultimatec word of the poem as such. Summarizing,
this poem shows the specific representaton of time in the form of spatially
determined blocks compnsing the past, the present and the fuwure. This
representation does not only concern the represented time but also the time of the

representation, i.c. the text.

4.2 The Manneristic Character of Lermontov's Poems

In Chapter 1, Section 1.2, attention was paid to general qualites of Manneristc
works. Works were defined as being Manneristc if they show an alternaton of
elements confirming a norm code and elements showing deviations from it (see, in
this regard, Chapter 1, Section 1.2 again). Elements with an equivalent-function
play a key role in this regard. The essential role played by enclaves in this con-
nection was studied in Chapter 1, Section 1.4 It was seen that passages written in a
foreign language in a text are enclaves (see, in particular, n. 29 in the aforemento-
ned chapter).

In the preceding section attention was paid to elements with an equivalent-
function in Lermontov's poems in general. In this section, a study will be made of
the combination of text elements confirming the norm of a language code and text
elements deviating from it. The combination of elements with an equivalent-

function and text elements written in different languages in Lermontov-poems
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render them Mannerisdc. With regard to this, we shall study in closer detail the

Manneristic character of Lermontov's poems which s caused by

1. a mixing-up of language-codes and

2. the fact that they are inserted into prose-texts.

The last section of this Chapter will show the Mannerstistic character of some
autographs of Lermontov-texts. This character is caused by the fact that they show
a combination of words and non-verbal signs. Thus, the autographs often contain
drawings made by the poet.

The features mentioned under 1. and 2. impart to Lermontov's poems an
ambivalent character. With regard to item 1., the idea is suggested of a dialogue
taking place berween speakers in several languages (see, in this regard, again the
observation made in Chapter 1, Section 1.2 that parucularly Post-modern texts are
illustrative where this is concerned). Thus, they seem to be in the process of being
reconstructed by author and reader. This reconstruction takes place from a
"murmur of voices.” Consequently, the reader may choose what he wants to regard
as the norm-code of the text and what as the deviant one. Let us study, in this
respect, the problem of the inter-textual relationships first. It has correctly been
observed that the author made both translations and adaptations of onginally
German, French, and English texts. He first read these cither in their original or in
their French versions. Intra-textual relagonships also played a key role in his
poems. Thus, throughout his entre life the poet reworked his own poems. His
reworked poems seem to answer his own original versions. Texts in which inter--
textual relatonships are operative show the use of a double code. Consider, for
instance, the epigram on L.P. Miadev (1796-1844) entded 1V al'bom avtoru Kurdink-
ovof (published for the first ume in Ofechestvennye Zapiski, 24.9, otd. 1, 1842). It was
observed in Chapter 1, Section 1.2 n. 8 that the epigram 1s a typically Mannenstic
genre. Lermontov's verses written in different languages contain all kinds of puns.
L.P. Miatlev enjoyed a certain degree of fame in the St. Petersburg hiterary circles.

He was the author of the Sensatsii { qamechaniia g-2hi Kurdinkovoi a granitsei, dan letra-
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nzhe ("Sensations and Observatons of Lady Kurdiukova abroad, dans I'étranger”)
In this work, the author uses a2 blend of Russian and French. Its effect is evident
already in the utle in which both French and Russian words occur. It is intensified
by the fact that the French words "dans I'étranger” are not rendered in French, but
in Russian lfters. Miatdev presented many macaronic texts, verses, consisting of
words derived from different languages. Morcover, they contain all kinds of puns.
The concluding lines of Lermontov's epigram run as follows:

Moit ym ckakaa 3a Helo;-
H 4yacto OmiA roTos
A 6pocsmea Ha wero

K madame de- Kyarokos.

("My mind galloped behind her [i.e. Kurdiukova, PMW] - / And I was often
ready/ To throw my arms around the neck/ Of madame de-Kurdiukov"; Lerm-
ontov 1954b: 186; tr. mine, PMW). The text has been written in Russian scnpt, yet
in the concluding line the words "madame de - " are written in French. These
words suggest that the language-code is French. From the viewpoint of French, the
form Kurdiukoy is also correct. However, since the word is written in Cyrillic script,
it should be considered Russian. This is not the case and we clearly have a blend of
two language codes here. Thus, if the code were Russian, the "correct” counterpart
would be Kypatokos-oii rather than Kypasokos. In other words, this form is the
counterpart of the completely Russian form [aame] Kypatokonoii of "[Lady] Kurd-
iukova" which runs parallel with the words in the nominative aama Kypatokosa ...

used in the fifth line. To summarize, the text describing Kurdiukova is written in a
mixture of two language codes, Russian and French. It is further complicated by an
additional mixture of French and Russian grammar. This is evident from the dis-
tinction which is made between the forms Kypatokos and Kyparokosa. In a
vanant of the autograph, the blend of language codes becomes even more compli-

cated. There, the last line runs as follows:
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"Ae madame Kypatokos!

(Lermontov 1954: 297)

In the French text element, the word "De" is written in Cyrillic script. The word
"madame”, is, correctly, written in Latn and the word Kurdiukov, inconsistently,
in Cynllic script. Moreover, the opening line of the verse contains a pun of the
kind Miatlev himself used to make in his salon. The orginal form of the word
indicating "frosty" (morogmykh) contains a reference to a feature typical of St
Petersburg. This is "cold." Moreover, a pun is found in the French word "morose”,
i.e. "sullen”

The use of a blend of language codes as a literary procedure can be found in
the verses dedicated to Lermontov's grand-niece Aleksandra Aleksandrovna
Uglitskaia (1822-1862; 1841). These were written on the occasion of her future
marriage with K 1. Al'brekht. Consider the lines:

Ma chére Alexandrne,
«[1pocTirre, xe By nps,
3a MO# apmesicKitH YsiH

Bce, 4t0 je vous ecris ;

Mex Tem, xe By accrop,
Ich wunsche cuacToa Ban,
Surtout beaucoup d'amour,

Quand vous serez Madaxs.

("Ma chére Alexandrine,/ Forgive me, please/ As I hold a military rank,/ Everyt-
hing je vous écris;//In the meantime, zhe vu assiur/ Ich wiinsche you happiness,/

Surtout beaucoup d'amour,/ Quand vous serez Madaar.

Paul M. Waszink - 9783954790197
Downloaded from PubFactory at 01/10/2019 02:05:26AM
via free access
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Lermontov 1954: 187; tr. mine, it. by the author, PMW). The interrelatonships
between the language codes in this macaronic poem are intricate. First of all, they
seemn to be operative in isolaton. However, a discourse also seems to take place
between them. This manifests itself in the use of combinations of grammatically
incorrect yet sensible words in Russian, French and German. A complete sentence
or text element in language A does not simply alternate with a complete sentence
or text element in language B. The text becomes even more complicated. Thus, the
whole poem is incomprehensible for a reader who knows only one of the langua-
ges. One must master them &/ to understand the poem fully. Thus, in the example
in the second line, the words "je vous prie” are transliterated into 2Ke By mpmy,
written in Cynllic script. Moreover, in the first line of the scond stanza the words
"je vous assurc" are transliterated into Ke By acciop also written in Cyrillic script.
The last word of the text bears a similar hybnd character. Thus the French word
"madame" is transliterated into Maaam, beginning with a capital, and written in
italics, in Cyrillic script (sbrdems). The aforementioned examples show the use of
different language codes. They enable the reader to deade for himself which of the
different languages is the norm code and which, consequently, the deviating one.
This continuous shift of language codes emphasizes the suggeston that the per-
spective from which the reader reads the text changes continuously. In the poems
on Miatev and Uglitskaia, the poet seems to cross the framework of the poem to
its inside. He then subsequently leaves it. He, apparently, enters into a dialogue
with his addressecs, assuming that they master French and Russian. As a result, the
poem shows a double code. This implies that speakers and readers are free to
choose their own choice of language. This holds true for both the readers who are
active outside and those inside the framework of the text.

Poems inserted into letters deserve particular attention. Consider once more
Pushkin's definition of Romantic literary genres as those genres which did not
occur in Classical Antiquity. He called such genres "pseudo-Classical”, or "Roman-
uc” (see again Chapter 1, Secdon 1.7 and n. 35). We will start from the idea that
one should consider poems inserted into letters such as pseudo-Classical genres. In

our view, one should not remove poems from their original context, i.e. the frame-
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work of their letters. They should not be studied as isolated units. If they are
removed from their framework, a correct interpretation of them is hardly possible.
Of Lermontov's 51 letters published in 1957, 33 (65 %) are written in Russian, and
18 (35 %) in French. We shall first pay attenton to the latter ones. In the letters
containing poems, a shift of the language code often takes place. Thus, the letters
are often written in French and the poems in Russian. The difference between the
genres (poetry and prose) may be said to run parallel to the difference in languages
(Russtan and French). Consequently, the question arises which of the two language
codes should be considered standard and which deviant. This depended upon the
social stratum to which the language-users belonged. The Russian culture of the
early nineteenth century was dominated by French influences. Consequenty,
knowledge of French was usual within the higher strata of Russian society. Two
noblemen would correspond in French to emphasize their equality of status. In
that case, French should be considered the norm language and Russian the deviant
one. However, when writing in Russian, the addresser might want to demonstrate
his subservience to the addressee. For example, the tsar might express himself in a
letter to his addressee in French. In that case the latter was expected to react in
Russian, thereby emphasizing his subservience. In such a situation it would be
considered an insult toward the tsar to answer in French. If he did so, it might
seem that the writer considered himself the tsar's equal.'® Where Lermontov's
letters are written in neutral French, they may reflect the author's wish to express
his feeling of equality to his addressee. Accordingly, when his poems are written in
Russian they may be considered to express the idea the writer had about himself.
He considered himself a poet for whom writing verses was a personal, familiar
occupation. Moreover, by writing in Russian the writer may have wanted to suggest
that the poems were intended for his /mtimate friends only. In that case, Russian
should be considered the norm language and French the deviant one. On the other
hand, it is not illogical for a person whose original language is Russian, to write
letters in that language. Into these he might insert poems written in the deviant
language. To summarize, it is up to the reader to decide which is the norm langua-

ge. In fact, Lermontov's poems which are "tucked" in letters show the Manneristic
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procedure at work again. It is observed that playing with different language codes
and viewpoints is typical of Manneristic art in general.

Let us examine some examples, as there is, for instance, Lermontov's letter,
written in French, to his intumate friend M.A. Lopukhina, dated October 15, 1832.
The writer expresses his dislike of St. Petersburg and its higher social circles. He
assures the addressee that he is longing for Moscow. The letter contains a poem in
Russian.'” The language of the letter (French) should be regarded as being the
author's standard language. It departs from the idea that the pervona/ addressee is
the product of an educaton reserved for a young lady from the higher social
circles. For her, consequently, French is the norm-language. Besides, the difference
between the language of the letter and that of the poem the text has an ambiguous
character. This is due to the shift taking place in it from the first to the third per-
son. Thus, initially the writer presents himself in the first person, apparently vie-
wing the scene explicitly from within. In the poem, however, he presents himself in
the third person, as if viewing himself from the outside. However, whether the
viewer enters the scene or whether the scene comes to him depends upon his
standpoint. In other words, the Mannenstic character of the poem manifests itself
in both the difference between the language codes and the viewpoint from which it
is regarded. The addressee is supposed to adapt herself to this ambiguity. Thus, she
is supposed to have mastered both French and Russian. Like the author of the
letter, she should also consider herself from two points of view, an external and an
internal one. For the first French may be considered the norm, for the latter
Russian. The author of the letter suggests that the addressee joins him when
viewing the performance he gives of himself. He seems to draw her into the repre-
sentation. Generally speaking, one may wonder which of the two genres, prose or
poetry, determines the norm code of literature and which the deviation (see again
Chapter 1, Section 1.3. There attention was paid to the question which elements
are essential to establish the standard code of literary genres. It was seen that the
Russian Formalists emphasize the role of the sound pattern rather than meaning as

the norm code in poetry).
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In Lermontov's letters containing poems it is illustrative that their sounds

often anticipate the sounds of the poems tucked into them. To that extent, the
determination of the standard code of such specific letters depends upon the
reader's viewpoint. Thus, either the code of the prose text of the letter may be
considered the standard norm, or that of the poetic text. In fact, the prose lines
preceding the poem make a peesic impression. Consequently, the sounds and style-
figures in the letters and the poems show their Manneristic character. See the
following examples (for the analysis I make use of the following key:
i-1;4-2,é-3;¢-4,i-5i-6;6-7;6-8,1u-9,u-10;0u-11)
"J'ai 3] écé [3,3] inquiet (4,5,4] i [5] vy [3] a [2] quelques [4,4] jours [11], maintenant
[4,10,2] je ne [10, 10] le [10] suis [5] plus [9]: tout [11] est [4] fini [5,5] ; j'ai [1] vécu
[3,9], j'ar [3] man {9,5] trop [7] tor; [7] et {3] les [4] jours {11] que {10] vont {8]
suivre [10] seront [10,8] vides [5] de [10] sensations...[2,1,8]" (Lermontov 1957:
420). Then, there is a chiasm reminiscent of metathesis in the words: "vont sui-
vre"/"seront vides." In this stanza, sound-parallels can be observed berween the
word-pairs: roghden 1]/ nadezhd 1)/ odezhd (1), detskikeh [2}/ serdtse (2), zhizmi [1)/ shu-
mnoi 3]/ peshechads! [3], with metathesis in sochnyi [2]/ tsvetov [2). Consider also the
word-pair (vdo)khnovenii/ (mimy)kh no bezumnyi (line 2). The stanza also shows
parallels resembling chiasms. First, a simple chiasm is evident in line 9 (chas/ chas) in
the line: I chas ikh krasoty - ego paden'ia chas! - (Lermontov 1957: 420). However, the
pattern becomes more complex if a metathesis-like chiasm presents itself; see, in
this regard: (d)la schas(t'a)/ (vyrv)alsia (lines 1 and 3 respectively), see also the pair
(ro)zhden/ nadezhd (line 1), as well as the pair serdise/ (po)shchad(il) (in the lines I serdtse
brosil v more 2hizni shumnor,/ 1 mir ne poshchadil). Here the sounds /#/, /sh/ and /d/
are presented in a reversed order. Furthermore, we have a2 vowel alternation in the
words more/ mir (In lines 4 and 5 respectively); see also the concluding line of the
covering text of the letter: "Adieu - mes poclony a tous - adieu, ne m'oubliez pas"”
(thidem). The word poclony ("regards') again shows the mixture of two language
codes: Russian, written in Latin script (tbideni).

In several of his letters Lermontov expresses his dislike of St. Petersburg

and his love of Moscow. For instance, in his letter to the same Lopukhina of



00056837

145

August 1832, he writes: "J'ai [3] vu [9] des [4] échandllons [3,2,5,8] de la société
7,3,3] d'ici [5,5], des [4] damcs [1] fort [8] aimables [4,1], des [4] jeunes [10] gens [2)
fort [8] polis [7,5] tous [11] ensemble [4,4] ils [5] me [4] font [8] l'effet [4,4] d'un
[10] jardin [2,4] frangais [2,4], bien [4] étroit [3, 8] et (3] simple [4], mais [4] ou [11]
I'on [8] peut se perdre [4] pour [11] la [1] premiére [10, 4] fois [8] car [2] entre [4]
un (10] arbre [2] et [3] un [10] autre le ciseau [5,7] du [9] maitre [4] a [1] 6té [7,3]
toute [11] différence!” [5,3,4] (Lermontov 1957: 413). The sound-repetitions in this
passage are indicated by numbers in square brackets. In the same letter, the poet
writes that a flood took place in the capital a few days earlier. This fact reinforces
his thought of water. Thus, when sitting at the window, he reports that he over-
looks a canal and writes a poem. He expresses in it his wish to be transformed into
an element of nature.'® In these verses, the same tone of contempt for the people
in the ordinary world resounds (see some examples of sound repetitons: chego
1a/ sineiu/ shunmo fa (ines 1, 2 and 3); shumno/ strastno (lines 3 and 5) etc; consider also
some repetitions with the aforementioned metathesis-like chiasm character: dfa
chego 1af 1a rodilsia (line 1), lobzal/ qolotistyi (lines 5 and 6)). Here, apart from the direct
repetidon 7a4// o/, metathesis-like chiasms in bbg/ 7o/ and bb/ by in the opposite lob-
zal/ by zolo(tisty) are found. Also, these verses show the aforementioned
Mannensuc-like character.

The poem shows a specific character since it is divided into what could be
called a gloomy and a merry part. Thus, the poet describes himself as sitting near
the water, in the full moon, first. The moon in the accompanying letter is presen-
ted as shining explicitly on a flooded city and a canal and a poet. In the poetic text,
however, the water and the poet are presented as being one. In other words, a
change takes place in the verses compared to the prose text. The m» motifs of the
water and the poet occurring in the letter are combined into ome image — that of the
poet — in the verses. In the poem, the poet concludes that if he were a wave, he
would be free of all human sufferings. Consequently, he would also be free to
make a choice between life and death. The verses are gloomy. In the first part of
the letter, the writer emphasizes his feelings of distress and annoyance with life in

St. Petersburg.'® However, the concluding lines of both the poem and the letter are
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written in a merry tone. Consider the concluding lines of the poem.” Here the
quesdon arises: does this merry tone express the norm code or does the sad tone
of the poem indicate this norm? The mood expressed by these ironical and merry
lines corresponds with that of the following lines of the letter. They run as follows:
"Adieu ... je ne puis plus vous écrire, la téte me tourne a force des sottises; je crois
que c'est aussi la cause qui fait tourner la terre depuis 7000 ans, st Moise n'a pas
ment."?' In other words, the tone of the version mentioned in n. 18 is sad, but that
in n. 19 is pardy sad, partly merry. The tone of the final version is sad. This fact
shows that the poet plays with masks. In other words, the poem shows Manneristic
traits. Thus, the procedure used in it is characteristic of the concetfo in Manneristic
literary works. The word softises in the last lines of the letter emphasizes this. Also,
the fact that the letter has been written in French shows this Manncnstic character.
Thus, originally, the tone of the French text is sad. However, in the latter part a
reversal takes place both in the French written prose text and the Russian written
poetic text. Summarizing, the question which language expresses the norm code
and which expresses the deviant one remains undecided. The question about the
codes does not only hold for languages but also for motifs; see the aforementioned
passage from the Lermontov-letter, where the poet complains about the fact that
he lacks inspiration. He ascribes this to the dreary life in the capital. He neither
reads nor writes much, as is illustrated in the following lines: "J'écris peu, je ne lis
plus; mon roman devient une oeuvre de désespoir; j'ai fouillé dans mon dme pour
en retirer tout ce qui est capable de se changer en haine - et je l'ai versé péle méle
sur le papier ..." (Lermontov 1957: 414). However, this information is contradicted
by the fact that he formmulates this in a letter. He is apparendy sull in the process of
writing this, 1.e. he is in the middle of an activity which presupposes inspiration.
Thus, in this same letter, i.e. within the framework of the prose text in which the
poet emphasizes his lck of inspiration, two poems are found. Summarizing, the
question concerning the norm code of the text can be posed again. In other words,
does the theme "inspiration” express the norm code and "lack of inspiration” - the
deviaton of the code, or vice versa? In summary, the effect resulung from the

combination of the letter and the poem is essential. Thus, the poem confirms the
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idea that the poem should not be read in isolaton. Rather, it should be studied
within the context of the letter in which it is tucked. Here, a letter containing a
poem can be seen to enable the reader of both the texts of the letter and the poem
to step inside each other's frames. Consequently, the reader is enabled to shift his
point of view. It was observed above that it is typical of Lermontov's works that he
presents them from different viewpoints.

Consider also, in this regard, the poem Parxs (“The Sail"). It was, in its origi-
nal form, included into the letter of September 2, 1832 to M.A. Lopukhina. The
first line of the letter confirms again the aforementioned Romantc tradition since
it emphasizes that the poem was composed on the seashore. See: "Voici encore des
vers, que j'ai faits au bord de la mer." The poem was published for the first time in
Otechstvennye Zapiski 18,10, ord. I1I, 1841,

Beaeer napyc oanHoko#H
B tymane mopa roaybom;-
UYTo HiIET OH B CTpaHe Aanexoi

Y710 KHHYA B KpaiO POAHOM?

(Lermontov 1957: 417 for the final version see Lermontov 1954a: 62).
("A sail is glhding in the torrent,/ Enveloped in 2 bluish haze./ What does it seek
'mid breakers foreign?/ What did it leave in naave bays?"; Liberman 1983: 95). The
interest of this passage lies in the fact that the framing introductory sentcnce from
the letter can easily be read as two verse lines: "Voic encore des vers/que j'ai faits
au bord de la mer." Except for the rthyming words "vers" and "mer", the words
"encore” and "bord" show sound-parallels. Again, the Romantic process is used
again where the verses dealing with a ship on the sea are written on the seashore.
The poet is passing himself off as the protagonist of his verses. In other words, he
puts on the protagonist’s mask. Which of the masks the poet puts on is reliable?

In all these examples the poet gives his poems a double code since he tucks
them in another text. The latter is not only written in a different language code but

it also belongs to another genre, i.c. a prose text. Again, the ambiguous character of
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the text which is due to the uncertainty of its code is combined with a play with
masks. This makes interpretation complicated since one wonders which code is the
standard code and which one is the deviant one. It is again left to the reader to
decide whether the prose text determines the standard code or the poetic text.
Thus, one may consider the poet's positon as an ordinary person to be normal, but
this also holds true for his position as a poet. In the first case, French should be
considered the norm language. In the latter case, however, this is the case for
Russian. It was seen that, if French is considered the norm code, the use of
Russian is assumed to be reserved for poets or people who explicitly want to
express their subordination to their addressee. Once more, these poems derive
their Manneristic character from the fact that the answer to the question
concerning the nonmn code of the work depends on the perceiver.

We have thus far discussed cases in which poems in Russian were included
into letters written in French. The playing with masks is further complicated if a
poem written in French is tucked into a letter which is also wrtten in French. Such
a poem, entitled "L'attente”, was included in the letter to S.N. Karamzina, dated
May 10, 1841, wrntten by the author of this poem. The double code of the poem
cannot be concluded from its definite version in which it is presented as an
autonomous work. In other words, there it is not accompanied by the framing
prose text of the letter. In the letter, the poet assures his addressee that he abhors
the higher social circles.? A play with language codes takes place in this poem since
both the lctter and the verse lines seem to be reserved for thosc readers who master
French. Since both the letter and the poem are written in French, French should,
conscquendy, be considered the standard language code. However, the author
states that it is a2 shame to write in French as a standard language. He expresses the
view that poems should be written in a language deviatng from it, as can be seen
in the exclamation quoted in n. 21: " ... je suis alié jusqu'a faire des vers frangais, -
oh! dépravaton!" This fact emphasizes the Manneristic character of the text.
Again, the Manneristic character of the poem is lost if the poem is studied in
isolation, i.e. apart from the context of the letter, in which case it would merely be

a poem written in French, without further comments. In fact, nobody mastering
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the French language would consider a poem in French as being written in a deviant
language code, or, to put it differently, in that casc nobody would consider the
poem Manneristc. Summarizing, the queston about the language norm will be
brought up only if a poetic text is studied within the framework of a prose text.
Regarding the aforementioned fact that poetic and prose texts should be studied
within their context, the particular form of the letter should be mennoned. This
seems to have a partcular poetical pattern. "Si [5] vous [11] voulez [11,3}/ Je [10]
les [4] écrirai [3,5,3]/ 1ls {5] sont 8] tres [4] jolis {7,5], / Pour [11] des [4] premiers
[10,3] vers [4]/ Et [3] dans [2] le [10] genre [2] de Pamy [10,2,5]/ Si [5] vous [11] le
connaissez [8,4,3]." The sound-parallels which can be drawn are placed in square
brackets. However, the parallels manifest themselves most clearly in the rhymes;
consider, in the lines 1, 2, and 3 the parallels: "sombre" (1)/"ombre", and in the
following lines: "doucement"/"luisant”, "espérance" /"balance™/. Repetitions of a
more irregular kind are also found. These can be said to establish the text's poetic
character since they indicate the sound-basis; see the following sets of words:
"attente”/"attends”; "loin"/"vois"; "plaine"/"vient" and see also: "ombre" /"no-
n"/"tompeuse”/"doucement” /"espérance”; "trompeuse"/"vieux"; "non"/"son
tronc”; "balance"/"luisant";"penche”/"penche”; "penche"/"longtemps”. In other
words, the text seems to have been made up of an intricate network of sound-
parallels. This is realized in both the rhymes at the end of the lines and the sound-
parallels within the text. It does not primarily lift the poetic text up from the
context of the letter, presenting it as an independent whole. Rather, it should be
regarded as an integral part of the prose text. If not, it cannot be interpreted cot-
rectly. The double code gives the key to the correct interpretation. Lovers of
poctry, on the one hand, may concentrate on the poetic character of the text.
However, those who are less interested in poetry may derive information
concerning the poet's personality and his Romantc environment from the framing
letter.

These examples show that some of Lermontov's poems possess the ambigu-

ous character which is typical of Manneristic works of art and literature. This can

be seen at work in the intricate play with a blend of language and genre codes.
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From their Manneristic character, the texts can be said to bridge the gap between
works with a closed and works with an open character. In Chapter 1, Section 1.1,
the observation was made that Classical works in their ideal form have a closed
character whereas non-Classicistic works are maximally open. In this respect,
particular attention should be paid to texts containing enclaves in the form of
pictonal signs, or graphs. In antcipation of the role of such signs in Lermontov's
poems, some general aspects of the role of verbal signs in a non-verbal context will

be discussed now.

4.3 Intermezzo: Elements with an Enclave-function in Pictorial
and Verbal Texts: The Semiotics of Falconet's Statue of Peter
the Great

In Section 4.1, the specific effect was discussed of elements with an equivalent-
function in the form of dots being included into a poetic text. Section 4.4. will deal
with elements with an equivalent-functon in the form of drawings in Lermontov-
poems. Antcipating this secton, we shall make some general observatons now
conceming the combination of verbal and non-verbal signs. This will be done by
an examinaton of the equestrian statue of Peter the Great (1672-1725) by Etienne-
Maurice Falconet in St. Petersburg. This statue was unveiled in 1782. In several
studies the statue itself has already been discussed. Moreover, some attention has
also been paid to the character of the inscription on the pedestal.® However, less
attenton has, thus far, been paid to the specific interaction between the non-verbal
and verbal signs in the statue.

In this secton, the function of the statue will be studied as a work of art
which derives its aesthetic effect from the fact that it contains an enclave. It was
observed that in semanuc enclaves interrclatonships between verbal and non-
verbal signs occur. Consider again Gadamer's observation that a work of art shou-
ld, in order to acquire an aesthetic value, have an occasional character. This implies
that each perceiver should be able to "fill" a work of art with the content of his
own choice. See Chapter 2, Section 2.2.2 again. In this secton, the interrelations-
hips between the statue and its inscripuon will be studied in more detail. In an

enclave, 2 meeting takes place of an element confirming a norm code and one
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deviating from it; see again Chapter 1, Section 1.4 and Wallis 1973. In the statue of
Peter the Great different codes are operative. Thus, we are confronted with a
monument consisting of a statue with a dedicadon consistung of letters. Anticipa-
ting the next section we shall draw attention now to the function of verbal signs in
a non-verbal context (and vice versa); see Tynianov's observadon that an
illustration should not merely repear a part of the text (T'ynianov 1977 (1923): 316).
Rather, it should wnfinue it, ie. run paralle/ to it. Parallelism is much more than mere
repetition.”* Elements running parallel with each other have a particular effect.
They derive this from the fact that they have a character of their own although
they share certain common features. For instance, poetic texts rather than prose
texts are typified by parallelism. Then, there is a relation of parallelism between the
inscnption of the statue and the represented figure since both refer to the tsar.
However, the similarity ends there. Thus, the text is written in two versions, i.e. in
different language codes. It was observed in Chapter 1, Section 1.2 that the use of
different language codes is typical of Mannenstic works. The dedication is written
twice, in Latn on one side, in Russian on the other. In the first case it runs as

follows:

PETRO PRIMO / CATHERINA SECUNDA / MDCCLXXXII (see ill. 8)
On the other side, it is presented in Russian:

Merpy lNepsBomy / Katepuiia Bropas / Ahra 1782.

So the inscription is written in the language code of both Russians, i.e. Russian,
and non-Russians, i.e. Latin. For the latter, Latin is supposed to be understandable.
In the inscription, the donor and the receiver of the monument are presented in
their quality of addresser (Catherine) and addressee (Peter the Great). However,
the maker of the statue, Falconet, can be said to be operative in an even more
deviant code. Thus, he is altogether absent from the statue, or, he is an element

with an equivalent character in Tynianov's definition. Particular attention will. in
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this regard, be paid to the indicauon of the year on the pedestal. This has an even
more specific funcdon.

The lines of the inscription look like poetic ones. This is due to the fact that
they seem to run parallel with each other. Thus, both contain indications of imperi-
al figures (Petro - Petrs and Catherina - Katering). They also contain numerals (primo -
per'vomu and secunda - vioraia). In this regard they seem to be poetic. This brings up
the question in how far the lines "Petro Primo/ Catharina secunda" and [letpy
MepeBony / Kareprmua sropas can be said to be poetic; see again Chapter 1,
Section 1.3 in which it was observed that parallelism is distinctve of poetry. The
parallelism is evident from the fact that the inscription indicates two different
persons ("Petro Primo"/"Catherina Secunda”). This implies that they do not
merely repeat cach other. They arc rather similar. Their similanty is evident from
the fact that the inscription indicates two figures who are grammatically identical
("Petro” (Petri) and "Primo" (Per'voms) and "Catherina” (Katerina) and "Secunda"”
(V'toraia). Due to the absence of a verb-form and a direct object the inscription
lacks the suggestion of an action. Consequently, the text becomes what has been
called by Lotman a text without a subject (Lotman 1982 (1971): 336ff.). To such
texts, the latter reckons indexes, lists, and so on. All these texts show a parallelism.
Logically, Lotman also reckons lyrical poetry to texts without a subject (ibidens). To
texts with a subject, on the other hand, he reckons all texts which do contain an
action.

The bilingual character of the inscription (Latin and Russian) can be
interpreted as a means to emphasize the universal importance of the tsar. Thus, his
name is supposed to reach all peoples of the world speaking all languages.
Consequently, through the addition of a Laun version, the maker suggests that it
should be clear to the Russians that the statue is not reserved for them alone. It is
accessible to other peoples too. The Russian text, in turn, impels foreign, non-
Russian viewers to realize that they see in front of them a Russian emperor. Thus,
the Russian version of the inscription transforms it into an enclave for non-Russian
viewers of the statue. Conversely, the Latin version transforms it into an enclave

for Russian ones. In other words, the bilingual character of the inscription intenti-
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onally hampers its correct interpretation” due to its ambivalent character, the more
it attracts the perceiver's attention.” Consequently, it heightens its aesthetic value
Summarizing, the bilingual character of the text emphasizes the tsar's universal
significance as both a natonai and an internatonal hero. The play with codes
causes the effect of the viewer being forced to decide for himself which of the two
languages is the norm code and which is the deviating one. The inscription also
emphasizes that the rrader should decide for himself whether he considers the non-
verbal or verbal part of the statue essendal. In summary, both viewers and readers
are left free to decide whether the code of the statue is determined by the non-
verbal elements or vice versa. Depending upon the viewer's opinion, the inscripti-
on can therefore be considered an illustradon of the statue or vice versa. It was
seen in Chapter 3, Sectdons 3.1 and 3.2, that the aforementioned freedom 1s typical
of Classicism, iLe. the lifeume of E.M. Falconet, the maker of the statue. In this
respect, consider again the aforementioned observaton that an illustration should
continue rather than merely repeat a text. In his view, its effect is maximal when it
suggests "open spaces” rather than the filling of these spaces. In fact, it should not
bear a direct relationship to it; see, in this regard, Secton 4.4, in which this
phenomenon will be dealt with in more detail.

It has been an artsac procedure since olden tmes to insert into a work of
art a text which is difficult to read (Butor 1974: 49; see also n. 26 again). The two
versions of the inscription on the statue confirm this. Originally, Falconet had
drafted a text which ran as follows: "Stephanus Falconet, parisinus invenit et fecit,
Maria-Anna Collot ﬁarisina Imperatoris similitudinem expressit. Antonius Lossen-
ko ruthenus delineavit anno 1770" ("Stephane Falconet, Parisian, designed and
made [this], Marie-Anne Collot expressed the emperot's likeness, Anton Losenko,
Russian, made the sketch”; Hildebrandt 1908: 52, fn. 1).? M.-A. Collot was Falco-
net's gifted student and, later on, his daughter-in-law. A. Losenko was the Russian
artist who made the drawing of the statue. When Empress Catherine II asked him
to draft 2 text, Falconet, in his letter of 14 August, 1770, made a proposition. It ran
as follows: "Petro Primo/ Catharina Secunda/ posuit”" (Hildebrandt 1908: 53; see

also 83). In the letter, he defended the shortness of the inscription with the
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argument that a lapidarian style was "perfectly in line with that of the inscriptions
on sculptures of Andquity” (Réau 1922: 363). Falconet defended his endeavour to
find as concise an expression as possible in his words to the Englishman Wraxall as
well. He explained to him that such a representation would do justice to the
represented figure. It was in his view misplaced to add all kinds of details. He felt
that the tsar would become famous through his deeds regardless.”®

Falconet had also passed the Empress' request for an inscription to his
patron and admirer Diderot. At the latter's intercession with the empress, he had
been invited to design the statue and carry out its realization. Diderot drafted a
text.” He, in turn, had not directly proposed his version to Falconet. Thus, he had
submitted it to the judgement of Friedrich Melchior Grimm (1723-1807), a fellow
Encyclopaedist, who critcized him. In his view, the inscription did not do
sufficient justice to the empress and the tsar. Grimm also asked Abbot Fernando
Galiani (1728-1787) for his opinion. The latter was equally closely associated with
the Encyclopaedists. Galiani drafted another text, which he inserted into a letter to
Gnmm on 17 October, 1772. He, in tum, criticized Diderot because the latter had,
in his view, written a hymn of praise for Peter the Great. Such a hymn should be
considered misplaced in a historical monument, because it should merely contain
historically correct facts. Diderot's and Galiani's versions contained long enumera-
tons of achievements reached during Cathanine's reign. There is an important
difference between the drafts by Falconet and Galiani: in the latter's draft the name
of Carherine is mentioned first. Different from Falconet's and Diderot's versions,
in Galiani's text the erector of the monument literally and figuratively takes first
place ("Catharina II Augusta™).* The fact that the Empress is mentioned first
raises the suggestion that the importance of the empress’s deeds is of primary
importance (see note 30). This emphasis, however, is contradicted by the meaning
of the words "primo" and "secunda." The first word, however, has the additional
meaning "first-in-command"”, or "major." The second indication, in turn, has the
additional meaning of "second-in-command", or "minor."

[t is unknown whether the sculptor had agreed with the apparent decision of

the empress to add the date. This had originally been 1780 since it had been the
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original plan to unvelil the statue in that year. However, it ulimately became 1782
(Réau 1922: 386, 395). It is not exactly known whether the sculptor agreed that the
inscripton be wrtten in Latn on one side of the pedestal and in Russian on the
other ; see again the sculptor's aforementoned letter to the empress in this regard :
it shows the artist's pursuit of simplicity. Consequently, he pleaded for a simple and
concise inscription on the pedestal. He was against works of art containing long,
ornate and intricate inscriptions. Accordingly, he was critical toward the bilingual
character of inscriptions. To illustrate his view, he mentioned the example of an
inscription in Latin under which a French translation had been written!” Generally
speaking, Falconet mistrusted too great a dependence of works of art upon verbal
descnptions. In his pursuit of simplicity, Losenko was one of the very few Russian
artists in whom the sculptor put confidence.’? Losenko's drawing of the tsar
standing on a rock goes a long way in this respect. It shows the figure standing on
the rock, without any inscription at all (see ill. 9). In short, these facts show that
the sculptor wanted to avoid a long inscription. This idea implies that he would
probably have preferred the absence of any indication of a year as well. What is the
effect of the inscripton as it is, in its definite version? It consists of an addresser
(Cathenne II) in the nominative and an addressee (Peter the Great) in the datve.
The inscripuon shows the important role of elements with an equivalent-funcdon
since it lacks a predicate and a verb-form. The absence of these can be said to have
an effect similar to the dots in verse lines with an equivalent-function; in this
respect, see again Secuon 4.1. In fact, the versions proposed by Falconet and
Galiani contained the form "posuit” and Diderot's text "consecravit” (see n. 29). In
other words, from the definite text of the inscription even the idea of an action has
been removed. Only the persons involved in a potential action are preserved. Also
a time-indication is present (1782). Furthermore, the omission of the direct object
(either "monumentum”, or "statuam") is illustratve, Consider the Latin version of
the inscripion where this is concerned. In that language the direct object written in
the accusauve indicates the element in the statement to which the action expressed
in the verb is directed.”® In other words, the direct object, which completes rhe

acton, seems to have been removed from the text. This holds true for both the
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Latin and the Russian versions. On the other hand, the indirect object, in the
dative ("Petro"” - Petrx), has remained. This fact emphasizes the potential character
of the action expressed in the inscription. What does the dative form in Laun
indicate? Whereas word forms in the accusatve case refer to the verb of a
sentence, those in the dative specify a sentence. Thus, in Latn, a dative form does
not refer directly to an action expressed in a sentence, but rather indirectly
(Kihner-Stegmann 1982 (1914): 307). The fact that a word in the dative case
indicates somebody or something which is not involved in the action holds for
Russian too.> The absence of a direct object in the inscription raises the suggestion
that the inscription presents a mere frame. It frames a potental action, as it were.
The presence of an indirect object in the dative shows this. Thus, Peter the Great
is mentioned as the indirect object, in the datve. He is not mentioned in the
inscription as the predicate noun. The fact that he is not presented as a direct but
rather as an indirect noun is illustrative. It shows that the question as to whether
the statue expresses an actvity remains undecided. It seems that the statue itself,
inactive as it is, can derive an activity from the inscription. In turn, the inscription
can be said to be 1nactive because it lacks a verb-form and an object. However, it
can be said to derive an actvity from the statue. Thus, the statue and the
inscription derive an activity from each other. I reiterate Tynianov's observation
that an ilustration inserted into a text can only be effecuve if it does not merely
repeat the text. Rather, should continue one another. In fact, the combinaton of
the statue and the inscription is effective since the pictorial representation (the
statue) does not repeas the inscription. Rather, the two "prolong” each other.
Summarnizing, the absence of a direct object (for which Diderot had proposed mronu-
mentum and Galiani statuam) invites the perceiver to start Joking for the exact nature
of the representation.

The indication of the year on the pedestal plays a key role in emphasizing
the specific, indexical, character of the inscription. For an interpretation, see A.
Rothe’s scheme. This scheme explains the combination of pictorial and verbal

signs in a narrative. Its application to the statue yields the following result:
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Explicit Implied Figure Figure Impl. Explicit
maker of  maker of repr. in repr. in address of  addr. of
the inscri.  the statue  textonly  both the the text the text
And the and insc. statue and  and statue  and the

statue the text statue
(Falconet) (Catherine) (Catherine)  (Peter) (Peter)  (all viewers
and
readers)
@ In (1p (115 (1D @

Sec, in this regard, Rothe 1986: 158. Thus, Catherine and Peter can be presented as
partners (III) in the message conveyed by the inscription. Consequently, they fulfil
the role of speaker and hearer in a text-internal dialogue (III). Then, consider what
could be called the "explicit maker” (I) and "implied maker” (II) on the one hand,
and "explicit addressee” (I) and "implicit addressee” (II) on the other. Consider, in
this regard, Rothe's definition of perceivers. He calls a perceiver addressed within
the framework of the text an .Adressat. A perceiver who is not addressed there and
who remains unmentioned he calls an Interessent (idenr. 257). In anucipation of
Chapter 5, Section 5.1, the so-called implied author of a literary work should
already be menuoned. An implied author should not be confused with a real
author. He has been defined as the author in his capacity of the person who selects
and arranges the literary matenial. He judges its artistic value and is responsible for
its composition in such a way that a literary text results. An implied author is
operative regardless of a real author. A real author presupposes an implied author
who tests the arustic value of a text. Thus, the real author is supposed to transform
a text into an artistic one in accordance with the indicadons given by the implied
author. The latter is supposed to keep the first under control. To this extent, the
empress can be considered to be the implied maker of the statue since she was
Falconet’s principal. A similar distinction can be made between a real addressee on

the one hand and an implied addressee on the other. Thus, Peter the Great can be
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said to be the real addressee of the statue on the one hand, Catherine 1I can be said
to be the implied addressee on the other. In Chapter V, attendon will be paid to
the versadlity of the implied author and the reader of a text. Thus, they bridge the
gap between an author, his reader and the fictional world of the text. Falconet
plays a role similar to the real author since he is the real maker of the statue. He
differs from Catherine since he is mentioned neither in the verbal nor in the non-
verbal context. He functions as mere Interessent in this regard. Catherine, in turn,
seems to keep the real maker, Falconet, under control. To this extent, she fulfils a
role similar to the implied author. Moreover, she is mentoned on the statue, i.e. in
the inscription. To that extent, she functions as Adressat. Falconet, in his quality of
the builder, is operative in column 1. Thus, he is not mentioned on the pedestal.
The Empress, however, is operative in column II. Falconet and the tsanna com-
munucate as the aforementioned correspondence between them shows. However,
they are not equivalent. Thus, Catherine's role as the implied maker of the statue
outweighs that of the real (i.e. explicit) maker (Falconet). Thus, it is emphasized
that she has the definite responsibility for the composition of the statue. Falconet,
however, merely has to carry out her orders, as she is his commissioner.

The year "1782" on the pedestal plays a key role in the statue. Thus, it also
indicates the specific relatonship between the columns I, II and III. Firstly, co-
lumn I indicates "all imes.” It comprises, generally speaking, all people. Column II
embraces the period before 1782, i.e. the period up to and including the period
during which, the explicit maker, Falconct constructed the statue. The indication of
the year brings about some contact with the addressee mentioned in the inscription
in the dauve. This is Peter the Great ("Petro” - Petrw). However, this is no direct
contact. In fact, in the year 1782 the tsar had already been dead for nearly sixty
years. In other words, the indication of the year prevents the viewer from entering
column III. In this column, the aforementoned, so-called text-internal dialogue of
the figures represented in either the statue or the pedestal takes place. The
indication of the year does not enable all viewers to enter column II either. It was
seen that this column is reserved for the Empress (the implied maker of the statue)

and the tsar (the implied addressee). In fact, the real maker (Falconet) and the
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ordinary viewers are on the same plane. It was observed that Falconet functions as
the cxplicit maker. The ordinary viewers are explicit ones. To summarize, the
indicanon "1782" has 2 signalling function. Thus, it cannot be said that it has a
meaning of its own. Rather, it serves as a means for a perceiver to orient himself,
or, to put it differendy, it indirectly indicates the contact berween Falconet and
Catharine. The year on the pedestal indicates the period in which the makers (Falo-
net and Cathenine II} were acuve. However, it denies their relatdonship since it
indirectly indicates the period preceding it, i.e. Peter's ifeume. In turn, Falconet's
letter (which is not mentioned on the statue) bears the date August 14, 1770. It can
be said to serve as the antecedent of the year which is menuoned on the statue
(1782). We can draw up a scheme similar to the aforementioned one, which

expresscs the hierarchical character of the statuc in the following manner:

All times

Wy

The period before 1782 (II; i.e. the period of Falconet's
and Catherine II's contacts concerning the erection of

the statue)

The vear of Peter the
Great's (1II) death (1725)

From a point of view of tume, the hierarchical character of the scheme is evident: I
embraces all men from all ames, II embraces Catherdne II and Falconet as well as
their contemporaries only, and IIl embraces Pcter the Great as well as his
contemporaries only. In other words, the scheme is similar to the aforementoned

one. Thus, Falconet is operative again as the link between I and II, whereas
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Catherine II serves as the link between II and II1. As far as the role of the Empress
is concerned, the indication of the year, "1782", lends the work an emblematic
character. Thus, it links different periods and enables perceivers from all periods to
interpret it correctly. Consider, in this regard, the biblical persons on medieval
altar-tops. These had become unrecognizable in the course of the centuries and
should, consequenty, be accompanied by emblems. Their function enables the
perceivers to restore contact with the figures represented on the top.”® The year
"1782" owes its emblematic value to the fact that it restores contact between the
figure of the tsar and representatves of other times. Thus, if the pedestal would
not bear an indicaton of a year, it might seem that there was no temporal
separation between the tsar’s lifedme and later times.

As far as the spadal and temporal determinadon of the starue is concerned,
the latter shows a hierarchical construction. Thus, the tsar seems to be maximally
visible. He is operative in both the statue and the text. Moreover, there is both a
metonymic and a metaphoric relationship between the statue and the tsar. Thus,
the statue which was erected for him (in the year 1782) celebrates his greamess in
words and images but it also shows his 4keness. The Empress takes second place
since her name can be read on the pedestal only. She is not visible on the statue.
Moreover, she can be "gathered” from the indication of the year "1782." This
indication metonymically refers to her since it indicates her lifetime. To conclude,
the rock on which the statue stands even lacks this metonymic character. Thus, it is
visible but has no meaning of its own. Its sole quality lies in the fact that it refers
indirecthy. Falconet ascribed this lack of identity of the rock to its allegoric character.
With such a monument, the tsar would, in his view, undoubtedly have been
happy.* Such a representation generally corresponded with the typically eight-
eenth-century Classical concept of art. This should reflect "beautful nature” rather
than nature in reality. In the latter, all kinds of ugly, cruel and unnatural things are
found as well”” It was observed earlier that it is typical of eighteenth century
thought that nature should be useful for man; see, in this regard, the observations
made in Chapter 3, Section 3.2.1 on Derzhavin's poetry. Also, Diderot's

observations are illustrative in this regard.’® The latter emphasized that each artist
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should work for the preservation of his fame by posterity. He felt that humanity
was continuously developing towards a better future. In Falconet's view, however,
an artist should carry out his task without taking notice of whatever the world may
say.” Falconet, rather than Diderot, enhances a typically Romantc world view.
Thus, he regarded the artist as a propher of the mndividual aesthetic task of man.
Again, the latter should carry out his acuvites on his own, not reckoning with the
often unjust reactons of his fellow man. Consider again the observation that in the
Classical view an artist is an artisan. To that extent, the latter differs from the artist
in the Romantic conception. It was observed that the Romantcists rather did
considered him a prophet (see Chapter 1, Section 1.1 again). Also, Diderot's works
reflect the aforementioned Classical idea that the artist should make himself
creditable for society. His conviction that man should produce products which
would be enjoyable by posterity induced him to argue with Falconet. In Diderot’s
view, Peter the Great's statue might be realized in the form of an enormous public
fountain (Réau 1960: 165). Diderot thought that such a construction should bear
an allegoric character. Consequently, he commended the sculptor to ornate his
work with all kinds of attributes. These should personify lofty ideas of which man
could take advantage. In short, in his view metonymic relatonships should be
emphasized as much as possible in the statue. In Falconet's view, however, such
ornaments would only detract from the beauty of the statue. Therefore, he thought
the figure should be represented as standing on his own as much as possible. In
other words, contrary to Diderot, Falconet thought it best that in the statue
metaphoric relationships should be emphasized.

Falconet's tendency to imitate real nature on the one hand and ideal nature
on the other hand manifests itself in the pedestal. Onginally, he had considered the
possibility of placing the figure on a rock consisting of several smaller ones. His
Classical ideas manifested themselves, in this respect. Thus, the Classicists thought
it possible to adapt nature to human will. Uldmately, however, Falconet selected a
huge rock consisting of one piece. Falconet's Romantc leanings became evident
where this was concerned since he did not want to adapt it to his own, personal

ideas. However, in some places the sculptor touched up the natural rock. He did
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this to ensure that the special qualities of the jumping figures (the rider and the
horse) would show up. This emphasizes the Classical character of the monument.*
Moreover, the rock has an allegorical character. This is caused by the fact that
rocks of such enormous size do not occur naturally near St. Petersburg.*! It was
around this city that the historical figure had carried out his activities. Falconet's
tendency to make a representation which is both real and ideal also manifests itself
in the figures of the man and the horse. They are natural since the two form an
organic whole so that the suggestion of maximal speed and strength, expressed by
the composition, is emphasized. However, their organic whole is also idealized; see
Daderot's words, in which he expressed that he thought it had become "a fine Cen-
taur."*? In other words, this — in itself natural — strength and speed could only be
realized in a stylized form, i.e. in 2 mythological or non-existent creature.*?

Let us return for a moment to Falconet's aforementioned plea for a short
inscription on the statue. It fits into his idea conceming men-of-letters expressing
judgements about works of art. His polemics with Diderot, who defended the
opposite view, is famous in this context. Falconet illustrated his idea by emphasi-
zing the disastrous result if works of art were realized on the basis of descriptions.
In such cases, these descriptions would function as lifeless models. Falconet
thought that mere sulted, stereotyped works would result when artists base them-
selves on models. Such works are just repetitions of 2 fixed ideal of beauty which
can never be inspired with life. Summarizing, Falconet's statements show his
abhorrence of activities of men-of-letters in the field of works of art.*® His argu-
ments for the shortness of inscriptions reflect his conviction that there is a2 gap
between literary works and works of art. Falconet's observations confirm the
Classical idea that works of art or literary texts should not be based on stereotypes
or models. This idea is diametrically opposed to the Romandc idea that a work of
art can only result if it is based on a model, or prototype.

As regards the emblematic character of the statue, reference should also be
made to the emperor's clothes. These are unusual among royal people on war-
horses in the course of an eighteenth-century battle.* In fact, the sculptor did not

merely want to represent a2 military man participating in the slaughtering of men.
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He had a tendency to represent an ideal hero. Consider again the observation that,
in Falconet's view, the emperor's fame would live on notwithstanding and did not
need to be visualized. In other words, the statue testfies to the arast's conviction
that a work of art need not anticipate the admiraton of future generatons.
Falconet discussed the topic of the tsar's garment in detail in his Extrait d'une lettre &
Mr. Diderot oit lon a fait quelgues changements, pour donner au sens plus de clarté qu'il n'en
avoit dans une petite feuslle imprimée en 1770. In this work, he emphasized that the tsar's
clothes should have been kept as neutral as possible. They should be recognizable
for all people. Thus, if they were too personal the figure would become
unacceptable for all viewers. However, if they were too general the figure would
become unrecognizable for personal viewers, i.e. Russians. Russian clothes should,
on the other hand, be considered unsausfactory. In fact, the tsar disliked Russian
beards and clothes. He wanted to impel the nadon to participate in Western
civilization and, consequently, to bear Western clothing. But there was more. In
fact, in the tsar’s view backwardness in manners and clothing lead to narrow
patriotism and fanaticism. In his view these prevented universal civilization and it
was exactly this which should, in the tsar's view, be spread through Russia. If a
choice had to be made between Russian manners and clothes, and manners and
clothes which would breathe general civilizadon, the latter should be preferred.
Following his example, the arust said: "If future generatdons will be unable to
recognize it, the worse for them" (Falconet 1781, 2: 188). To summarize, the tsar's
garment on the statue played a key role since it should enable people from all
generations to identify the represented figure. It would, on the other hand, be
unimportant since it would not matter whether it corresponded with the time in
which the figure lived."

To summarize, the effect of the combination in the statue of the non-verbal
statue and the verbal inscription lies in the fact that sogether they evoke the mouf of
"Peter, i.c. the Great." The inscription is written in both Latin and Russian. This
fact and the fact that the key figure is written in the dative, which indicates an
indirect object, result in the fact that the perceiver's attention is directed to the

statue. This is the main task of verbal signs which are inserted into statues,
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paintings etc., i.e. non-verbal texts. The effect is maximal when these are bilingual.
The effect is that the figure seems to stand there, at the same time accessible and
inaccessible to all men, and even to elements of nature as it would be described

fifty years later, in Pushkin's Medny: |sadnik.

4.4 The Function of Drawings in the Autographs of Some Lermon-
tov Poems

In the preceding section, some remarks were made on the results of a combination
of verbal and non-verbal signs in a text. Let us now return to Lermontov. The
latter was in many more fields than merely the field of letters. He made paintings in
oil as well as water-colours (mainly of landscapes) before 1838. His works dating
from that date undl his death consist mostly of sketches. They were drawings
rather than complete, rounded-off works. They are often inserted into his poems
and stories where they mostly have a fragmentary character (Pakhomov 1988: 72).
Consider, once more, the aforementioned property of Romantic artists who often
base themselves on models presented by natural scientists in their artistic represen-
tations of reality. To that extent, they differ from Classical artists who represent
beaudful nature only, which they adapted to ideas of their own (see again Chapter
2, Section 2.2).

In this secton, we shall discuss the effect of elements with an enclave
functon in some poems by Lermontov. In Chapter 1, Secton 1.4, it was observed
that enclaves in a work of art or a text have an equivalent-function (Wallis 1973).
The effect of the use of an element with an equivalent-function implies that a work
remains incomplete. As a result, a perceiver is, as it were, invited to take part in the
production-process and, consequently, to complete it. Thus, he is stimulated to fill
the "open space.” It was observed above that the primary task of enclaves is to
attract a perceiver's attention to a representation and its creator. The fact that a vie-
wer is sumulated to take part in the production of a work seems to make him
vulnerable. He seems to run the risk that he will be swallowed by the work
precisely because it is incomplete. In other words, he has to both take part in the

production process and take care that he does not lose his independence as a
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perceiver. Thus, in enclaves the perceiver's attention continuously shifts from the
standard code to a new, deviating code.

The fact that enclaves occur in a text entails that an expectation is evoked of
a new code. This expectaton is, in turn, shattered continuously. In Secton 4.2,
reference was made, in this respect, to the French passages in the Lermontov-
poems alternating with Russian ones. The Russian passages raise the expectation of
a Russian text. The French ones, in tum, present the suggestion of a French one.
The effect is similar to that mentoned in Chapter 1, Section 1.4, n. 29. There, it
was seen that Tolstoi's Yoina i Mir seems to be intended for bilingual readers, i.c.
readers who are familiar with both French and Russian. Because of the use of
different language codes, both the ficdonal persons, and the wrter and readers
seem to jump inside the narratve frame and back. Somcthing similar happens in
the self-portrait. There the suggestion is made that the portrait is seen from
different viewpoints. In other words, it seems to be seen by an external and
internal viewer. The self-portrait by Johannes Gumpp is illustrative in this respect
(see ill. 10).”° The idea that the figure is seen from different viewpoints is brought
about by a specific process of repetiion. Thus, it is not gratuitously cgpied, but
rather continued, or "prolonged.” The emphasis on the specific function of a self-
portrait les in the fact that the person portrayed seems to address both external
and internal viewers. This suggeston is raised by the fact that the painter is
depicted as using a mirror in the process of the representation. This enables him to
view the portrait from both an external and an internal position. Similarly, in a text
a tool may also be used which enables an author to narrate from a both external
and internal viewpoint. Consequently, the use of this tool enables a narrator to
direct himself to both external and internal readers or to literary figures. Consider,
with respect to this, Chapter 5, Section 5.2, where the genre of the diary-novel is
examined. This genre runs parallel to the self-portrait in paintdng. In the diary-
novel, the fictional writer seems to address both the figures operative within the
context and the readers operative outside it. Thus, the specific function of the self-

portrait and the diary-novel lies in the fact that they enable both represented
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persons or objects to step out of their frame and, at the same time, allow percei-
vers to enter it.

In Chapter 1, Secton 1.6, attention was paid to the spatial rather than
temporal determtnation of poems. This spatial determination implies that in texts
spaces between stanzas and typographical features, like margins, capitals and extra-
large letters, are essental. They bning about a stop in the temporal development of
the constituent elements of the text. Thus, in spoken texts, equivalents cause a
silence. Such a silence is presented in an oral text in a "normal”, i.e. temporal way.
They cause a pause or a slowing down during the performance of the person
reciting the text (see also Butor 1964: 118). In written texts, typography has always
played a role in emphasizing elements with an enclave function. These bring about
the aforementioned essential contact between a text and its reader.”” Tynianov paid
special attenton to texts in the form of drawings. Henceforth, we shall call such
constructions (following the French example) "calligrams."® Tynianov mentioned,
for instance, calligrams like the drawing of a bottle constructed by Rabelais from
letters (Tynianov 1977 (1923): 316). Consider again his obervation that an
illustradon should not merely repeat a text element (Tynianov 1977 (1923): 316).
Thus, if illustrations simply repeat text elements, these elements become frozen parts
of the action of a story. In that case, they do not refer to the text as such but rather
to its reconstructed plot. In fact, pictorial elements with an enclave functdon in a text
can be effective only if they bear no direct reladonship to the text. In other words,
they should have a very general character.®® For instance, Pushkin inserted
drawings into his manuscripts. These were very general representatons of types of
men, objects or situations. He did not try to portray their individual traits. Their
essence lies in the fact that they should be regarded as autonomous works of art. In
Pushkin's works they serve as merely introductory "finger-exercises" by the artist.*
The poet, absent-mindedly, as it were, inserted drawings into the margin of his
paper. By doing this, he shows how time is expressed in a spatial manner or block-
form. Thus, an interaction is established between a text and its reader. One sees the

poet waifing (as it were, in one and the same position) for the noment inspiration
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will come. Pushkin's image of a poet making drawings in the margin of his paper
shows how time is expressed spaually.

Pushkin's example is also illustrative for Lermontov. For a complete inven-
tory of the latter's drawings, including those in the autographs of his texts, see
Pakhomov 1948. They have a function similar to legends in paintings. M. Foucault
paid partcular attention to the fact that these can only be effective if they continue
rather than literally illustrate a non-verbal text (see Foucault 1973: 25). If they do,
they heighten the value of 2 text and they diminish it when they are omitted.
Summarizing, the function of a semantic enclave is expressed in similar terms by
Tynianov and Foucault. Both scholars emphasize that a minimal agreement
correspondence between a drawing and a verbal text also expresses a relatonship.
In that case, it indicates a non-relation; this could be compared with the specific
impact of meaningless words which are combined with fantastic or absurd objects.
It often puzzles perceivers. This often complicates the interpretation of the work.
Consider again Secton 4.3, where it was observed that the combination of a text
and a non-verbal illustration yields a maximal effect when a text is bilingual or is in
some other way difficult to interpret. All this notwithstanding, the effect of the
tlustration is maximal when it bears as little relaton to the text as possible. In
Lermontov's drawings this is evident since his drawings also seem to be the fruit of
thoughtless moments (consider Tynianov 1977 (1923): 314, and 547, n. 11).

As far as the drawings inserted into the poems are concerned, we shall first
cxamine the Stansy ("Stanzas”, 1830). These were devoted to Ekaterina Aleksand-
rovna Sushkovaia-Khvostova (1812-1868). Lermontov dedicated to her a cycle of
poems wntten in 1830. The autograph shows that the drawings and the verbal text
run parallel in an intricate way. Thus, the left margin of the autograph contains a
drawing of a lady in décolleté. The drawing ends at her knees (LN 45/46:186, and
LN 43/44:429; see ill. 11). It is incomplete and does not "end" at the bottom. This
incomplete character enables the reader to follow the poet, as it were, during the
writing process. Thus, it seems that initially the poet is paying most attention to the
drawing. However, as the writing process moves forward, one sees how the poet's

concentration on the drawing decreases. Towards the end of the poem the drawing
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has the character of a mere outline. Finally, 1t completely disappears. In other
words, the drawing seems to fulfil 2 function similar to thar of a calligram. It secms
that the drawing has disappeared as soon as the poet has completed the writing
process and the reader has finished the reading process. Thus, the drawing seems
to be omnipotent when no part of the verbal text has been realized yet. After the
opening word, vgghani, the text gradually gains force in the reading process. It
seems to invite the reader of the text to take over the perceiver’s task, who wews the
text (see: vgglani). In that capacity, the drawing tickles the reader's expectaton of a
verbal text of the poem more and more. Thus, the drawing in the margin of the
autograph fulfils a task similar to that of an inscription in a painting (or on a
statue). There the latter tickles the spectator's expectation of the non-verbal work
of art; see, in this regard Sccuon 4.3. Reference should be made to the fact that the
drawing in the poem "ends" at the lady's knees. In other words, from that moment
on the poet seems to need all his attention to complete the poem, i.e. the verbal text.
Thus, the suggestion is raised that he has no more time to complete the (non-
verbal) drawing. Consequently, the drawing seems to "fly away", in a manner
reminiscent of a calligram. This process of "flying away" indicates the ideal quality
of a pictorial and a verbal text between which no reladonships exist. This is,
indeed, the condition which any non-verbal or verbal text should meet in order to
serve as an dllustration of another work. The visual element also plays a role 2s a
motif in the text. It is expressed vividly in the first stanza. Here, the margin
contains the most complete part of the drawing, i.e. the addressee's head. The words
vgltant, voor, sleza, and the image zwezda emphasize the essential funcdon of visible
clements.” The first stanza is particularly illustrative since it breathes a vital and
exuberant character. The second and third stanzas, however, lack this quality. They
express the poet’'s mood which becomes more and more despondent. Originally,
he sull had some positive feelings at least. In the second stanza he expresses his
idea that there was a possibility to exchange desperate feelings for better ones.
Thus, the poet expressed his hope that he might find 2 new partner. In the last
stanza, the emphasis on the descnption of abstract, desperate motufs rather than

visual ones is maintained. There, the poet expresses the idea that his sadness bears
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an irrevocable character. The interrogative pronouns ¢hfo as well as the pronoun
nichego in the fourth, fifth, and sixth lines of stanza 3 emphasize this.”® The
empbhasis on these pronouns brings about a relationship between the perceiver and
the text.

The motf of "emptiness" plays a more and more important role as the
poem proceeds.® The text and the drawing run parallel in this regard. As the
drawing gradually disappears, the text, in turn, seems to become more and more
visible. Consequently, the suggestion is aroused of a gradual transformation. This
takes place from one moment, at which the drawing plays a key role, to the next
moment, at which it has completely been replaced by the verbal text. This transfor-
mation is anticipated by the first word of the first stanza, which is an imperative
form. This imperative character of the text is gradually replaced more and more by
text-parts expressing the motif of "thinking." Accordingly, the modfs which
presuppose the ability to view, are replaced by moufs which presuppose the ability
to think. As the poem proceeds, it seems that the visible reality becomes vaguer
and vaguer. The use of interrogative staternents in the last stanza implies that the
poet constantly seems to ask the queston: "What do you #ink you'll do when I am
not there any more?" He himself gives the answer: "Nothing, of course!” (see nn. 56
and 57 again). To summarize, the verbal text runs parallel with the drawing since in
both the first and the latter an indicaton is given of the void into which both will
dissolve.

Another example of a combination of a text and a drawing of the type presented in
Magritte's painting is presented in the drawing of the man's head in the autograph
of the famous verses enuded Swert’ poeta ("The Poet's Death”™). The poem was
written in 1837 (see LIN 45/46: 196, nr. 50 as well as the drawing on 331; see ill.
12). It contains a scratched passage dealing with D'Anthés, Pushkin's opponent in
the duel.”” The margin between the stanzas shows the profile of a man with a long
moustache and a quiff. The figure drawn in the margin remained unidentified undl
1938, when it was shown to be L.V. Dubel't, who was the head of the dreaded
"Third Section" of the Tsar's Private Chancellary, i.e. the Secret Police.”® Dubel't

was 2 relative of Lermontov's grandmother, E.A. Arsen'eva (1773-1845). The latter
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sometimes put in 2 word with him in favour of her grandson. The poet himself,
however, never turned to him personally (see LN 45/46:196 and 331).*° In other
words, there is no direct relationship between the text and the man on the drawing.
Thus, the latter does not repeat the text since the figure does not indicate either
Pushkin or D'Anthés. In the last stanza Lermontov in the first place accuses the
corrupt court-circles of the murder on Pushkin rather than Dubel't. In these
circles, the Dutch Ambassador Van Heeckeren as well as his adopted son D'Ant-
hés were active. In other words, the scratched lines concluding the attack on D'An-
thés and the drawing of Dubel't raise 2 double suggestion. Thus, they seem to say
"These lines do not deal with D'Anthés"; consider the observaton made in n. 54 on
the funcdon of legends in paintings again. In this respect, the drawing at the bot-
tom of the manuscript of the verses to the poet's grand-niece A.A. Uglitskaia
(1822-1862) 1s illustrative as well (see LN. 45/46: 202 (nr. 68) and LN 43/44: 395;
see ill. 13). In fact, the addressee serves as an intermediary between the external
reader and the representation. It is suggested that both an internal and external
reader are reading the text. The figure acts as a perceiver who differs from the
external reader. Thus, she forms part of the drawing (she is viewed by the viewer)
on the one hand. On the other hand, in her function of addressee she is part of the
verbal text. Thus, the specific character of the drawing lies in the fact that it leaves
the question of the identity of the addressee undecided.®’ The figure stands, tumed
away from the artust as well as the viewer. Consequently, she seems to be seen
from an internal viewpoint, concerning both the drawing and the poet's signature,
i.e. from within their framework. The particular effect of this drawing results from
the fact that the figure seems to have undergone a process of reduction. Therefore,
the text in the autograph of the poem is readable for the reader. Consequently, the
suggestion is raised for both the external and internal viewer and reader that the
letters have become life-size. They seem to be painted on a2 high #a/. In other
words, the presence of the figure brings about a shift from an external to an

internal viewpoint from which the poem is read.
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To mention a last example of the maximal effect resulting from a combinati-
on of elements from a verbal and a non-verbal text (see the verses written in 1837

which start as follows):

He cMedica Haa Moel MpOpOYECKOi TOCKO1O;
A amaa: yaap cyanbu MeHa He oBofiaeT;
A 3HaA 4YTO roAoBa, Aro0IIMan TOGO!O,

C cBO€ii IPyAH Ha NAaxy nepeiiaeT ...

("Don't laugh at my prophetic melancholy;/ I knew: the blow of fate would not
pass me by,/ I knew that the head, loved by you,/ Would pass over from my
bosom to the scaffold”; Lermontov 1954b: 96; tr. mine, PMW). Into these verses

four drawings are inserted, representing, from left to right,

- aman's head, with a large moustache,

- the head without head gear (i.e. the bare head) of a man sporting a2 moust-
ache of caricature dimensions,

- the torso of a knight in a plufned helmet and holding a sword in his raised
right hand, and

- the upper part of a man's head with curly hair (see LN 45/46:197 and
201).

Once more, none of these figures bears any relation to the content of the text. In
this regard they meet the requirements of any illustradon in Tynianov's terms.
Perhaps the man with the sword could be associated with the ardst. He may
denote an executioner, chopping the I-figure's head off. But 7o such figure is
mentioned in the text. When viewed from left to right, the figures become more
and more incomplete so that the last in the series seems to be cut in half. At the
end of the poem the represented figure seems to have been cut off at the lower
edge of the page. In other words, the total lack of similarity between the pictorial

and verbal texts is evident from the fact that not only the represented reality has
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disappeared, but also the reality of the matenal on which it has been written, i.e.
paper. The content of the text supports this idea that both the presentauon of
reality and the represented reality disappear. See the concluding lines which run as

follows:

AaBHO nopa MHE MHP YBHAETb HOBHI;
I'lyckait ToAna pacTon4er MO BEHELL:
Benen nesua BeHel TEPHOBHIHA ...

[Mycxait! a uM He AOPONHA.

("It has long been time for me to see a new world;/ Let the crowd trample my
crown!/ The crown of the singer is a crown of thorns!/ So be it! I don't need it!";
p- 97) The words mir novyi emphasize that the poet does not know what this new
world will look like. He continues to emphasize that the crown of the poet is of no
value to him. His words antcipate the moment at which the represented reality and
the reality of the text fall together. This manifests itself in the denial of the poet's
name and talent. It implies the end of all of his literary products, including the one
the present reader has before him.*'

In summary, in these poems an interaction takes place between the verbal
texts and the drawings in the margins of the autographs. The essence of this
interacton lies in the fact that the drawings confirm Tynianov's idea that
illustrations should not merely repeat texts. The illustrations consequendy funcdon
as semantic enclaves which give the text a double code. We have observed that it is
essential that texts should be studied in combination with the drawings accom-

panying them. Thus, much is lost when they are studied in isolaton.
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Notes on Chapter Four

Consider again Hopkins' observation, mentioned in Chapter 1, Section 1.3.
according to which meter in a poetcal text, due to its merely regular character,
is of secondary importance. Rather, the expression of the interaction of rhyt-

hmical, semantic and musical speech-elements is essential.

The verses run as follows:

Beepxy oaHa
['opuT 3BE3AZ;
Moit B3op oxa
MauuT Bceraa;
Mon MeuT
Omna saeuer

H ¢ BuicoTH

Mens 3oBer!

(1954a: 262; tp. urve, [TMQY)

In a literal translation the verses run as follows: "Ahéad 6ne/ Stir is birni-
ng;/ My eye it/ Always winks;/ My dréams/ Are attricted by it/ And from
above/ It calls me! ... (etc.); tr. mine, PMW). I presented a literal a transla-
tion in order to emphasize the metric pattern. Further translations are, in as
far as possible, taken from Liberman, 1983. When translations were not
found there, I prepared them myself. Again, all text fragments which exceed

four lines are inserted into a separate note.

This poem is an imitatdon of the dedication to A.A. Bestuzhev in K.N. Ryleev's

narrative poem oinarovskii.

Paul M. Waszink - 9783954790197
Downloaded from PubFactory at 01/10/2019 02:05:26AM
via free access
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For 1P. Miatev see: V. Golitsyna. 1929. "Shutlivaia poeziia Miatleva i stikhovoi
fel'eton." In: Russkaia poeziia XIX veka: sb. statei. Pod red. B.M. Eikhenbauma i

Iu.N. Tynianova. Leningrad, 176-204.

The latter two were executed after the failure of the Decembrsts' Revolt of
1825. See, e.g., BM. Eikhenbaum. 1935-1937. ["Kommentarii"]. In: M.Iu.
Lermontov. Polnoe sobranie sochinenis. T. 2. Moskva-Leningrad: 166-169.

The idea that a partcular topic has been written at the described place or dunng

the time, has been tumed into a literary procedure by Byron. This becomes

clear from the headings of several of his poems. See, for instance, his "Stanzas

Composed during a Thunder-storm”, "Stanzas, written beneath an elm in

Harrow church yard", "Lines inscribed on a cup formed from a skull.” (etc.)

See:

A cropoxa aBepeit
Bceraa ypeceasio,
Cumewry- 1 Tem curreit

Bceraa nouty OmBao

---------

Tor c4aTAmB, B KOM HH pa3
Beceaps Ayx He rac.

XOTb OH BCIO XKH3Hb CTPRAAET,
Ho ropects 3a6niBaeT

B oAl BeceAntit vyac!

Paul M. Waszink - 9783954790197
Downloaded from PubFactory at 01/10/2019 02:05:26AM
via free access
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("The door-keeper/ I always cheer up/ I laugh - and by so doing/ I nearly
always am more satisfied./ ... / ... / Then I sing/ ... / ... / 'He is happy, in
whom not for 2 moment/ The sprit of merriment has extinguished./ Alt-
hough he may suffer his whole life,/ He forgets his sadness/ In one merry
moment!"" (Lermontov 1954a: 18; tr. mine, PMW). See again in this respect
Déring-Smirnov 1980).

The larter was arrested by Charles X's police on the charge of corrupting public
morals by his poetry. The idea that Béranger was the author of the model-text
was launched by P.A. Viazemskii in the Moskovsksi Telegraf, 12 (1826). In general,
much of Bérangers poetry bears the sub-heading "written in prison." However,
it has been demonstrated convincingly that Lermontov did not derive his lines
direcdy from this poet. The view on Béranger's alleged authorship of the (still
untraced) original verses was stll defended in Liubovich, N. 1952. "Veselyi
chas." In: Literaturnoe Nasledstvo 58: 373-377. However, it is more probable that
the Russian poet D.O. Baranov wrote the original text. He had published in
1806 (i.e. more than twenty years before 1829) a poem bearing the heading
"Cheerfulness." This apparently was a translation of a French original. It was, in
1811, included by Zhukovskii in his compilation of Russian verses taken from
the works of Russian poets, as well as many Russian joutnals. Lermontov may
have read it in this compilaton. To Baranov's lines a note was added, which
was apparendy used by Lermontov as the sub-heading of his verses. It runs as
follows: "After the 9th of Thermidor [July 27, 1794}, which put an end to the
reign of Robespierre and his creatures, when all Parisian prisons were opened,
their walls appeared to be covered with verses of all kind. In these the victims
of this tyrant expressed their courageous firmness in their sad sitwation. Here is
the translation of such an inscription, in which the French gaiety teaches us to
bear patiendy inescapable misfortunes.” Excepted for this model, Lermontov
undoubtedly also oriented himself on texts by Batiushkov (Vatsuro 1985: 72
and n. 66).
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10.

See:

A. O CmupHoBOIH

B npocrocepaeunn HeBeXAB
Kopoue 3HaTh Bac 1 xeAaa,

Ho aru craaxue Haaexan
Teneps 1 BoBCe noTepaa.

Be3 Bac- xouy cka3ats BaM MHOTO,
[Npu Bac- s cAymraTs Bac xouy :
Ho moA4a BH rasalTe CTpOro,

H 1, B cmytuenns, Moauy!

Yro AeAaTs? —peynio Ge3nCKYCHOT
Baw ym 3aHATH MHE HE AQHO ...
Bce 310 OBAO OB CMEIIHO,

Koraa bu He 6HAO T2k rpycTHO.

(Lermontov 1954: 163; "So artless and naive and open,/ I wanted to
become your friend:/ Alas! Thoses dreams were all utopian,/ And I have
shed them in the end./ Without you, words stad me boldly,/ But they betray
me when you come;/ You look reprovingly and coldly,/ Which is enough to
strike me dumb./ What can I do? I am not cunning, My words are innocent.
Too bad!/ It all of it were not so sad,/ Perhaps it even would be fun!"; Lib-
erman 1983: 229).

The author had planned to rework the verses for the journal Russkaia Starina.
However, he did not complete this process. Thus, he reworked a mere few lines

of the poem. The resulung fragment looks as follows:
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B npocToaepAeYHH HEBEXAN
Kopoue 3HaTh eaan A Bac,

Ho Ayv 3aMaHYiBONR HaACKAH
Bea Bac xouy ckasaTs BaM MHOTO,
I'lpu Bac a caymars Bac xouy;
Ho, moAua, Bu rasanTe cTporo-
M 1 B cmyiiensM MOAYY .
CA0BaMH BOKHHMH [TOPOIO

Bawm cmex Borock 2 BO3MYTHTD

------

(Lermontov 1891: prim. 119, p. 30; "So artless and naive and open,/ I

immediately wanted to become your friend,/ But the light of alluring hope/

... / Without you, words stad me boldly,/ But they betray me when you

come;/ You look reprovingly and coldly,/ Which is enough to strike me

dumb./ At umes, with impressive words/ 1 tisk to set off you laughing/ ... /

.. / / What can I do? To amuse you with naive talk ...). This version shows

the creative process as opposed to a normal one, to the extent that, in the la-

tter, an artist constructs a complete work from consttuent elements. Here,

an artist 1s shown at work who destroys a complete construction into its

constituent elements between which the former logical relation is shattered.

The dots bear testimony to this deconstructive process.
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1.

i2

This ends with the lines:

Bam HenoHATHO, BAM HECTPOAHO
Bce, uTo BHCOKO, HAZFOpPOAHO;
He 3naAn BH, 4TO rpo3HHF IWIHT
As06BH 1 rOPAOCTH HAPOAHOM

Or Bac BeHew TOT COXpaHHT.

(Lermontov 1954b: 224; "Your tastes, your vulgar predilection / Shirks lofty
aims and high perfection;/ A villain never understands/ That pride and

popular affection/ Can save a crown from greedy hands"; idenr. 98f.)
See:

Tak HepasAeAbHH B ACA€ CAZBH
Hapoa u uaps ero Bceraa
BeaeHbam BaacTy HAaroTBOpHOI
Mu nosuHyemca nmokopuo

H 6yaem Bce croATs yniopHO

3a yecTp ero Kak 3a CBOJO.

("Thus, as far as fame is concerned,/ The tsar and his people are one/ To
the commands of salutary authority/ We humbly obey/ And we'll always
stand solidly/ Behind his honour as if it were our own"; Lermontov 1954b:

308; tr. mine, PMW).

See the lines:
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15

Ects peun- 3saveHbe
TeMHO HAD HHYTOXHO
Kak moAHH KX 3ByKH

BesymcromMm xeaanpa! ...

(Lermontov 1954: 144, "So many are speeches/ Whose meaning is hidden or
worthless/ ... / How full are their sounds/ With the insansty of desire! ...;
adapted from Liberman 1983: 195; it. mine, PMW).

Concerning the use of block-time in his poetry: see Lotman 1981 (1972): 69.

--Moefi cyAbGOH,

Ckasats no npaeae, O4eHb
Hukro He 03aboves.

A ecAH CITPOCHT KTO-HHOYAb ...
Hy, kTo b1 HIf cipocha,

Ckax<si 1M, YTO HaBHACT B IPYAD
A nyaeit pamen Ou

Yro ymep 4ecTHO 32 LapHA ...

(Lermontov 1957: 60; "about my fate ... nebedy will greatly worry./ Should
someone ask you questions stll,/ Whoever that may be,/ Explain that bullets
hit and &,/ And one was meant for me;/ That for the Tsar I waged my
head ...; tr. somewhat adapted from Liberman 1983; it. mine, PMW). The
motf of people, which expresses something which is spatially determined, is
realized in the word "nobody." This is combined with the motf of "never"
which expresses something which is temporally determined. Thus, the
speaker emphasizes that nobody will ever ask for him any more. As far as

the motifs "life" and "death" expressing elements of time are concemed, the
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speaker combines them with his parents who indicate spatially determined

motfs. See the lines:

T2 ¥ MaTb MOKO €AB2 Ab

3acraMenib TH B XHBHX ...

(¢bidenr, "By with my parents, I believe,/ You"ll meet alize any more, for they
were old ..."; ibiderr, it. mine, PMW)

'“  See: Iu. M. Lotman. 1981. Aleksandr Sergeevich Pushkin. Biografita pisatelia, Moskva
(quoted from the German transladon: Leipzig, 272f.).

17. For its first stanza see:

O BuA poKACH AAR CHACTBA, AAR HAACKA
H BaoxHOBeHHH MUPHHX!- HO Oe3yMHKI#
H3 AeTcknx paHO BHBAACA OABKA

H cepatie 6pocHA B MOpe KH3HH ITYMHOI;
M mup He nowaana- n 6or He cnac!

Tax couHbiit MAOA AO BpEMEHI CO3PEAR
Mexay LUBETOB BUCHT OCHPOTEAN A,

H#u Bkyca OH He paayer, H raas3;

M yac ix kpacoTH- ero naaeHss yac!

("He was born for happiness, for hopeful expectations/ And peaceful inspi-
radon! But crazy as he was/ He early tore himself away from his children's
clothes/ And flung his heart into the sea of noisy life;/ And neither was he
spared by life, nor saved by God!/ Similarly a juicy, premature fruit/ Hangs
amidst the flowers like an orphan;/ Neither does it tickle the palate, nor the
eye;/ And the moment it looks fine, is the moment it falls off"; Lermontov
1954: 63; tr. mine, PMW)
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18.

19.

Aas yero A He poaHacs [1]
37O CHHEIO BOAHON?- [2]

Kax 6w 1rymHO 51 kaTisaca [3)

[Toa cepebpanoit AyHOf; 4 ]

O! Kak ctpactHo 7 700324 611 [ 5]
3osoTHCTHI MOIE ecok, { 6]

Kax naameHHO npe3npan 6ui [ 7 ]
Heaosepunssiit yeanok; [8 |

Bce, uem Tak ropasrcs aroas [ 9]

Moit HabGer 61 paspyiuaa; ...[10]

("Why haven’t I been born/ as that dark-blue ware?/ How I would roar/
Under the silver moon;/ Oh! How passionately would I kiss/ My golden
sands/ How arrogandy I would despise/ The distrustful boat;/ Everything
on which men pride themselves/ Would be destroyed by my foray"; Lerm-
ontov 1957: 414; tr. and it. mine, PMW)

They run as follows: "Voici une autre; ces deux piéces vous expliqueront mon

¢tat moral mieux que j'aurais pu le faire en prose:

Koueu! kax 3ByuwHO 310 ca0BO! [ 1]

Kak MHOrO, M2.70O Mbicaeil B Hem! [ 2 ]
Flocacasissit ctoH- 1 Bce rotoso [ 3]
bea saabHix cnipaBox;- 11 moTonm? (4 |
Moron Bac 4iHHO B rpob norowyT [ 5]
H uyepsn Baw ckeaet obraoxyT, [ 6]

A TAM HaCACAHIIK B AOOpHIFi vac [ 7 ]
[puaaBsT MoHYMerTOM Bac; [8 )
[1pocTiis BaM kaxay10 0Biiay, [ 9 ]

OrcayuT B uepkH nawxiay, [ 10]
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("The end! What a sound that word has!/ How much, how little does it
mean!/ A last groan - and all is finished;/ Point-blank gone, and what then-
?/ Then you will be laid orderly in a grave/ And a worm will gnaw on all

sides of your skeleton,/ And there an heir at some time/ Will crush you by a

monument;/ Having forgiven you all his grudges/ He'll finish a requiem

mass in the church [‘church’ or ‘the church’?"; Lermontov 1957: 415).

Koraa »x YHHOBHBH YEAOBEX
3aX04YET MECTO Ha KAaADHIIE,
To Barre TeCHOE XHAHIIE
Paspoer 3acTyn noxopoH

H rpybo BuikiHeT Bac BOH;

H, moxeT OHTD; M3 BallIeH KOCTH,
[ToarnB BOAH, MOACHTIAB Kpy™,
M3 Balei KOCTH,

TloAAMB BOAM, TOACHITAB KPYyTI,
Kyxmericrep s3roTosuT cyn-
(Bce 3To Apyxecku, 6e3 3aocTi).

A TaM TOAOAHKH aITIETHT

XBaAHT Bac OyAeT € BOCXHILEHBEM;

A TaMm )KEAyAOK BaC CB2pHT,
A TaM- HO C BALITM ITO3BOACHBEM
A 3aech OKOHYY MOH paccKas;

M 3TOro AOBOABHO € Bac .

("When a person with with a high rank/ Will like to have a place on the
cemetery,/ Then your narrow dwelling-place/ Will be rummaged by the

spade used at funerals/ And will crudely throw you out from it;/ And, pet-

haps, the cook will take your bones,/ Add water and groats to them,/ And

prepare soup -/ (All this is merant amically, without malice.)/ And then a a
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21

23

hungry appetite/ Will praise you rapturously;/ And then a stomach will
digest you,/ And then - but, with your permission/ I'l finish my story
here;/ And you'll have had enough of it"; Lermontov 1957: 415f,; my tr.,
PMW).

This jocose tone is typical of the GPB-version of poem (Lermontov 1957: 416).
In the definite version, however, the poem has a different ending; there its
ending is serious, even bitter; the tone corresponds with the first stanza and the
general tone of the letter. Thus, the final version (see Lermontov 54b: 59f.)
lacks the merry tone which the GPB-version has and which occurs within the

framework of the letter.

Thus, he exclaims: he exclaims: "... je suis allé jusqu'a faire des vers frangais, -
oh! dépravation! Si vous voulez je vous les écrirai ici; ils sont tres jolis pour des
premiers vers; et dans le genre de Parny, si vous le connaissez. [For the text of

the poem see:]

L'ATTENTE

Je Vattends dans la plaine sombre;
Au loin je vois blanchir une ombre,
Une ombre, qui vient doucement...
Eh non! - trompeuse espérance! -
Clest un vieux saule, qui balance
Son tronc desséché et luisant.

Je me penche, et longtemps I'écoute; ... "' (etc.)

(Lermontov 1957: 460f.)." In the final version, the poem is divided in three
stanzas (see Lermontov 1954b: 198f£.). In the version inserted into the letter,

however, it is printed as one whole (see Lermontov 1957: 460f.).

Hildebrandt 1908: 53f., Réau 1922: 362; see also Wes 1992 [1991}: 56ff.; the nu-

mbers in square brackets indicate the original years of publication.
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24,

26,

21

28

As far as repetidons are concerned, G. Manley Hopkins' observations
concerning poetry daung from the 1860s are illustradve. See also Chapter 1,

Secton 1.3., n. 18.

For the idea that the interpretadon of a work of art is intentonally hampered,
see some medieval paintings with an inscription. There it sometimes occurs that
a naive representation is combined with a pardcularly sophisucated Latn
inscripton. Such an inscription is often accessible to educated people only. The
inscription serves as a means to remind the viewer that the naive representation
should not lead the perceiver astray. Thus, the educated viewer should keep in
mind that the work is not reserved for him alone. The same holds, on the other
hand, for the simple-minded viewer. In fact, a representation on a paintung may
seem simple and comprehensible to a naive viewer. However, the latter, in turn,
should keep in mind that it contains a deeper meaning which is accessible for a

learned brain only. Only such a brain can grasp its impact (Wallis 1973: 13).

See Butor's observation in this regard: "Toute inscription 2 interieur du cadre
va attrer le regard d'autant plus longtemps donc d'autant plus fortement qu'elle
nous demandra plus d'effort pour la déchiffrer; le peintre, par sa géometne vive,
doit intégrer ou au moins compenser cette formidable attracdon” (Butor 1974:

40).

I express my grattude to Dr. Edwin Rabbie for his readiness to prepare the
Latin translagons, PMW,

After having described the statue bearing the inscription "PETRO PRIMO,
CATHERINA SECUNDA POSUIT, 177." and having been introduced to Falconette
(sic!), Wraxall reports that the Falconette said to him: "Possibly,’ said he, 'the
Czar would have asked me too, why I did not put a sabre into his hand; but
perhaps, he made too great a use when alive, and a sculptor ought only to
exhibit those parts of a character which reflect honour on it, and rather to draw

a veil across the errors and vices which tarnish it. A laboured panegyric would
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have been equally unjust and unnecessary, since history has already performed
that office which imparual justice, and held up his name to universal regard, and
I must do her present majesty the justice to say, she had taste, and discernment
enough perfectly to see this, and to prefer the present short inscription to any other which
could be composed” (Wraxall, N. Jun. (1775). A Tour through Some of The Northern
Parts of Europe, particularly Copenhagen, Stockholm, and Petersburgh. In a Series of
Letters. Second Ed., corr. London, Cadell, 225f.; it. mine, PMW,; see, in this
regard, also Hildebrandt 1908: 50 and fn.).

"Profligatis hostium armis,/ Classe cremata/ Aucto dominio,/ Felicitad popu-
lorum reddita pace,/ PETRO/ Nomine primo/ Monumentum posuit/ CATHERI-
NA/ Nomine secunda/ Anno 1772" ("After driving away the enemies’ army,/
butning their fleet,/ enlarging the empire,/ restoring peace to the people's hap-
piness,/ for PETER,/ the first of that name,/ erected this monument/ CATHE-
RINE,/ the second of that name,/ in the year 1772"; quoted from Correspondance,
10: 344. Moreover, Diderot drafted two other versions of an inscription, run-
ning as follows: "Petro nomine primo monumentum consecravit/ Catherina
nomine secunda" ("To Peter, the first of that name, Catherine, the second of
that name, consecrated this monument"), and "Conatu enormi saxum enorme
advexit/ Et subjecit pedibus herois rediviva virtus” ("With an enormous effort,

rebom virtue has brought an enormous boulder, and put it under the hero's
feet"; Réau 1922: 362).

"Le philosophe a oublié que c'est Cathérine elle-méme qui érige la statue de
Pierre-le-Grand et que personne ne doit se louer ni directement ni indirec-
tement. Dans les inscriptions, il ne faut que des faits et des faits vrais. Ce sont
des monuments historiques et rien de plus. La postérité doit juger sur les faits."
Galiani's own draft of an inscription was inserted into the same letter; it runs as
follows: "CATHARINA 11 AUGUSTA/ Mater senatus, mater castrorum,/ Mater
patriae,/ Condius legibus, bonis artibus restituts,/ Rege polonis dato,/ Turcis

terra marique rebellads,/ Tartaris in potestatem redactis./ Valachis, Moldovis in
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3.

2

33

Fidem receptis,/ Finibus imperi propagats,/ Statuam cum ornamentis/
Imperatori caesari PETRO | AUGUSTO/ Libens merito posuit./ Dedicata anno
1772, mense etc.” ("The elevated empress Catherine II, mother of the senate/
mother of the army,/ mother of the fatherland,/ after introducing laws,
restoring the arts,/ giving a king to the Polish,/ defeating the Turks on land and
at sea,/ subjecting the Tartars,/ entering into a treaty with the Walachians and
Moldavians,/ enlarging the boundaries of the empire,/ erected this statue with
its accessories/ to the ELEVATED EMPEROR PETER, the first of that name in the
year 1772", the month (etc.) (For the texts of the versions by Diderot and
Galiani, see: Correspondance (1877-1882), 10, 104-109; here: 107-108; also: F.
Galiani. 1881. L'abbé F. Galiani. Correspondance avec madame d'Epinay-madame
Necker-madame Geoffrin, etc.- Diderot- Grimm- D' Alembert- De Sartine- D'Holbach, efe.
Nouv. éd. . . . par L. Perey et G. Maugras. T. I1. Paris, Lévy, 123. (= Ecrivains
du XVIIle siécle.)). It has also been inserted into CFL with an error in the
penultimate line: "positis” instead of "posuit” (see CFL, 10, 976).

Quoted in the German translation in Hildebrande 1908: 83.
See Falconet 1781, 2: 139, 264, as well as Réau 1922: 388f.

In Latin, the direct object in the accusative serves as the necessary complement
nceded for the completion of the statement; it may also specify its content.
Consequently, the form in the accusatve in exclamations in Latin should be
cxplained Latin accordingly insofar as they presuppose an action expressed in

the verb (Scherer 1975: 44).

See, for instance, the verbs izuchat’ and wehit’sia in Russian. In the first the object
is given in the accusative, in the second, in the dative. In the first case it is used,
for example, when lessons for schools are meant. Then the object which has to
be learnt is supposed to be a complete, rounded-off piece of work. However,
when it is used in the sense of "to learn a language", a dative-form is used. In

that case, it is supposed that the learner acquires a mere part of a language sy-
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35.

37

stemn. It is assumed that this system does not depend upon a user's activity and

preserves its autonomy (Jakobson 1971 (1936): 52f.).

See: "Dans le panneau d'un retable médiéval, le dédicataire est le saint méme
représenté. Son nom désigne en fait non pas tant celui 3 qui ressemble cette
figure que celui 2 qui elle est offerte, toute ressemblance littérale étant
généralement inaccessible, perdue dans les siécles anciens, et n'important guére
pourvu qu'un embléme précise I'attribution. Voici I'image dédiée 2 saint Paul et
par l'intermédiaire de laquelle d'autres encore pourront lui adresser leurs priéres.

Ce qu'll nous faut y reconnaitre ce sont ses vertus” (Butor 1974: 74).

When stating that the rock serving as the pedestal was unnatural indeed, as such
rocks are not found in the marshes of St. Petersburg, the sculptor says: " ... Il
savoit aussi qu'une allégonie se rapporte au moral de son sujet, et ne s'astreint
point servilement au physique d'un terrain ... Il ne verra pas sa statue; mais s'il
pouvoit la voir, je crois qu'll y trouveroit peut-étre un reflet du sentiment qui
'animoit” (Falconet 1781, 1: 264).

See, in this regard, Diderot's conception of man, in whom, in his ideal form, the
individual and the genre should be combined: "Le plus bel homme et celui que
la nature a formé pour remplir le plus aisément qu'il est possible les deux grands
fonctons: la conservation de l'individu, qui s'étend 4 beaucoup de choses, ct la
propagation de l'espéce qui s'étend a une" (quoted in Cassirer, E. 1932. Dse
Philosaphie der Aufklirung. Tibingen: Mohr, 416). For the concepton of "la belle
nature” in the Classicistic world-view and the difference between Diderot and

Falconet in this respect, see Drost 1989.

The latter gives an enthusiastic descripuon of a forest, a rock, a torrent, a
waterfall and a mountain. He continues as follows: "Mais ces saules, cette chau-
miére, ces animaux qui paissent aux environs; tout ce spectacle d'wfilité n'ajoute-
t-1l ien 2 mon plaisir? Et quelle différence encore de la sensation de I'homme

ordinaire a celle du philosophe! C'est lui qui réfléchit et qui voit, dans l'arbre de
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39.

la forét, le mat qui doit un jour s'opposer sa téte altiére a la la tempéte et aux
vents; dans les entrailles de la montagne, le métal brut qui bouillonnera un jour
au fond des fourneaux ardents, et prendra la forme, et des machines qut fécon-
dent la terre, et de celles qui en détruisent les habitants; dans le rocher, les
masses de pierre dont on élévera des palais des palais aux rois et des temples au
dieux; dans les eaux du torrent, tantot le ravage de la campagne, la formation
des riviéres, des fleuves, le commerce, les habitants de l'univers liés, leurs
trésors portés de nivage en rivage, et de la dispersés dans toute la profondeur
des continents; et son ame mobile passera subitement de la douce et voluptu-
euse émotion du plaisir au sentiment de la terreur, si son imagination vient a
soulever les flots de I'océan” (Diderot, D. 1970 (1796). "Essai sur la peinture.”
In: CFL,, 6: 253-317; here: 315f; it. mine, PMW).

As regards Diderot's belief of a better future for man, see Diderot, {D.], Falco-
net, [E.-M.]. 1959 Correspondance: Les sixc premiéres lettres. (Dieckmann, H., Seznec,
J. (éds.). Frankfurt aM.: Klostermann, 12, 42f., 6Of. and passim, (= Analecta
romanica, T), and Benoit, Y. (éd.) 1958. Diderot et Falconet. Lz pour et le contre.
Correspondence polénmique sur le respect de la posterionité. Pline et les les andens. Panis, les
Editeurs Francais Réunis, 55, 82, 99f,, 152. Falconet, however, objected that
even if he knew that a meteor would destroy the earth he would go on carrying
out his task as an artist as long as he would be given ume (Seznec-Dieckmann
1952: 201). Falconet's rejection of Diderot's views concerning the essental
funcuon of the future, see Diderot, D. 1957-1967. Salons. (J. Seznec (éd.)). 4
vols. Oxford Univ. Press, 2, 14. In general, for the polemics between Diderot
and Falconet on this subject, see, Wilson, A M. 1972 [1957]. Diderot. Oxford
Univ. Press, 508ff. and the notes on 813f.

See his own words: "Vous pouvez remarquer que j'ai particuli¢rement 6té de la
pierre aux deux cités vers le sommet, pour ne lui donner que 10 a 11 pieds de
large, au lieu des 21 pieds qu'il y avoit; & que par un talus qui conduise l'oeil au

plan sur lequel doit poser le cheval, ce plan n'ait que huit pieds de largeur
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42

environ. J'ai voulu, comme un autre Statuarre, qu'on en vit d'en bas, les cuisses,
les jambes & les pieds du cheval. Je n'ai fait aucune autre diminution sensible, si
ce n'est pour faire ressembiler le bloc au modéle, pour lui 6ter la forme ratatinée;
il falloit que le cheval gravit une pente douce ... " (Falconet, E.-M. 1781. "Entre-
den d'un Voyageur avec un Statuaire." In: Falconet 1781, 6: 218-218; here:
213.).

For the allegorical character of the statue Falconet's own words are instructive.
See "A mon départ de Pétersbourg, la base n'étoit pas entiérement achevée. J'y
aurois peut-étre indiqué, par quelques arbustes en bronze & placés dans la
partie que l'empereur a déja parcourue, les progrés que son regne fit faire a la
Russie” (Falconet, E.M. 1781. "Entreden d'un voyageur avec un statuaire.” In
Falconet 1781, 6: 213f). This passage is of particular importance for the fact
that, at least to a limited degree, the sculptor permitted that some attributes of
the kind Diderot had proposed and which he rejected be adopted in the
monument. The place he had chosen for these is of interest because they show
the combination of the artistic motifs of high and low speed. Thus, Falconet
emphasizes that the attributes, selected by him should be placed at the rear, i.c.
at the place indicating the distance which the emperor was supposed to have
traversed. This distance metaphorically indicated the progress his reign [??] had
made under his guidance. In other words, this distance can be said to be at rest
(thus indicating low speed), whereas the path the czar and his reign still had to
go is, metaphorically, rendered by the forelegs of the jumping horse. In the
same article, Falconet defended himself against those critics who attacked him
for supposedly having spent money needlessly on the freight of the enormous
rock to the capital with an appeal to his mighty commissioners, who had given

him free reign in this matter.

See his letter of December 6th, 1773, in Diderot 1955-1972, vol. 3 (1966), (juin
1773-avril 1774: 115-121; here: 117; also in CFL X, (1971): 1103-1107; here:
1104,
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45,

47,

48.

It was one of Diderot’s and Falconet's objections against Michelangelo's statue
of Marcus Aurelius in Rome that horse and horseman are no organic whole. In
their view, if the horse were compelled to march, it would simply fall, due to its
stff legs. (see Diderot's observaton in CFL 10, 1105, as well as Seznec-
Dieckmann 1952: 205).

See Seznec-Dieckmann 1952: 202.

For Diderot's reacton to Falconet's observatons conceming the tasks of artists
and men-of-letters, see Correspondence 1877-1882, 9 (1879): 345; for an overall
view, see also Seznec, J. 1956. Falkonet, Voltaire et Diderot. Studies on V'oltaire and
the Egghteenth Century, 2, 43-59.

As far as Falconet's ideas concemning the czar's garment are concemed, see
Falconet 1781,1: 177 and 2: 187.

For instance, Marcus Aurelius was a great philosopher. Therefore, Michelangelo
was perfectly right when he dressed him accordingly. However, the fact that he
was a philosopher did not prevent the Romans from establishing a great
empire. The statue does not become less identfiable for that. The reverse holds
true for Peter the Great. He was a great war leader. This fact, however, does

not detract from the fact that he was a great legislator and empire-builder as
well (Falconet 1781, 2: 191).

This portrait demonstrates that illustrations should not mercly repeat scenes
described in a text. In the portrait, the painter is depicted in three ways. He is
seen from behind (1). Furthermore, his head and shoulders can be seen in the
portrait he is painting (2). To conclude, his reflection is viewed in a mirror (3).
The idea that he is viewed from within the portrait is brought about by the fact
that (2) and (3) are inserted into the portrait. The latter two would, normally,
not be visible. Thus, the starting point is that the painter presents the portrait
from one fixed viewpoint. The effect of the portrait is caused by the fact that

the use of the mouf of repeution goes hand in hand with the element of time.
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This effect is realized by the use of the motfs of the portrait and of the mirror.
The motif of time is expressed in the portrait in the following way: The portrait
shows the upper part of the painter's body first. Then, the representations (2) and
(3) are presented. These show his head and shoulders only. In other words, the
Gumpp-portrait confirms Valéry's definition of beauty mentioned in Chapter 1,
Section 1.4. The latter emphasized that an object's beauty depends upon its
fragmentary character. In fact, the representation of the back view of the pain-
ter in (1) raises the suggestion of the representation of the head and shoulders in
(2) and (3). Through the absence of the representaton of the whole of the
painter's body in versions (2) and (3), the perceiver is s#imulated to fill that space
according to his own wishes. In turn, he is encouraged to fill the missing front
of the whole of the painter's body in version (1) in a similar way. In other
words, only when mutually replenishing the three versions (1), (2) and (3), all of
which are fragmentary, does the perceiver get a complete picture of the person
portrayed.

Russian Cubo-Futurist poets, following French surrealist authors like Breton,
Apollinaire, and others, developed the procedure of combining in one work
verbal and iconic signs: see the survey given in Khardzhiev 1970: 9-49. For so-

me general observations concerning this subject, see Butor 1964: 118.

"Calligramme: (Litt.) Texte écrit dont les lignes sont disposées en forme de
dessins.” (P. Imbs (réd.). 1977. Trésor de la langue frangaise: Dictionnaire du 19¢ et du
20e siécle (1789-1960), 15. Paris, 47. It should be remarked that no such word
can be found in the OED. Foucault argues that the essence of a calligram lies in
the fact that it shows a conflict between temporally and spatially determined
signs. The effect of this lack of agreement is that the interpretation of the work

of art is hindered.

The French Surrealists paid attention to the autonomous character of the
ilustrations in their literary texts. Thus, they considered that illustrations

question rather than confirm the literary character of texts. They should impede
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rather than confirm this literary character. For example, A. Breton observes in
the foreword of the second edition of his novel Nadja that its literary character
lies in the fact that it has been written in the style of a medical report. Thus,
purposely, no claim is laid to a2 beautiful style since the novel only wants to
inform the reader of facts in an objective manner. Accordingly, illustrations
have an and-literary character. See: "de méme que l'abondante illustration
photographique a pour objet d'éliminer toute description - celle-ci frappée
d'inanité dans la Manifeste du Surréalisme -le ton adopté pour le récit se calque sur
sur l'observation médicale ... " (A. Breton. 1988 (1962 [1928]). "Nadja." In:
Oeuvres complétes, 1. Ed. par M. Bonnet [a.0] (Bibliothéque de la Pléiade). Paris, G45-
753; here 645). What is essential in Breton's Nadja is, that, although the
illustrations refer to a particular section of the text, there is no narrative
reladonship between them and the verbal text. They do not run parallel with the
text, do not second it, do not clarify it (see Spies 1988: 172).

Pucynxs camoro Ilyiikmua B pykonsicax Omiam Anbo pucyHkamis Boobure
(rpofoBLUKK BoOILE, MOXOPHH BoobOILE, 2 HE MAAIOCTPHPYIOLLHE AAHHHIA
paccka3), Aubo pHcyHKamy 110 moBoay (koHb Des Meanoro Bcassitka), HO no
OoAbleit YaCTH TeMM B3MaxaMi Nepa, KOTOPHE YAaYHO COIMPOBOMKARAH
CTHXOBBIE MOTOPHBIe 0Opa3nl (H YaCTO MO3TOMY HE MMEAH K HHMM BHELLUHETO
OTHOHIEHHH). B NMOCACAHEM CAYYRC NEPEA HAMM ABACHHE, CXOAHOEC C ABACHHEM

aBTOMaTI4YecKoi kpurrrorpadmu. |...]

("The drawings of Pushkin himself in the autographs were drawings in general
(a coffin-maker in general, a burial in general), but they did not illustrate a given
story. Or they might bear an occasional character (the horse without the "bro-
nze horseman" on it), but they were mostly those movements of the pen which
successfully accompanied poetc images of dynamic moments (and which,
consequently, mostly had no external reladonships to them). [In the latter case
we see ourselves confronted with something like the phenomenon of auto-

matical cryptography}"™). Thus, in the verses from Eugenit Onegin the reader sees
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himself confronted with something like automatcal cryptography"; Tynianov
1977 (1923): 313f. and n. as well as 547, n. 10 and 11). For instance, in Eggenii
Onmegin 1, 59, Pushkin introduces the image of a poet absent-mindedly antcipa-
tng his future creative activiies by carrying out another, entirely unrelated

actuvity. Thus, he is dreaming instead. Consider: ...

Mepo, 3abuBwmcy, He pucyer,/ Banz neokonuenHwx ctuxoB / Hu
KEHCKIX HOMXEK, HH roaoB; /../ A ckopo Gypm caea / B aywe moei
coscem ytuxder;/ Toraa-to s mauny nmcats:/ [Noamy mecen B ABaauaTh

NATH.

(Pushkin, A.S. 1957. PSS t. 5: Eugemi Onegin - Dramaticheskie proizvedeniia.
Moskva, Izd. ANSSR. ("The pen, lost in #rance, does not delineate/ Next to
unfinisbed lines/ Feminine feet or heads./ But soon the storm's trace/ Will hush
completely in my soul./ Then I shall start to to write/ A poem in twenty-five
cantos or so"; Pushkin 1976 1: 121 [it. mine, PMW] as well as the latter’s [yours

or Pushkin’s?] comments on these lines in idem 2: 213£.).

Consider, in this regard, Foucault's discussion of Magritte's painting entitled "La
trahison des images." This contains the words "Ceci n'est pas une pipe.” They
have to be transformed from a temporally determined chain, which presup-
poses a readingprocess, into a spatially determined painting. This presupposes a
process of viewing (see Foucault 1973: 20). Foucault emphasizes that the legend
both orients and disorients the perceiver. Thus, it has to bridge the gap between
the spatial and temporal elements in the painting. It does so by force of its
function as a calligram. Thus, it enables the perceiver to find points of guidance
for the correct interpretation of the painting in the course of the reading process
of the words. As soon as the reading of the legend has been completed, the
legend loses its temporal determination and becomes spatally determined
instead (fbidemr). The calligram-like character of the representation is caused by

the fact that the pictonal and verbal texts cannot be interpreted simultaneously.
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The first stanza runs as follows:

Baraann, kak MO# CITOKOEH B30p,
Xora 38e3aa cyapbu MoOEH
[ToMepkHyAa ¢ AABHHILIHHX MOP
H ¢ Hero AyMH CBeTAHX AHEH.
Caesa, koTopas He pa3

Psasack 6aecHyTs nepea Tobo#H,
Yk He NpHAET KaK 3TOT 4ac,

Ha cnmex moaocaannuiii cyasboit

(" Look, how calm my lok is,/ Although the star of my fate/ Has long since
been darkened/ And, with it, the thoughts of bright days./ The tear, so often
eager/ To shine before you/ Will not come any more, nor will that hour/
Mockingly, sent by fate"; Lermontov 1954a: 155; tr. and it. mine, PMW).
Origin of the autograph: IRLI, op. 1, no. 8 (tetrad’ VII), 1. 1 2. The
following abbreviations were used to indicate the origin of the autographs:

TsGLA: Tsentral'nyi Gos. Literaturnyi Arkhiy. (Moskva), GIM: Gas. Istorichesksi
Muzei (Moskva), GPB: Gos. Publicheskaia Biblioteka im. M.E. Saltykova-Shchedri-
na (Moskva), IRLI: Institut Russkoi Literatury (Pushkinskii Domy), Akademii
Nauk SSSR. (Leningrad), LB: Gos. Biblioteka SSSR im. V1. Lenina. (Moskva)
For the relationship between Lermontov and Sushkova, see the latter’s
notes, reprinted in M.1. Gillelson, O.V. Miller (red). 1989. M.Iu. Lermontov v
vospominaniiakh sovremenntkeov. Moskva, 98 and 522.

. See, in the second stanza, the lines:

Paul M. Waszink - 9783954790197
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...C TEX MTOP CEPACYHOH ITyCTOTH
A yx HMueM He 3aMeHAA
Huuto He cOananT Goablute Hac,

Huuto MHe He OTAACT HOKOJ! ...

("... I have not filled my empty heart/ With anything amy more since then./
Nothing will bring us together any more,/ Nothing will give me back my rest...";
Lemontov 1954a: 155; it. mine, PMW).

And, in the third stanza:

A xepTBOBAA APYTHM CTPACTAM,
Ho ecan nepBuie MeyTH
CAYXHTB He MOTYT CHOBA HaM-

To 4em ke ux 3ameHHIIb TH? ...

("l sacrificed to other passions,/ But if the former dreams/ Cannot be of
any use to us again,/ With what will you replace them?"; ibidem).

See again the lines mentioned in n. 57:

... C TEX MTOP CEPAEYHONH ITyCTOTH

A yx HHYeM He 3aAMEHAA...

("... I have not filled my empty heart/ With anything any more since then

..."), as well as the concluding lines of stanza 3:

Yenm ycnokoHLUB XIH3HB MOIO,
Koraa yx obpamitaa B npax
Mom naxexau B cem kpato,

A MoXeT OuTs, H B HeDecax? ...

Paul M. Waszink - 9783954790197
Downloaded from PubFactory at 01/10/2019 02:05:26AM
via free access
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("With what will you soothe my life,/ When you'll have reduced my expecta-
tins # dust,/ In this world, and,/ perhaps, in the heavens?.."; 1954a: 155f)).

The scratched passage runs as follows:

Ero aywa B 3aborax csera

Hu pa3y He bnaa corpera
Bocroprom pyccxoro noata
[AyDoksM maaMeHHBIM CTHXOM.

Ho uac HacTaa- u Her neBria Kapkaze!

("His soul, steeped in the worries of the world/ Wasn't warmed even once/
By the rapture of the Russian poet;/ His profound, ardent verse./ But the
time came - and he was gone, the singer of the Caucasus!"; Lermontov
1954b: 273; it. mine, PMW).The preceding lines (included in the complete
version which was published under the ttle Na smert’ Pushkina, in: Poliarmaia
Zvezda, 1856, London 162), run as follows:

...M3aanexa

MoaoOHRIT cOTHAM Deraenos,

Ha aoBato cuactea 11 witHoB
3abporueH kK HAM MO BOAE POKa,;
Cwmench, OH AEP3KO IIpe3Hpas

3eMAH YyKOM A3LIK H HPaBHI;

He mor masmms oH Hatueit cAaBu;
He mor nonsaTs B ceit MHr kpoBaBHifi,

Ha uto on pyky npoannmMaal ...
(Lermontov 1954: 85)

Paul M. Waszink - 9783954790197
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61.

(".... from across the border,/ Like many others lacking pluck,/ In search of
money, rank and luck,/ He came to us, consumed with boredom./ He moc-
ked the alien tongue and mind,/ And at that moment, grim and gory,/ He
was not shaken, was not sorry/ To pint his gun at Russia's glory -/ He was
to fame and glory's blind"; Liberman 1983: 109). For the autograph, see
GPB, Sobranie sochinenie rukopisei Lermontova, 8 (ig Arkhiva V.F Od oevskago).

See 1. Feinberg, "Risunok poeta." In Sovetskoe Iskusstvo, 53, 1938, as well as
Literaturnyi Kritik, 2 (1940), 151-156. See also: 1. Feinberg. 1976. Chitaia tetrads
Pusbkina, Moskva, 247-250.

Herzen in particular developed an acute aversion to Dubel't for his, on the one
hand, evasive, and, on the other hand, rapacious and arrogant character (A.
Herzen. 1937. Byloe { Dumy, t.2, Moskva, 254-255). See also: V.A. Manuilov,
L.N. Nazarova (eds.) 1954. Lermontor v Peterburge. Leningrad, 117f. (1/ydaiusbehie
deiateli nauks i keul'tury v Peterburge-Petrograde-1 eningrade).

IRLI, op. 1, No. 42 (iz alboma AA. Al'brekbt, uroghd. Uglitskor).

Sometimes, the combination of a text and a drawing in one context may result
in an incomplete piece of work. This may seem an artistic procedure. It
partcularly happens in grotesque stories which contain all kinds of constituent
elements cut off from their onginal contexts. These elements are autonomous
objects. They are easily recognizable, but not in their specific context. Thus,
hands, heads, pieces of clothing are operative in them which are presented as
being blown up. See, in this regard, the poems of Morgenstern, or the stories of

Hoffmann and Gogol.'
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Chapter 5: The Return from a Secondary to a
Primary System: Observations on Romantic Prose

5.1 Block-time in Some Texts by Lermontov and the Role of the
Implied Author

Stendhal's two definitions of the novel form the starting-point in the discussion of
Lermontov's prose-works. The first of these reads as follows: "Un roman: c'est un
miroir qu'on proméne le long d'un chemin" (1), and the second: "Un roman est
comme un archet; la caisse du violon qui rend les sons, c'est I'ime du lecteur (2).""
Stendhal's definitions mean that writing a novel does not consist of describing the
cxperiences of a represented figure. Rather, it consists of describing how that
person feels himself in that specific situation (Gilman 1969: 161). Both definidons
imply that an author and a reader are involved in the narratuve process. Thus, as far
as definmiton 1 1s concemed, the writer and the reader continuously see themselves
confronted with their own selves during the narratve process. In definition 2, the
part of the feelings of both a player and his audience in the creative process is also
emphasized. Thus, the image of the violin-bow shows a player producing tones on
the one hand and a person reacting to these tones on the other. In his studies of
the novel, Bakhtin emphasized that, in its development, all kinds of imitatons
played a key role.? The genres mentioned in n. 2 were essental not only for writers
of imitatons but for their readers as well. Bakhun defined the reader as a person
carrying out an activity himself rather than merely undergoing the activity of an
author. He emphasized that repetation plays a key role in the development of the
novel. Thus, a reader was supposed to have at least a faint notion of the original,
high-pitched, genres lying at their base. In fact, Manneristic genres were important
intermediate genres in the development of the novel. They reminded the perceivers
of new genres of the aforemendoned orginal, older genres. These older genres
were, as it were, presented to later readers in a new form. Thus, genres which had
become dated remained recognizable. Consider again, in this regard, Chapter 1,
Secuon 1.2, and n. 6. To some degree, all novels can be said to have a Manneristic

character since they are hybrid and so they can be retraced to patterns which
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remain recognizable. The circulation of the printing-press played 2 key role in the
development of the novel since it guaranteed a steady stream of new readers. They
were continuously looking for new literary genres; these were supposed to serve as
reactions to the aforementioned original texts which had become outdated. In
other words, the printing-press fostered the generation of such new genres. These,
in turn, led to new imitadons and, again, to new genres (Gilman 1969: 158f.). In
fact, the aforementioned imitations in literature can be said to be products of ellip-
tic, intermediate stages similar to those between primary and secondary systems
according to Likhachev (see again Chapter 1, Secdon 1.1). Summarizing, the
printing-press testifies to the correctness of the latter's theory.

Stendhal's definitions and the idea that the novel originates from recogniza-
ble models emphasize the expression of time in block-form in the work. Consider
again Chapter 1, Section 1.5: It was observed there that ume in the arts and
literatures of the Middle Ages was presented as either circular or block-like.
Consequently, the Middle Ages may be considered a typical secondary system.
Some attendon was paid in Chapter 3, Section 3.3.1 to the fact that the time-
conception of a Romantc poet like Bararynskii was circular. To that extent, Ro-
manticism was also typical of a secondary system. In this section, the presentation
of ume by Lermontov will be discussed in more detail. It has already been
observed in Chapter 4, Secton 4.1 that Lermontov tends to express tme in block-
form in his poetry. He also does this in his prose. In other words, there dme is also
spatially determined. Let us return, where this is concerned, to the 2forementioned
motifs of the mirror and the violin-bow. A mirror (i.e. a spatially determined
object) is able "to catch” a mobile object from the beginning of its development to
its end. Consequently, it is fit for expressing time in terms of space, which is typical
of block-time. In turn, 2 bow is also fit for expressing the idea of block time. It is
itself spadally determined. However, it is compared with a temporally determined
process, like 2 narrative. Consequently, it suggests that the narrative can be expres-
sed in terms of space. In turn, 2 bow presupposes a violin, i.e. an object which is
also spatially determined. It will reach its goal only if its (temporally determined)

tones find the soul of a reader, which is likened to the spatially determined body of
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a violin. To summarize, it is a concrete violin which enables a player to produce
temporally determined tones. These enable a listener to formulate equally
temporally determined reactions. A listener runs parallel with a reader since the
latter has to go through a similar temporaily determined reading-process. In turn,
the activities of both an author and a reader result, upon their completion, in a
rounded-off, spatally determined book with a well-defined size. The activites of
both a player and a listener result in an equally spatially determined violin and
violin-bow. What is essenual is that both a listener to the tones of the viohn and
the reader of a book are free in their reactions (see Gilman 1969: 154£). In turn, in
the irnage presented in the first definition, a mirror can fulfil its function only when
it mirrors a mobile person who is free to carry out his movements.

In many respects, Lermontov can be considered a typical Romantcist since
he describes the world after pre-existing models (see again Chapter 1, Secton 1.3).
Even his personality shows this. Thus, he combined in himself many traits of
Byron as well as of his own literary figures. Consider again the observation made in
Chapter 1, Section 1.1 and passim that the Romantc writer described a book-like
reality. 1.S. Turgenev drew attention to this quality of Romantic writers in his
description of Lermontov.’ Some passages will be considered now from the short
novel Kniaginia Ligovskaia ("Princess Ligovskaia™) where it concerns the block-like
reflection of time. But first, attention must be paid to the role of what have been
called the implied author and reader in general, and in Lermontov's work in
particular. The implied author plays a specific role in a work in which time is
expressed in a block-like fashion. He is often realized in the form of an omniscient
narrator. The role played by the implied author in Lermontov's prose shows that
the larter cannot be said to be a full-fledged Romandcist any more. However,
neither can he be said to be a representative of a primary system in the strict sense
of the word. Thus, the role of the implied author in his works shows that he is,
rather, a typical representatve of the ellipuc stage between Romanticism (a
secondary system) and Realism (a primary system). Lermontov should be
considered a representative of a secondary system, such as Romanticism, in rhat

respect that he makes use of the procedure of block-ume. It was observed earlier
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that this concept is opposed to that of linear time which is typical of Classicism.
The expression of time in block-form enables the narrator to traverse large
stretches of ime.* Consequenty, he is able to present a narrative as a spatially and
temporally coherent whole.

What should be understood by the term ‘implied author’? An implied a2uthor
should not be confused with a real author. An implied author is not operative in
non-artistic texts. Thus, an artistic text has a double character. It should both
prodesse and delectare (in the definiion of Horace, Poet. 333). When it lacks this
combinaton of qualities, it is non-artistic. In other words, the task of an implied
author consists in the fact that he checks 2 text on its artstic character. His specific
character enables him to operate on the levels of the narrator and the fictional
figures. He expresses all discernible signs of the author's artistry. Due to the
presence of the implied author, the reality the author describes seems to grow
under his hands. As a result, the implied author enables the author to choose,
consciously or unconsciously, what the reader reads. The latter perceives him as an
ideal, literary, artistcally created version of the real man: he is the sum of his own
choices (Booth 1960: 75). To put it differently, the implied author guards the text
against the possibility that the real author is confronted with pointless questions
about his sincerity. He is able to do so because he is not susceptible to the criticism
of readers who do not consider the author to be reliable. Thus, an implied author
unites in himself a narrative which may have two aspects. It may be both true and
untrue. This question is, as far as the impled author is concerned, unimportant.
The answer to the question of the reliability of the text is left completely to the
reader (fbuderr). The implied author just checks the aesthetic character of the narra-
tve. It is his task to "look over the shoulder” of the real author and check the
writing process as though he were an ideal reader. Consequently he may justfy the
presence of an omniscient narrator. The essence of the implied author is that his
identity remains undecided or that he remains unidentified (Booth 1961: 156). As a
result of the activity of the implied author, the reader may find clues in the text so
that he may transform the text into a fictional one. Summarizing, an implied author

of a text safeguards its mimetic character. Such character is typical of all works of



06065837

203

art.® Consequently, what an author writes is, as it were, simultaneously an imitation
of that same text. In other words, an author simultaneously writes a text and a
non-text, or: a text which is both temporally and non-temporally determined. In
such a text past, present and future are combined. Thus, an imphed author always
knows both the beginning and the end of a narratve beforehand. Consequently,
after the opening event the successive events do not "tell themselves” in a linear
order. Rather, the narrator suggests that, after the first sentence has been given,
only he is able to traverse all units of time. He jumps from the present of the
narrative to the future and vice versa. In so doing, he presents the narrative time
(Erzdblte Zeit in G. Miiller's definition) in the form of spaaal blocks. This way, in
the narrative, the report of a succession of events may suddenly be interrupted by
the narrator's comment. This occurs in the time of the narration (Ergdblzeif in G.
Miiller's definition).® Lermontov consistently uses the procedure of block-time in
combinadon with that of the implied author (see again the fact that only an omnis-
cient narrator is able to view large stretches of ume). The fact that an omniscient
narrator enables an author to construct a coherent, 1.e. an artistic, text shows that
he is an important tool for the implied author. The essential role of the implied
author in Lermontov's prose shows that he operates in the transitional stage from a
secondary system (Romantcism) to a pnmary one (Realism). Thus, he seems to be
free to "write what he wants" since he seems to be shielded by the implied author
from outside cnticism. On the other hand, he has no complete freedom. The
implied author prevents the real author from writing things which are not accepta-
ble or justifiable from an artistic viewpoint.

Parallel to this distinction between a real author and an implied author, we
can distinguish between a normal reader and an implied one.” An implied reader
fulfils the role of a person who intercepts signals given by the text. He transforms
these signals in such a way that the real reader may recognize them and experience
them as being arustc. It is essennal that an implied reader leaves a normal reader
free to interpret a work. To put it differently, an implied reader can be considered
to run parallel to an implied author. He is responsible for the perception of a

literary text as exactly that: an argstic text (see Booth 1961: 73f.,, Todorov 1972:
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412f.). In fact, in the plastic arts one also encounters what may be called an implied
artist. He runs parallel with an implied author (see again the Gumpp-portrait
mentioned in Chapter 4, n. 49). The example is particularly illustrative since the
painter is visualized in it by means of duplicaton.® Consequently, the portrait
shows that an artist always includes something of his own into his works. His por-
traits show that a portrait gives information conceming the artist's relation to his
model (Hildenbrock 1986: 209). Thus, an self-portrait shows that it reflects a modf
A and its counterpart: - A. To that extent, the role of the implied painter is evident.
In fact, the painter of a figure becomes vulnerable due to the aforementioned fact
that he always transforms his model into his own double. Consider, in this regard,
again Chapter 4, Section 4.4, n. 54, where Magritte's painting "La trahison des ima-
ges" was examined as an example of a painting containing a legend. It was
observed that it was illustrative that, in this painting, a representation of a pipe ("'p-
ipe™) was combined with a verbal message ("non-pipe") denying this representati-
on. The contradiction between the represent-ation and the message shows the role
of the implied artist in the painting. Thus, the two contradicting messages, the non-
verbal "pipe" and the verbal /non-pipe/, seem to check each other. This control
function is, indeed, reserved for the implied author. He shields the reader of the
verbal text against the inopportune crticism that it contains an incorrect message.
In turn, the implied artist of the verbal message also checks the truth of the
painting. He shields the viewer of the non-verbal representation against the
inopportune crticism that it contains an incorrect representation. Summarizing,
the implied authors of both the verbal and non-verbal messages protect their ma-
kers against the criticism that the messages are incompauble. In so doing, they
guarantee the freedom of both the real writer and the reader. This freedom does
not concern the question whether the verbal or non-verbal message on the pain-
ting is correct. Rather, it concerns the question whether the representauon is
acceptable from an artistic viewpoint. The perceiver's freedom to establish his own
norm is guaranteed in this regard.

The implied author of a text "under construction” should take care that all

conditions ensuring that a text may be created in freedom are fulfilled beforehand.
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Consequently, an implied author is supposed to ensure that both represented ume
and space are, in 2 manner of speaking, reserved for the description of actions and
events. In Kniaginia Ligovskaia, this manifests itself in the fact that one often meets
words such as mezhdu tem (see, for instance, n. 14 contzining a descnption of
Pechorin's cabinet). The implied author justifies, as it were, the description as it
comes about under the narrator's hands. The description, in turn, seems to result in
the object of the description, in a "real" cabinet (see again n. 14). In other words,
an implied author presents a double version of the text: a non-artistic version or
"non-version" (provided by a real author) and an artistic version reconstructed
after this non-artistic version, based on signals given by the implied author. Only
such a "double text" stimulates a reader to intercept the signals which a text aiming
to be maximally authendc should emit. To sumimarnze, the double character of the
text emphasizes its mimetic character which is typical of works of art.

As far as the concept of block-time in Kniaginia Ligovskaia is concerned, the
novel's first part contains a description of the hero's mood. The hero has just
ended his reladonship with his former beloved, Lizaveta Negurova. He had been
courting her out of wounded pride since his real great love, Vera, rejected him and
married Prince Ligovskii instead. Although Pechorin has been kicked out by
Lizaveta, he nevertheless considers the end of this relatonship as a personal
triumph. He is in low spirits nonetheless. The weather reflects his state of mind
since it is typical of the Northern climate. Thus, Pechorin's mood should, logically,
correspond with his decision and so he might be expected to be jubilant. However,
this expectaton is shattered. Rather, his temper seems to be determined by the
gloomy weather.” In other words, the hero is presented as being unable to
determine his mood himself but it, in fact, seems to be determined by his environ-
ment. To that extent, he is a typical Romantcist. The inability of the hero to
determine his own reality reflects the idea that block-ime is typical of
Romanticism. Such a world seems to cither be immobile or to leap. Accordingly,

events do not succeed each other logically.
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It was observed in Chapter 1, Secton 1.5, that this type of temporal system is
typical of a secondary system such as the Middle Ages and Romanticism. In
primary systems, on the other hand, time was conceived as being linear.

Where the phenomenon of block-time is concerned, human figures often
"pop up" unexpectedly. Consider, on the other hand, Turgenev's novel Nakanune.
This author was a typical representative of a primary system. Consequently, linear
tume plays a key role in his works rather than it being presented in a block-like
manner. Moreover, this novel reflects the Kannan idea that man himself models
outside reality after his own wishes. It was observed earlier that such Kantian ideas
are typical of a primary rather than a secondary system (see, for instance, Chapter
3, Secton 3.2.3)."° With regard to the concept of block-time in Kniaginia Ligovskaia,
the report of the collision of Krasinskii and Pechorin is illustradgve. It shows that
only an omniscient narrator who functions as a tool of the implied author is able to
view a big time-unit as one whole. Only he allows the implied author to treatitas a

spatially determined element. See the description of the collision:

Criyctace ¢ Bo3HeceHKOro Mocrta 51 cOGHpaAch NOBOPOTHTL HAaNpPaso IO

KaHaBe, BADYT CABLIIT OH KpHK : Geperiich, noass !

("Descending the Voznesenkii bridge and turning to the right along the canal the
clerk suddenly hears a cry: 'take care, be off!’ "; Lermontov 1957 (1882): 123; tr.
and it. mine, PMW). The word vdrug and the use of the present ume in the word
slyshit are illustrative. Something similar happpens in the description of the hero's
sister who seems to rise equally unexpectedly.' Thus, an effect of spatial determi-
nation of time is typified in the first example by the word vdrug in n. 11. In the
quotation mentioned in n. 6 it is expressed by the words no zato. The description
of the collision shows that the narrator seems to split up his hero. Thus, he
describes Krasinskii first. Then, however, he suddenly does not pay any attention
to the clerk any more. Rather, he says: "No, Krasinski, it is not about you that I'm
going to speak any more." Instead, the narrator concentrates on Pechorin and in so

doing he guarantees the mimetic character of the work by juxtaposing two moufs:
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A and B; the latter can be called - A. In other words, the description of tme as
block-like manifests itself in the narrator's sudden lack of interest in his original
hero Krasinskii.

What is essental is that the implied author funcuons as the person who, in a
sense, justifies the narrator’s descriptions. Let us consider the scene where the hero
drives home and the manner in which he enters his apartment. This scene justifies,
in a way, the description of him and this apartment. The narrator presents a
description of Pechorin in the form of what he himself calls "a portrait." Consider
again the observation mentoned in Chapter 1, Secton 1.3 that Romantic authors
often consider reality as being pictures of reality rather than parts of reality."? In
other words, n. 12 shows that the narrative can again be considered typically
Romantic. In general, reality is spatally rather than temporally determined as
lustrated in the narrator’s description of the time during which the protagonist
takes off his coat and bridges the distance toward his cabinet. In this description,
the implied author grants, so to speak, the time the narrator needs for his descnpt-
on of the actions carried out by the hero. Thus, the implied author jusdfies and
checks what could be called the construction of Pechorin. The implied author
scems to be indispensable in the answer to the question "Suppose that the hero did
not have the time to put off his coat and enter his cabinet, how could he be visuali-
zed, and, consequently, how could, the narratve proceed?” Once again, the implied
author guarantees that the artsuc representadon of the hero results from a correct
representadon of the time and space in which he lives. He helps the hero to come
alive from the tme and space surrounding him. The presence of the implied
author implies that the protagonist is presented as both a hero and a non-hero. His
ambiguity is emphasized by the fact that he is determined by his aforementoned
outward appearance (marughnost’ in n. 12). In other words, his "other half" seems to
be omitted. Summarizing, n. 12 shows that the figure evolves, as it were, from the
attributes surrounding him. The geographical indicatons Saratov, Voronezh and
Kaluga are illustrative. Thus, the number of serfs there owned by him testifies to
his richness. To summarize, the descripion of the hero runs parallel with

Romantic portraits. They all seem to "grow" from their background. Consider, in
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this regard, the Romantic portraits by by Venetsianov and Borovikovskii mento-
ned in Chapter 2, Section 2.1.

Also, in the description of the entrance of the hero's sister, Varen'ka, ment-
oned in n. 11, the implied author seems to justify the time the narrator needs for
his desctiption. The presentation of the narrator’s anger seems to "fill" the space
he needs to describe the hero's apartment undl, finally, that apartment itself is
realized. Thus, she is seen standing before the window, angrily tapping it with her
finger. The words mezhdu tem show that this realization is presented as a gradual
process.”’ Later on, the same words — mezhdu tem — are equally essential. They
emphasize the block-like character of speech. In this passage, the words introduce
a new phase in the plot during which the hero and his sister resume their contact."
Conscquently, the suggestion is raised that the reader is enabled to read the report
of Varen'ka's anger in the process of the narraton. The latter action justifies the
first.

It was observed that the block-like character of time manifests itself in the
sudden character of events and words. See, in this regard, words expressing the
abrupt character of events. They emphasize the spatial rather than temporal
determination of events, as can be seen from the words otryvisty, vykazali, korx,
vidno."”> They suggests that the narrator visualizes abstract feelings and character-
traits such as "laziness", "indifference”, "human nature”, "distrust” and "pnde."
The combination of the idea that time is expressed abruptly with that of the
visualization of motifs brings about the particular effect of block-ume. Consider
again, in this regard, the example of Derzhavin. It was observed that the latter's
works contain clear, unecquivocal, moufs. Lermontov, however, differs from
Derzhavin in the respect that he consistently questions motifs after he has presen-
ted them. The specific combinaton of elements emphasizing the block-like
character of time and the visualization of motfs time results in a procedure called
the process of exteriorization, in which the implied author plays a key role (see the
expressions kaghetsia or kagalos’). This way, the author presents a mouf as a real, i.e.
visible representation of an clement from reality first. However, he simultaneously

questions it. In other words, the word kazhetsia emphasizes that, besides the
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seemingly real motf A, its counterpart - A is presented. This counterpart, in other
words, seems to question the validity, or truth, of the motf. The fact that a mouf
A is the opposite of its counterpart - A questions the role of the implied author. As
a resuit, the fact that a motf is questioned shows that it may be untrue. The
observation was made that it is the essental role of the implied author to merely
guard the artistic character of text irrespective whether it is "true” or not. The word
kazhetsia, which often occurs in Lermontov's works, shows the aforementioned
exterionization at work. Thus, first of all, it shows that a motf is visualized.
Secondly, it questions its value or truth since it leaves this undecided. In other
words, the addition of kaghetsia gives a motf both an external and potendal
character. The role of the implied author also manifests itsclf in the fact that it
leaves each reader free to fill the motif with a content of his choice. As far as the
process of exteriorizatton by means of the word kaghetsia is concerned, one may
consider the description of the paintings in the dining-room. They show a vanety
of persons and themes from all tmes and zll geographical aeras, thus the figures ...
... Ka3aA0Cb, CTPOFO CMOTPEAH H2 ACHCTBIOLUMX AMIL 3TOH KOMHATH, O3aPDEHHBIX
COTHEIO CBeY, HE MOMBILIARIOLUIX O OyAylIeM, eLe MeHee O IMPOLIEA LUEM ...

«.. (... seemed to look severely at the figures operative in that room, illuminated by
2 hundred candles, who did not think either of the future and even less of the past
"; Lermontov 1957 (1882): 160; tr. and it. mine, PMW). By means of the word
kazalos’, the character trait "severe" is questioned on the one hand. On the other
hand, it scems to emphasize that the narradve has to be reconstructed from frag-
mentary text elements. This is also illustrated in the description of the portrait of

an unknown man, where it is reported that: ...

...K232A0Ch, BCA MBICAD XYAOXHHKA COCPEAOTOYHAACH B FAa3axX M yAnOke
... ("It seemed that the artist's mind had been concentrated on the eyes and and
smile ...")." The word kazalos’ in n. 16 emphasizes that the narrator has omitted all
personal character traits of the portrayed person. Thus, he presents an empty cover

of the person portrayed: his character as well as his personality remain unknown.
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Consequently, each observer may fill it with 2 content of his own choice.”” The
anonimity of the person portrayed, mentioned 1n nn. 16 and 17, is confirmed by all
the hero's friends. They all simply call it a "nice litde portrait" (poriadochnaia kar-
tinka). The hero himself, however, who is partizan Bairona ("a champion of Byron")
calls it "Lara." In other words, the specific character of the portrait, or, its occasio-
nal character, as Gadamer called it, is emphasized (see Gadamer 1975 (1960): 138).
It was observed that this character is a condition for its value. The narrator's infor-

maton 1$ illustradve:

BCAKHH pa3 Koraa sKopx CMOTpEA Ha 3Ty rOAOBY, OH BHAEA B HEH HOBOE

BHIPDKEHHE ...

«. (... each time George looked at his head he saw a new expression in it ... " (etc.);
ibidem, tr. and it. mine, PMW). Through the use of the word Aagels’ in n. 16
concerning the portrait, the narrator exteriorizes and visualizes ideas. This is
evident from the fact that this visibility manifests itself in the word kazalos', which
also has relatuvizing force. The fact that 1t becomes concrete, enables the viewer, in
turn, Pechonin, to fill it with a fresh content each time anew.

The motf "anonymity” may be qualified as being typical of Lermontov's
works. Thus, his works abound with all kind of motifs expressing anonimity,
omission and ignorance. The motif of "loss" and motifs with an impersonal or
depersonalizing character play 2 pardcular role. In Kniaginia Ligovskara, they indicate
a transition to a new development in the plot. This is illustrated in — once more —
the scene described in n. 14 in which Varen'ka takes a seat besides Pechorin. It is
introduced by the words: meghdu tem. The narrator reports that during his
description of the room her anger had completely ebbed. Varen'ka slowly sits
down opposite her brother in a chair ... 70 ONA NE ZNAIA chem vogobnovit’ razgovor
("... but she did not know how to resume the conversation"; idenr. 128, tr. and caps.
mine, PMW). This passage indicates a transitional stage in the plot. Thus, Varen'ka
has not just transformed from "angry" into "friendly." Rather does she turn from

"anger" to some kind of "non-anger." In other words, she occupies a kind of
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"zero-state." She does not yet know what to say. This state bridges the gap
between anger and the total absence of anger. A new conversation has not yet
started. In other words, the plot comes to a standstill. To this extent, block-time
manifests itself. Only the omniscient narrator, who is a tool of the implied author,
can set the narrauve in moton again. In that quality he can guarantee its artistic
value since he raises the suggestion that it is dependent upon him.

The role of the mouf of "silence" is also emphasized in the section dealing

with Pechorin’s visit to Auber's opera Fenella ("La Muette de Portici"). This section
contains enclavic elements (see again, in this regard Chapter 1, Section 1.5). Thus,
it combines ficdonal and authentic, historical elements. The historical fact consists
of the fact that a performance of the opera took place in St. Petersburg on January
18, 1837 (I.ermontov 1957 (1882): 643). The fictional fact consists of the fact that
this should be the performance attended by the hero. What also gives the section
an enclavic quality is that, besides fictional figures, the author introduces a singer
and a dancer who really existed."® In other words, the section may be considered to
be a fictional text with a historical enclave. However, it may also be considered a
historical text with a fictional enclave. The presence of the implied author is
evident from the freedom every reader or perceiver has to decide for himself
whether it is a historical text with includes a fictional enclave or vice versa. Thus,
the reader determines which of the two text elements establishes the norm of the
text: the historical or the ficuonal part.
The presentation of historical and ficuonal figures in one context brings about 2
suggestion of authenticity (consider again Chapter 1, Secdon 1.4, n. 30). Thus, the
historical figures seem to become fictional due to the fact that they are combined
with a fictonal character and vice versa.

As far as the expression of time in block-form is concerned, the opera scene
is tustradve. In this passage, Pechorin's desire to see the occupants of the box of
the Negurovs is expressed in terms of block-like time." Thus, time is represented
in the overture first (see the words Zagremela uvertiura in n. 19). At first, the box
remains empty. The hero wonders who would leave his box unused. Then, exactly

at the moment the curtain goes up, the action begins and exactly "at that moment
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the chairs in the empty box chatter..." (I V ETU MINUTU gastuchalki stul'ia ...). This is
expressed in a block-like fashion. The block-like character of the acton is also
evident from the fact that the persons and objects are expressed as being
fragmentary. In that respect, they reflect the idea that time is block-like. Such a
fragmentary representation emphasizes the idea that a represented figure should be
reconstructed from its constituent parts. Accordingly, from his position the hero
catches only flashes of time, i.e. parts of block-like time. Greater units of time also
have to be reconstructed. Section 2 contains a descripton of the hero with the civil
servant Krasinskii. After this meeting the second act of the opera has finished (see
Lermontov 1957: 136). The narrator starts section 3 with the remark that he will
omit the description of the remaining three acts of the opera. The essental role of
the implied author manifests itself in the narrator’s seeming motivation for his
absence from the opera house dunng the tme the scene between the hero and
Krasinskii took place. Consequently, he seems to feel the need to enable a
justification of this action of omitting a text element. He does this by emphasizing
that his readers have, undoubtedly, attended the aforementoned performance
which Pechorin attends as well (this is a performance in January 1834, a scene
from which has been laid down in the drawing by L.P. Briullo (ill. 14; see LIN 58,
277) It took place in the "Bol’shoi Bol'hoi Teatr" on January 14, 1834. Thus, the
implied author seems to utter the rhetorical ement that his readers will not mind
that he skips two acts of the opera.” The aforementioned motif of "omission", i.e.
the absence of the hero from the reality represented in the text seems to result in
the effect of "silence.” It was observed that the motf of "silence” is typical of
Lermontov's work which abounds with the kind of words that express "anonimity"”
with all its connotations. They indicate new developments in the plot of his works,
emphasizing the role of the implied author in so doing.

The aforementioned motf of absence on the part of the hero even seems to entail
the silence of the two singers for some tme. They seem to be doomed to hold
their tongues during the hero's absence. The narrator takes them by the hand, as it
were, when he jumps three acts, picking up the narratve afterwards. Summarizing,

historical and fictonal figures seem to be interrelated. The motifs of "omission"
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and "absent-mindednes"” emphasize the idea of block-time. In this respect, one
might consider again the verb-form pereskochu, mentioned in n. 20, which illustrates
the idea that time is determined spatially. For this idea, the word zanaves is also
illustrative. It occurs in Sectons il and III (see n. 19 and 20). In both cases, the
curtain indicates an element which is temporally determined. They indicate 2 mo-
ment at which both narradve time and the tirae of the narradon come to 2 stands-
ull. In Chapter 111, 4.2, the narrator informs us that the hero seems to "forget” the
greatest part of the opera. This procedure confirms the idea that time is presented
in 2 block-like fashion. The presence of the implied author again manifests itself in
the fact that the narrator seems to justify this with the fact that the hero lies dozing
in his chair, which is due to his weariness.*

Section 6 is also illustratve of the presentation of block-like dme. There as
well, the motfs "omission", "silence”, "absent-mindedness" and "oblivion" play a
key role. The section contains 2 description of the big dinner given by the old
Princess. It is also attended by Princess Ligovskii and her husband. A descripton is
given, in the Romantic manner, of the dining room and the guests. The figures
again seem to grow organically from their environment. Thus, the young people
populating the scene seem to spring from their own vacant conversation.
Accordingly, the narrator seems to be unable to render this. He emphasizes that

even such a lofty theme as "love"” has become impersonal and devoid of value in

his day. See:

BArobirrbea kakerca yxe CTHAHO, rOBOPHTL 06 3TOM CMELIHO

("One seems to be even ashamed to fall in love; to speak about it is rdiculous";
Lermontov 1957 (1882): 159). The motf of emptiness dominating the scene
manifests itself in the hero’s absent-mindedness (Pechorin byl rasseian, ibidem). The
fact that the figures are modeled by their background manifests itself in the fact
that they seem to be masked. The guests are even covered with different geograp-
hical areas and historical periods. Their clothes are shaped after Antiquity, but may

also be the latest gadgets of a Parisian modiste. Moreover, the guests seem to be
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veiled by all kinds of languages such as Russian and French. No distinction is made
between them (Lermontov 1957 (1882): 160).” In this respect, the suggestion of
block-time is raised. Consider also the conversation at the dinner in this regard. It
proceeds in leaps and bounds. For instance, a diplomat tries to draw the attention

of the hostess by means of an observation concerning art. He says:

"... Kapruna Bproasosa:" TMocaeansii aeup [Momnen “eaer B [NetepOypr.
Mpo Hee kpuyara BcA Htaans, Opanuyss ee pasbupasn. Tenepo
AOBONMNTHO 3HaTb, KyAa CKAOHMTCA pycckafd 1yDAMKa, H2 CTOPOHyY

HCTHHHOTO BKYCa HAH HAa CTOPOHY MOAK"

("... The painting by Briullov "The last day of Pompei’ is on its way to St. Peterburg.
The whole of Italy was in a stir about it and also the French have studied it tho-
roughly. In fact, it would be interesting to learn now the judgement of the Russian
public - whether it will be considered from the viewpoint of good taste or merely
fashion"; Lermontov 1957 (1882): 164. See again ill. 2). The motf of "omission"
manifests itself in the fact that the Princess does not answer. She is absent-minded
(ona byla v RASSELANNOSTI, Lermontov 1957 (1882): 164; caps. mine, PMW). In
other words, the hostess’s silence indicates that time is presented in a block-like
manner. Section 5.2 will again show that the open space which seems to be caused
by the mouf of "silence” is justified by the implied author.

It was observed that the motif "anonimity” with its associations expressing
"silence”, "omission" and "absent-mindedness” shows the specific role of the
implied author. In the Briullov-passage, the implied author seems to motivate the
open space in the reality represented in the text as being caused by the motif of
silence. Thus, the Princess is presented as remaining silent after the diplomat's
words. However, the other guests do not pay attenton to them either. The general
silence the diplomat’s remark evokes seems to enable the reader to choose for
himself what his reaction should be. Should he agree with the suggeston raised by
the diplomat that the paindng is a masterpicce or not? If he does, the diplomat’s

statement can be said to evoke a reaction, a positive. If he does not consider it a
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master-piece, he also reacts, but negatively. The general silence may be associated
with both positve and negatdve feelings on the side of the perceivers. In short, the
implied author seems to merely bring up the motf, leaving all possible answers
open. The narrator also leaves the question as to the behaviour of the guests in
general unanswered. In other words, from this scene it is evident that the implied
author guarantees the freedom of the reader and that the mouf of silence may play
a key role in reaching this goal.” This freedom is manifest since none of the fictio-
nal figures pays attenton to either the Princess or the diplomat after the latter's
remark. They talk about a specific painung A. However, the diplomat's remark
merely impels the figures to pay attenton to another paintdng. This, consequently,
has a value - A. The implied author's intervention manifests itself in the fact that he
impcls Pechorin to start a discussion dealing with a topic which is yet again
completely different. Thus, he starts speaking about the base character of women.
The old Princess asks whether such vile treason could occur in reality. The hero
replies in an offensive, indifferent and even aggressive tone.* The Princess is
shocked. The mouf of absent-mindedness enters the stage once more. Thus, for
the uame being, she does not talk to him any more at all. The mouf of absent-min-
dedness also manifests itself in the fact that the hero expresses himself in the form
of unanswered questions. Pechorin himself cannot answer them. Consequently, he

regrets his words:

«+ s HEHTO ITOXOCC HA pacxaﬂuuc 3a|\pax\0cr> B I'Pyab €CI'0O : 32 Y10 OH My‘l".\?
— C KaKOIO LCABIO ? - KaKyIO MOAB3Y MOTAO €MY IMPHHECTh 3TO MEAOYHOE

mutersre ? ...- On cebe B 31OM He MOr aaTh noapobHOrO OTBETA

("... something like repentance crept into his breast: why did he torment her? For
what goal? Of what use could this tiny revenge be for him?.. He could not form a
clear idea of it"; idenr 166). The fact that the questons remain unanswered
indicates the role played by the implied author. They show that they may be
unclear to the hero yet clear to the general reader. It may just be so that the hern is

adamant. He may know the answers well, but refuse to admit to himself that he is
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wrong. In other words, the reader’s freedom as to the interpretation of the hero's
words is guaranteed by the implied author.

Block-time also plays a key role in Lermontov's sketch Kapvkagets ("The
Caucasian”).®® At the outset, the narrator defines the subject he is going to discuss.
Thus, he makes a distincton between what he calls real and unreal Caucasians. See,

in this regard, the scheme:

real unreal
military civilian
Asian European (Russian)
(A) )
not unreal not real
not civilian not military
not European (not Russian) not Asian
(- B) (- 4)

The narrator emphasizes the relatonship between A and - B on the one hand, and
berween B and - A on the other. He states that there is originally a relationship of
identity between all those who travel toward the Caucasus. This identty can be
expressed by the equality between the two categories visible on the level of the
terms - B' and - A'. Onginally, there is no difference between those people who
are operative on that level. A Caucasian is presented as being half-Asian and half-
Russian.?® Thus, at the beginning, the narrative still takes place at the level of the
subcontrary terms 'not real'/'not unreal'. In other words, at that moment the repre-
sentatives of the two different categories of Caucasians are operative in one block.
As the narrative proceeds, however, their idenuty is more and more variegated.

Gradually one can distinguish between 'real’ and 'unreal’ Caucasians. The first are,
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in general, military men and the latter civilians. The tendency of ‘real Caucasians'
to pass themselves off as such gradually becomes stronger and stronger.
Consequently, they assume Asian habits. Consider, in this regard, the word "ascen-

dancy" (pereves) in n. 27. The real Caucasian puts on Asian clothes and even

... AETOHbKO M2KapyeT MO- TaTapPCKH

("somewhat jabbers the Tatar language”; Lermontov 1957 (1929): 350; tr. mine,
PMW). The narrator emphasizes that the "real Caucasians” remain fond of life in
the Caucasus, although service is often heavy.” The aforementioned "unreal
Caucasians”, who are mostly civil servants, are completely different from their
"real” counterparts. Accordingly, their oudook differs from that of the "real
Caucasians” . They seldom put on an Asian costume. Their civilian nature entails

that they occupy themselves with non-military matters. Thus, they talk

«+.0 TIOAB3C TOPFOBAH C IOpLAMH, O CpeACTBaX K HX IMMOKOPEHHIO H

0bpa3oBaHHIO

(" ... about the profit to negotatiate with the mountaineers, about the means to
subjugate and educate them"; Lermontov 1957 (1929): 351). This quotation offers
the suggeston that unreal Caucasians are representatives of a primary rather than a
secondary system. Thus, they cxplicity try to impose their own cultural model
upon the reality surrounding them. The "real Caucasians”, however, are typical
representatives of a secondary system like Romantcism. They adapt themselves
according to models from outside reality rather than trying to model that reality
according to their own views. This is illustrated by the fact that they assume Asian
habits and put on Asian clothes.

This inability of a "real Caucasian” to take initiatives of his own manifests
itself in the fact that he has to wait for military commissions. All his endeavours to
make himself serviceable only result in the fact that he has to spend his time in

idleness. Finally, he becomes apathetic and stops to try to be meritorious. As the
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story progresses, the two categories of Caucasians grow more and more identical.
Neither of the two persons ultimately occupies himself with military matters. In
that respect, they both return to the starting point of the narrative, where it was
seen that both of them were operating on the level of the subcontrary terms "not
real” - "not unreal". However, at the end of the story both of them seem to have
changed places. The unreal Caucasian seems to have been rewarded for military

services he did not perform. See:

[NocayxHB TamM HECKOABKO AeT, OH obnixHOBeHHO BO3Bpainaerca B Poccuio

C YHHOM H KpacHbHIM HOCOM

("Having served there [i.e. the Caucasus, PMW)] some years he [i.e. the civilian
Caucasian, PMW] usually returns to Russia with a higher rank and a red nose”;
idenr: 351; tr. and it. mine, PMW). However, the "real Caucasian" who did perform
such services does not get anything. In other words, the word chinom in the
quotation indicates the aforementioned change of place. Thus, it is ambiguous
since it indicates both "rank" and "non-rank." It indicates "rank" in as far as it is
concerns the "unreal Caucasian"who acquires it although he does not deserve it
However, it means "non-rank" as far as it concerns the "real Caucasian” who does
not acquire it although he deserves it. The way in which the two categones of
"real" and "unreal" Caucasians seem to approach each other shows the typically
Romantic pattern again. I refer to the observation that, during Romanticism a
combinaton of motifs does not result in a new concept. In Romanucism, the
juxtaposition of two motifs rather implies that one motif dominates Geroi Nashego
Vremen: the other (see, again, Chapter 3, Section 3.3.1). This happens in this con-
text too. In other words, unreal Caucasians are presented as overruling and, uld-

mately, as the real ones.

5.2 The Role of the Implied Author in Gemi Nasbego Vremen:

In this secuon, particular attention will be paid to as a diary-novel. In the Predisiorre
of Geror, the author declares himself, as it were, a representative of both a primary

and a secondary system. It was observed that in Kniaginia 1 igorskaia the author was,
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in the first place, operating as a Romandcist. The author's Geroi Nashego Vremeni,
however, reflects more quahities typical of a pnmary system. Thus, in the Predislovie
the narrator emphatically declares what he wants to do on the one hand and and
what he does not want to do on the other. Thus, he says that he wants to uncover,
1.e. to describe, the ailments of his generaton for fun. ["He] just liked to draw his
contemporary like he understood him, as he understood him and as he, to his grief,
met him too often.” He goes on to say that it is far from him to try to cure human
defects.”? In other words, his book does not aim at prodesse in Horace's sense. The
words "for fun”" (in Russian: weselo) in n. 29 show that his book is typical of a
primary system to the extent that it does serve to delectare in Horace's sense. The
concept of human freedom in Gerof is expressed in the narrator's words that the
reader is free to consider it, along with the narrator, a funny report or a report of
allments which are not funny at all. This freedom shows that the work can be
considered a product of a primary system.

It is the implied author’s task to guarantee that the reader is free to decide which
aspect of the ficitious person’s character plays a key role in the narrative.

This freedom also implies that the reader should be left free to decide whether he
is a hero or not (also see the Predislovie of the Zbumal Pechoring).” The implied
author manifests himself since he emphasizes the reader's freedom as far as the
decision is concerned whether the protagonist is a hero or not.

On the other hand, the narrator emphasizes that his book is a portrait of the
ailments of not just one man but of his whole generaton. This observation makes
it typical of a secondary system.” In other words, the fact that the text combines
qualities typical of both primary and secondary systems emphasizes that it is left to
the reader to make his choice. As far as this guarantee of human freedom is
concemed, the text can be said to be Classical. However, the reader is not com-
pletely free since he should heed the specific signals given by the implied author in
as far as these should result in an arustc text. This should be the case whether he
considers the text typically Classical or Romantic. It was observed that Romant-
cists were supposed to work after specific models. A Romantic hero is described

indirecdy rather than directly. Thus, in the Predislovie of Geroi the narrator mentions
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him direcdy by his name first ("Pechorina"). Then, he qualifies him as being "a
hero of his time" (Geroi Nashego V'remeni). This indicaton shows that he presents
him after 2 model or stereotype. To that extent, he refers to him as being the ttle
of a2 book. In so far, Lermontov's descripton fits the Romantic pattern. It presents
the norms for an artistic representation. Then, the author qualifies the hero as a
portrait (portref). Thus, he specifies him as a derivatuve of a model which is itself
already a model of reality. Moreover, the narrator wants to present a portrait not of
one man but of an entire generation. The implied author manifests himself in the
fact that the author, although presentng a description of ailments of his
generation, leaves the question of how such ailments look like undecided.
However, the narrator emphasizes that he will present a portrait of his world in
such a way that his readers can laugh about it. The observation was made that the
words "for fun" (see again the word weselo) are essential. Thus, they show the pre-
sence of the implied author in the description. Through the use of this word, the
implied author can shield the real author from inopportune and undesired
criticisms of readers. However, readers may exist who regard the described events
as too serious to laugh about. For those readers, the words & vashemu neschast'in in
n. 29 apply. Summanzing, it shows that the observation made there is applicable to
both readers who share the narrator's humour and who do not. In other words, it
shows the role of the implied author in the narrative. The observation also shows
that masks are an important tool for the implied author in Gers.

This play with masks is partcularly important in the diary-novel. There, the
narrator and the literary figures continuously jump behind each other's masks. The
role of the implied author and reader of a diary-entry manifests itself in the specific
functon of the protagonist. Thus, a fictitious writer appears who also funcuons as
the reader of his own entries. These two are interwoven to such a degree that the
latter is presented as being rcalized in the course of the reading-process. This
phenomenon is evident in Lermontov's Geroi where it functions as a diary-novel.
The narrator was scen to merely wish to describe the ailments of his day without
providing means to cure ailments. In his view, those means are typical of his

contemporaries but not of him. This shows that he hides behind the mask of a
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man who is immune to ailments. In turn, the narrator’s suggestion that the
allments may be pseudo-ailments implies that the ailments are hidden behind
masks. Consequently, the narrator emphasizes the ambivalent character of the text
in which the ailments occur. This ambivalence makes them artistic. Accordingly,
the implied author gives the reader clues to unmask them. Thus, the masks enable
each reader to "fill in" a text after signals given by his own implied reader. It
manifests itself in Gogol's Zapiski Sumasshedshego in particular. During the develop-
ment of the narrative process of this work, the theme of “insanity” is realized. This
evolves graduallf. It implies that intricate interrelationships are established between
the narrator and his reader (see, in this regard, Section 5.4).

The presence of the implied author in Lermontov's works entails that the
author may omit stretches of time without shattering the thread of the argumen-
tation. It was seen in Kmagima Ligovskaia that the ability to omit long stretches of
time was reserved for the omniscient narrator. By dealing with tume in this block-
like manner, the implied author impels the author to keep the narrative manageable
and the reader to swallow the convenient pieces. Observe the Predislovie of Geror,
there a narrator is seen at work who is able to jump from its beginning to its end.

Consider:

Bo Bcakosi xHpre NMPEAJICAOBIIEC €CTb NEPBad M BMECTC C TEM MNOCACAHAA
BCLLb, OHO HAH CAYXHT obbACHEHHEM LieAls COYHHEHHA, HAH OnpaBAaHHEM

H OTBCTOM Ha KpHTHKH

(Lermontov 1957 (1840/181): 202; "In every book the preface is both the first and
also the last thing. It serves either to explain the purpose of the work or to justify it
and to answer criticism"; Lermontov 1988 (1986) (1840/1841): 1). The foreword is
presented as being equal to the epilogue. In that regard, both are suggested to be
spatally determined. It emphasizes that there is an omniscient narrator who views
the whole of the reality represented in the text. The narrator is supposed to
anticipate future events, warning the reader as to what he can expect. He also just-

fies himself afterwards to the reader, explaining why he wrote his story. By doing
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this, he also enables the reader to pose particular questions, as illustrated by the
words #sels, opravdanie and otvetom na kritiki in this respect. Thus, the first indicates
the future; the word, opravdanie, in turn, refers to the present uime as well as the
future, and the words ofvetom na knitiki refer to the future. The narrator suggests
that the foreword he writes is a mere "non-foreword." "Thus,' he exclaims, 'who
reads forewords at these times?'" (... chitatels ... ne chitaiut predislovis, ibidenr); "... they
[1.e. the readers, PMW] ... do not read prefaces"”; ibidem).

5.3 Block-Time and the Implied Author and Reader in the Diary-
Novel

The implied author plays a key role in all products of instantaneous wntng, such as
the diary-novel and the epistolary novel (see for these two genres Wart 1981
(1957): 217). Duplication is typical of these. Thus, a represented figure A always
seems to be checked by his counterpart A1 In fact, a figure A can be presented

n_n n_n

as describing an event "a" at a moment "a." The figure A may be split up into Al
and A2. Thus, the figure A may describe a particular event at a moment "a."
However, when he reads it again later, in light of new circumstances ("b"), it may
appear to have been changed (Porter Abbott 1982: 21).2 This fact raises the sugge-
stuon that tme proceeds in the form of spatally determined blocks. As a result, a
new assessment of an event evokes the idea that a new event takes place at the mo-
ment of reading, i.e. later. Lermontov's Geri indeed shows a presentaton of time
in the form of blocks. The work is a diary-novel, at least in part. Thus, the chapter
entitled Zhurnal Pechorina contains the section Kniaghna Men. It is a loosely knit
narrative cemented together by a regular succession of dates. The last of these
entriecs (dated June 16) contains a report of how Pechorin kills his adversary,
Grushnitskii, in a duel. It subsequently contains a report of the tragic denouement
of the plot. Stendhal's definitions of the novel are useful for an analysis of
Pechorin's Zhurnal.

It was observed above that the duplication of motifs in Kmwaginia was
realized by means of the procedure of exteriorization. It implied that the author
introduced a text element (A) and, simultaneously, questioned it by opposing it to

its counterpart (- A). In so doing, he emphasized the key role played by the implied
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author. Consequently, the implied author checked the mimetc character of the
text. The role of the implied author is also evident from the Predislovie to the
Zhurnal Pechorina. There, the implied author is personified in the editor of the diary.
In other words, he hides behind the latter’s mask. Thus, starting his "Foreword",
the editor informs us that the Zhurmma/ was handed to him by old sergeant Maksim
Maksimych, who informs the editor of Pechorin's death. The editor — who is also
the narrator — is pleased with the hero’s death; this way, he is guaranteed the
freedom to publish the Zhwmal. In fact, he offers his allegedly sincere apologies for
publishing it. However, he emphatically claims for himself the right to make a
selection from the materials handed to him by Maksim Maksimych. The suggestion
of freedom gives implies that the text came about as a product of a primary system.
Thus, the editor emphasizes that there are important reasons which prevent him
from publishing the whole journal. He does not menton these reasons, however.
Apparently, he wants to reveal them at a moment of his choosing. However, he
emphasizes that the contents of the journal are not secret. This implies that he
wishes them to be subject to the world’s judgment, which will, in turn, be free to
express its own personal opinion about it.** The text shows traces of a primary
system in which, on the one hand, an author is supposed to be free to create his
own reality. In this case: the author selects a narrator who creates the consttuent
elements of his reality on his own. On the other hand, the text shows traces of a
secondary system in as far as it is also dependent upon the judgement of the
outside world. The role of the implied author manifests itself in the ambivalent
character of the narrator. Hence, an editor is presented who, on the one hand, is
glad that he can publish the journal. On the other hand, he offers his apologies for
publishing only a part of it. The role of the implied author is emphasized all the
more since the editor promises that he will publish more parts of the journal at
some later date. Texts in which such ambiguities appear show the presence of an
implied author. Such ambiguites were seen to serve as a means to guarantee the
author's freedom against the pedantic criticisms of so-called objective readers.

The Zhurna! Pechonna makes the novel a diary-novel. As a genre, such a

novel is caught between two worlds: the non-fictitious world of the author (as in a
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real diary) and the fictitious world of the figures created by him. The difference be-
tween a real diary and a diary-novel lies in the fact that a real diary does not presup-
pose an implied author, whereas the diary-novel does. It gives signals to an author
as to how he should transform a text with a non-artistic character into an artistic
text. Furthermore, a diary-novel differs from a real diary in that a narrator operates
in it both as a subject and as its own reader (Martens 1985: 4f.); the reader, in tum,
is steered by the implied author. A diary-novel shows narrators who are presented
as transcending the frames of the narrative. Consequenty, it shows that a
representaton of time in block-form is suitable for it. The suggestion of block-
dme in the diary-novel and the epistolary novel is raised by the fact that a descn-
bed event and the moment of writing seem to take place simultaneously.
Moreover, the fictional writers of the entries or letters in these genres are the
readers of their own texts; they also function as their own authors and readers.
Accordingly, they seem to be steered by their own implied authors and readers.
The implied readers are supposed to link the reality represented in the text to the
reality of the extemnal reader in such a way that it results in an artistic text. The
representation of time as being spatally determined implies that a diary-writer
seems to expose himself in the same way as the painter of a self-protrait. See again
the Gumpp-portrait mentioned in Chapter 4, n. 49: this shows a painter of a self-
portrait who makes himself vulnerable because he transforms the modeled person
into his own double.

In this respect, attention should also be paid to the fragmentary character w-
hich is typical of the diary-novel. This character renders it suitable for serving as a
Romantc genre. It also justifies the occurrence of block-time in it. In general,
block-time is typical of genres in which instantaneous writing occurs. No writer of
a real diary is able to describe the beginning and end of his own life directly. He is
unable to present a report of his life as consisting of separate pieces. However, an
author of a diary-novel seems able to do so since he is helped by the implied
author to present such a report as one whole. The Romantc character of the diary-
novel manifests itself in the fact that these novels show that they result from a

reconstruction of prototypes of reality, which is typically Romantic (see again
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Chapter 1, Section 1.6). The specific character of the diary-novel is evident from
the role of the implied author. See again the fact that he is active in the form of an
omniscient narrator: he has to combine into one moment — T10 - the description
of that moment. However, this is not enough and so he has to include in that
description the descripdon of the preceding events (T1-T9) too. To that extent, he
should regard the events described as being both temporally and not-temporally
determined. In other words, the writer describes both events and non-events. The
occurrence of such sets of contradictory motifs shows the role of the implied
author. Thus, an author presents the events of T1 as being determined by that mo-
ment too. In other words: he "dives" into temporal block T1. He does so in order
to be able to describe the events of that block. Consequently, he may link them to
those taking place at moment T2.

The Zbumal Pechorina is written according to this principle. Thus, a writer of a diary
is supposed to describe events having taken place during a rounded-off temporal
unit T1. This may be a day or a couple of days. He is supposed to sit at his desk at
a moment immediately following T1, i.e. moment T2. Thus, the block-like
character of narrative tme in the diary-novel is emphasized. This is a logical result
of the fact that it is a product of instantaneous wridng. Its specific quality lies in
the fact that the same thing occurs where the next entry is concerned. It is assumed
that during the description of entry T3 the writer simultaneously writes down and
reads his report of it. An illustraton of this is description of Pechorin's duel with
Grushnitskii: he describes the night before the duel first, in the entry dated "June
16th". During that night, he thinks about life in general, his own place in it and he
wonders whether he will survive the duel. Then, after having described the duel, he
jumps over a period of more than one and a half months. In the next entry, he
resumes his diary, from which fact the reader may conclude that he did, indeed,
survive. It is evident here that the narrator omitted a part of the natrative which he
seems to reserve for himself. See again the aforementioned passage from Knigginia
Ligovskata dealing with the opera Fenellz. there the narrator seems to lay a claim on
part of the events represented in the text. He "justfies” this action by the fact that

the protagonist sat dozing on his chair. Moreover, the narrator states that all his
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readers are familiar with the specific performance of the opera which is attended
by Pechonn. In so far, the implied author is seen at work; he justfies, as it were,
the author's temporary absence. In other words, a play with masks takes place here.
Thus, the (fictiious) narrator puts on the mask of the person who has been arre-
sted after a duel. The implied author uses this mask in order to jusufy the hero’s
not having continued his diary for such a long tme. Accordingly, he seems to
justfy the real author for his long silence and, consequently, defends the latter
against the possible charge of not being objective. To phrase it differently, the nat-
rator puts on the mask of the editor who says that he is as yet unable to publish the
full text of Zhurnal Pechorina (see n. 34). His presence is evident from the fact that
he does not mention his reasons. Thus, it is exactly his funcuon of implied author
which entails that he need not mention them, exactly this function which keeps
him "out of reach” from his readers.

In the remaining pages of the Zbumal, the hero gives a report of the duel
and the events immediately preceding and following it. See:

Bo1T yxe nmoaTopa mMecaua, kak A B kpenocti H; MakcimMuy yurea Ha oxory.
A oamn; canky y okna ... Ckyuso. CraHy mpoaoAXaTL CBOIf XypHaa,

NPEBAHHBIIT CTOABKAMH CTPAHHLIMIS COORTHAMM

(Lermontov 1957 (1840/1841): 322; "I've now been six weeks here in the fort at
N-. Maxim Maximych has gone out hunting, and I'm alone, sitting by the window
. I'm bored so I'll go on with my journal that's been interrupted by so many
strange events"; Lermontov 1986 (1958) (1840): 160; it. mine, PMW). In the
aforementioned passage the narrator re-introduced in the person of Maksym
Maksimych, a fictonal figure who also operates as an omniscient narrator. In this
respect, he serves as a tool for the implied author. Thus, he has met Pechorin and
knew him personally. It can be seen that he also knows that Pechorin died. He
subsequently hands the editor Pechorin's papers. These facts enable the editor to
publish them. This combination of facts also emphasizes that the implied author

manifests in Maksim Maksymich's figure: he suddenly appears in the narrative
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again. Thus, the author uses him as a tool to link the ume preceding the duel to the
time following it. Thus, he helps the reader to reconstruct the narrative by indica-
ting its missing parts. Summarizing, his role in the expression of time in block-
form is evident; these are the events which lead up to the duei and the events
which take place afterwards. Consider the fact that the hero decides to continue his
diary in the fortress: this shows that the course of events was not fatal for him.

Consequently, the latter says:

[TepeunTiBalO MOCACAHIOIO CTPaHHIY: CMELUHO! —f AyMaA yMEpeTh; TO
HEBO3MOMHO: A €LC HE OCYLULHA YAl CTPAARHHIL, 1 Ternepb YYBCTBYIO

YTO MHE €IIE AOATO KHTb

("I read over the last page: how funny! - I expected to die: it was impossible. I had
not yet drained the cup of sufferings, and now I feel that I still have many years to
live"; ibidem; it. mine, PMW). The words fo nevogmozhno show that, at the moment
of writing, the narrator regards the remaining part of his life as one complete
temporal block. It is surveyable in the same way that each entry of his diary is. The
spatial rather than temporal determination of the diary finds its expression in its
allegedly awkward composidon. This is typical of diary-novels. This procedure runs
paralle] with that used in Kniaginia Ligovskasa. See again the description of Pecho-
rin’s opera-visit in this work: there the narrator jumped over a part of the narrative.
The process of doubling plays a key role in Geroi Nashego UVremeni. This is
particularly manifest from the editor who is operative in the Zhurnal Pechorina. He
functions as a double. He allegedly makes a selection from the parts of the diary
which should be published. (see n. 34 again). In fact, a diary-novel, rather than a
real diary, is supposed to be published. It presupposes an additional narrator who
should explain all omissions in the text to the external reader. The additional
narrator should explain all gaps caused by the fragmentary character of the genre
of the diary-novel (Field 1989: 21, Porter-Abbott 1982: 14). In so doing, he justfies
the character of the narrauve: he is supposed to introduce the plot, informing the

reader when and why it becomes fragmentary and so on. In that respect, he
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functions as a product of the implied author. In short, he justifies the narrative,
keeps it comprehensible and he guarantees its arstic character by doing so. In
turn, parallel to the additional narrator, a diary-novel presupposes an additional
reader. His task can be said to run parallel, in a way, to the task of the implied
reader. The addivonal reader helps the implied reader convey the artistic signs
given by the implied author to the real reader. By doing this, he helps guarantee
that the text is one artistic whole.

It was observed that in a genre in which time is presented as block-like, man
is supposed to be able to grasp temporal units which normally lie beyond his reach.
In a genre in which additional narrators occur, such as the diary-novel, this
phenomenon is particularly effective. Thus, in them the implied author may
present literary figures who are often able to overhear the conversations of others,
which take place elsewhere at that time. The process of masking is evident in the
case of the so-called personnages anaphores (see Hamon 1977: 123). The pnimary task
of such persons is to convey information. They may be presented, for instance, in
the form of a chattering fool. In such a case, this fool’s specific quality clashes with
his other character traits. In the Zhumal, Dr. Verner is such a figure. He is presen-
ted by the protagonist as a sceptical, but high-principled man. He helps the hero
concoct his intrigues against the latter's enemy, Grushmueskir. He keeps him infor-
med of the latest developments of the latter's courtship with Princess Mary. Letters
may also play an essental role in the conveying of such information. They may also
give indirect informaton to the reader. Thus, the reader is informed of the hero's
character by the letters to him from both Verner and Vera (see Brown 1986: 254f.).

Further, as to the funcdon of the doubles in this regard, pracucally all
figures operative in Gerof Nashego V'remeni are presented as doubles. Through their
use, the narrator sheds light on the protagonists' character. Consequently, it seems
that other persons, or models, consistently "shine through" in the literary figures.
The reader continuously poses the question: who, in fact, is the original? Through
the use of figures’ doubles, the narrator introduces elements of himself into the
narrative in the same way a painter does when painting 2 portrait. Consider again,

in this regard, the aforementioned self-portrait by Gumpp. The specific character
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of the doubles implies that literary figures are positioned opposite several other
ones. This can be seen in the Section of Gerv/ entitled Maksim Masimych, in which
the narrator placed opposite both Pechorin and Maksim Maksimych, who was seen
to hand the hero’s papers to the editor. By doing this, the author seems to motivate
the publication of Pechorin's journal. Consequently, he justifies that the narrator
becomes, 10 a certain degree, the hero's double. The hero wrote the journal, the
editor reports its content and tells how its partal publication came about. The
suggestion of duplication also manifests itself in Pechorin's opponent Grushnitskii.
Pechorin tries to avenge himself on him because the two men want to play he
same role in life (Garrard 1982: 141 and Porter Abbott 1980: 134). In the Predislovie
of the Zhumal, Pechorin can be seen through the figure of the narrator. In Bela, the
hero as well as Maksim Maksimych are seen through the latter's eyes. Similarly,
Verner, Mary, Vera etc. are seen through the hero's eyes. Rather than merely
viewing the other figures through Pechorin's eyes, we see Pechorin reflected in
them. To that extent, the hero is modeled after the Romantic pattern that figures
and objects reflect their environment. In Kmiaghna Meri, the procedure of
duplicaion manifests itself in the hero in as far as he considers himself a split
personality. He explains this to Mary under the entry dated "June 3rd."* To her he
passes himself off as vulnerable because he thinks his alter ego is not an organic
constituent of himself any more. This also shows in the way in which the hero
typifies himself toward his friend Dr. Verner, before entering his duel with
Grushnitskii. He emphasizes that, on the one hand, he is only partly a mortal
human being. However, the nature of his other half remains undecided. This
description of his physical essence seems to break off along with the description as
such. Thus, the hero does not finish his sentence. He distracts his addressee's
attention toward a completely different topic. This deals with his enemies.”® In
other words, even the hero presents himself as being uncertain about his character.
Accordingly, the reader wonders whether he is a man of flesh and blood or a
booklike model hidden behind a literary mask? Again, he is a typically Romantc
figure. See the entry dated "June, 5th™: there, while musing over his character, the

protagonist thinks:
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Kakyio ueap mMeaa Ha 310 cyapDa-? .. VK He Ha3HadYeH AM 2 €10 B
COUHHHMTEAH MEIIAHCKHX TpareAid H CeMEeHHBX POMAHOB,  HAH B
COTPYAHYKH MOCTABIIHKY IOBECTeH, HANpumep , Aaf "DBHOAnOTEKM AAfA

yrenud "?

(Lermontov 1957 (1840): 301: "What could be fate's purpose in this? Might it not
be that it had designated me to become the author of bourgeois tragedies and
family novels, or the collaborator of some purveyor of stories for the 'Library for
Reading?""; Lermontov 1988 (1986) (1840/1841): 133), it. mine; PMW). This
question remains unanswered. The specific effect of authenucity results from the
combination of fictional and historical elements in one context.”

Grushnitskii is also the hero's opposite double. He behaves like a literary
figure.*® The speaker (Pechorin) says about himn that ego isef" - sdelat'sia geroem romana
(Lermontov 1957 (1840): 263: "His object is to become the hero of a novel";
Lermontov 1988 (1986): 85). But he is completely unpoetic. The narrator states
that he does not like him:

A ero Takve He A0bAl0: A 4yBCTBYIO, WTO MBI KOraa- Hiubyab C HHM

CTOAKHEMCSA Ha YIKOH AOPOTE, H OAHOMY H3 HaC He CAODpOBaTh

("I don't like him either; I feel that one day we shall meet on a narrow path and
that one of us will fare ill"; ibidem). The doctor, Vemer is defined as both Grushn-
itskit's and the protagonist's double. On the one hand, he does not pass himself off
as a poet, as Grushnitskii does. On the other hand, he is a poet although he has
never written any poem. In so far, a play with masks takes place again. Thus, the
doctor shifts from the mask of a poet to that of a doctor, 1.e. a materialist, and e
veria. To that extent, he is 2 Romanticist. Consider again the fact that these pass
themselves off as writers writing texts about reality rather than living in that reality.
The doctor, however, takes both his roles seriously. Pechorin defines him as

««.CKCITTHK i1 MATEPHAAHCT, KaK BCC MOYTH MCAIMKH, 2 BMECTE C 3THM ITO3T H HC Ha
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UIYTKY,- NO3T Ha AGA€ BCErAA M 4aCTO Ha CAOBaX, XOTA B XHM3Hb CBOIO OH He
HAIHCAA ABYX CTHXOB

Lermontov 1957 (1840): 299: "... a scepuc and a materialist, like almost all medical
men, but he is also a poet, and this I mean seriously. He 1s a poet in all his actions,
and frequently in his utterings, although in all his l:fe he never wrote two lines of
verse"; Lermontov 1988 (1986) (1840): 91; it. mine, PMW). As far as his shift from
the mask of the materialist to that of the poet is concerned, he is depicted as being
similar to Byron. See:

... OAHA HOT2 Y Hero OuiAa KOpOUe APYTO, KaK ¥ basipona ...

(Lermontov 1957 (1958) (1840): 269: "One of his legs was shorter than the other,
as in the case of Byron ..."; Lermontov 1986 (1958) (1840): 92) The protagonist is
also presented as an opposite double of the female heroines Mary and Vera. In
fact, Mary and Vera are each other's doubles too. They have in common that both
are in love with Pechorin and that their love is hopeless. Vera is Pechorin's former
beloved. She uses Mary as a tool to come in contact with Pechorin. In this regard,
Mary serves as a personnage anaphore. Vera is related to her family. She often

visits Mary. She intentionally uses her in order to meet her former lover Pechorin.
See:

Tw xouewb rro3sHakomMirtbcA ¢ Anrosckums! ... Mbl TOABKO Tam mMoOXeMm

BHACTBCA ...

(Lermontov 1957 (1840/1841): 284: "You don't want to get acquainted with the
Ligovskoys? It's the only place where we could see each other"; Lermontov 1988
(1986) (1840/41): 111). Yet, the hero wants to remain in contact with Mary too.
The latter soon becomes aware that Vera is her rival where Pechorin is concerned.
Already duning his first visit, on 23 May, Mary perceives that he pays much attent-
on to Vera. Consequently, she answers his compliments for her concert

performance in 2 cool manner. See:



00055837

232

Mue 310 TeM GOA€e AECTHO, - CKA3aAa OHa, - YTO BHl MEHA BOBCC HE

CAYILIAAH ... -HO Bhi, MOXET OHITb, He AIOOHTE My3BIKH?
(¢denr: 291; 1t. mu., PMW)

("It is all the more flattering to me', she said, "since you did not listen to me at all;
but then, perhaps, you do not like music?™; Lermontov 1986 (1958) (1840): 119).
To summarize, Mary and Vera funcuon as each other’s opposite doubles. This
becomes visible in the fact that both of them want to draw Pechorin's attention. It
results in their mutual jealousy. See, for instance, the hero's remark under the date

June 4th:
Huinue s Bnaea Bepy . Ona 3ansyunaa MeHs (Bo€10 peBHOCTBIO

(Lermontov 1957 (1840): 298)

("Today, I saw Vera. She has exhausted me with her jealousy”; Lermontov 1988
(1986) (1840): 129; it. mine, PMW). Jealousy also dominates the other set of
doubles, consisting of Pechorin and Grushnitskii, in their attitude toward Mary.
The descriptions of elements from nature show that these elements are conceived
as side-wings rather than parts of real nature. It was seen in the Romantc
concepuon that literary figures seem to grow from this. As far as the afore-
mentioned descriptions are concerned, see again Lermontov's sketch Kavkagess.
There the real Caucasian adapts to the outlook and habits of the mountain-
dwellers. In Kniaghna Meri, Pechorin's love for nature is expressed similarly. There
nature also seems to shape man. Accordingly, Pechorin even masks himself in
order to fit into it. Thus, he puts on the clothes of the people living there.” In
other words, Pechorin lets himself be "swallowed” by his environment. One secems
to see through the hero the background against which he is operative. In other
words, he seems to "step out of himself”, as if he looked at himself not with his

own eyes. Rather, he seems to look at himself through Venetsianov's eyes who
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transforms all persons, objects and landcapes into translucent elements. ** The rea-
der sees in front of him the steppe with a figure who both clashes with it and
belongs to it. Summarnizing, the author presents the Russian Pechorin through
whom one sees a Circassian. Again, in the Romantic way, the hero is presented not
as a representation of reality but as 2 representation of that representation. The
landscape is also typically Romantic since it seems to be painted in the manner
mendoned in Chapter 1, Secton 1.3 and n. 14 Accordingly, the scene is presented
as a theatrical performance. See, in particular the word amfiteatrom in the

quotaton:

Kpyrom amcimearpom BO3BHIIAIOTCA CHHHE IpoMasan Beurry, 3menHoi,

Keaeanos 1 Ancoii 1oput

(Lermontov 1957 (1840): 281)

("... all around rose an amphitheatre of blue masses - Besh Tau, Snake Mountain,
Iron Mountain and Bald Mountain"; Lermontov 1988 (1986) (1840/1841): 107; it.
mine, PMW). This suggestion of a painted world was shown to be typical of
Romanticism.

The observation was made that the use of different language-codes is typical
of the Mannenstic character of Lermontov's poems. In such texts, one code
expresses the normm-code, the other ones deviant ones. See Chapter 4, Section 4.2
again. The phenomenon also holds true for Lermontov's prose. The quotation
describing the scene in which the hero seems to appear from the blue. *' Through
the combination of different language-codes, the narrator confirms the stylized,
stage-like, character of the scene. Thus, the hero moves in nature but is dressed to
represent a Circassian. That he passes himself off as a Circassian is evident from
the fact that he speaks French.? The scene described in n. 43 shows a similar
stylized character. A combination of languages again plays a key role. See again the
aforementioned observation that an occurrence of a combination of languages
shows the Mannerstic character of a text. The two quotadons in n. 42 and 43

show that the text is split out into two versions. Which of these contains the
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standard version and which the deviating one depends on which of the two
versions determines the standard language-norm. The text in which two language-
codes occur shows the key role of the implied author, whose role is evident in as
far as he guarantees the reader his freedom to determine his norm language. By

doing so, he grants the reader the right to establish the arustic character of the text.

5.4 A King Knocks: Writers and Readers in Gogol's Zapiski
Sumasshedshego

Who stays? A Fool. Who knocks? A King.

C. Morgan, Sparkenbroke.

5.4.1 Gogol's Diary-novel, the Implied Author and the #e-fo as the End of
Romanticism

For a discussion of Gogol's works, reference should again be made to Stendhal's
definidon of the novel as a mirror. The emphasis on the spatial determination of
Mertvye Dushi is evident. This novel consists of descriptions of arrivals and departu-
res of the protagonist. It is presented as a gallery of figures who seem to be seen in
a mirror. It shows the quality typical of mirrors: they force the observers to take on
the shape of the figures standing in front of them. Thus, Chichikov is continuously
mirrored in different shapes. He adapts to every new situation. More than that, he
owes his existence to his ability to undergo metamorphoses (Fanger 1979: 169f).
In accordance with the law of the mirror the represented world changes continu-
ously. This entails that, in Stendhal's view, it has an ambiguous character. This
manifests itself in the role in Gogol's works of what has been called the ne-to. It
indicates a continuous denial of the reality represented in the text and the reality of
the narration, i.e. the text (Fanger 1979: 257f.). It means that all Gogol's works are
ambiguous since they are both hilarious and horrifying. The ambiguous character
of Gogol's works exposes itself in the fact that they consistently present motfs and
their counterparts. (idenr. 258). Summanzing, the ne-to shows the presence of the
implied author who governs and steers the narragve. The essential quality of the
ne-to lies in the fact that it indicates the end of Gogol's works as being Romantic.

Thus, it shows that they cannot be said to reflect one model in the strict sense of
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the word. It was observed that the quality of works of art being modeled after
prototypes derived from natural science is typical of Romantcism. The ne-to is the
element in Gogol's works which indicates that Gogol' should be considered a
representatve of an elliptic stage in literary science. In this case it indicates that in
his person a return from a secondary to a primary system takes place. In the person
of Gogol', in Likhachev's terms, a soft transition takes place from a system A to a
system B succeeding it. To summarize, Gogol' bridges the gap between Romant-
cism and Realism.

It has often been stated that the Gogol's world is made of paper (see Bemn-
heimer 1975). Such a world fosters the realization of the fundamental #e-%. In this
section, some aspects of the so-called paper world in his literary work will be
studied.”’ In this regard, particular attention will be given to his Zapisks Sumassheds-
hego. Three items should be discussed with regard to this work: the role of the plot,
one particular aspect of the Zagpiski, and the playing with masks. They can be
distinguished from one another, but not strictly separated. Thus, a reader is
supposed to play an active role in the creaove process of writingand he should do
this by reacting to the report of the events in the sense indicated by Stendhal. First,
we shall study the role of the plot as far as it corresponds with Gogol's own ideas
about literature first. Then, we shall discuss the Zapisks in their quality of a product
of mstantaneous writing. In this regard, we shall discuss the queston in howfar
Gogol's works can be said to bear spatially determined. To conclude, we shall study
the procedure of playing with masks which is typical of all of his works.

For a discussion of his theories, we shall examine Gogol's Uckebnaia Kniga
Slovesnosts Dlia Russkogo lunoshestva (Nachertanie N.V. Gogolia. "Textbook of Litera-
ture for Russian Youth (an Outline by N.V. Gogol"™), dating from 1844 - 1845.
Particularly the section entiied Men'shie Rody Epope: ("Smaller Epic Genres™) is
valuable. There, the author emphasizes the essental functon of parodies in the
development of the novel. He pays attention to the — in his view — important
comic aspect. He pays particular attention to Cervantes and Arosto. He
emphasizes that their works bear a hybridic character. This makes them different

from the epos. Gogol' regards the works of Ariosto and Cervantes as being a blend
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of serious and humorous elements. In the Uchebnaia Kniga, the author gives a
definition of the novel. There, he emphasizes that the novel is a drama. Similar to
the epos, it has a plot which is temporally determined. It does not merely present
the background of literary personages. Rather does it emphasize their develop-
ment.* In this regard, Gogol's definidon shows that — for him — the novel differed
from those of the later nineteenth-century novelist, for whom the plot played a less
important role. Goethe anticipated the new formlessness of the novel in compa-
rison with its form during the eighteenth century.” In fact, in the new novel the
description becomes more important at the expense of the plot. Thus, in the nine-
teenth century, novels more and more became the result of instantaneous writng.
This makes them fit to be potential parts of a diary-novel.

As far as Gogol's Zapiski Sumashedshego are concerned, one can see that the
suggestion is raised that a diary is spadally determined. Thus, originally, the date
indications stll emphasize the temporal determination of the narrative. Therefore,
the fact that they are mostly preserved shows that the suggeston is raised that the
narrative preserves its plot. However, in the course of the narrative, the date
indications gradually seem to lose their sense. The date indications in the Zapisks
can be considered a tool of the implied author. This manifests itself in the fact that
they enable a reader to orientate himself concerning the degree of the hero's insani-
ty. On the other hand, they enable the internal reader (Popnshchin) to orient
himself as to his positon in the world and how that world looks at him. Consider
again the mirror in the Gumpp portrait: it served as an implied artist. As a resul, it
orientates both the internal and the external viewer. Through its use, both are
enabled to view the complete scene. However, on the one hand, the date
indications in the Zapiski remain recognizable as such. On the other hand, they
become "non-date indications.” Thus, they gradually become unidentifiable where-
as the text of the entries remains understandable. The two text elements check one
another, as it were. In so far, their functon of implied author is evident. Thus, the
confused date indications show that the hero's brain becomes more and more
muddled. Yet, the entries also become nonsensical but remain, to some degree,

coherent. See again, in this regard, their role of implied author, in as far as the latter
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guarantees the motf of freedom. This way, he seems to guard the author against
possible charges of being unreliable. In fact, readers might object that an insane
person would be unable to write a coherent narrative such as the one they have
before them. The implied author safeguards the real author from this kind of
unbidden criticisms.

As far as Gogol's ideas are concerned about the idea that texts are spatially
determined, see the section enttled O Naske ("On Science”) in the Uchebnaia Kniga.
There, in his definition of the word, he states that only a Russian is able to
...CXBZBBaTb XHMBO MAACHIIHE OTTEHKM APYTHX HalLMil M, HAKOHel, XHBOE M
METKOe Hallle CAOBO, HE 0Muchiéamnuyee, HO 0mpananujee, KaK B 3€PKaAe, IIPEAMET
(" ... grasp vividly the slightest aspects (offenks) of other nations and, to conclude,
our living and accurate word which does not descrbe, but rather reflects, as in a
mirror, an object™: Gogol' 1994: (1844/45): 323; it. by the author, tr. mine, PMW).
It was observed that, in the Romantc conception, a work of art or a text should
not render reality directly. Rather, it should represent a prototype of reality. It
should approach reality rather than represent it. Consider again Chapter 1, Secuon
1.3 and Chapter 2, Section 2.1. In the section entiled Chto Takoe Siovo i Slovesnost’
("What are the Word and Literature?”) Gogol' emphasizes that literature is an
image. Through it, man conveys to his fellow man everything which he experiences
and which he finds in the world of phenomena.* The word obrag in n. 47 shows
that, for the author, a word is not a symbol i.e. a conventional sign. Rather, it is a
pictorial sign, or icon, of the kind used in the plastic arts. To summarize, Gogol's
definitions of the word illustrate his tendency to regard a text primarily as a work
of art. These observations show that the author will regard the diary-novel as being
suited to realize his idea of the word and of literature. See again the observation
that the diary-novel and epistolary-novel are products of instantaneous writing (see
Wart 1981 (1957): 217). Consequently, they presuppose the ability of viewing
rather than reading. The procedure of instantaneous writing is maximally effective
in Gogol's literary works in which reality is presented as being made of paper. Let

us develop this concept of the paper world in somewhat more detail.
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5.4.2 The Role of the Implied Author in the Suggestion that Gogol's World is

Made of Paper
The idea that Gogol's world is fabricated from paper emphasizes the idea that his
world is spatially rather than temporally determined. It presupposes that the world
can be depicted rather than descnibed. In turn, it presupposes that it can be viewed
rather than read. The representation of a spatially determined world hardly enables
an artist to represent a world in which a development takes place. In turn, it hardly
enables a viewer to perceive such a development. In other words, it seems that a
series of movements has to be cut up into its constituent elements. Further to the
diary-novel, a writer of it is not a passive personality who has to wait patiently until
he will have completed a process of perception before he can start describing it.
Thus, the fact that an author can describe scenes which are cut up in the
aforementioned manner implies that he will have to complete this process of
cutting them up first. In so far, he has to take an initative. In other words, in this
respect, he is a representatve of a primary system. This imbatve emphasizes the
role of the implied author in the text, who checks the artistic character of the work
of the real author. The real author realizes this when he cuts the text into parts (the
separate entries of his diary). See again the observaton that the implied author
seems to look over the real author's shoulder during the writing-process, thus
safeguarding the arustc character of the text.

The implied author plays a key role in a world which, 1t is suggested, is made
of paper. Consider again Section 5.2, where it was described how Pechorin also

moved in a kind of paper world. Sce again the quotaton: "... all around rose an
amphitheatre of blue masses - Besh Tau, Snake Mountain, Iron Mountain and Baid
Mountain.” In this example, the implied author transformed real nature into side-
wings and depicted the hero as being actve in a painted world. This way, he shiel-
ded the real author from possible cndcisms of readers about the unreliable
character of the reality represented by him. In fact, the latter example, too, shows a
ne-to at work in which the implied author manifests himself. As a result, a reader
sees mountains which are intentgonally presented as non-mountains. The implied

author impels the real author to present the hero as being active in a painted world.
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It was observed in Chapter 1, Section 1.3 that it is typical of Romantic reality that it
is transformed into arustic models of reality before it is represented in an artistic
manner. It was seen in Section 5.2 that the word amfiteatrom shows that the
narrator seems to make the mountains fit to serve as background for the hero's
acdons. He seems to adapt them for this purpose. In other words, the narrator
shows an initiative in so far as the narrator models reality according to his own
standards. This means that he is no mere representative of a secondary system any
more. Summarizing, the idea that the world is made of paper makes the principle
of the ne-to applicable to 1t. It was observed that the ne-to is typical of the
transition from a primary system to a secondary one (or vice versa) and that it is
typical of elliptic stages in literary science. To phrase it differently, both Lermontov
and Gogol’ go through a similar development in this regard. The spatal deter-
mination of the Zapiski becomes clear through the fact that the figures are depicted
as being co-ordinate; they show a gallery of co-ordinate persons and events. These
persons are the hero, the Kings of Spain and France, a civil servant and they are all
presented as living in one space. Thus, for instance, the hero is presented as
waiting for the moment he will be received at the court in his quality of King.
Moreover, he is described as living in the same space as a ttular councillor of
whom he reads in the alleged letters of the dogs. As far as space is concerned,
spoace played a key role in Gogol's work. This particular space was small.*’ In this
story, the represented space is also limited. Spain occupics the same place as his
apartment, in the sense that both are, finally, in fact the lunadc asylum to where he
is transported.

With regard to the procedure of impersonaton, it is an excellent tool to
visualize the ne-to. It is essential in all of Gogol's works. The procedure of imper-
sonation is even typical of Gogol' the man (Erlich 1969: 222). In this regard, he is a
typical Romandcist. The mask shows the presence of the implied author. It was
seen that he opposes all motifs and persons to their counterparts. The Gogolian
ne-to is an effective means for the implied autor to manifest himself. Consider
aéain the fact that the implied author juxtaposes each motf with its own denial.

The implied author, when showing the motf "Spain" hides behind the mask of the
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ne-to, 1.e. "non-Spain." This duplication runs parallel to the motf "insanity" which
is, accordingly, confronted with its counterpart "non-insanity." A text containing a
fool is illustrative in this regard since the latter moves in a circle as it is a fool's task
to demystify the world by mystifying himself (Felman 1978: 134). By mysufying
himself, the fool, in tum, becomes subject to the process of demystification. In
other words, masking plays a key role in a novel featuring a fool. Both the motifs
of "non-insanity" and "insanity" are applicable to the hero Poprishchin. The
decision in howfar the reader wants to apply the motifs to the hero is left to him.
In this respect, the task of the implied author is evident again. The consistent
application of impersonation as a literary procedure is again used by means of the
ne-to (Fanger 1979: 256ff.). In the Zapiski, the process of impersonation manifests
itself in the use of letters. See again Section 5.2, in which it was observed that
letters function as figures anaphores who convey information indirecdy from the
literary figures, via these letters to the reader. Figures anaphores are, strictly spea-
king, unable to give information since the conditions under which they may do so
are not fulfilled. See again the fact that these persons may overhear conversatons
concerning the hero which take place elsewhere. In short, the funcdon of the
figures anaphores as tools of the implied author is evident since their audience
cannot hear or understand them. Similarly, letters may provide non-information
since the aforementioned conditions are equally unfulfilled. This is the case with
the letters of the dogs in the Zapisks. They contain a hidden meaning, which can
only be unniddled with the help of the implied author. As always, he presents a
motf in combinaton with its counterpart. In this case this modf is "insanity."” This
is consistently opposed to "non-insanity." The function of the implied author lies
in the fact that he brings about the specific character of the text, i.e. absurdity. Its
effect lies in the fact that the reader continuously wonders in howfar this absurd
character of the text brings about an aesthetic effect. The motf of "insanity" is, as
it were, duplicated into "insanity"” and "non-insanity." This is evident from fact that
the narrator leaves undecided the question whether the hero's environment is
insane rather than the hero himself. Thus, it may scem that insanity is inflicted

upon the sane hero by his insane ¢nvironment. The role of the implied author
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manifests itself in the fact that the reader is left free to decide this question for
himselt. Consequently, the implied author guarantees the artistic character of the
text. Whether the reader chooses the hero's "real insanity" or "not real insanity"
makes no difference. In both cases, a description of insanity takes place which aims
at authenticity. However, the implied author requires that it is an artistic descripu-
on.

In the letters of the dogs the process of the impersonation plays a key role.
They illustrate the idea that the represented world is made of paper. The letters
confirm Erlich's observation that only language is alive in Gogol's works. It was
seen that the narrator and represented reality are hidden behind verbal assue (see
n. 44 again). It seems that they can only be unriddled with the help of the implied
author. Thus, the hero is presented as being able to understand the speech of dogs.
This is only possible if the modf of human speech is extended to dogs. This way,
the theme of "insanity" is presented as being masked behind the image of
"speaking dogs." See, for instance, the hero's reaction to the letter of November
13:

A Hy, MOCMOTPHM © NHCBMO AOBOABHO HeTxoe . OAHAKOXKe B MOUYEpKe Bee
ecTb Kak ByATO 4T0-TO cobaube

Gogol' 1994 (1835): 155)

("Well, let's see: the script is fairly distinct. There is, however, something canine
about the handwriting"; Gogol 1984 (1835): 246).** This observation can only
make sense if it is assumed that dogs can write. The hero's reacton is illustrative.
See:

[Mucsrmo miscano ovens npasuabHo . [lyHkTvawus i1 awxe Gyxsa b Besae Ha

CBOCM MCCTC

(ibidem)
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("The letter is written very correctly. The punctuation and even the letter € are
everywhere correct”; tr. mine, PMW). The hero's reaction is absurd because, in his
view, writing is an aesthetic activity. In other words, the reader is made to believe
that writing presupposes the ability to view rather than read. To put it differently,
the hero occupies himself with the outward appearance of the letter and its sender.
A gap in a text written in such a system is realized as it is in a non-verbal text, like a
paintng. The observer sees it realized in the form of an empty spot. The implied
artist is supposed to "fill it" with its counterpart, i.e. content, or, 2 "non-empty
spot.” For normal men, however, a verbal text is written in linguistic characters. A
gap in such a text is realized in the form of a silence. In such a case, the presence
of the implied author lies in the fact that he should give clues as to how the text
should be resumed in an aesthetic manner. Thus, in both non-verbal and verbal
texts he is supposed to give clues as to how the definite text should be modeled
aesthetically. The motf of "silence" is also realized in the reality represented in the
text. See the penulumate sentence of the preceding diary-entry dated November
12:

TaM BYAET BCe : ¥ MOPTPET i BCE A€AA ITOIO MyXa . Tam Byaer uto-HIOYyAB

11 O TO#, KOTOpasA ... HH4yero, Moauansse!

(Gogol' 1994 (1835): 155)

("Everything ts bound to be there: a portrait of the man and all the affairs. And
there'll be something there about her...never mind, silence!; Gogol 1982 (1835):
246; it. mine, PMW). Something similar happens when the protagonist reads in

Madgy’s letter the first reference to her mistress Sophie:

At aitl... HH4Yero, Hirdero. Moavanne!

(Gogol' 1994 : 202)

("Aie, aic.. never mind, never mind! Silence!"; Gogol 1982 (1835): 247; it. mine,
PMW). The words sichego and molchanie anticipate an absence of signs in both the
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text and the reality represented in it. In other words, they indicate elements with an
equivalent-function, in Tynianov's terms. Consequently, both the text and the
reality represented in it seem to come to a standstill. Thus, both seem to become
spatially rather than temporally determined. See also the role of the implied author
in the hero's other reactions to the letters of the dogs. The results in an absurd
effect. See:

Ixoit B3a0p ! Kak 6yaTo 61 He OHAO npeamMera noayuiiie, 0 4em MHCATS .
[NocmoTpim Ha apyroit crpannue . He Oyaer an uero noaeanhee
(idem)

("Hell! The devil knows what all this is about! What nonsense! As if there were no
better thing to wrte about! Let's look at another page, perhaps there'll be
something more valuable"; ibidem, tr. mine, PMW). The hero is able to read the
letters as if they were written by 2 human being. Accordingly, he is able to utter his
thoughts in coherent speech. This fact shows that he should be considered a
normal person. Such a person can be qualified as A. However, the hero's words are
absurd since he has lost his ability to think ratonally. Thus, he reacts to the words
in an abnormal way, as if they were really written By a dog. In this respect, he
should be qualified as being abnormal, or - A. The fact that this context shows a
combination of words by A and - A shows the presence of the implied author. He
arranges the words by A and - A in the narratve in such a way that the context is
artstic. He leaves each reader free to "fill in the text". In other words, this freedom
shows again that the implied author guarantees the "occasional” character of the
work in Gadamer's definition. It was observed that this character is a prerequisite
for all works of art (see Gadamer 1975 (1960): 138). The role of the implied author
manifests itself since the question of whether the text is sensible or nonsensical
remains undecided. The implied author combines again the modf A and its
counterpart - A. To this extent, the Gogolian procedure of the ne-to is realized.
Thus, the narrator impels dogs to pass themselves off as men. He puts masks of

men on dogs. It is supposed that dogs do not only think and speak but also write
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like people. The narrator lets the hero imprint on them a system of values which
applies to men. See the word vzdor which shows the aforementioned ambiguity of
the protagonist's system of values.

On the whole, Gogol's observations confirm Stendhal's idea that a text
conditions and shapes rather than merely presupposes a reader. In other words,
both authors are typical representauves of Romanticism. They emphasize that they
do not model reality on their own but rather let themselves modeled by it. See, in
this regard, the theme of "folly" in the text: it models the hero. The implied author
presents it in the text as being accompanied by its counterpart "non-folly."
Consequently, he ensures that an artistic whole results. In the process of reading,
the reader begins to create his own text. In other words, he is included in this
process, as it were. This idea confirms the idea that a novel presupposes a real
author, an implied author, a real reader, and an implied reader. These cannot act in
isolation, but condition one another, meeting in the theme of folly. The essence of
the novel which contains the theme of folly consists in the fact that it destroys
itself.

Let us retumn to the ne-to in the Zapiski. It plays a key-role in the theme of
"insanity." Every day in the journal indicates a new stage in the hero's development
toward insanity and the ne-to indicates this new stage. Consider the nonsensical
dates occurring in the Zapiski. They will ulumate result in the moment when the
protagonist seems to be "swallowed" whole by the text. See the self-portrait of
Johannes Gumpp again; here it was seen there that the figure seems to become
mobile since he becomes visible from different angles. In the portrait, the sugge-
stion is raised that the figure looks at the viewer and drags him into the
representation. The date-indications in the Zapisks seem to play a role similar to the
mirror on the portrait. Consequently, they confront the fictional writer with his
self, i.e. his insanity. In so far, the fictional reader’s reading-process of the dates
runs parallel with the viewing-process of the internal viewer in the Gumpp-
portrait. Thus, the first both writes down his entries and reads them. Consequendy,
he flies from the diary as soon as he has interpreted the deterrent report of the

insanity they contain. The process of masking plays a role in this respect. Thus, the
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hero tries to fly from his own self which with which he is confronted in the diary.
In other words, he seem to hide behind the date-indicatons. By doing this, he
seems to try to destroy them before they can reveal their content. This content also
contains his identity. Thus, he transforms them into "unreal" ones. Summarizing,
the suggestion that the fictional writer (the protagonist) is, as it were, gradually
"pasted into the narrative” is visualized in the dates. These are jumbled more and
more and, as a result, they become more and more ambiguous. This process makes
the narrative Manneristic. Consequently, the date-indicatons become incompre-
hensible for normal readers, who are not familiar with the language-code of insane
men. For these readers, they begin to function as indicators of the hero's increasing
insanity. In so far, they begin to serve as elements with a signalling functon.
However, fools will not identify the linguistic characters written in an abnormal
language-code as being abnommal. The fact that a text contains parts which can be
identified as being written in both normal and abnormal signs shows the presence
of an implied author. The latter brings up the question as to which is the normal,
standard-code, and which the deviating one. He leaves undecided the question of
which code is the standard one. Thus, for a normal man the jumbled-up letters are
wrtten in the standard-code. However, in a world of fools, jumbled-up letters are
written in the standard-code, whereas the "normal” letters are written in a deviating
language-system. This continuous mixing-up of language-codes transforms the
work into a Mannenstic work in the sense mentioned in Chapter 1, Section 1.1.

For Stendhal's aforemendoned observadon that a text shapes its reader,
consider Poprishchin's reaction to the alleged letter of the dog of November 13. In
that letter the dog "says":

"Cods1 HMKaK He MOMET YACDXATBCA OT CMEXA, KOTAA FAAAMT Ha HEro

Bpews Ta, npokasTas cobuotrikal Ikoit mep3koil a3bik!

(Gogol' 1994 (1835): 157f))

("'Sophie simply cannot restrain herself from laughing when she looks at him.' [i.e.

Poprishchin; PMW] 'You lie, you damned little bitch! What a nasty tongue!™;
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Gogol 1982: 205; it. mine, PMW). The role of the letters lies in the fact that they
do not merely report events. Rather do they shape the fictional reader, Popnsh-
chin. The letter seems to threaten to "drag" him into the narrative. By doing so, it
seems to enable the reader to follow the development of the process of insanity.
The reader sees, as it were, before his eyes how the insanity of the protagonist
develops. This is also evident from the fact that the external reader sees that the
lecture of the letters compels Poprishchin, ie. the text-internal reader, to stop
reading them.

Let us return to the role of the masks in Gogol's paper world. The author's
essay entdtled O Tom Chto Takoe Slovo (1844) ("The Essence of the Word") is
lustradve. There the author develops his ideas concerning masks. It was included
into the collection Vybrannye Mesta i Perepisks s Drug'iami ("Selected Passages from
a Correspondence with Friends"). In this work the author warns his readers that
man should not use his words as a mere mask. If he does, he will become unable
to express even his most sincere wishes and thoughts. Consequently, he will
become his own slanderer. Therefore, Gogol' emphasizes that man should be care-
ful in the use of his words.”™ He should take care that no rotten (gmiloe) word comes
from his mouth. He should prefer keeping silent to running the risk of being
careless in the use of his words. Accordingly, Gogol' warned that only professional
writers should make use of language since only they know the real value of words.
Thus, they know the difference between words which are fit to express lofty ideas
and those which express mere ordinary ones. Gogol' presents the example of great
pedagogues in this regard. Hence, at a ime when it was the habit of the day to
show off with words, great educators used to keep silent.*' The word mokhanie in n.
52 shows that the author expresses a Romantic idea. Consider again the
observation made in Chapter 3, Section 3.3.2 about Baratynskii's idea of silence in
his poetry. He emphasized that a word is the least appropriate instrument to ex-
press sincere ideas. Also, consider Gogol's words na vsiakom shagu tagyk est' nash
predatel in n. 51: in his view, when words turn themselves against their writer the
latter will be unable to express even sincere ideas. The author's words imply that

silence is the result of a consistent use of impersonaton. The idea of silence as



C0055837

247

being the ideal result of man's language use shows that a speaker, ultimately, disap-
pears behind his mask. The word klvemik in n. 51 indicates the controversial
character of language. On the one hand, language continually distorts the express-
ion of our feelings. On the other hand, a speaker needs it to express his feelings
and thoughts. However, he should take care that his words are sincere and not
"rotten” (gniloe). It is seen here that the ne-7o plays a part in as far as even a true
word will turn into an untrue (gnile) one and that, vice versa, the reverse may also
hold.

The fact that a man is active in a paper world confirms that he is a Romantic
person. See again the quality typical of Romantic figures that they behave hke
literary models rather than men of flesh and blood. The idea that the hero and his
world are made of paper emphasizes the idea that both the represented world and
the text end in destructon. This also holds true where its productdon and
perception-processes are concerned. The hero seems to dissolve the represented
reality into a void after he has finished reading the dog's letter. See the last sentence
of the "last letter of the dog"; the moment at which the hero stops reading the

letter seems to anticipate the end of the paper world. See:

A H30pPBaA B KAOYKH ITHCbMA l'.‘\Vl'lOl‘*'l CODaYOHKH

(Gogol' 1994 (1835): 158)

("I tore the stupid litde bitch's letters into tiny shreds” (Gogol 1982: 251; it. mine,
PMW).

The aforementioned passage shows that the represented reality in which real letters
occur (i.e. letters wrtten by human beings) is annihilated. As a result, it is
dominated by a reality in which illegible, non-existent letters, i.e. letters written by
dogs, are found. However, this non-existent reality is also annihilated. Thus, the
hero tears up the letter of the dog which in itself is already non-existant. The
presence of the implied author manifests itself in the fact that only he can
safeguard the author against the criticisms of outside readers that it is impossible to

dissolve represented reality into a void. He does so by justifying the disappearance
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of the reality by the fact that reality does not exist anyway. In other words, the
implied author mouvates the disappearance of this reality by hiding behind a mask
when hiding from the world. This destruction also concerns the text itself. Thus,
the writer and the reader also seem to be destroyed as soon as they have completed
writing and reading the book respectively. In the Zapisks, in which a paper world
occurs, the aesthetic character of this gradual process of destruction is guarded by
the maplied author. See the protagonist’s reaction to the last fragment of the letter
by the dog Madgy. It shows that the world in which the hero moves consists of
valueless material on which one cannot lay his hand.** N. 53 empbhasizes the
valueless character of the world as one may expect from a world which has been
torn into pieces. N. 53 also shows the self-destruction threatening both the hero
and the (paper) world around him. In the further context, Poprishchin emphasizes
that he wants to belong to the social class to which the gentleman of the bedcham-
ber mentioned in n. 53 belongs. This means that he will become a split personality
since, in his heart, he dislikes that class. He wants to share its second-rate cultural
taste. He reads the widely-read Severnaia Pchela read by it. He reads Pushkin only
in his quality of writer of ordinary salon-like pieces (Gukovskii 1959: 309; see also
Peace 1976). In other words, the hero is shaped again by outside reality in the
manner typical of Romantic personages. Both the latter and that reality seem to be
reconstructions of modeled reality. Consider again, in this regard, the aforemen-
toned moutf of the mirror as it was defined by Stendhal. Thus, the hero's atdtude
toward his fellow-men also shows that he is and wants to be a product of his
environment.

On several occasions Poprishchin emphasizes his alleged position as a
nobleman. For instance, in the entry dated Ok#iabna 4, he informs us that a foot-

man once offered him snuff without even getting up. The hero reacted as follows:

Aa 3Haelb AM TH, TAYIBIT XOAOMN, YTO f YHHOBHHK, s Oaaropoanoro

TPOHCXOXKACHHA?
(Gogol' 1994 (1835): 151)
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("Don't you know, I'm an official of noble birth you stupid lackey>"; Gogol 1982:
242; it. mine, PMW). However, the hero questions his identity. Therefore, in the
entry dated "December 3" the question of his idendty is brought up. The question
concemning the identity of the literary figures in general remains unanswered. He
wonders what the ttles in social life stand for. See again n. 53 where he says: "Chso
b i2 togo, chio on kamer-funker?' en " Pochemu imenno ituliarnyi sovetnik?' (Gogol' 1994
(1835): 158). These words are typical of a primary rather than a secondary system.
Thus, they are based on the idea that man constructs his own wotld. He is assumed
to be free to select its constituent elements and bears his own responsibility in this
regard. They reject the view that man should model his life after patterns like that
prescribed by "titular-councillors.” In short, in this respect the narrative shows
traces of a primary system. When considering his social status, the hero is
presented as "jumping away" from the representatives of the class of ttular-
councillors. Hence, he wants to tell "them" (i) that he spits upon "both of you"
(na V.AS oboikh (caps, mine, PMW).” This shift from a pronoun in the third person
to a pronoun in the second person shows the presence of the implied author.
Consequently, a shift of a specific kind takes place and results in a mirror-like
effect, in Stendhal's terms. Thus, a set of opposed moufs is presented. We see the
figures as being active outside the framework of the narrative first. Consequently,
they are indicated in the third person. We can define them as A. However, we are
simultaneously confronted with them as they are operating within the framework
of the narrative. These are indicated in the second person. Accordingly, we can
qualify them as - A. The mirror can be said to justfy the hero's reacdons to all
actions which he endures. The action of the hero who spits on the world sur-
rounding him has a reverse effect. The mitror shows both the hero and the socially
higher class. It brings about the effect that it shows itself as spitting onto the hero
when he does the same to it.

The entnes, dated Dekabrnia 3 ("December 3"), Dekabria 5 ("December 5"),
and Dekabra 8 ("December 8") indicate intermediate stages in the hero's deve-
lopment toward complete insanity. Thus, first Poprishchin still operates within his

own world. Gradually, however, he grows toward the moment when he enters an
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allegedly new world. This is the world in which he assumes his new identity of
"king of Spain." In terms of time, it indicates the period when his insanity is
complete. The motif "Spain” and the suggestion that the world is made of paper
are constituent elements of the motf of insanity which dominates the hero

completely at last. Consider the entry dated Dekabria 5 begins with the words:

A CETrOAHA BCE )’I‘pO YHTAA TA3€CTH
(Gogol' 1994 (1835): 159)

("Today the whole day I have been reading newspapers”; Gogol 1982: 252). In this
entry, the protagonist reads about the events taking place in Spain. In other words,
the country "Spain” is presented as becoming identical with the reports about it in
the newspapers. Poprishchin's insanity does not become catastrophic as long as he
does not leave his room — or: Spain — while it is suggested to be made of paper.
This indicates a paper world. It is suggested that he is safe as long as he remains
there. It can be qualified as "not Spain." In fact, the place which can be indicated as
"Spain”, ie. the real Spain, is dangerous for him. Also, on December 8 nothing
serious happens yet because the hero does not go to his office. But that date
indicates a decisive stage. At that point in time, the protagonist is reported to lie on
his bed. He thinks about the situation in Spain. However, the next date is criacal. It
is indicated by the protagonist as Goda 2000 aprelia 43 chisla ("2000, April 43"). This
"date” indicates a turning-point: then, Spain seems to cease to be a part of the
paper world. Thus, Poprishchin "discovers” that a real king of that country has
been found (in his own person). This implics that Spain has shattered its borders,
which to him are made of paper. Accordingly, the protagonist shatters the borders
of his own reality by leaving his safe place. This appears to be a catastrophic action.
He leaves his room and, consequently, makes himself known to his landlady as the
king of Spain. Upon this declaration, she is terrified. The hero does not want to
recognize the world as being made of paper any more. He does not want to go
back to his office to resume his work as a virtuous civil servant who just copies

documents. See the exclamation which concludes his entry:
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HCT, INPpHATCAH, TEIEpb HE 3aMAaHHTC MCHA ; A HE CTaHY NEPCNHCHBATD

raakHx Gymar Baumx!
Gogol' 1994 (1835): 160)

("No, friends, now you"ll not outwit me; I"ll not copy your dirty papers!”; Gogol
1982: 253). To summarize, the aforementoned date goda 2000 aprelia 43 chisla 1s
essental because it separates two periods. In the period preceding it, the hero's
state of mental health does not deteriorate provided that he accepts that his world
is made of paper. This implies that he does not leave his room (concerning Pop-
rishchin's concept of "the world outside”, see also Maguire 1994: 51f.). However,
his mental health collapses when he breaks this rule. His total insanity comes about
when interdependent elements meet. Thus, as the hero's world loses its paper
character for him, his insanity increases. As the narrative proceeds the world and
the hero are presented as becoming less paper-like and, consequently, the latter
becomes more and more insane. The aforementioned nonsensical date, indicating
that the hero has become totally insane, shows the iron law which holds true for
him. Hence, he is confronted with a dilemma and as a result, the hero seems to be
stricken by madness when he remains in his paper world. This is the world in
which the aforementioned letters of the dogs play a role; his idea that they are
written by dogs shows his madness. However, the normal world in which his
fellow men operate is also dangerous for him. This is evident from the fact that, as
soon as he leaves the paper world which seems to be safe for him, he is threatencd
with madness too. In other words, the hero seems to be threatened by insanity
twice: when he remains in his paper world as well as when he leaves it. This double
presentation, or duplication of the modf "insanity" again shows the role played by
the implied author. He, in fact, splits up the motf "insanity" into its constituent
elements "insanity” and its counterpart "non-insanity” in the manner mentioned
earlier. The specific character of his task manifests itself in the fact that he leaves
the reader free to decide for himself how he wants to qualify the motf “insanity.”
By doing so, he guarantees the aesthetic character of the text; he conveys to the

implied reader the various options from which a selection can be made in the
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course of the reading-process. In turn, the implied reader conveys these options to
the real reader. Consequently, the latter can reconstruct the real text on the basis of
signals given to him. The presence of the implied author manifests itself in the fact
that the question can be brought up whether the the hero or the people around
him are normal. See, in this regard, the beginning of the entry dated Dekabria 3. At
that date, the hero exclaims that it is impossible for his beloved, the allegedly
normal daughter of his superior, to be married. The idea that the theme of the
insanity is insolvable becomes evident through fact that motifs are questioned.
Thus, the hero begins to question his own identity. Consequently, he uses interro-

gatve sentences. See, for instance, his statement:

MHe On XOTEAOCH 3HATh, OTHETO A THIVAAPHHIA coBeTHHK?  [louemy

HMCHHO THTYAAPHHI{T COBETHHK ?
(Gogol' 1994 (1835): 159)

("1 should like to know why I'm a ttular councillor? Why exactly a titular council-
lor?”; Gogol 1982: 252). The mouf of "emptness"” is typical of the transitory stage
of the hero on his way to insanity. It becomes visible more clearly in the entry
dated Nozabria 6. There, it is reported that Poprishchin is addressed by the head of

his department. See:

Beab Thi Hyab, DoAbLIe Hivero ... B3rasan xoTs B 3cpkaso Ha cBoe AHILIO,

Kyabl Tefe AymMaTb O TOM "
(Gogol' 1994 (1835): 152); it. mine, PMW)

("Well, just look at you; just think; you're a nonentity, nothing more. Just have a
look at your face in the mirror; how could you even think of such a thing?"; Gogol
1982: 242; it. mine, PMW). The funcuoon of the mirror is again important.

Stendhal's example shows that it reflects developments, ie. temporally bound



©C085837

253

situatons. [t is evident once more that the mirror serves as a tool for the implied
author. It enables the narrator to question the positdon of the hero and his supe-
rior. Thus, 1s 1t the hero who is on his way to his madness or does the superior
confront the hero with his own madness? Who is mad? Is it the inplied authot
who splits up the theme "madness"? The latter leaves the reader free on yet again
to "assign" this quality to the person of his choice, either the hero or the world
around him. By doing this, the implied author guarantees anew the artistic cqteria
of the text.

The aforementioned motf of "emptiness" is developed in the entries from
"5 December" on.They run parallel with the date-indications which gradually
become more and more empty and devoid of sense. See the mouf "emptness” as it
occurs in the entry "December 5" in the image of the emptiness of the Spanish
throne.*® This motif occupies the protagonist more and more. In the next entry,
dated Dekabria 8, Poprishchin writes that he has been unable to do anything all
day. The events in Spain completely throw him off balance.* The day seems to end

in a void. See:

IMocae obeaa xoana noa ropu . Hudero moy4HreAbHOro He MOr H3BAEYb .
BoAblLerO HacTHIO AKAA HA KPOBATI I Paccy)aaa 0 aeaax Mcnanun
(Gogol' 1994 (1835): 159)

("After dinner I went down the hill for a walk, I gained nothing instructive out of
that. 1 spent most of the time lying on my bed and pondered on the affairs in
Spain"; Gogol 1982 (1835): 253; it. mine, PMW). The motf of emptiness is empha-
sized in the use of the word michego. The date-indications demonstrate that the
hero's discovery of his identity goes hand in hand with the idea that he is swallo-
wed by the text. At the "date": God 2000 aprelia 43 chisla his absorption into the text
seems to be complete.

Somewhat more detailed attention should be paid to the dates of the diary-

entries in as far as these
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1. give an indication of the phases of a plot which is operative in 1t,

2. emphasize the suggestion that the texts of the entries result from a
process of instantaneous description of events,

3. suggest that a consistent distinction is made between the writer — as far as
he is operative as the fictional narrator — and the ficuonal reader of his
entries; thus, they bring about split in the hero as well as the recorded events
as they are perceived by him, and in as far as they

4. play a role in the presentation of the world as being made of paper.

As far as 1. is concerned, the use of a plot manifests itself in the originally regular
order of the dates from October 3 up to and including December 8. After Decem-
ber 8, this regular temporal order is stopped. The remaining ones denote nonsensi-
cal, impossible or non-existent m.omcnts: God 2000 aprelia 43 chisla (160), Martobria
86. mezhdu dnem i noch'iu (ibidem), Nikotorogo chisla. Den' byl bez chisla (162), Chisla ne
pommiu. Mesiaca toghe ne bylo. Bylo chert gnaet chto takoe (ibidem), Chisla 1-go (ibidem),
Madnd. Fevruani tridtsatyi (ibidem), lanvar' togo he goda, sluchavshitsia poske fevralia
(164). Chisle 25 (ibidem), Chi 34 slo Mc edao (165). The essence of these "date-
indications” les in the fact that they are partly empty. Thus, they seem to
emphasize t hat time is spatially determined. See again Le Goff's observaton about
the concept of time in the Middle Ages. Thus, the dates reflect what has been
called by him an indifference toward time. This is typical of that period. The indivi-
dual chronicle-writers often used vague time-indications like "at that ume”, "in the
mean time", “shortly afterwards" etc. (see Le Goff 1965: 221f. as well as Chapter 1,
Section 1.5). The function of the dates in the narrative lies in their interplay with
the contents of the entries. They show the progress of the writer's increasing
insanity (Brang 1969: 449). Thus, a line seems to be drawn at "December 8th"
dividing the story into two halves. From that day on the writer stops using normal
dates and begins using abnormal ones. In other words, he seems to bring the plot
to 2 standstill. Hence, the function of the narrative as being temporally determined
does not play a role any more after apredia 43, 2000 onwards. Consequently, the de-

scriptions become more and more important at the expense of the plot. Therefore,
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at the aforementioned date the novel which was determined by a plot makes room
for a novel as defined by Stendhal and Goethe. The later considered a novel as
being characterized by descriptions at the expense of the plot (see again n. 46).

The important role of "empty dates"” in a diary-novel lies in the fact that they
serve as a token of a writer's presence. The empty, i.e. nonsensical dates emphasize
the split which runs through the narrative after the aforementioned "date." The
dates are senseless and the entry contains nonsensical informaton. However, it is
written in coherent, i.e. non-nonsensical, speech. See again, in this regard, the fact
that Russian Romantic poets such as E.A. Baratynskii emphasized the fact that a
consistent use of poetic words results in silence.”’ See again Chapter 3, Sections
3.3.1 and 3.3.2 and consider, in this regard, Gogol's idea of the word as being
some-thing dangerous (see n. 51). Summarizing, both writers and readers scem to
be threatened by the danger of being swallowed by the text.

To return to the alleged date-indiations of the Zapisks, the implied author
manifests himself to the extent that he confronts the reader with date-indications
which are both sensible and nonsensical. Thus, the implied author seems to offer
the reader clues to solve the question whether the informaton of the Zapisks is
nonsensical or not. He hands this information to the reader who is left free to
make a decision in this regard. The solution of the question whether the text is
artistic depends on this decision. Thus, the readers are all framed by date-indicat-
ons which are growing more senseless. See again the fact that incomprehensible
words emphasize the poetic character of a text.

With regard to the "non-dates” mentioned above, they indicate a turning-
point in the narrative and the time of their recording. From the aforementioned
date-indication "December 8" on, it can hardly be said that the narrative is a result
of instantaneous writng anymore. Thus, from then on, the notes are made in a
lunatic asylum and for madmen temporal differences hardly exist. Consequently,
they cannot be expressed in 2 block-like fashion as well. Thus, indications such as
"now", "later" and "earlier" lose their sense. Therefore, the outburst of madness in
a person means that he does not distinguish anymore between his perception of
the present and the past (Brang 1969: 450).
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Attention should be paid once more to the halves into which the story can
be divided. See again the Bernanos example mentioned in n. 33. Let us examune the
first half of the narrative first. After having done so we can begin to sudy its
second half. Consequenty, we can interpret the story as a whole. In the second
half, the theme "madness" is consistently described as the Leitmotiv of the narrau-
ve. Thus, there it does full justice to the title of the story which is written by an
omniscient, author: Zapiski SUMASSHEDSHEGO (caps. mine, PMW). Before the fatal
date "April 43", the protagonist carries out particular activities. He consider them
as being senseless and devoid of value. Although he tries to mask himself against
them, he must admit that they anticipate his insanity. Consider, again, the
description of the correspondence of the dogs, and the hero's reaction. This event
shows the madness which begins to threaten the hero. Later, in the second half of
the story, the hero continues his protest against his usual activides. He does so in
his role of the "King of Spain." See again the aforementioned date "April 43,
2000." At that "date", he discovers his allegedly true identty. The hero's develop-
ment toward an idendty of his own implies that his subservience to the text seems
to be, temporarily, vanquished. It seems that, for 2 time, he throws the chains of
the paper world off. However, the two aspects of that world are fatal to him. Thus,
the paper world soon recaprures its claims. Consider, in this regard, Stendhal's
definition of the novel. The fact that a text shapes its reader implies that the de-
strucdon of the text seems to entail the downfall of both the literary figures and
the narrator. In fact, the latter can only exist by its grace.* The vicious circle of the
hero and the text is complete. As far as the schizophrenic man's conquest of his
identity is concerned, he associates such a conquest with the motf "fear."* In the
scenes in which the hero acts as king of Spzin the procedure of impersonation
plays a key role. It is evident that this leads to self-destruction. See again the "datc”
God 2000 aprelia 43 chisla. The date has a mere signalling funcuon. Thus, it indicates
some temporal indication but has no proper meaning. It is both a date and a non-
date. Such a "date” can only exist in an unreal world, i.e. the world as it occurs in
Gogol's paper world. In that world the #e-# is essenual. In other words, the "date"

again shows the acuvity of the presence of an implied author. The latter presents



C(068837

257

an "empty" date which is supposed to be filled by the reader (both internal and
external) with a content of his choice. The particular impact of the paper world in
the hero's life manifests itself in the fact that he is employed as a clerk in a govern-
ment office. Consequently, his whole world consists of paper. In fact, Poprishchin
is constantly occupied with writing. He is fascinated by it even though his main
task at the office consists of merely mending pens.® The quotation mentioned in
n. 58 shows that the Russian word pero signifies both "pen" and "feather."
Consequently, the protagonist associates it with a cock's feathers.

The role of the implied author in the reality represented in the text is evident
from the fact that he is presented as being split up into the component parts "King
of Spain" and "- King of Spain.” Thus, he is masked by the author as the "King of
Spain." The latter is presented again as the person who should shield the real
author against unbidden criticisms of the readers. The implied author manifests
himself since in him the process of duplication is seen at work again. The two
figures show that the hero tends to split up his world as well as himself. The first
figure persontfies the hero's desire to belong to a soctially higher class (the class to
which tirular councillors belong), whereas the latter personifies the protagonist's
tendency to reject this class.

The fact that the motif of the King of Spain is consistently split up into its
opposite motifs show a process of masking at work. The continuous duplication of
motifs is evident in the modf of "love” which is consistently opposed to its
counterpart "fear." That a continuous process of masking takes place is cvident
from the fact that, when the protagonist seems to identify himself with the King,
he seems to fly bechind a mask covering his identity. This quality is typical of a
schizophrenic man. The latter constantly puts on masks to attract attention to him-
self while he tries, at the same time, to distract that same attention from himself
(see Laing 1970 (1957): 72f., 114). This effect is realized by means of the
aforementioned ne-f0. This indicates the end of reality, i1.e. the end of the reality
represented in the text and the text itself. See, in this regard, the entry bearing the
date-indication: Nikotorogo chisla. Den' byl be chisla. In this entry, it is reported that
the protagonist walks along the "Nevskii Prospekt” in St. Petersburg. He sees that
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the tsar drives by. Even then the hero does not take his hat off. In fact, he does
not want to reveal his alleged identity of "King of Spain”. He does not want to do
this as he does not want to show himself before he having been presented at
court.® N. 59 shows that the protagonist continually tends to hide behind a mask
of anonymity (see Laing 1970 (1959): 72). See again, in this regard, n. 18, where it
was observed that the combination of a historical and a ficdonal text-element
emphasizes the authentcity of both of them.

The last entry presents the key for the correct interpretation of the story. It
shows how the hero is completely transformed from a puppet into a human being.
The presentation of the hero as a fool is followed by his transformation into a
normal living being of flesh and blood. Thus, as 2 lifeless being he is 2 mere puppet
hung with official attributes and ranks. Only these play a role in the paper world.
This is what the hero is in the first half of the narrative. In the last entry, however,
he becomes a living being (Gukovskii 1959: 316f.). This entry shows that the fool
as a literary figure raises the suggestion that he destroys himself. He, ulumately

cannot do anything but call in the help of his mother; see:

Maryuuka, crracst TBoero Heanoro cuina! ypoHit caesniky Ha ero 60AbHYIO
roaoByiuky! nocamorpit, Kak myuar oun ero! ... Marymka! nowaneil o
cBoenm BGoabnoat amrarke! ... A 3Hacre An, 4TO y (PPaHILY3CKOTO KOpOAs

IHI3HEKA HHOA CAMBIM I!OCOM.>
(Gogol' 1994 (1936): 165)

("Mother, save your wretched son! Shed a tear on his aching head! See how they
are torturing him! ... Mother! Take pity on your sick child!.. And do you know that
the [ ... | 'King of France has a wart right under his nose?"; Gogol 1982: 260; it.
mine, PMW).*? The aforementioned quotation plays a key role in the representati-
on of the motf of "insanity.” It shows the hero's disembodied self, which is typical
of schizophrenic man. In this man, the motfs "non-sanity” and "insanity” are

combined. Thus, Poprishchin reacts as a normal person to the beating-up, as he
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experiences it as painful. However, his reaction is typical of an abnormal figure
too. Ilis suffcring cannot refrain him from making an absurd but, in his cyes,
essential observation, namely that the King of France has a wart under his nose.
The quotauon shows the hero's disembodied self, which is typical of a
schizophrenic man, in whom the motfs "insanity" and "mental health" are
combined.” Summarizing, in the combinations of all these opposite psychological-
ly acceptable and unacceptable motfs, the implied author is seen at work. The
presentation of the hero as a fool brings about his own destrucuon as well as that
of the text. The purification of the represented world manifests itself in the hero,
who was a mere lifeless personification of bureaucracy first. However, he is
gradually transformed into a living man of flesh and blood (Gukovskii 1959: 316f.).

To conclude: the effect of the absence of comprehensible speech discussed
éarlier is intensified by the completely incomprehensible date-indications in the
final entry. It runs parallel to a complete absence of the protagotonist. With him,
the text also comes to an end. The same procedure is used in Mertyye Dushi. The
first part of that work ends with the image of a coach carrying the hero away from
the world, and also, through this action, from the text. This becomes evident from
the fact that the last sentence is an interrogative sentence. It ends with an queston-
mark. In other words, this may suggest that the text goes on forever. It may
suggest that the text shatters its frame in the manner mentioned earlier. However,
the question-mark may also indicate the void in which the text dissolves itself.
Summarnizing, the questuon-mark seems to express the idea that literary figures and
the writer and reader should "keep away from" the narrative. It indicates that the
text swallows the main person involved, i.e. the protagonist, who is doomed to stay
not so much within the walls of the lunatic asylum as in the grip of the text where
he has to remain. The final sentence of the story also shows that this effect of
"swallowing" is reached by the use of the procedure of the ne-fo which is so typical
of Gogol's works. It also shows that it serves as an effective tool to enable the
implied author to carry out his activities. It was observed that he plays a key-role,
particularly in prose-works, to bring about their artisuc character. In this chapter

two items of diary-novels were discussed in order to demonstrate their essental
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character-traits. These lie in the fact that they guarantee the mimetic character of a
work. They do so by duplicating each work in its double presentadon. Thus, they
split it up in its posive and negative poles. These, consequently, meet in an
equilibrium, in a zero-state. This can be said to guarantee liberty for the perceivers
of a work since it enables them all to make a free choice concerning their desired
interpretaton. It was observed that the aforementoned #e-fo is an excellent means
to realize any work of art. Thus, all works of art presuppose a "real" artist on the
one hand, and they presuppose an implied one on the other hand. The implied
artist is free to give indications to the real artist so that a real work of art results. In
so doing, he need not be afraid that voices from the external world will importune
him wath its undesired criticisms.

The aforementoned works of prose by Lermontov and Gogol' show a
return from a secondary system toward an elliptic stage, in Likhachev's definition.
It was observed that such a stage links 2 primary to a secondary system or vice
versa. This manifests itself in the ume-concept of primary and secondary systems.
Thus, a linear concept is typical of a primary system such as Classicism, i.e. the
period of the poet Derzhavin. A circular system or a system of block-time, on the
other hand, is typical of a secondary system like Romanticism. Both 2 circular time-
system and a system of block-time play a role in Lermontov's poetry. Block-time is
typical of Lermontov's works of prose. In that respect, Lermontov is a
representative of the transition-period, or the ellipc stage bridging the gap
between the primary system of Classicism and the secondary systemn of Romant-
cism. Lermontov can be said to be a representative of a secondary system on the
onc hand, since circular time plays a role in his poems. However, whereas circular
time plays a role in his poetry, block-time begins to play some role in it. However,
block-time play a key role in his prose-narratives. It also seems to enable a narrator
to return to his startng-point every time again. However, what makes Lermontov
typical of a primary system as well is that he is enabled to do so by the intervention
of the implied author, whose task it is to safeguard the narrauve against the danger
that its artstic character is harmed. In Lermontov's Knfaginia L igovskaia the role of

the implied author is evident in as far as he shields the real author from undesired
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criticisms. He does so by introducing narrative elements in the narrative which
should justify, as it were, motifs of omission, silence, absence of heroes from
scenes etc. The author wants to reach the same goal through the use of the so-
called procedure of exteriorization. It amounts to the fact that motifs are
relatvized by means of expressions like kazhetsia etc. Their effect lies in the fact
that they quesuon motifs, events, etc. after they have been introduced. They leave
the real character of the latter undecided.

In Geroi Nashego Vremeni, 100, the role of the implied author is evident,
parucularly since it is (at least) a diary-novel. This fact entails that in the context
signals are continuously given to the reader concerning the authenticity of the text.
Thus is done through a combinaton of text-elements which are suggested to be
buth historical and fictional. It is the implied author's task to ensure that this
authenticity does not detract from the artistic value of the text. Lermontov's works
show traces of a primary system insofar as the implied author guarantees the
freedom of the author to select his materials. The suggestion that the story is a
product of a primary system manifests itself in the fact that the narrator introduces
himself in the Predislovie. In this "Foreword" he emphatically states what he intends
to do and what not. Furthermore, he emphasizes that the reader is free to decide
for himself how he wants to interpret his narrative. This emphasis on the freedom
of his own will shows that the narratve is a product of a primary system. On the
other hand, the narrator is not completely free in the selecton of his matenals
since they are bound to acsthetic modecls. In that respect, the author is typical of a
secondary system. Thus, it was seen that the story was presented as a "portrait.”
This cxample shows that the narrative is also typical of a secondary system. Sce
also the presentation of the landscapes in the form of side-wings, which mostly
occurs in Romantic representations in which reality is reprented after representa-
tons of that same reality. Summarizing, Gerof shows a combination of elements
typical of both a primary and a secondary system.

It was observed that Gogol's works also shows traces of a primary and 2
secondary system. The aforementioned combination of primary and secondary

systemns in both Lermontov and Gogol's worlds yields particular effects. The role
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of the implied author in their works results in a represented world, all consituent
elements of which are confronted with their counterpart. In Gogol's works, the
first system manifests itself in the procedure of the #e-so. It serves as a tool for the
author to show that each mouf is confronted with its opposite upon its introducti-
on. In other words, it emphasizes the author's freedom. Thus, it shows that an
author, together with his introduction of a motf A, introduces its opposite element
- A including its whole range of reference. To this extent, it emphasizes the aut-
hor's freedom. In Gogol's case, this results in the suggestion that his world is made
of paper. The aforementoned freedom granted to the author to select the elements
of his narraive emphasizes that his work is a product of a primary system.
However, it was seen that the fact that all motifs are opposed to their counterparts
or mirror-parts does not mean that the work is explicitly typical of a primary
system. Thus, Romantic artists and writers have to represent reality after models.
Summarizing, mirrors serve as tools for Romantic artists and writers to present
models after which the latter have to present their works. Lermontov and Gogol'
presented works in which mirror-like tools occur. In their works, reality is
presented as a result of a combination of qualities typical of primary and secondary
systems. To summarize, these authors, consequently, cannot be regarded as
representatives of either a secondary or primary system in the strict sense of the
word. Rather, their works should be regarded as typical of those elliptic stages

which are, in Likhachev's terms, typical of literary science.
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Notes on Chapter Five

The first of these definitions was presented in 1827, in Stendhal's preface to
Armance, and the second in 1835, in La e de Hesry Brulard.

The latter emphasized that the deluge of genres of travesties and parodies on
higher genres marked the development of the moderm novel (Bakhun 1975
(1941): 450). Bakhtin mendons Don Quixote as well as such writers of mock-
epics as Ariosto and Fielding. All these writers made use of a type of speech
which could be understood by different kinds of people (see Bakhtn 1975
(1934/35): 220-225 and 232; see also Waut 1981 (1957): 285). Bakhtin empha-
sized that the important role played by Cervantes and Fielding in the devel-
opment of the novel originated from their use of speech in the form of

dialogue.
See:

H3sectHo, 410 OH AO HexkOTOpHIT cTemeHn H306pasMa camoro cebs B
[Neyopuue .. He OHAO COMHEHHA, YTO OH, CACAYA TOTAALIHEH MOAE,
HanmycTHA Ha ceDA M3BeCTHOro poasa GafpPOHOBCHIT KaHp, C NPHMECHIO
APYIX €eile XYALUHX Kanpsu3oB i yyaadects. K aoporo ke on nonaatircs
aa Hux! ... Ha 6aae Asopanckoro cobpamis emMy He AaBani MOKOA ... OAHA

MaCKa CMEHAAACH APYTOIO ...

("It is well known that to a certain degree he represented himself in Pechorin ...
Undoubtedly he, following the mode of the day, put on a Byronic genre of a well-
known kind, with a mixture of other, even worse whims and extravagances; and
it cost him dearly! ... At the ball at the nobleman's society he was not allowed a

moment of rest ... one mask followed the other..." (etc.;) (Turgenev 1983: 81f).

See, in this regard, the beginning of the novel Kniaginia Ligovskaia, which reads

as follows:



00055837

264

B 1833 roay, aexkabpa 21-ro auf B 4 4aca rnonoayaHs no BoaueceHcroit
YAHLE, ... 3aMEThTE ACHb H 4aC. MOTOMYy 4TO B 3TOT ACHb M B 3TOT 4aC
CAYYHAOCH  CODHTHE, OT KOTOPOrO TAYETCA  UeNb  Pa3AMYHHX
NMPHKAIOYEHHH, MOCTHIIUHX BCEX MOMX T[€POEB W TE€PHHb, HCTODHIO
KOTOPHX f ODeIlaAca MepeaaTs MOTOMCTBY, €CAM MOTOMCTBO CTaHET

POMaH®bI.

("In 1833, on December 21st, at four o'clock p.m. in the afternoon at the Vozn-
esenskaia ... remember the day and the place, because exactly at that day and
that hour an event took place from which a chain of various adventures w7/ evolve,
concerning all my heroes and heroines, the history of which I promised to hand
over to posterity, if only posterity will read novels"; Lermontov 1957: 122; tr. and
it. mine, PMW). This example shows a narrator at work who grasps past,

present and future. In fact, n. 8 is also illustrative of such a narrator.

See, in this regard: "Thus the text is made up of a world that is yet to be
identified and is to be adumbrated in such a way as to invite picturing and even-
tual interpretation by the reader. This double operation of imagining and
interpreting engages the reader in the task of visualizing the many possible
shapes of the identifiable world, so that inevitably the world repeated in the text
begins to undergo changes. For no matter which new shapes the reader brings
to life, they are all certain to encroach on - and hence to change — the
refercntal world contained in the text. Now, since the latter is fictional, it
automatically evokes a convention-governed contract between author and
reader indicaung that the textual world is to viewed, not as a reality, but as if it
were reality” (W. Iser. 1989. "The Play of the Text." In: S. Budick, W. Iser.
Languages of the unsayable: the play of negativity in literature and lterary theory. New

York, Columbia University Press, 327. (Irvine studies in the humanities)
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Consider also, in this regard, the conclusion of the narrator's report of the
hero's confrontation with his sister Verochka. This is dectibed in practically the

same way:

Ao cix nop, Arobe3Hnie YHTaTeAH, BB BHACAM, YTO AODOBD MOHMX repoes
He BHXOAMAA H3 OOIUMX NPaBHA BCEX POMAHOB K BCAKOH HadMHAIOLIEHCHA
a0be.  Ho 3ato BrnocAaeacTBuH ... o! BIIOCAGACTBHH BH yBHANMTE H

YCARLINTE YYAHHE BELLH

("Thus far, dear readers, you've seen that the love of my heroes didn't cross the
general rules of all novels and each new love. Later on, however...! oh! lter on

you" U see and hear miraculous things instead”; Lermontov 1957: 158; tr. and it.

mine, PMW).

See, in this regard, W. Iser. 1972. Der implizate Leser. Miinchen, Fink. 1972 (Uni-
Taschenbiicher, 163). As regards the implied author, see also W. Kayser. 1977
(1958). "Qui raconte le roman?" In: R. Barthes, W. Kayser, W. Booth, Ph.
Hamon. Poétigue du réat. Pans, Seuil, 60-83.

It shows the painter who is supposed to paint himself full-face. This implies
that particular parts of his face remain invisible. He seems to be accompanied,
during the creative process, by what could be called his implied companion.
The latter seems to solve for him the difficulty that the portrayed person
remains partly invisible. Consequently the, what might be termed, ‘implied
painter’ puts, so to speak, a mirror at the painter’s disposal. It is presented as a
tool by the implied artist. It enables the artist to visualize those parts of the
portrayed figure which would otherwise remain invisible. The mirror, in other
words, emphasizes that a portrait is not a mere representation of a person.
Rather it shows that a portrait should be reconstructed from its constituent parts
which are visualized by the tool. The fact that a portrait is never a mere

representation shows that it always contains something of the artist’s oun self.
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1,

... YTpo OmAO TymaHHOE H 0Oewaro OAN3KYIO OTTereab. MHOTHE KHUTEAN
[Neterbypra, nposealle AETCTBO B APYTOM KAMMATE, MTOABEPAKEHB CTPAHHOMY
BAHAHIIO 3ae1uHOMO Heba. Kakoe-To nevasbioe paBHoAyuIHe noaobHoe ToMmy,
C KaKHM Hallle CEBEPHOE COAHLE OTBOPAYHBAETCA OT HebAaroaapHo# 3aeiuHed
3eMAH, 3aKPAABBACTCA B Ayilly, MPHBOAMT B OLEMNEHEHHE BCE XH3HEHHHE
oprann. B 3Ty mutHyTy cepaue HecriocobHo anTyamasmy ... B noaobuom

PACITOAOKEHHH HAXO0ANACA I']eqopx IH.

("The morning was nebulous and promised imminent thaw. Numerous inhabi-
tants of Peterburg who passed their childhood in another climate had to get used
to the strange influence of the local sky. Some sad indifference, similar to that with
which our northern sun turns itself away from this ungrateful country, creeps
into the soul, freezes all organs of 4fe. In such 2 minute the heart is incapable of
enthusiasm and the mind of reflection ... Pechorin was in s#ch 2 mood"; Lerm-
ontov 1957: 148; it. mine, PMW). The words ravnodushie, otvrachivaetsia, akrady-
vaetsia, otsepenente, Thitnennye organy are indicative of the conception of human
feelings and thoughts as being created and, at least, conditioned, by outside
forces rather than vice versa. To summarnze, the suggestion is raised that all
figures or objects grow out of reality and seem to be annexed by it as well as by

time.

See Insarov’s and Elena's visit to the opera La Traviata, Section 33. There the
description shows an artist who, i the course of her performance, masters that

reality herself, ulumately even modeling it. Consider:

Hirpa Bioaerrd cranoBiiaace Bce Ayudiie, Bee csoboanee. Ona o10pociiaa
BCE [TOCTOPOHHCE, BCC HCHYKHOC I Hamaa ccba: peakoe, Bucouaiiniee
cuactie A xyaoxunka!l ... OHa BAPYT rMepecTyriaa Ty 4epry, KOTOPYIO
OMNpEACANTb HEBO3MOXHO, HO 32 KOTOPoil xuser kpacota. [lybanka
BCTPCIICHY.AACh, YAlBHAACh HewxpacnBas acBylIKa C pasOHTBIM TOAOCOM
Ha4iHaAaz 3a0HpaTh ce B PyKH, oBaaneBaTh ci0. Ho yxe 11 roaoc nieBnun we

3By4aA, KaK pa3Oirniil: OH COIPCACH i1 OKpen
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11

12,

(Turgenev 6 (1981): 288; "Violetta's performance improved and grew less res-
trained as she went on. She discarded all that was extraneons [it. mine, PMW] and
useless and at last found herself [author's it.,, PMW)] - rare, supreme good fortune
for an arust! She had [suddenly] crossed that boundary which cannot be descri-
bed but beyond which lives beauty. The audience stirred, marvelling. The plain
girl with a broken voice began to take possession of it, swaying it. But then her
voice no longer sounded broken, it had gathered warmth and strength” (adap-
ted from Turgenev [n.d.]: 166; it. mine PMW). The Kantdan idea that man is
supposed to model outside reality himself is pardcularly evident from the words
otbrosila vse postoronnee. These emphasize that an artst can only develop himself

when he or she has completely freed herself from external influences.
See:

. BAPYT €My MOCAMINAACS LUOPOX, INOAOOHHIT AErKHM IUAraM, LIyMy
MAaTRA, HAM ABIDKEHHIO AHCTa Dymara ... 6HCTPO NOAHAA rOAOBY — M
yBHACA nepes cobolo B cympake yTo <-TO > Beaoe H, Ka3aA0Ch, BO3AYIIHOE

«« C MHHYTY OH HC 3HAA HA YTO TNCAYMATD ...

("... suddenly he [i.e. Pechorin, PMW] caught a kind of rusde, similar to light
steps, the sound of a dress or the movement of the sheet of paper ... He quickly
raised his head - and saw before him in the dusk something white and, as it were,
transiucent... For just a moment he didn't know what to think of it. ... (Lermontov
1957 (1836): 126; tr. and it. mine, PMW). The use of the words bystro, vogdushnoe,

kazgals' en s minutu are illustrative in this regard.
See, in this regard:

B 3akajouenne noprpera ckaky, uTO OH HaswBaaca [puropisii

Aackcanaposuy  [lesopiH, a Mexay poanbimu npocro Kopx, Ha
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13

bpaHUy3CcKiT Aaa, H 4TO NPUTOM eMy BHAO 23 roaa, - H 4TO y poasTeaei
ero Onao 3 Teicsun aymw B Caparoeckod, Bopouexckoit i Kaayxcko#
rybepumir — nocaeaHee A mpnbasafio, 4TOO HEMHOIO CKpPacHTh €ro
HAPYKHOCTbD BO MHEHHH CTPOTHX 4HTaTeAeif!- BHHOBAT, 3a0HA BKAIOYHTD,

4T0 KOpK OBIA eANHCTBEHHBIH ChIH, HE CYHTaA CECTPH

("To conclude the porrrait 1"ll tell that his name was Grigorii Aleksandrovich
Pechorin, for his family simply Georges, in the French manner, for the rest, that
his age was 23, - that his parents possessed three thousands serfs in the govern-
ments Saratov, Voronezh and Kaluga - and, to conclude, I add - in order to
embellish his appearance somewhat in the eyes of stnct readers! - (I'm sorry |
forgot to do this earlier) that Georges was the lonely child, except for his sis-
ter”; Lermontov 1957 (1853): 124f.; it. mine, PMW).

Mexay Tem moaaan csey, s noka Bapenbka cepAMTCA H CTYYHT ITAABHKOM B

OKHO, O fl OITHILIY BaM KOMHATY, B KOTOpOﬁ MBI HAXOAHMMCA

("In the meantime, 2 candle was taken in, and, while Varen'ka is angrily tapping
with her little finger on the window, I"/ deseribe for you the room in which we
are situated”; Lermontov 1957 (1882) : 127; tr. and it. mine, PMW/).

Thus, Varenka uses the time which the narrator needs for the description of the

room to continue the action described in the plot. See:

Mexay Tem, mokyaa s omicmsaan  kabuHer, Bapenbka nocrenenHo
NPHABHIAAACH K CTOAY, NOTOM noaouiaa bBainke k 6paty 51 ceaa mporis

HETO Ha CTYA ...

(In the meantime, while | described the cabinet, Varen'ka slowly walked toward the
table, then approached her brother and sat down opposite him on a chair... ",

Lermontov 1957 (1882): 128; tr. and it. mine, PMY).



00055837

269

5.

16.

17.

... XKeCTH ero OHAH OTPHBHCTH, XOTA 4YaCTO OHM BHKA3aAH A€Hb M
6e33260THOE paBHOAyILIHE, KOTOPHE TEMIEPb B MOAE M B AYX€ BEK4, - €CAM 3TO
He nAeoHa3M. —Ho CKBO3b 3Ty XOAOAHYIO KOPY MPOPHBAAACh YACTO HACTOALLIAA
NMPHPOAA HEAOBEKA; BHAHO OHIAO YTO OH CACAOBAA HE BceoOleH Moae, 2

CHIMAA CBOH YYBCTBA H MBICAH H3 HEAOBEPYHBOCTH HAH M3 TOPDAOCTH

(" ... His [i.e. Pechorin's, PMW] gestures were abrupt although they often digplayed
laziness and light-hearted indifference. This is fashioniable now and in agree-
ment with the spint of the age - if not that is a pleonasm. But behind that wld
bark the real nature of man often broke through. It was visible that he didn't follow

the general fashion of the day but sgueeged his feelings out of distrust or pride”;
Lemontov 1957: 124; it. mine).

See:

...BOAOCH TA3AKO yrnaaaaH 1o obenm cTtopoHaMm aADa, KOTOPHRA KpPyrao H
CHABHO BaAaBaACA M, Ka3aaoCb, HMMEA B YCTPOHCTBE CBOEM YTO-TO

HeODB KHOBEHHOE

("... the hairs fell smoothly along the two sides of the front the round shape of
which strongly emerged and which seemed to look somewhat unusual”; idenr. 128; it
mine, PMW). The word kazals’ is illustrative here.

See:

. OHa n306pa)|<ana HEH3BECTHOC MYKCKOE€ AHUO, MHCAHHOC HEH3BECTHOIM
PYCCKOM XYAOKHHKOM, HC 3HABLIMM CBOCTO IeHHA H KOTOPpOMY HHKTO ob

HeM He no3aboriaca HAMCKHYTD ...

("... it represented an wnknown male face painted by an wnkown Russian artist, a
man who was unaware of his genius since nobody had taken the trouble to inform
him of it ..."; Lermontov 1957 (1882): 128; it. mine, PMW). However, in the

two other variants instead of the expression neigvestnoe muzhskoe litso we find
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mughskoe Litso ("a man's face") and Atso ma<ghtsiny> ("the face of a2 m<an>";
Lermontov 1957 (1882): 542).

18 In fact, the combination of the fictious figure (Pechorin) and a historical
performance of 2 rea/ opera (Fenella) makes both more authentic. Consequently,
it seems to justify the protagonist's atdtude. The hero is blasé and seems,
consequently, to be infected by the fashion of the highest circles of the capital

coming to attend the opera.

3arpemeaa yBepTIOpa; BCe OWAO [MOAHO, OAHA AOKA PAAOM C AOXKEH
Heryposnix ocraBasch mycra §f 4acto MpiBAekasa AIODONBTHHE B3OPH
[NevopiHa; 3TO eMy Ka3aaoChb CTPAHHO- I OH Xeaaa Ol OdYeHb HAKOHeN
YBHAATb AJOACH, KOTOpHC MpomycTHan yeepriopy @eneasw . 3aHasecs
B3BHACA,- H B 3Ty MHHYTY 3aCTy4aiH CTyAbf B mycroit Aoxe ; [ledopin
MOAHAA TOAOBY, HO MOT BHAETE TOABKO NMYHLOBHI Beper it Kpyrayro beayio
DOXeCTBEHHYIO PY4Ky € DOXECTBEHHBIM AOPHETOM, He OpexHo ynasuyio
Ha MaAMHOBBIT DapXaT AOXH; HCCKOABKO pa3 OH npoboBaa cAeATs 32
ABIDKCHIAM HEH3BECTHON, 4TOD pa3radaeTs XOTh [IA23, XOTb ILCYKY;
HalIPacHo, - Pa3 OH TaK 3aKHHYA TOAOBY Ha3as, YTO MOT Dbl BiLaeTh AOD i1
raa3a ... HO KaK HAa3A0 €My OIPOMHaA ABOiiHaA TpyDKa 3akpbiaa BCHO
BEPXHIOID 4aCTh ce AMUa . ¥ Hero 3aDoAcAa uies, OH paccepAILACH H A2A
ceDe CAOBO HC CMOTPCTL OOAbILE Ha 3TY NPORAATYIO AOKY . [lepBwii akr
koHynacs; [leyopus Bcran # noweA ¢ HCKOTOPWIMH H3 TOBapHUICH K

‘DCHIIKCY; CTapafAcCh AAKE HEYAAHHO HE B3IFAAHYTL Ha HEHABHCTHYIO AOXKY

("The curtain went up, the house was crowded, just one box besides that of
the Negurovs remained empty and often atracted Pechorin's curious looks.
It seemed strange to him and finally he would enormously like to see the
people who let the ouverture of Fenella pass by. The curtain went up and af
that moment the stools in the empty loge clattcred Pechorin lifted his head but

he could only see a cimson beret and a round, white and divine arm» with a
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divine /orgnette. It was thrown carelessly onto the rose velvet of the box.
Sometimes he tried to follow the movements of the unknown lady, to see at
least an ¢ye or a dimple. But at that moment an unbidden enormous double
bugle covered the whole wpper-part of her face. He himself bumped his neck,
grew angry and resolved not o look at that damned box any more. The first
act was ended (konchilsia), Pechorin got up and went with some of his
friends to "Phoenix”, trying accidentally, in vain, nof to look at that damned
box"; Lermontov 1957 (1882): 131£; tr. and it. mine, PMW).

See:

[Moyrennnie ynTaTeAn, Bu Bce BHACAK CTO pas PeHeAaAy BH BCe C TPOMOM
BuswBasn Hoeuuxyro u TIoasanaa, u notomy s mnepeckody uepes
OCTaAbHHE 3 aKTa M NMOAMMY CBO/i 3aHaBEC B Ty CaMyIO MMHYTy, Kak

OMYCTHACH 3aHaBeC AAaKCAKAPHHCKOrO TeaTpa ...

("Highly esteemed readers, you have all seen 'Fenella' hundred times, you have
all given many recalls to the dancer Novitskaia and the singer Golland. There-
fore, I shall simply jump over the remaining 3 acts and will just lift my curtain at
the moment at which the curtain of the Aleksandrinskii teatr ..."; Lermontov
1957 (1882): 136f.; tr. and it. mine, PMW),

See:

. 3ameyy TOABKO, YTO [lewopnn Mano 3aHMMaAcA nbecoto, Onia paccean u
3abnin ake 0O muTEpecHOi AOKe, Ha KOTOpPYIO OH Aaa cebe cAOBO He

CMOTPETD

("... "I"ll just remark that Pechorin fe/f bored about the piece; he was absent-min-
ded and even forgot about the interesting loge at which he had been resolved not
to look"; sbidenr, tr. and it. mine, PMW).
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B oaexaax 3THX AMOAEH ... BCTPEYaAIiCh TAyOOHaiilIaAs APEBHOCTb C CaMOIi
FIOCAEAHEH BHAYMKON IMapINKCKON MOAHCTKH ... eBpeiickie TiopDanm, azaee
BOAOCHI, B3ACPHYHIC KBEPXY 4 la chinoise, Oykan 4 la Sevigne, npiusibie nAatba
... Y mywuns npideckss a la jeune France, 2 la moyen dge, 3 la russe... a la
Titus,... kcTari OWAO TYT NpHBECTH CTHX [lyIIKHMHA @ Kaxkad CMeCh OAEXA H

Astrr!

("In the clothes of these people ... one saw a combination of deepest Anti-
quity with the most recent invention of a Parisian modiste ... Jewish turbans,
further even hairs jerked up 4 la chinoise, cutls a la Sévigné, abundant clothes ... ...
The men had their hairs cut d la jeune France, @ la mayen dge, a la Titus ... one could
refer here to the point Pushkin's verse: "What a mixture of clothings and
faces!"; denr: 160; ur. and it. mine, PMW).

The presence of the implied author in the motif of silence manifests itself in the
scene between Chichikov and Sobakevich in Gogol's Mertyye Dushi. There, they
are negotiatng about the price of the dead souls Chichikov wants to sell. The
suggestion is raised that two kinds of persons occur. Thus, it seems that there
are two actually 4uing, though fictional, figures (Chichikov, Sobakevich) on the
one hand. On the other hand, it seems that there are Ufeless, historical, ones.
These are the portraits on the wall. However, the first are presented as being
speechless, i.e, bifeless. The two speakers do not want to comply with each

other's wishes. The portrayed hero, Bagraton, however, is described as follows:

... TAAEA CO CTEHN YPE3BHYAMIIO BHUMATCABHO HA 3TO NOKYIIKY

(Gogol' 1994 (1842): 99) ("was ... looking down with exceeding attentivenes from
his wall upon this trade”; N. Gogol. 1942. Chichikov's Journeys; or, Home Life in
Old Russia. Newly tr. by B.G. Guerney. New York, 90, it. mine, PMW). In other
words, the two categories — the living men and the portraits — seem to have
changed places. Consequently, the living and the lifeless figures both adopt an

unnatural atutude. In other words, the narrator seems to bring up the question:
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24,

"Which of the two categories of people establishes the norm?" The function of
the implied author lies in the fact that he guarantees that the reader may make 2
free choice whether he considers the fictonal or the portrayed figures as being
alive. The implied author emphasizes the essendal role of the reader in this
regard. Thus, in reality neither the fictional nor the portrayed figures are real
and everything depends upon the reader.

Kusaruns,- otBeyan [ledopHH cyxo, - f npexae HMAMEA TAYIIOCTb AYMaTb, YTO
MOXHO NOHMMATb XEHCKoe cepaue . [locaeanne cayuam Moei XKU3HHM MeHA

yOeAHAH B MPOTHBHOM, 2 MO3TOMY i HE MOIY PELIHTEABHO OTBETHTH Ha Balll

BOﬂpOC e

(""Princess’, Pechorin answered, 'formerly I was so sspid as to believe that one
could understand a woman's heart. However, the latest events in my life have
convinced me of the reverse and for that reason 1 cannot give a firm reply to our
question’; Lermontov 1957: 15}; tr. and it., mine, PMW). In fact, the words glu-
post’, protivnom, reshitel'no testify to the speaker's indifferent and aggressive attitu-
de.

An autograph to his work is unknown, but it should be dated about 1840; it was
published only in 1929 by N.O. Lemer. 1929. In Minuvshie Dni, 4, 2-24 (See
Lermontov 1957 (1882): 669; as well as H. Goscilo. 1980. "Lermontov's Sket-
ches: From Poetic City to Prosaic Man." Canadian-American Slavic Studies 14 (1),
21-35, as well as the lemma "Kavkazets” in LLE and the literature mentioned

there.

KaBxasen ecTsb CyliecTBO NOAYPYCCKOE, MOAYA3HATCKOE; HAKAOHHOCTD OORYaAM
BOCTOYHLIM DEPET HAA HHM MEPEBEC, HO OH CTHLAITCA €€ NPIf MOCTOPOHHKIX, TO

€CTh Npis 32e3xHx 113 Poccins ...

("A Caucasian is 4a/fa Russian and Aa/fan Asian being; the tendency to contract

Asian habits gains ascendancy in him but he hesitates to show it in the presence
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of strangers, that means, of travellers from Russia ... (Lermontov 1957 (1929):
348; tr. and it. mine, PMW).

See, for instance:

[To ero cAoBam €ro AOIIAaAb CKa4YeT JAHMBHTEABHO — BAaAb ...! XoTa emy nopoit
cayxba OueHb TKEAZ, HO OH MOCTAaBHMA ceDe 32 MPaBHAO XBAAHTL KABKA3CKYHO

XI3Hb; OH TOBOPHT KOMY JTOAHO, 4TO Ha KaBxase cayxba ouens npusatHa

("In his view, his horse jumps enormous ends ... Although he thinks his service
is at imes very hard he does not want to break his vow to praise life in the Cauca-
sus; he tclls anybody he meets that service in the Caucasus is very plkasant',
Lermontov 1957 (1929): 350; tr. and it. mine, PMW). The words #aghels, khvakt’

and, prifatna show the paradoxical character of the Caucasian's feelings.

EMy rmpocTto OGHIAC BECEAO pHCOBATH COBPEMEHHOTO YEAOBEKZ, KAKHM OH €ro
MOHIIMAET H K €r0 M BalLieMy HCYACTBIO, CAHILIKOM YaCTO ero BCrpeuan. byaer u

TOrO, 4To HOAE3HB yKa3aHA 3 KaK €€ H3AEYHThL — 3TO yx Bor 3Haer!

(Lermontov 1957 (1840/1841): 203) ("He [i.e. the author of the book, PMW]
found it amusing to draw modern man such as he understood him, such as he
met him - too often, unfortunately, for him and you. Suffice that the disease has

been pointed out; goodness knows how to are it!"; Lermontov 1988 (1980): 2; it.

mine, PMW).

Moxer OuTb, HEKOTOPHIC YITATEAM 3aXOTHT y3HATh MOE MHEHIIE O Xapaxkrepe
MNeyopuna? Moit oTBer- 3araaBite 3Toil kiurn. “Aa 310 3Aas upoHna!" cxasyT

oHH . — He 3naro

(Lermontov 1957 (1840/1841): 249, "Perhaps some readers will want to know
my opinion of Pechorin's character. My answer is the 47/ of this book. 'But this
is wicked irony!' they will say. I wonder"; Lermontov 1988 (1986) (1840/1841):
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64; it. mine, PMW). The words Ne gnaiu emphasize this freedom of the reader
which is granted to him by the implied author.

[epoit Hamero Bpemenn, MuaocTiBrie rocyaapu MoM, TOYHO, TIOPTPET, HO He
OAHOIO YE€AOBEKA: 3TO NMOPTPEP, COCTABAEHHHH M3 MOKOPOB BCETO HALIIETO

MMOKOAEHHA, B NOAHOM HUX Pa3 BHTHH

(Lermontov 1957 (1840): 203; "A Her of Our Time, gendemen, is indeed a
portrait, but not of a single individual; it is a portrasit composed of a/ the vices of

our generation in the fullness of their development"”; Lermontov 1988 (1986)
(1840): 2; it. mine, PMW).

Consider, in this regard, the definition in the OED of the double. There, it is
considered a counterpart, i.e. "one of two parts which fit and complete each
other; a person or thing forming a natural complement to another" (OED 2
(1933): 1071).

Reference has been made, in this respect, to Bernanos' Enfants humiliés. This is,
in fact, a "journal inime" of the writer occupying the period from from
September 1939 untl May 1940. The describing "je" is Bernanos as he wrote in
1940 about the events of 1914. He descnbes these from the viewpoint he had
about them in 1940. Thus, duning the writing-process he already anticipates the
dramatc events of 1940: "C'est donc un présent du journal mais qui contient i
la fois le futur qui sera l'avenir de I'humanité, les conséquences de la guerre et
ainsi de suite." In other words, this procedure brings about a transiton from
the diary to the diary-novel. Thus, into the latter the element of reflection, so
essental in literature, is introduced. In other words, the events seem to be
removed to make room for this element of reflection. This interiorizes
everything and ultimately results in a novel like the Journal d'un curé de campaigne
(Chocheyras 1978: 241). To summarize, the mimetic element of the Enfants

humiliés manifests itself in this element of reflection given the fact that future
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35

events are not only anticipated by past events, but conversely, past events are

also seen in light of those to come.

See the narrator's observation made in the "Introduction to Pechorin's Diary",

when he states that he published only a part of the "Diary™:

KO[‘A&-HHGYA!: H OHAa ABHTCA Ha CYA CBE€TA, HO TENEpb HE CMCHO B3ATbH HA

ceba 3Ty OTBETCBEHHOCTDb MO MHOTHM BAXHWM IIDHYITHAM

(Lermontov 1957 (1840/1841): 249; it. mine, PMW,; "Some day it, [i.e. the
remaining part, PMW] too, will be presented to the judgement of the world, but
for the moment there are important reasons why I dare not assume such a
responsibility"; Lermontov 1988 (1986) (1840/41): 64)): 64; it. mine, PMW),
Again, the allegedly authentic editor claims for himself the power to decide
which parts of the diary will be published.

The use of doubles in the plastic arts impels the perceiver to reconstruct the
perceived elements of the constituent elements of reality into one coherent
composition. In the Gumpp self-portrait, the mirror is an effective means to
bring about this reconstruction, the reconstructon of the model of the portrait.
The Gumpp-portrait illustrates the vulnerability of the artist. It is evident from
the fact that the artist’s own identity seems to be dependent upon the construc-
don process of the work the artist has under his hands.

This use of doubles plays a key role in literary works too. It implics that
figures are split up into two variants, both of which are operatve simul-
tancously in two contexts (for a definiton of the double in literature, see
Hildenbrock 1986: 18ff.).

A cACAAACAHDABCTBCHHDBIM KAACKON;  OAH2 TIOAOBHHA AYIUH MOCH He
CYILECTBOBAAA, OHA BLICOXAQ, FICMTAPIHAACH, YMEPAA, A €€ OTpe3aa H BpocHa, -

ILIEBCAHAACDH I KIAQ K YCAYIAM KAAKAOTO H 3TOrO HHKTO HC 3aMCTHA, [TOTOMY
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4YTO HHKTO HEC 3HaA O CYLUCCTBAHHH norudien ee MTOAOBHHH; HO TENEpb BO

MHe pa3sOyAHAM BOCIIOMMHAHHE O Hel — M A BaM IpoYeA ee anHTapHIo

(Lermontov 1957 (1840): 297; "I became a moral cripple. One ba/f of my soul
did not exist; it had withered away, it had evaporated, it had died. I cut it off
and threw it away - while the other ba/f stirred and lived, at the service of every-
body. And this nobody noticed, because nobody knew that its dead half had ever
existed; but now you have aroused its memory to me, and I have read to you its
epitaph (Lermontov 1988 (1986): 127; it. mine, PMW).

Bo mHe ABa 4YeAOBeKa: OAMH XHBET B ITOAHOM CMBICAE 3TOTO CAOBa, APYTOH
MBICAMT ¥ CYAHT €ro; NepBHH, MOXET OHTb, Yepe3 Yac MPOCTHTCA C BaMH H
MHPOM HaBeKH, 2 BTOPOi ... BTOpoi ... [locmoTpHTe, AOKTOP : BHAHTE AM BH

HA CK2A€ HAIPaBO YEePHEIOTCA TPH (PHUIYPH? ITO KKETCA, HAIUHM MPOTHBHHKH?

(Lermontov 1957 (1840/1841): 324; "Within me there are fwv persons: ome of
them lives in the full sense of the word, the other cogitates and judges him. The
first will, perhaps, in an hour's time, take leave of you and and the world
forever, while the other...what about the other?... Look doctor, do you see on that
cliff on the right three black figures? There are our adversaries, I believe';
Lermontov 1988 (1986) (1958): 163; it. mine, PMW).

See again n. 18 containing a description of Pechorin, in Kniaginia Ligovskaia, to
Auber's opera Fenella. It was obscrved there that a combination of a fictional
and a historical element in one context resulted in a similar effect of

authendcity.

See: "The presumption of personal mystery that is ridiculed in Gruzhnitski is
also expressed as one of the limits of Pechorin's character” (H. Porter Abbott.

1980. "Letters to the Self: The Cloistered Writer in Nonretrospectve Ficdon."
PML.A 95 (1), 23-41.
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MHue B caMOM A€A€ IN'OBOPHALM, YTO B YEPKECCKOM KOCTIOME BepXom A Ooabllie
noxox Ha kabapanHua, yem mHorie kabapanuust . M TouHo, 4o Kacaercs A0
3T0H OAaropoaHOi BOEBOM OA€KAH, i COBEPLUIEHHHA AEHAH: HH OAHOIO
raAyHa AHLIHErO, OPYXHE UEHHOE B IMPOCTON OTACAKE, MEX Ha LUAIIKe He
CANLIKOM AAHHHBI, HE CAHIUKOM KOPOTKHH ... SI AOATO H3y4aA ropckyro
MOC2AKY: HHMYEM HEAb3fl TAK MOABCTHTB MOEMY CaMOAIOOHIO, KaK NpH3HaBaA

MO€ HCKYCCTBO B BEPXOBOI1 €3A€ Ha KABKAC3KHH A2A

(Lermontov 1957 (1840): 280f; "Indeed. I've been told that when riding in
Cirassian garb, 1 look niore like a Kabardan than many a Kabardan. And, in point
of fact, as regards that noble garb, I am an absolute dandy: not one bit of super-
fluous braid; cosdy arms in plain setting; the fur of the cap neither too long nor
too short ... I have studied, for a long time, the mountain peoples’ style of
riding: there is no better way of flattering my vanity than to acknowledge my
skill in riding a horse in the Caucasian fashion"; Lermontov 1988 (1986) (1840):
107; it. mine, PMW),

As regards the translucent character of Lermontov's literary figures and objects,
it has been emphasized that the language of Lermontov's novels adapts itself to
it in so far "the admirable composition of Gervi nashego vremeni, serves to create
an image, comprised from all sides, penctrated by X-rays. And it is effectve; the

reader sees Pechorin in his strength, in his weakness..." (Chicherin 1985: 113; it.

mine, PMW).

- Mon dien, un Circassien! BcpukHyaa kHsxHa B ywace. YTob ee coepuieHHo

PasyBEPHTD, # OTBEYAA N10- (PPAHLY3CKH, CACTKZ HAKAOHACSH :

(Letmontov 1957 (1840): 282; "Mon dien, un arassien! cried the princess in
terror™), and:"In order to dissuade her completely, | answered in French, bowing
slightly: Ne craigneg rien madame, - je ne suis pas plus dangeresxc que votre cavalier™;

Lermontov 1988 (1986) (1840): 108)
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Thus, first Grushnitskii says, in a dramatical posture: "Mon cher, je hais les
hommes pour ne pas les mépriser, car autrement la vie serait une farce trop
dégoutante”, to which Pechorin replies, after some lines: "Mon cher ... je
méprise les femmes pour ne pas les aimer, car autrement la vie serait un
mélodrame trop ridicule” (Lermontov 1957 (1840): 265f). When uttering
these words he tries to imitate his opponent’s tone as much as possible. Th-
us, the idea of the world as a stage (consider the words "une farce trop dég-

outante” and "un melodrame trop ridicule”) is confirmed by the use of a

different language-code.

Scveral authors have drawn attcnton to the cssence of Gogol's world as being
made of paper. Erlich observes that reality descnibed in Gogol's works is
lifeless, whereas only lnguage is alive in it (Edich 1969: 221). Nabokov only wel-
comes those readers of Gogol' who are ready to become his doubles. In other
words, such readers should be ready to become Russians like himself. Only they
will be able to understand Gogol' correcdy: "I see ... no other way of gettng to
Gogol' (or to any other Russian writer for that matter). His works, as all great
literary achievements, are a phenomenon of language, and not of ideas" (V.
Nabokov. 1983. Lectures on Russian Literature. Ed. with an Intr. by F. Bowers.
London, 61; it. mine, PMW). Reference should be made, in particular, to the
world of Akakii Akakievich in Shinel. This is equally presented as being made of
paper. His endeavours to shatter its boundaries are also, ultimately, punished by
death (Bernheimer 1975: 57). In other words, he is presented as a text rather
than as a figure made of flesh and blood, or, to phrase it differently, here in

particular the formula "This is not a man but a part of a text” holds.

See also: Poman He ects 3nonea. Jro ckopeii MOXHO Ha3BaTb APaMOil .
[MoaobHO spaMe, OH eCThb COYMHEHHE CAMIIKOM yCcAOBAeHHOE. OH 3aKArOvaeT

Takke B cebe cTporo 1 yMHO ODAYMaHHYIO 3a64xy ... [Pomast] semum, xax dparia
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("A novel is no epos; it should rather be called a drama. Like the drama it is too
settled a genre. Thus, it also contains a cleverly thought-out plof which is stricly
elaborated. [The novel] flies like the drama ..."; Gogol' 1994: (1844/45): 313f,, it.
mine, PMW.)

See his Wilhelm Meister, Book 5, Ch. 7, quoted in S. Gilman. 1967. The Tower as
Emblem: Chapters 8, 19 and 20 of the " Chartreuse de Parme."
Frankfurt a.M., Klostermann, 9f, n.2 (Analecta Romanica, 22.).

Thus, the author attacks the view that literature could be:

+.» CYMMaA BCCX MO3HAHBH YCAOBCYCCKHX. OHa HE ¢CTb TaKKe cama B CC6€ HTO-
Abo cymecrBeHHoe. OHa €CTb TOABKO 0fpa3  KOTOPHIM [I€PEARET YEAOBCK
YEAOBEKY BCE M [103HAHHOE, HAITACHHOE, TOMYCTBOBAHHOE i OTKPHTOE, KaK B
MHPE BHELIHHX ABACHHI, TAK 51 B MIIPE ABACHHI BHYTPEHHHX, ITPOHCXOAALLHX
B cobctBeHHOIT Aywe ero. Ee Aeso B ToM, 4TOOH nepeaaTs 310 B BHAC

ACHETILIEM, XKIBEFTIILICM, CITOCODHONM OCTATLCA HABEKH B FTAMATH.

("... the sum total of all man has got to know. Nor is it something by itself.
Rather is it 2 mere image (obrag; it. by the author, PMW) by which man transmits
to his fellow man everything he has learnt, found, felt or revealed both in the
world of external and internal phenomena taking place in his own soul. It is her
{i.e. of literature, PMW] task to transmit all that in the clearest, liveliest form in
order that it may remain in memory forever”; Gogol' 1994 (1844 /45): 304f, tr.
mine, it. by the author, PMW).

It has been observed that in the course of Gogol's development as a writer in
the thirtues his represented world is consistently narrowed. Thus, by 1836 the
locus of the theme of place had progressively narrowed, from a whole people
(A Terrible Vengeance'), to a small town ("The Two Ivans'), then to a single
estate (Old-World Landowners’), and finally to one individual (‘Diary)",

(Maguire 1994: 50). In any case, his represented world seems to shrink as his
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productive years proceed. Thus, it seems that, ultimately, it has adopted the sige

of a text, i.e. a diary-novel.

The quotations from the story are taken from Gogol' 1994. The shorter ones
are included into the main text; the longer ones into separate notes. The
translations are, in general, taken from from Gogol' 1982 with a few alterations.
This is the translation of the version which was published in Gogol's collection
that appeared under the heading Arabeski in 1835. See, in this regard, also
Gogol' 1938: 644. In a few places I gave my own translations because there the
translation in Gogol' 1982 missed the point, in my v'_ .. The italics are mine,

unless menndoned otherwise.

"Lire des romans, c'est déji, du méme coup, délirer. . . A travers la folie
donquichottesque, le roman dramatise donc sa propre lecture, se déchiffre
comme désir lui-méme. . . Quoi d'étonnant alors si 'homme-texte est voué au
don-quichottisme, au vertige de sa propre lecture-écriture? Mais ce dé-lire
textuel constitue le principe méme du ‘romanesque.’ Le roman est, avant tout,
fobie du roman” (Felman 1978: p. 125; it. by the author, PMW).

See:

CAOBOM, Ha BCAKOM HIATY OH CaM CBOIl Kaesermnux. ONacHO WYTHTL MHUCATEAID
co caoBoM. CAOBO IHHAO A2 He HCXOAMT i3 ycr Bawnx! Ecam 3to caeayer
[PHMEHHTb KO BCEM HaMm De3 MIBATIA, TO BO CKOABKO KpaT 60  )HO AOAXKHO
OLTL MPHMEHEHO K TeM, ¥ KOTOPHX nonpuiye - CAOBO H KOTOPHM OMNPEACACHO
rOBOPHTD O MPEKPaCHOM H BO3BHILEHHOM. DBeaa, ecAi o mpeameTax CBATHX M

BO3BLILIICHHKX CTAHCT Pa3AaBaTbCA THHAOE CAOBO ...

(Gogol' 1952 (1844): p. 232; it. mine, PMW; "With one word, at each step he is
his own slanderer. It is dangerous for a writer to play with a word. Take care that
no miten word bursts from your lips! If this applies to all of us in general,

without exception, it should apply even more so to those who have the word as
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32,

5.

their profession and whose task 1t is, therefore, to speak about the beautful and
lofty. It is awful if a rotten word will sound about sacred and lofty topics”;
Gogol' 1952 (1844/45): 233, tr. and it. mine, PMW).

Bce Beastkie BocniHTaTeAn AROACHT HAAAMAAN AOATOC AMOAYGHUE HMEHHO Ha TCX,
KOTOPHIC BAJAACAH AAPOM CAOB3, JIMCHHO B TC ITIOPH I B TO BPEMA, KOraa
OO.AbLIE BCETO XOTEAOCH FIM MOLETOAATD CAOBOM i PBaraCh AYILIA CKA32Tb ADKE
MHOIO MOAE3HOTO AloAAM. O CABIIIJAAM, KAK MOMHO OMNO3opHTh TO, YTO

CTPEMIILIILCA BO3BHICIITD, §}§ KAK HAa BCAKOM tUATY A3LIK HALI €CTh Hall ﬂpedd”l&/lb

(¢biderr, it. mine, PMW; "All great educators of the people imposed a long silence
specifically upon those people who had the gift of speech, particularly at those
periods and at that moment when they wanted to parade with the word and the
soul was dying to tell the people even many useful things. They heard how one
could debase what one tries to raise and how, at each step, our fongue is our own

trattor”, Gogol' 1994 (1844/1845): 233, it. mine, PMW).
See his exclamadon:

He nower Ourn! Bpakn!  Ceaanbe we 6uparn! Yro x 13 toro, uto ou
kanmep-fonkep. Beas 310 Hoabine HIMEro, KPoMe AOCTOHIICTBO; HE KaKas-

HIOYAD BELIb BILAIMAA, KOTOPYIO OB MOAKHO B3AThL B pyKu

(Gogol' 1994 (1836): 158; "It cannot be! Nonsenset There can’t be a marnage.
What if he is a gentleman of the bedchamber? It's nothing but a rank, you know,
it's not a visible object you can take hold of with your hands”; Gogol' 1982: 252; it.
mine, PMX).

... xOTeA BB BB reHepasOM AN TOIO, TOALKO YTODL YBHACTL, Kak 011t Byayr
VBHBATLCS H ACAATL BCE DTH PA3HLIC HIPILABOPHBIC ILMVKIL I AKHBOKIE, 11 1HOTOM

CKA3AT N, 4T0 H 1IN0 11 BAC obonx



283

55.

57.

(Gogol' 1994 (1835): 158; "I wish I could become a general. I'd like to see them
grovel and perform all these different court prawls and subtleties and then to
tell thenr. '1 spit on both of you'"'; Gogol' 1982: 251; it. mine, PMW).

Reference should again be made to the world of Akakii Akakievich in Shinef,
which is equally suggested to be made of paper, as well as his endeavours to
shatter its boundaries (Bernheimer 1975: 57). Also, in this work the the fact that
the hero tries to acquire an identty of his own by stepping outside his surroun-

ding paper world means that he is punished with death.

[TuuyT, yro MpecToA ynpasaHeH H YTO YHHH HAXOAATCA B 3aTPYAHHTEABHOM
NMoAOKEHHH O 30paHmi HacaeanmKa ... Kaxk xe moxer OuTb npecroa

ynpasaseH? ... Ha npecroae aonxen BHTL KOpoAb

(Gogol' 1994 (1835): 159; "They wrte that the throne is zacant and that the
nobles are in a difficult posidon about choosing a heir ... How can you have a

vacant throne ... You have to have a king on the throne”; Gogol' 1982: 252f., it
mine, PMW).

[Npuanaroch, 3TH POMCIUECTBHA TaK MEHR YOHAHM M MOTPACAHM, YTO 1A

PELUHTEABHO HHYEM HE MOT 3AHATHCA BO BECH AEHD

(Gogol' 1994 (1835): 159; it. mine, PMW, "I confess that these events have
mortified and shaken me to such an extent that I haren’t been able to settle
down to do anything all day”; Gogol' 1982: 253).

As far as the empty dates are concerned, poetic speech is particularly illustrative.
In the Romantc concepton, this implies that the less sensible informaton

speech contains in general, the more poetc it becomes.

See again Felman's aforementoned observaton that the novel purifies itself in

the reading-process and brings about its own destruction by doing so.
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For the idea that man's first sensation when conquenng his identity will be that
of fear, see Laing 1970 (1959): 98. The problem of the conquest of an identity
of one’s own plays a key role for a schizophrenic man because it shows that
how he is seen by others is more important than how he sees himself. In other
words, the conquest of identty implies that one is confronted with outside
reality. See Shinel’, in which Akakii Akakievich leaves his oniginal paper world by
means of the overcoat. However, the logical consequence of his action is his
death; yet, with his death the text as a whole also "dies." Thus, the famous
ending of the story in which his ghost returns and recaptures his stolen coat
does not merely serve to suggest that the literary person takes revenge. Rather 1s
it a pretext for the wnter to motivate the existence of a deserpiion of that same
ending which is appended as a coda. By doing so, he motivates the paper
character of the world he described (see also Waszink 1988: 265£f.).

The mere idea that a normal world might be combined with a paper one implies
that every-thing becomes possible. This results in absurd effects. See the exam-
ple in which it is reported that the hero has been beaten up by the Grand

Inquisitor. Afterwards he makes an important discovery. See:

. f Y3HAA HTO Yy BCAKOro NncTyXxa cCrb “Cl'lallllﬂ, YTO OHlta Yy HCro HaXOANHITCA

NOA LICPBLAMI

(Gogol' 1994 (1835): 164; "I found that every cock has its Spain and it's
situated under its feathers”; Gogol' 1982: 259).

Xoasa surormirro 1o Hesckomy npocriesty. Tlpoeaxkan rocyaaps iisiicparop
Beck ropoa cHAN 1HALIKI, 1T 8 TAKKC; OAHARO KC A HC MTOAAN /UKdK020 BiAA. Y10
A HCHALCKITT KOPOAb. Sl novcs menpusuunieys omspumos Tyr wc 1pH BCEX,;
NOTOMY  YTO 1IPCAKRAC BCCIO  HYAKHO HPCACTABITLCHE KO asopy  Mens

OCTAHABANIBAANO TOABKOQ TO, YMTO # A0 CHX HOP 11C HMCIO KOP(),\CI!CK()I'O ROCTIOMA
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(Gogol' 1994 (1835): 162; "Went incggmito along the Nevsky Prospect. His
Majesty the Tsar drove past. Everyone took off his cap, and I also; but I gave no
sgn that I was the King of Spain. I considered it improper to reveal myself suddenly
in the presence of all the others; because one must present oneself to court first
and foremost. The only thing stopping me was that I still do not possess any
clothing suitable for a king"; Gogol' 1982: 256; it. mine, PMW).

2 The version published in Arabeski has, instead of "king of France", "Bey of Al-
giers" which is, consequently, found in Gogol' 1982).

%% Thus, the hero's reaction also shows his lack of guilt. It is due to this lack of
guilt that he is convinced that nobody can do him harm. Consider, in this

regard, Laing 1959: 67f.
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