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Teosofijas un antroposofijas ietekme: latvieSu un krievu
literatara 19. gs. beigas un 20. gs. sakuma

The Impact of Theosophy and Antroposophy: Latvian
and Russian Literature at the End of the 19th Century
and the Beginning of the 20th Century

Anita StaSulane
Daugavpils Universitate
Vienibas iela 13, Daugavpils, LV-5400
E-pasts: anita@dau.lv

Teosofija un tas “kristigais” atzars antroposofija ir atstajusas dzilas pedas 19. un 20. gs. mijas
krievu kulttira. Visspilgtak to apliecina Andreja Belija (Boriss Bugajevs) dailrade, kas ir plasi
pétita, tomér dazi tas aspekti ir palikus$i neatklati, jo nav nemta véra A. Belija aizrausanas ar
H. Blavatskas un R. Steinera idejam. Lai gan latvie$u kultiira teosofijas ietekme nostiprinajas
velak, butu maldigi uzskatit, ka teosofijas idejas nav sasniegusas Latviju jau 19. gs. beigas un
20. gs. sakuma. To apliecina latvieSu rakstnieku tieSie un netieSie sakari ar krievu “sudraba
laikmeta” literatiem, it Tpasi ar A. Beliju.

Atslegvardi: krievu kultiiras “sudraba laikmets”, teosofija, antroposofija.

Pétit 19. gs. beigu un 20. gs. sakuma kulttiras un apzinas krizi Eiropa nav iesp&jams,
nenemot vera ezoteriski gnostisko kustibu ietekmi. Runajot par gadsimtu mijas
parareligiskajam formam, darba Civilization in Transition K. G. Jungs ir atzZimgjis,
ka vislielaka ietekme ir bijusi teosofijai un tas tuvakajam atzaram antroposofijai'.
Savukart Dz. Vebs, analiz&jot okultisko macibu nozimi cilvéces ideju vesturg, ir
atzinis, ka ignorét okultisma atdzimSanu 19. gs. nozimé apiet svarigu modernas
intelektualas domas attistibas posmu?. Teosofi un antroposofi organiski ieklavas sava
laikmeta jauno vertibu mekl&jumos, talab nenemt vera teosofijas un antroposofijas
ietekmi 19. gs. beigu un 20. gs. sakuma kulttira butu nepielaujami.

Nekur pasaulé teosofija nav iesaknojusies tik dzili ka krievu kulttra. 19. gs.
beigas un 20. gs. sakuma krievu filosofi, rakstnieki, gleznotaji un komponisti rada
teosofija jaunus izteiksmes Iidzeklus. Maksliniekus piesaistija teosofiskas metaforas
un simboli, kas palidzgja pacelties pari ierobezojosajam Kanta kategorijam: laikam,
telpai, c€lonim. Neap$aubami, ka teosofijas ietekme makslinieku garigaja pasaulé
jaskata diferencéti: vieni teosofijas idejas parnéma bez jebkadas kritiskas pieejas;
citi veica sava veida atlasi un tas parstradaja; dazi makslinieki bija lasTjusi tikai
paris teosofisku rakstu, no kuriem aizguva kadu jédzienu; citi jaunas idejas iepazina
tik§anas vakaros®, nemaz nenojausot, ka tas ir teosofijas idejas.

Teosofijas ietekme krievu kultiiras “sudraba laikmeta” visspilgtak izpaudas
Andreja Belija (istaja varda Boriss Bugajevs) dailradé. Musdienu lasitaji un pat
literatiiras vesturnieki biezi vien neapzinas, cik liela méra A. Belija darbi ir piesatinati
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ar teosofijas idejam. Turpretim 19. un 20. gs. mijas lasitaji un literatdiras kritiki
vina darbos viegli saskatija okultisma ietekmi, pieméram, ka klaji teosofisks bija
“atmaskots” A. Belija romans Sudraba balodis, kura lietotie jédzieni, t€li un simboli
(harmonija, teurgija, maziba, sauciens, aicinajums, zirneklis, zirnekla tikls, cikls,
ritenis, spirale, taka, bezdibenis, cina starp gaismu un tumsu, skolotajs, braliba,
slepena biedriba) bija parpemti no teosofijas.

A. Belijs saka intereséties par teosofiju jau 1896. gada, un, ka liecina vina raksti un
autobiografiskie materiali, rakstnieks labi parzinaja H. Blavatskas, A. Bezantas, E. Surg,
C. Lidbitera un R. Steinera darbus. Iepazinies ar R. Steinera idejam jau 1905. gada,
A. Belijs deva prieksroku nevis H. Blavatskas un A. Bezantas “neobudismam”, bet
gan R. Steinera iedibinatajam “kristigajam” teosofijas atzaram — antroposofijai.

A. Belija nepabeigtas trilogijas Austrumi vai Rietumi romani Sudraba balodis un
Péterburga ir saistijusi literatliras pétnieku uzmanibu ar novatorisko valodu, t€lu sistemu
un strukttru, tomér dazi $o daildarbu aspekti ir palikusi neatklati, jo nav nemta véra
A. Belija aizrauSanas ar teosofiju. Jaatzimée, ka daudzi elementi, ko miisdienu literatiiras
vesturnieki dévé par moderniem vai enigmatiskiem, Tsteniba ir okultisma elementi.

Romana Péterburga pamata ir ideja, ka doma rada materiju, respektivi, gribas
absolitais speks rada realus objektus. ST ideja nav A. Belija izgudrota — Teosofijas
biedribas dibinataja H. Blavatska rakstija: “Ka Dievs rada, ta ari cilveks var radit.”™*
Viens no A. Belija simbolisma starakmeniem ir teurgija — rakstnieks spgj radit tapat ka
Dievs: ar savam domam makslinieks rada alternativo visumu. Romana Péterburga $o
procesu A. Belijs deveé par mozeosas uepa®. Varoni “domajot” rada cits citu tiesi tapat,
ka autors “domajot” rada savus varonus. A. Belijs apraksta, ka ierédnis Ableuhovs ar
savu pratu rada teroristu Dudkinu®. Romana Péterburga t€lotais ierédnis Ableuhovs
nemaz neapzinas, kas notiek, jo vina pratu ierobezo zinatniskais pozitivisms:
Ableuhova noslieci uz pozitivismu simbolizé dzeltenais nams (teosofiskaja simbolu
sisteéma — tira prata simbols).

Teosofu skatfjuma fiziskais eksistences Itmenis ir tikai viens no daudzajiem
eksistences Itmeniem, turklat — viszemakais. Augstakie eksistences ITmeni — astralais
un mentalais ITmenis — ir pieejami tikai Tpasi attistitiem cilvékiem. Astralais Iimentis,
ko teosofi déve par ceturto dimensiju, ir lidzigs fiziskajam Itmenim, jo astralo pasauli
veido fiziskas pasaules objektu astralie dublikati. R. Steiners macija, ka viss, kas
notiek fiziskaja pasaulg, atspogulojas astralaja pasaulé apgriezta kartiba. ST ideja ir
ietverta A. Belija romana Péterburga: skaitlis 1000 steniba ir 0001, uzvards patiesiba
ir jalasa no otra gala, tevs ir déls, bet d€ls ir t&vs, arT notikumu v&sturiska seciba
notiek apgriezta kartiba. A. Belija romana ta nav tikai spéle, jo savas idejas teosofijas
telos vins$ ir izteicis apzinati.

Astralaja pasaule domas gust realu formu. Turklat fiziska un astrala pasaule ir
savstarpgji saistitas: domas, kas astralaja plana eksist¢ patstavigi, ietekmé& notikumu
gaitu fiziskaja plana. Astrali iedvesmoti notikumi fiziskaja pasaul€ var skist nesaprotami,
bet tiem ir sava logika kosmiskajas noris€s, ja vien kads prot lasit pasaul€& notieko$o
ka mistisku tekstu. Teosofi un simbolisti apgalvoja, ka vini to prot. Tad¢jadi A. Belija
romana Péterburga ierédnis Ableuhovs ir domas forma, ko radijis romana autora prats,
bet terorists Dudkins ir domas forma, ko radijis Ableuhova prats.

Astrala matgrija ir ka migla, ka €na, ta nemitigi maina savu veidolu. Pieversisim
uzmanibu P&terburgas aprakstam A. Belija romana: pilsétas migla te paradas, te
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pazid €nas. A. Bezanta sava darba Man and His Bodies (Cilvéks un vina kermeni)
ir aprakstijusi astralo pasauli, kas nemitigi maina veidolu. Zimigi, ka viens no
A. Belija romana varoniem lasa $o gramatu. Tas lauj izprast, kapec romana Peterburga
vienus t€lus nemitigi nomaina citi t€li: tas ir astralas bitnes, ko nemitigi parveido
fiziskaja eksistences IimenT pastavosa 1905. gada arkartigi aktiva doma.

Daudzi negaiditi un parsteidzosi romana Péterburga elementi kltist saprotami,
nemot véra teosofijas kontekstu. A. Belijs vésti, ka P&teris Lielais biivéja pilsétu
purva. Peterburgas celtniecibu noteica cara gribas intensitate, turklat tika raditas divas
pilsétas vienlaikus: viena fiziskaja [imenT, otra — astralaja Itmeni. Turklat §T astrala
galvaspilséta ir t€lota realaka neka fiziskaja eksistences plana pastavosa Péterburga.
Astralaja ITmen1 P&terburgu apdzivo divainas un bistamas domu formas, tas ir
revolucionaras un vardarbigas idejas.

A. Belija skatfjuma 1905. gada revolicija ir pagrieziena punkts krievu inteligences
apzina. Fiziskaja eksistences [Tmeni 1905. gada notikumus paatrinaja visi tie negativie
speki, kas Krievijas vestures gaita ir atspogulojusies astralaja [tmeni. Saskana ar
teosofijas macibu 1905. gada notikumi izriet no nenovérSamas kosmiskas logikas.
Revolicija ir krievu tautas kopigas negativas karmas izpausme. Krievu tautai ir
jaizdzivo §T karma, tikai tad ta sp&s veikt savu misiju — glabt Rietumu pasauli.

H. Blavatskas teosofiju un R. Steinera antroposofiju, ko var dévét par pseido-
intelektualismu, pseidofilosofiju vai pseidoreligiju, nesp&ja remdét cilvéka —
Patiesibas mekl&taja slapes, bet dazas radoSas personibas, pieméram, N. Rerihs,
K. Balmonts, M. Sabagnikova-Vologina, M. Vologins, A. Turgeneva un A. Belijs,
rada teosofija atbildes uz visiem saviem jautajumiem. Siem maksliniekiem teosofija
kalpoja ka radosais impulss, kas bagatinaja vinu dailradi.

Lai arT teosofija nav piedavajusi neko jaunu, izmantojot dazadu filosofiju lauskas,
ta ir sp&jusi ietekmét mislaiku kultiiras mozaiku. Latviesu kultiira teosofijas ietekme
skaidri saskatama nedaudz vélaka laika posma (Raina nakotnes cilvéka ideja,
A. Brigaderes uzsverta sievietes loma pasaules vesturé, R. Rudzisa slavinatais kulttiras
kults). Tomér nevaram noliegt, ka teosofijas idejas ir sasniegusas latviesu kulttras
darbiniekus arf 19. gs. beigas un 20. gs. sakuma’. To apliecina latviesu rakstnieku
sakari ar krievu “sudraba laikmeta™ literatiem. Ta ka teosofijas ietekme visspilgtak ir
izpaudusies A. Belija dailradg, Tpasi zZimigi skiet krievu simbolista kontakti ar latviesu
rakstnieckiem. Turklat tic bija gan tieSi kontakti (piem&ram, P&terburgas simbolistu
aprindas ar A. Beliju iepazinas V. Eglitis un K. Jekabsons; kad A. Belijs bija Riga
pa celam uz Vaciju, ar vinu iepazinas A. Kurcijs), gan netiesi kotakti: L. Sproges un
V. Vaveres pétijuma® ir noradits, ka K. Kriiza ir lasijis A. Belija romanu Peéterburga,
J. Jansons (Brauns) ir parmetis latvieSu dzejniekiem, ka tie pienem “Andreja
Belija naidu pret puli”, J. Sudrabkalns A. Beliju ir pieskaitijis krievu dzejnieku
“zvaigznajam”.

A. Belijs kluva pazistams latviesu lasttajiem 1906. gada ar dzejola Apecmanmut
(Cietumnieki) tulkojumu’. LatvieSu autori savas literatiirkritiskajas apceres izklastija
un interpret&ja krievu simbolistu teorijas, un Dze/mé bija publicéts V. Eglisa tulkotais
A. Belija apcergjums Formas princips estétika.

R. Egle bija iecergjis uzrakstit p&tijumu par simboliskas domas attistibu Krievija
no 1894. lidz 1914. gadam. Skiet, ka “Belijs pustrakais”'®, ka vipu ir raksturojis
V. Eglitis viena no saviem dzejoliem, ir atstajis spécigu iespaidu uz R. Egli, jo no
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visiem krievu “sudraba laikmeta” rakstniekiem vin$ visvairak ir pievérsies tiesi
A. Belijam. Dzivojot Petrograda, R. Egle ir klausijies lekcijas Petrogradas Universitate
un Makslas institiita Literattiras fakultate, kur A. Belijs ir runajis par poctiku. R. Egles
biblioteka ir bijusi A. Belija poéma par skanu Glossalolija.

Japiebilst, ka teosofiskaja domasanas sisteéma liela loma ir ieradita vardam un skanai.
A. Belija izpratn€ skana partop varda, kas rada pasauli. Romana Péferburga ir ictverts
“okultais alfab&ts” — Visuma primaras skanas, kas ir iesifrétas varona horoskopa.

Savukart A. Austrins, kas nemaz nepiil§jas “pietuvoties talaika krievu modernisma
elitei”", no visiem latvieSu rakstnickiem visplasak ir att€lojis P&terburgu un (loti
zimigi!) ir izmantojis purva simbolu. A. Belija romana Péterburga Peteris Lielais
biivgja pilsétu purva, t. i., noteicosa bija vina griba, $1 iemesla dél Péterburga A. Belija
romana ir Krievijas astralais centrs. Romana ir izteikts paregojums, ka P&terburga
nosliks purva (tas ir apgriezts process celtniecibai). Ta ka P&terburgas tels A. Austrina
dailradé ir daudzslanpains, tas paver nopietnu pétijumu iesp&jas'>.

Cik liela méra latviesu rakstniekus ir ietekmgjis A. Belijs un ka caur vina darbiem
latviesu lasTtajs ir saskaries ar teosofijas un antroposofijas idejam — to t€laini raksturo
A. Baltpurvina stasts Austra (1905). Izlastjusi A. Belija Simfonijas, stasta varone
atrisina savas milestibas problémas, jo gramatas iespaida spg&j visu Vertet no citas
dimensijas. Austra iepazistas ar ideju par dzivi p&c naves, respektivi, ar reinkarnacijas
ideju, un mierina sevi, “ka viss atkartojas. Ka viss vél nav pazaudets”.

Ja par teosofijas ietekmi ASV un Rietumeiropas kulttiras dzive ir uzrakstiti daudzi
apcergjumi, tad par teosofijas ietekmi Austrumeiropa pétijumu tikpat ka nav. Tas
nebiitu parspiléjums apgalvot, ka 19. gs. beigu un 20. gs. sakuma kulttiras procesus
nav iesp&jams izprast, nezinot, kas ir teosofija. Iepazities ar teosofijas un antroposofijas
doktrinu butu svarigi, arT petot gadsimtu mijas literatliru. Apcerot straujas socialas un
intelektualas parmainas, kas norisinajas 19. gs. beigas un 20. gs. sakuma, jaapzinas —
ta nav nejausiba, ka abstrakta maksla un modernisma literatiira radas tiesi taja laika,
kad savas slavas virsotnes bija sasniegusi teosofija.
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Iespgjams, ka vins ir ticies ar jauna teosofijas atzara — Agni jogas jeb Dzivas &tikas macibas
dibinataju N. Rérihu, kas 1902. gada piedalijas “Mup uckyccrsa” rikotaja izstadé un bija
iesaistijies Talaskino makslinieku grupa.
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8 Sproge, L., Vavere, V. (2002). Latviesu modernisma aizsakumi un krievu literatiiras
“sudraba laikmets”. Riga: Zinatne. 85., 118., 121. lpp.

? Ibid., 22. Ipp.

10 Citéts: Ibid., 80. lpp.

1 Tbid. 182., Ipp.

12 Loti zimigs ir V. EgliSa dzeja sastopamais labirinta simbols, ko plasi ir lietojis arT A. Belijs.

13 Citets: Sproge, L., Vavere, V. (2002). Latviesu modernisma aizsakumi un krievu literatiras
“sudraba laikmets”. Riga: Zinatne. 143. lpp.
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The Impact of Theosophy and Antroposophy: Latvian and Russian
Literature at the End of the 19th Century and the Beginning of the 20th
Century

Summary

For historians to dismiss the role that Theosophy and Antroposophy played in Europe
at the end of the 19th century and the beginning of the 20th century would be a
profound error. The present article does not presume to be exhaustive. Its function
is to introduce an important and complex subject, the impact Theosophy and
Antroposophy made on Russian and Latvian literature at the turn of the 19th and 20th
centuries. Theosophy and its “Christianized” offshoot, Antroposophy transformed
the thought of the leading writers of the Russian Silver Age. In A. Belyi’s case,
Theosophy and Antroposophy serve as the key to his literary texts. His work
“Petersburg” is permeated with Theosophical content. Theosophy did not pass
through Latvian culture without a trace. Like their Russian contemporaries, Latvians
were intrigued by the occult images. A. Belyi was well known among the Latvian
cultural figures — an entire generation of the first Latvian modernists (K. Jekabsons,
V. Eglitis, R. Egle, A. Austrins, A. Baltpurvins) was intrigued by A. Belyi. Many of
the Theosophical images in their literary texts are easily identified when one knows
the occult imagery.
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Narratives of “Going Back”: a Comparative Analysis of
Recent Literary Texts by Canadians of East European Origin

SiZeti par atgrieSanos: miisdienu kanadieSu un
austrumeiropiesu literaro tekstu salidzinosa analize

Milda Danyte
Vytautas Magnus University
Department of English Philology
e-mail: milda_danyte@fc.vdu.lt

This analyses focuses on the treatment of the experience of ‘going back’ to the ethnic homeland
in four recent texts by Canadians of East European origin: Ilze Berzin’s Happy Girl (1997),
Janice Kulyk Keefer’s Honey and Ashes (1998), Eva Hoftman’s Lost in Translation (1989)
and Irene Maciulyte Guilford’s The Embrace (1999). The first part of this study considers
thematic parallels such as the ambiguous meaning of the word ‘home’, the layering of past
and present and the use of dreams to express the deep unease that returns provoke for identity.
In the second part, polysystem theory is used to look at the status of these texts in a North
American literary system. The extreme vulnerability of the self in such returns is related both
to the difficulties of being East European in North America and the shock of moving from a
fantasized homeland to a real place very unlike the fantasy.

Key words: ethnic homeland, polysystem theory, East European Canadians, autobiography.

World literature has long been familiar with the theme of going back to the
homeland, from successful returns like that in Homer’s Odyssey to the painful
longing for the native land felt by immigrants and exiles. In more recent decades,
the notion of a transnational self which is able to negotiate between countries because
of advanced technologies of communication has become popular. Nevertheless, many
recent autobiographical texts about ‘going back’ emphasize pain and loss more than
pleasure or recovery. Returning may create a new form of exile, as the idealized
homeland vanishes upon contact with present realities.

The purpose of this study is to look at some of these new texts, focusing on
how identity is disrupted in the experience of return. The four texts that have been
chosen have significant differences in form and emphasis, but all depict a movement
between Canada and East Europe. Irene Maciulyte Guilford’s The Embrace (1999)
is a novel describing the traumatic divisions within a second-generation Lithuanian-
Canadian woman who feels at home neither in Lithuania nor in Canada. A similar
sense of being divided appears in the other three works, all of them presented as
autobiography. In Honey and Ashes (1998) Janice Kulyk Keefer explores the deep
uneasiness she feels when visiting the Ukrainian village in which her mother was
born, in spite of years of fantasizing this as her true home. In Happy Girl (1997), llze
Berzins, similarly affected by her mother’s memories, attempts to settle in a newly-
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independent Latvia and experiences a traumatic shock to her established identity. The
fourth text, Lost in Translation (1989), is also about identity trauma: Eva Hoffman
leaves her beloved Poland in childhood, but fully realizes her loss only many years
later on her first return visit.

As these four writers show, ‘home’ is a word that has widening circles of
meaning, like a pebble tossed into water. Traditionally, home is a room or house;
home is neighborhood; home is village or city; home is the national state in which we
grow up. Home is our crossroads of geography and history. The emotional resonance
of the word suggests stability in a world of chaos, security in a world of menace. In
these texts, however, home is more slippery and treacherous. Janice Kulyk Keefer
ends Honey and Ashes by rejecting dictionary definitions to call home “only this:
inhabiting uncertainty... Not belonging, but longing... open, conflicted, uncertain”
(Kulyk Keefer 1998: 328—329). Guilford’s Embrace also concludes with a similar
assertion that “home ... is an imaginary place ... a place we can never visit” (Guilford
1999: 150). Here these writers oppose the concept of home as the solid foundation
of our being; instead, their definitions are in line with the recent work of Rosemary
Marangoly George, whose The Politics of Home suggests that nowadays the belief
in a safe and stable home is the privilege of only a small number of the world’s
inhabitants (George 1996: 19-25). George also asserts that “fictionality is an intrinsic
attribute of home” (George 1996: /1), an important insight, as these texts of going
back make it clear that the power of the distant homeland rests on its status as an
object of imagination and desire.

A characteristic feature of the narratives in all four texts is the repeated overlapping
of one place with another, along with a ready slippage from one autobiographical time
to another. When Eva Hoffman stares from the ship to the Polish shore she is leaving,
she is “filled to the brim with what I’'m about to lose — images of Cracow, which I
loved as one loves a person” (Hoffman 1989: 4). Memory restores place; as Denis
B. Walker claims, writing about the displaced self, “the recollection of place functions
in narratives of the self... as a means of... re-composing a sense of continuity in the
self” (Walker 1996: 22). This kind of overlaying of past and present recalls Janet
Varner Gunn’s theory of autobiography as palimpsest: “Just because something is not
fully visible does not mean its presence cannot be experienced. The past provides
fullness to the present both as push and pull behind its surface” (Gunn 1982: /4).

But where Hoffman’s images of Cracow help restore her wounded self, in other
parts of her Lost in Translation, as well as in most of the other three texts, the layering
of past and present, of place-in-memory and place-in-reality, are destabilizing.
When she goes back to Cracow almost two decades later, Hoffman is not able to
‘be in Cracow’ in her old sense. Cracow has shrunk and weakened as Hoffman
experiences it through a North American system of values; now it has become what
it is for most North Americans, “a distant spot, somewhere on the peripheries of the
imagination, crowded together with countless other hard to remember places of equal
insignificance” (Hoffman 1989: 132).

This same kind of destabilizing layering occurs in the other texts. Irene Guilford
places a naive Lithuanian children’s song — “Oh how happy / oh how happy / happy
we will be at home” (Guilford 1999: 8) — as an epigraph to her protagonist’s shock
at the realities of her visit to Vilnius in 1985:
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Soviet soldiers lounge in dung-coloured uniforms... Their dark eyes watch me
watching. The coarse fabric of their jackets leaps at me. I feel the dirt where their
palms meet the armrests. The air is greasy. (Guilford 1999: 9)

Ilze Berzins returns to a Latvia she has left as a small child, determined to
re-settle in the “primrose cottage on my mother’s property” (Berzins 1997: 3), but
when she does go to Beki, her mother’s family estate and finds it devastated, trees
cut down, gardens paved over, her reaction is one of violent disgust:

When I first saw Beki for the first time I went to the little copse behind the
house and threw up. I covered the vomit with earth. I was ashamed to deface the
land. (Berzins 1997: 29)

Similarly, Janice Kulyk Keefer finds that homecoming becomes a grotesque
mimicry: visiting her mother’s village in Ukraine, she says, “I take photograph after
photograph of nothing... I keep wondering why everything before me seems so
emptied, so unreal” (Kulyk Keefer 1998: 278-279).

The extent to which such returns can be psychologically dangerous is suggested in
all the texts through the use of metaphorical language and, with particular vividness,
through dreams. Kulyk Keefer describes how fear replaces the nostalgia she has long
felt for the village her mother has told her about:

Before I left for Kiev, I dreamed I’d received a call-up notice. I was to board a
transport headed for Siberia, a labour camp... In this dream I phone my mother to tell
her the terrible things that are going to happen to me... (Kulyk Keefer 1998: 220)

In like manner, Guilford’s Aldona suffers panic when her relatives from Lithuania
try to draw her into their emotional circle. Among several symbolic dreams is one
about a snake which “leaps, long and sleek, sinking its fangs into my left wrist and
wrapping itself around my wrist, swift and smooth” (Guilford 1999: 137). llze Berzin’s
attempts to create a viable identity in Latvia end with a nervous breakdown:

I dreamed that I had pushed an old lady down the well... The old lady was
at the very bottom of the well looking up to me, calling me. The old lady turned
into my mother. I had killed my mother... The dream wouldn’t end. (Berzins 1997:
202-203)

The physicality of these and many other images in these four texts is very striking.
The psychologist Gay Becker, in Disrupted Lives: How People Create Meaning in
a Chaotic World, claims that we “embody” our histories: “The body is the medium
through which people experience their cultural world” (Becker 1997: 12—13). Going
back to a lost and distant homeland rips away the defence systems that have been
meticulously erected in the country of settlement, exposes the self, making it raw
and vulnerable.

So far this analysis has been a literary and sociological one focused on deeply
personal elements in these four narratives. In the final section of this paper, another
methodology will be applied to illuminate why the construction of the self is so
tenuous in these four instances. Using the insights of polysystem theory as developed
by Itamar Even-Zohar, which sees the literary text as being produced through
the intersection of powerful institutions like universities, publishing companies,
bookstores, media reviews and state funding agencies, it can be seen that the status of
the East European text has been tenuous in North America. Although East Europeans
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have settled in numbers in North America since the late nineteenth century, very
few texts about the relationship of these immigrants with their homelands have been
published in English. Now historical circumstances, since the collapse of the Soviet
Union, have made East Europe fashionable once more. Lost in Translation and Honey
and Ashes were very favorably received. Irene Guilford’s Embrace appeared thanks
to Canadian state funding programs.

Nevertheless, this does not alter the fact that being East European in North
America has not been easy. When East Europeans have appeared in texts by major
Anglo-Canadian writers like Margaret Atwood, they have usually been assigned the
role of the “dangerous foreigner”, a derogatory epithet attached to East and Central
Europeans in the first half of the twentieth century (Avery 1979). All these narratives
of going back attest to the difficulties of forming a viable self in a society that
privileges Anglo-Celts. It does not seem fair to say that the critical attention paid
to Janice Kulyk Keefer’s and Eva Hoffman’s books has been driven by Keefer’s
being a respected professor of English and writer of poetry and fiction not on ethnic
themes, or by Hoffman’s work as an editor on the prestigious New York Times Book
Review. Nonetheless, Irene Guilford and Ilze Berzins, who do not belong to any of
the influential institutions that govern the Canadian literary market, have not received
any critical attention. Polysystem theory suggests that the recognition of a literary
text within a specific cultural market is dependent on a wide variety of factors, of
which intrinsic merit is only one.

In this cultural context, the self that ‘goes back’ may be seen as a wounded
self which seeks in the ethnic homeland a kind of solace that it has failed to find in
North America. However, as the narratives written by Ilze Berzins, Irene Guilford,
Eva Hoffman and Janice Kulyk Keefer attest the experience of return acts only as
a further shock to an already vulnerable identity. In this transnational state, home is
neither here nor there, though the desire to embody duality does not disappear.
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Sizeti par atgriesanos: miisdienu kanadiesu un austrumeiropiesu
literaro tekstu salidzinosa analize

Kopsavilkums

Sis pétijums apliiko to pieredzi, kas kadam konkrétam cilvékam radusies p&c
atgrieSanas etniskaja dzives vieta. PEtljuma izmantoti Cetri jaunakie Austrumeiropas
kanadie$u originaldarbi: Ilzes B@rzinas Laimiga meitene (1997), Janices Kulikas
Kiferes Medus un pelni (1998), Evas Hofmanes Pazudis tulkojuma (1989) un Irénes
Maculites Guilfordes Apskaviens (1999). Pétijuma pirmaja dala apskatitas tadas
tematiskas paraléles ka varda “majas” daudznozimiba, pagatnes un nakotnes slani,
sapna izmanto$ana, kas izsaka dzilu nemieru un provocé personibu. Otraja dala tiek
izmantota daudzsistému teorija, lai aplikotu mingto tekstu statusu Ziemelamerikas
literaraja sisttma. Galgja sevis ievainojamiba ir saistita gan ar griittbam bat
austrumeiropietim Ziemelamerika, gan ar Soku, ko izraisa parcelSanas no iedomatas
dzivesvietas uz realu vietu, kas no fantazijas atskiras.
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Episkais varonis hellenisma literatara:
transformacijas aspekti

An Epic Hero in Hellenistic Literature:
Aspects of Transformation

Vita Paparinska
Latvijas Universitate, Filologijas fakultate, Visvalza 4a, Riga, LV-1050
E-pasts: vitapap@yahoo.com

Grieku episkas tradicijas pamats ir episkais varonis, un vina transformacija iezime atskiribu
starp arhaisko eposu un hellénisma laika episko poému.

Arhaiska laikmeta uzskati par varona idealu atklajas Iliada* — episkais varonis ir virietis, un
vin$ ir labs/krietns. Varopa transformacija iezim&jas hellénisma dzejnieka Rodas Apollonija
poéma Argonautika, kura sieviete faktiski kliist par episko varoni, ka ari izmainas varona
morali &tiskie principi (prats un izmaniba triumf€ par speku un drosmi).

Transformacijas iemesls ir vertibu sist€mas un literaras gaumes izmainas — tradicionalas formas
piepildisana ar transformé&tu saturu tika uzskatita par makslinieciska brieduma kritériju.
Atslegvardi: Episkais varonis, transformacija, morali &tiskas kategorijas.

Sengrieku episka tradicija veidojas un viskrasnak uzplaukst grieku literatiiras
sakuma posma — 8. gs. p. m. &. Neparspéti ir Homéra varoneposi Iliada un Odiseja,
bet senie grieki pazist arT Hesioda didaktisko po&mu Darbi un dienas un genealogisko
poému Teogonija.

Lidzas $tm grieku episkas dzejas virsotném ir bijusi arT citi episkie sacer&jumi,
par kuru saturu un kvalitati spriest ir griti. Lidz miisu dienam saglabajusies niecigi
fragmenti no 8.—7. gs. p. m. &. sacerétajam vé&sturiski mitologiska satura episkajam
poémam, bet vairuma gadijumu ir zinams tikai episkas po€mas autora vards un
(vai) poémas nosaukums. P&c 7. gs. episka tradicija apsikst, un to var izskaidrot gan
ar literaras gaumes mainu, gan ar spilgtu talantu neesamibu. Tomer pilniba episka
tradicija nepartriikst arT 6.—5. gs. Spriezot p&c poému nosaukumiem (pasi teksti nav
saglabajusies) un vélako autoru atsaucém, $aja laika posma sacerétas po€mas ar
vesturisku un mitologisku tematiku.

Episkas tradicijas atdzimSana veérojama hellénisma laikmeta 3. gs. p. m. €.
Aleksandrija. Hellénisma laiks nav labvéligs varoneposa attistibai, jo prieksroka
tiek dota mazajiem dzejas Zanriem un epilijiem — episkam miniatirpoeémam. Toméer
viens hellénisma dzejas atzars, kuru parstav 3. gs. dzejnieki Rodas Apollonijs, Rians
un Euforions, iezZim¢ interesi par varoneposu. Lidz miisu dienam saglabajusies tikai
viena no varoneposa tradicija sacerétajam po€émam — Rodas Apollonija Argonautika.

* Tliada — eposa latviskotaja A. Giezena rakstibas forma. (Red. piezime: $eit un turpmak grieku
Tpasvardi latviskoti atbilstosi autores iecerei.)
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Spriezot péc pretruniga vertejuma, kadu $T poéma izpelnijas autora dzives laika, un
pec tas lielas ietekmes romiesu literatiira, Sis sacergjums ir bijis sava veida hellénisma
laikmeta episkas dzejas etalons (pozitiva un negativa nozimg).

Grieku episkas tradicijas pamats ir episka varona portret€jums, un viens no
interesantakajiem aspektiem, kas iezim€ biutisku atskiribu starp arhaisko eposu
un hellénisma laika episko po€mu, ir episka varona transformacija. Seno grieku
prieksstati par episka varona idedlu atklajas poéma I/iada — episkais varonis ir labs
(krietns) vai loti labs (loti krietns), vai vislabakais (viskrietnakais) virs. Vienlidz
svarigi ir $1 jédziena abi komponenti — episkais varonis ir gan virs (virietis), gan
vins ir labs (krietns).

Home@ra eposos visi vadoni ir vislabakie — karaviri un padomdev&ji. Episka ideala
bitiba ir varoniba, t. i., episka varona sp&ja noiet dzives celu episkajam idealam
atbilstosa ltment. Varonibas praktiskais prieksnosactjums ir speks un drosme. Episka
varona varoniba atklajas vairakos virzienos, kuru izvéli nosaka varona sp&jas un
nosliece'. Varoni raksturo gods — vina nopelni ir atziti, un Iidz ar tiem — tiesibas, kuras
nosaka nopelni?. Cipa goda varda ir smags darbs, kas prasa spéku sasprindzinajumu,
proti — tas ir varondarbs®.

Home@ra eposos visi varoni ir izcili karotaji, un vini nebaidas pienemt izskirigus
lémumus, bet ne visi varoni ar $§im ipasibam ir apveltiti vienada méra. Eposa nav
varona, kur§ kadas 1pasibas zina neparspetu savus draugus un ienaidniekus, tapat ka
nav varona, kur$ visa biitu paraks par visiem. IpaSibu kvantitativais parsvars veido
varona individualo raksturojumu, kas izcel varoni vinam lidzigo starpa, bet vienlaikus
ar1 neatSkir pilniba*. Pieméram, Ahillejs ir paraks par citiem cinitajiem spéka un
drosmes zina, bet citi vinu parsp&j gudribas un apdoma zina. Vecais Nestors, kadreiz
slavens karotajs, vecumdienas ir neaizvietojams padomdevéjs sapulcs. Nestors ir
sencu gudribas un runataja prasmes etalons, un $aja zina vinam nevar lidzinaties
neviens no varoniem.

Starp daudziem tradicionalajiem Homéra eposu varoniem ir kads virs, kura
portretéjums iezimé transformaciju prieksstatos par to, kads ir episkais varonis. Tas
ir Odisejs, kas lidzveértigs vecajam Nestoram gudribas zina, bet vinam piemit cita
veida gudriba. Ta nav pieredzes un zinasanu attistita gudriba, bet izdomas, viltibas,
izveicibas prasme un talredziba. Odiseja pastavigie epiteti ir “izdomas bagatais™,
“loti gudrais™®, “daudz pieredz&jusais”’. Odisejs spéka un drosmes zina nevar
lidzinaties citiem varoniem, bet praktiskas dzives gudribas zina vinam nav lidzigu.
Tomgr, tiesi runajot par Odiseju, dazkart tick nojaukts episkajai poémai raksturigais
autora objektivais, attalinatais un vertgjumus neizsakosais pasaules skatfjums. Odiseja
viltiba un prasme manipulét ar citiem varoniem tick vertéta negativi — to parada
étiska veért§juma moments Odiseja epitetos “viltpratis” un “ar Jaunam viltibam
apveltitais™s.

Vel talaka un izteiktaka transformacija uzskatos par episka varona biitibu iezim&jas
hellénisma laika dzejnieka Rodas Apollonija poeéma Argonautika, un ta atklajas divos
savstarpgji saistitos aspektos:

1) at8kiriba no Homeéra poému episka varona (aktiva darbibas virzitaja, kas vienmer

bija virietis) Apollonija poéma iezImgjas sievietes iz8kiriga loma notikumu
virziba, ka ar apgrieztas tradicionalas virieSa—sievietes attiecibas;

2) Apollonija poéma episko varoni raksturo modific€tu &tisko kategoriju kopums.
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Par Jasona — poémas Argonautika formala galvena varona — nenozimigo lomu
poémas darbibas attistiba liecina $a t€la sastatijums ar citiem argonautiem un M&deju.
Argonautu brauciena organizatoram un vaditajam Jasonam saskana ar varoneposa
tradiciju vajadz&tu but parakam par citiem lidzbraucgjiem vismaz dazu varoni
raksturojosu ipasibu zina, visticamak — drosmes, spéka, uzdriksté$anas zina. Tomér
briesmu un negaiditu paversienu pilna argonautu brauciena uz Kolhidu laika Jasons
pargjo argonautu vidd ne ar ko varonim raksturigu neizcelas. Tiesi otradi — vairakkart
ir uzsveérts vina apjukums un bezpalidziba. Vieniga epizode poéma, kad Jasons ir
att€lots atbilstosi tradicionalajiem prieksstatiem par episko varoni, ir vina varondarba
aina — uguni izelpojoSo varkaju verSu iejiig§ana un cina ar viriem, kas izaugusi no
ies€tajiem puka zobiem. Tomer jauzsver, ka Jasons var rékinaties ar droSu uzvaru —
veiksmigu varondarbu izpildi nodroSina M&dejas dotas burvju zales, kas Jasonu dara
neievainojamu, un Médejas noradijumi, kadu cipas taktiku izveleties.

Médejas l[emums palidzét Jasonam veikt mirstigam cilvékam neizpildamos
uzdevumus izradas izskirigs argonautu brauciena mérka sasniegSanai, proti, sicvietes
burvestibu prasme ir svarigaka neka virieSa veiktie varondarbi. Turklat argonautu
meérka sasniegSanas aspekta M&dejas realizéta piika paklauSana Iidzsvaro vai pat
parsp¢j Jasona varondarbus. Ar zelta aunadas iegliSanas aina liecina par episka varona
transformaciju. Tradicionalais episkais varonis Jasons $aja aina Sausmu parpemts
pasivi stav, kamer sieviete — M&deja — puki iemidzina, un tikai pec M&dejas aicinajuma
vins uzdros§inas panemt aunadu. Médejas lidziba Homéra eposu varoniem atklajas ari
vinas sapna aina, kur vina, gluzi tapat ka virietis, veic varondarbu, cinoties ar verSiem.
Medejai tapat ka Homéra varoniem rip laba slava. Tadgjadi visa poemas gaita Jasons
uznpemas pasivo, Homéra epos sievietei iedalito lomu, bet Médeja darbojas un izturas
l1dzigi varonim virietim.

ATl citviet Argonautika Tpasi saspringtos brizos par viriesu fizisko speku nereti
triumf€ sieviskais elements. Kad argonauti atpakalcela no Kolhidas uz Griekiju nonak
pie Kustigajam klintim, kuras, sasisdamas kopa, sadraga kugus, vinus nevar glabt
varonu fiziskais speks. To izdara graciozas un sieviskigas néreidas, kas izvada kugi
starp klintim.” Kad argonauti nonak tuksnesi, vinus izglabj Libijas nimfas, bez kuru
lidzjutibas varoni bitu gajusi boja.'”

Sieviesu izSkirTga loma hellénisma laika po@ma Argonautika asi kontrasté ar
sievieSu lomas un nozimibas veértéjumu Homéra eposos. Homéra eposos sievietes tieck
uzskatitas par potencialu apdraud&jumu, iesp&jamu konflikta c€loni, un konflikta sekas
var biit tragiskas. Postoa Trojas kara célonis ir Helena. Iliada Briseida bez jebkadas
aktivas lidzdalibas kliist par iemeslu Agamemnona un Ahilleja stridam un netiesi — par
Patrokla boja ejas c€loni. Piesardzigi noraidosa atticksme pret sievieti nosaka velmi
nostadtt vigu virietim paklauta stavokli. SievieSu pasivitate Tpasi skaidri atklajas
lliada — sievietes ir dala no virieSa IpaSuma, un vinam ir liegta jebkada patstaviga
riciba, bet kara apstaklos sievietes tieck uzskatitas par laupTjumu vai balvu.

Odiseja sieviettm ir nozimigaka loma, un tade] atticksme pret vinam ir vél
piesardzigaka. Odisejas sieviesu teli — Kirke, Kalipso un pat Pénelope — sev1 slépj
apsléptas motivacijas un sléptu manipulaciju elementu, kuru virieSiem, kas pieradusi
pie tiesas ricibas un reakcijas, ir griiti saskatit. P€nelopes manipul&Sanas talantu var
salidzinat ar vipas vira viltibu. Sadas ricibas iemesls ir viegli saskatams — pasaulg,
kura domingja viriesi, §is bija vienigas metodes, ko sievietes vargja izmantot, lai
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sasniegtu savu mérki. Tapat sievietes biezi mégina izmantot savu valdzinajumu
savtigos nolikos, un tadgjadi virietis tieck aizkavets no mérka sasniegSanas. Zimiga
ir metafora — Kirke parvers virieSus par cikam, bet Odisejs izturas pret vinu atbilstosi
virie$a un karavira &tikas principiem — piedraudot ar zobenu.

Iliada viltiba varonu savstarpgjas attiecibas tiek noraidita ka no morala viedokla
nepienemama. Odiseja iezimgjas izmainas salidzinajuma ar lliadas visparpienemto
tieSo un atklato konfliktu risinasanas metodi. Ta ka Odiseja viltiba vairuma gadijumu
tiek verteta ka pozitiva rakstura iezime vai uzslavas vérta izdzivoSanas prasme,
gtisko vértibu transformacijas aspekta §is eposs veido parejas posmu starp Iliadu un
Argonautiku.

Argonautika cilvéku savstarpgjas attiecibas liela nozime ir izmanibai un viltibai,
meliem un noklus@$anai. Viena no galvenajam jomam, kur viltiba tiek apzinati
izmantota, ir attiecibas starp virieti un sievieti. Piem&ram, Argonautikas Lemnas
epizodé valdniece Hipsipile palaujas uz viltibu un viltu attiecibas ar Jasonu, lai
panaktu savu meérki — virieSu dzimuma atjaunoSanu Lemnas sala. Vina nav mazak
viltiga ka Odisejas varones, parliecinot Jasonu kliit par savu miloto un apslépjot faktu,
ka Lemnas salas sievietes ir nogalindjusas visus virie$us. Saja viltibas un krapsanas
vide sieviskigas viltibas giist vairak panakumu neka fiziskais speks. Tam simbols ir
Afrodite, kas attélota sava valdzino$aja sieviskiba'!, spogulojoties Areja vairoga —
proti, milestiba ir egoistiska un narcistiska.

Ne mazak nozimiga transforméto vértibu izpratne ir atainota Argonautikas tresas
gramatas sakuma. Pie Afrodites ierodas dievietes Heéra un Aténa lfigt vinas palidzibu,
lai modinatu M&dejas sirdi milas jutas pret Jasonu. Afrodite vinas uznem ar laipniem
un draudzigiem vardiem. Ta ir ironija, jo labi zinams, ka Afroditei raksturigs viltus.
Situacijas paradoksu pastiprina fakts, ka dievietes, kas meklé Afrodites palidzibu, ir
divas Olimpa panteona visvarenakas dievietes. Zimigi, ka Apollonijs piemin Afrodites
vajas rokas, un tas lasitajam atgadina Afrodites nevaribu kaujas lauka Iliadas
6. dziedajuma, kad vigu ievaino Dioméds. Autora morale ir skaidra — fiziskajam
spekam, 1pasi kaujas lauka, nav liclas nozimes, jo noteicosais ir viltiba, manipulacijas
prasme, aplinkus darbiba. Ta ir Argonautikas pamatnostadne.

Argonautikas ievada Apollonijs, uzrunajot miizu, saka, ka po€ma vestis par
seno paaudzu cilveku slavu. Tas izklausas ironiski. Apollonijs neraksta otru Iiadu,
bet gan apgaz homeériskos priek$status par godu, varondarbiem un morali &tiskajam
kategorijam. Apollonija po€mas protagonists ir jauna tipa varonis — oportiinists un
izdzivotajs, dalgji Parids, dalgji Odisejs.'? Tadgjadi Apollonijs izmaina Homeéra eposu
morali — pavedgjs glist panakumus tur, kur Ahillejs ir bezspécigs. Jasons péc dabas ir
vaj$ un neizlémigs, bet panakumus vinam nodro$ina skaistums, viltiba, oportinista
talants. Neatnemams Jasona panakumu priekSnoteikums ir sievietes palidziba. Tadgjadi
Jasona prototips ir Parids, narcistiskais, kaujas lauka nevarigais sievieSu pavedgjs.

Daudzas iezimes Jasonu tuvina Odisejam. Tapat ka Odisejs Jasons prot
diplomatiski un skaisti runat. ST prasme vinam nepalidz, tiekoties ar Aigtu, bet ir Joti
noderiga, veidojot attiecibas ar Médeju. Tapat ka Odisejs Jasons nokliist situacijas, kur
Ahilleja speks un drosme ir nepietiekami. Ai€ta vara versSus var uzveikt ar burvestibu
un viltibu, un Jasons ir pilniba atkarigs no M&dejas burvju prasmem.

Lidzigi Odisejam Jasons ir varonis pret pasa gribu. Tomér vinu abu personibas
attistibas virziens ir atSkirigs. Odisejs eposa darbibas gaita arvien konsekventak tiecas
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uz savu mérki — atgriezties dzimteng. To izcel netie$as norades uz iesp&jamajam Odeseja
un Nausikajas attiectbam. Nausikaja ir kardinajums, kuram Odisejs nepadodas, un
vins$ atgriezas majas Itaka pie sievas Pénelopes. Tur vins atmaksa — soda preciniekus.
Tadejadi 1stenojas taisnigums, tiek atjaunota cilvéciska un dieviska kartiba.

Atskirtba no Odiseja Jasona attTstiba ir negativa. Biitiba Jasons nekad nesasniedz
Odiseja Itmeni, jo vinam triikst to iezimju, kas Odiseju padara par Tstu varoni. Odisejs
vienmér ir izdomas pilns, vin$ iztur parbaudijumus un griitibas, negaidot ne no
viena palidzibu, bet Jasona bezpalidziba ir viens no eposa leitmotiviem. Tadgjadi
Argonautikas noskana ir pesimistiskaka, jo varondarbi ved ne tikai pie netaisna
valdnieka, bet arT pie Jasona un vipa dzimtas boja ejas. B&mnu nave ir $1 tragiska
liktena pirmais posms, kas noslédzas ar paSa Jasona boja eju.

Ta ka Rodas Apollonija poema Argonautika ir vieniga lidz miisu dienam nonakust
hellénisma laikmeta episka po€ma, likumsakarigi ir jautajumi — ciktal po€ma ir
autora individualitates apliecinajums un cik ta visparinata veida atklaj laikmeta
literaras tendences? Domajams, ka Argonautiku var uzskatit par episkas tradicijas
transformacijas paraugu hellénisma laikmeta. Po€ma bija loti populara. Ka liecina
papirusu fragmenti, ta tika parrakstita vél m. €. 7. gs., t. i., ap 800—900 gadu péc tas
saceréSanas. 1. gs. p. m. &. Argonautika tika partulkota latimu valoda. Argonautikai ir
pirma un noteicosa literara ietekme romiesu dzejnieka Vergilija eposa Eneida."® Kas
attiecas uz episka varona transformaciju, hellenisma pasaule salidzinajuma ar Homera
laiku bija mainijusies, bija mainijusies cilvéku domasana un vertibu sist€ma. Tapat
Apolloniju nenoliedzami ietekmgja 500 gadus ilgas literatiiras attistibas sasniegumi,
kas atspoguloja pakapeniskas tradicionalas vertibu sist€émas izmainas. Turklat
Apollonijs bija ta laikmeta dzejnieks, kad rotala ar tradiciju, proti — tradicionalas
formas saglabasana, piepildot to ar transformé&tu saturu, bija makslinieciska brieduma
kriterijs.
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An Epic Hero in Hellenistic Literature: Aspects of Transformation
Summary

The basis of ancient Greek epic tradition is the epic hero, and one of the most
interesting aspects that identifies significant difference between the archaic epic poetry
(Homer) and the epic poems of the Hellenistic age is his transformation.

Ancient Greek perception of the ideal epic hero manifests itself in //iad — the
epic hero is a good/decent man. Both the components of this concept are equally
important — the epic hero is a man and he is good/ decent.

In the epic poem Argonautica, written by Apollonius Rhodius, a major poet of
the Hellenistic age, the transformed essence of the epic hero is disclosed from two
perspectives — (1) contrary to Homer’s epic poems where the main heroes were males,
in Apollonius’ poem a most significant role is played by a female — Medea and (2)
the epic hero of Apollonius poem is characterized by modified ethical values.

The reason for this transformation is the change of moral values during the 500
year period between the archaic age and the Hellenistic age, as well as the conscious
play with the traditional form and innovative contents by Apollonius Rhodius, a
manner of literary creativity that was very popular in the Hellenistic age.
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Dzintars Sodums: literaras skolas un literara pieredze

Dzintars Sodums: Literary Schools
and Literary Experiences

Dace Luase
Latvijas Universitate, Filologijas fakultate, VisvalZa iela 4a, Riga, LV-1050
Talr. 7034858

Komparativistikas viens aspekts ir rakstnieku literaro skolu un literaras pieredzes pétnieciba.
LatvieSu rakstnieks Dzintars Sodums miiza garuma fiks€jis makslas darba emocionalas un
intelektualas baudiSanas iespaidus, to ietekmi uz vinu ka radosu personibu. Autobiografiskajos
prozas darbos, publicistiskajas apcer€s, ar1 dzeja vins stasta par dazados dzives periodos lasito
un miizika saklausito. Tadgjadi pétnieka iztel€ veidojas rakstnieka dailrades savdabigums, kura
tapSana saskatamas ieprieks$€jo paaudzu literaras pieredzes un skolas.

Starp Soduma tulkotajiem darbiem nozimigakais ir Dz. Dzoisa Uliss, ar1 T. S. Eliota poémas.
Par tulkotaja darba pieredzi rakstnieks stastijis vairakkart, bet plasak — Tulkotaja piezimes
(Jauna Gaita, 20. nr.).

Atslégvardi: tulkoSana, literara pieredze, makslinieciskais rokraksts, teksts.

Viens no salidzino§as literatirzinatnes aspektiem saistas ar atsevisku rakstnieku
literaro skolu un literaras pieredzes p&tniecibu. Izsekot tam, ka top rakstnieks, kadas
literaras, makslinieciskas, filozofiskas, kulturologiskas u. c. atzinas tas akumulé
savas dailrades gaita, ka top atsevisks daildarbs, biitiba ir viens no komparativistikas
centralajiem jautajumiem.

LatvieSu rakstnieks trimdinieks Dzintars Sodums sava miiza garuma apzinati
fiksgjis iespaidus, ko devusi makslas darba emocionala un intelektuala baudiSana,
ta ietekme uz vina paSa ka radoSas personibas darbibu. Tapéc pétnicka uzdevums
ir atvieglots: kur rakstnieks pats p&c briva prata lavis ieliikoties vina radosaja
laboratorija, tur nenakas rakties pa arhiva atstatam piezZimém, darbu uzmetumiem,
véstulém, meklét kadu zimigu teikumu vina daildarba teksta t€lainaja nosacitiba.
Dzintars Sodums gan savos autobiografiskajos prozas darbos, gan publicistiskajas
apcergs, gan ari dzeja stasta par dazados dzives periodos lasito un miizika saklaustto.
Tadgjadi pétnicka izt izveidojas rakstnicka dailrades savdabigums, kura tapsana
saskatamas no iepriek$gjam paaudzem nakusas literaras pieredzes un skolas.

Dzintara Soduma vards Sobrid t. s. ierindas latvieSu lasitaja apzina saistas ar
cienfjamu literattiras klasiki, kura veikums vainagots ar Kopotu rakstu izdosanu
devinos s€jumos (apgada Aténa izdevums, sakartotajas Nora Ikstena un Maima
Grinberga). Savukart vina paaudzes literati uzskata, ka Sodums ir ietekmgjis un vina
estétiski makslinieciska redz&juma iespaida izveidojusies vai visa péc Otra pasaules
kara trimda tapusi miisdienu moderna latvieSu dzeja.

Dzintara Soduma ka literata darbiba pladusi divas gultnés — tulkojot un rakstot
pasam. Starp tulkotajiem darbiem ka nozimigakais minams Dz. DZoisa romans Uliss,
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kas, p&c specialistu sprieduma, izdevies pat dzivaks, suligaks neka originals. Nozimigi
ir ar1 ta pasa Dzoisa Finegana modus tulkojums (Dz. Soduma dots nosaukums —
Finegana vakis), T. S. Eliota poému Tuksa zeme un Cetri kvarteti atdzejojumi,
H. Heses Narciss un Zeltamute, Dz. Steinbeka Par pelém un cilvekiem (kopa ar
R. Ridzinieku) u. c. tulkojumi. Jauniba atdzejotas Ge&tes Venécijas epigrammas un
epistulas (skat. G&tes Rakstu 1. sgjumu, izdotu 1942. gada K. Rasina apgada).

Latviesu moderno rakstnieku idejiskais priek$gaj€js Dzintars Sodums (ka vinu
zimigi nodéveé trimdas literatiirp&tnieks un publicists Martin§ Lasmanis) “jau agri
aicindja savas paaudzes rakstniekus pieversties cittautu modernas klasikas tulkosanai,
lai parvarétu pasmaju provincialismu un kara un okupdciju uzspiestas izolacijas sekas

991

un lai paveiktu nepiecieSamu, bet padomju Latvija tikpat ka neiespéjamu darbu’'.

Tulkotaja darba pieredze

Ar katru no tulkojamiem darbiem un to autoriem Dzintaram Sodumam bijusas
savas attiecibas. Tas rakstnieks atklajis atseviskos savos darbos.

Par Dz. Dzoisa Ulisu un 870 Ipp. komentaru Ulisam
Intervija Norai Ikstenai? par slaveno Tru Dz. Sodums saka:

““Uliss” bija divu braju sazvérestiba apstulbinat Eiropu, iegiit naudu, kjit
slaveniem. Bralis Triesta aizsitija bralim Parizé tasu, kur bija sabazti izgriezumi un
piezimes, lai raksta pédéjas nodalas. Ta visa laimiga sagadiSanas, ka ta gramata
iznaca. Tur bija viena neparasta amerikaniete, kas “Ulisu” izdeva, bija neparasti
draugi un pazinas.”

Kads bija Ulisa tulkosanas darba pats sakums?

“1943. g. dec. Berling, kara zinotaju centrale Celendorfa Fricis Andersons’ teica,
ka miera laikos man biisot jatulko “Uliss”. Letas zurnalisti to bija lasijusi originala
un Gojerta vacu tulkojuma. Stokholma 1945. vai 1946. iznaca “U.” zviedru tulkojums,
tulkojis Somijas zviedrs Tomass Varburtons. Més to lasijam. Juris Staune man uzdavindja
am. Random House “Ulisa” izdevumu un rosindaja tulkot. Partulkoju 6. nodalu, kapu
nodalu (domajot par dzimtas kapiem pie Vecumnieku Sodumiem un Rigas Lielajiem
kapiem, kur svetdienas gaju staigat), lai Skaidrite’ var to lasit (vina angliski iemacijas
tikai Bostona). Tad 4. nodalu par Bliimu kéki, ko 1930. gados zurnalam “Daugava”
bija tulkojis Janis Veselis. Skaidritei patika tos lastt, tad turpinaju 1., 2., 3. utt. 1llgi
bija jasez uz 8., jo taja ir daudz, ko es nezinaju. Komentaru toreiz vél nebija, tikai visu
gramata lietoto vardu saraksts (concordance), ko bija sastadijusi kadas ASV augstskolas
studenti un skolotaji. Tas palidzeja teksta atrast lidzigus vardus. Man bija maza Rozes
anglu-latv. vardnicina, ko izdeva “Daugava” Stokholma. Lietoju Karaliskaja bibliotéka
Latvijas konversacijas vardnicu, Stendera vardnicu. No Palidzibas komitejas Stokholma
gramatu veikala nopirku 1945. bibeles izdevumu un katolu Jauno deribu Strelévica
tulkojuma no Vulgatas latipu, jo Ulisa ir katolu vide. Gramatas par DZoisu un Eliotu
nému no Nobela bibliotekas. Tulkojumu ar rakstammasinu parrakstija mana mate,
masai diktejot, jo vina prata lasit manu rokrakstu.””

Par darbu pie Ulisa tulkojuma Dzintars Sodums izversti stasta savas Tulkotaja

piezimés — Ulisu latviesu beglu jauna paaudze Zviedrija uztvera ka “kadu katalizatoru,
kas jauna veida sakrata pagajuso gadu kapitulacijas palikusas latviesu gara lauskas.
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[..] DzZoisa gramatu izlasot, liekas, ka apkartne nomazgata razena lietii un pérkona
un var celt jaunu, tiru namu.”®

Rakstnieks atminas izseko visai tulkoSanas gaitai: ka radusies doma tulkot,
kadas vardnicas, valodas rokasgramatas, ari Dublinas plani un 1900. gada izdotais
Vadonis pa Iriju vakti kopa, lai dabiitu nepiecieSsamo “gar$u” un “smarzu”, resp., lai
mekl&tu originalam atbilstosu polifonisko harmoniju, kadi $kersli gadijusies (“Tacu
uzsédos uz 16. nodalas, kur vienkopus savakts anglu valodas un vispar cilvecigas
domasanas stulbibu arsenals, nelogismi, klisejas, dazadi paraduma pékskieni. Lidz
Sim tulkojuma biju braucis pa parastajam Rigas literaras skolas sliedem. Nu saku
skatities, ka tulkojumam tritkst kontiiru, ka jaskatas uz latviesu valodu no cita lenka,
lai no tas bagatibam izceltu jaunas nianses. Poeétiskas vietas un bezkaunibas bija
gluzi labi tulkotas, toties pamiksts gramatas dzelZainais mugurkauls. Saku tulkot
no jauna.”’), ka parrakstits un gludinats tulkotais teksts un ka tas nonacis lidz
tipografijai un beidzot Iidz lasitajam — 1960. gada.

Interesanta jau baitu arT §1 tulkojuma nonaksanas Iidz okup@tajai Latvijai vEsture:
ka uz rakstammasinas parrakstiti teksti gajusi no rokas roka, ka 1982. gada zurnala
Karogs, rakstot par Dzeimsa Dzoisa simtgadi, literatlirzinatniece un anglu literatiiras
teicama parzinataja Tamara Zalite nedrikst teikt, ka latvieSiem ir savs, turklat loti
izcils Ulisa tulkojums, ka redaktore Liesma péc padomju laika stila “uzlabo” Soduma
tulkojumu un tads “uzlabots” tas 1993. gada iznak pirmoreiz Latvija utt.

Tulkotdja piezimés Dz. Sodums izklasta arT Ulisa saturu pa nodalam. Sis izklasts
pats par sevi ir makslinieciski jaunradoss. Piem&ram, par 8. nodalu (68. Ipp.):

“Bliims turpina savu Dublinas celotaja blumiadi. Uz Lifijas upes tilta pabaro
kaijas. Satiek jaunibas draudzeni Brina kundzi, kas plisku plesku tek paka] savam
pusdullam viram. Soreiz tas skrien apkart, mekledams taisnibu, jo kads nekauna
vinam piesiitijis anonimu pastkarti ar uzrakstitu vardu “Ciks”, ka vins ir “Ciks”.
Brina kundze pavesti Blimam, ka vinu kopiga pazina Pjirfoja kundze jau treso dienu
hospitalt mokas radibu sapes. Blims jitas piekusis un izsalcis. leturas Deivija Bérna
pieklajigaja krogii siera maizi un glazi vina, Blims nav vis no kaut kadiem. Atspirdzis
vins atkal dodas cela, gandriz uzskrien virsi ienistajam Sviluma Boilinam un tik tikko
paglabjas muzeja durvis.”

Tulkotajiem varetu Skist saistoSa arT Dz. Soduma darboSanas ar latviesu rakst-
niecibas dotu vielu (14. nodala), lai panaktu nepiecieSamo polifonisko skangjumu:

“.. katrai situdacijai savs stils, kas parodé kadu anglu rakstnieku vai literaru
modi.”

Uz jautajumu, ka So (14.) nodalu vispar bija iesp&jams iztulkot, Sodums atbild:
“Kapec gan ne? Latviesu valoda ir Eiropas dazadu laiku un vietu nogulsnes, ko ienesusi
latvieSu rakstnieki, aviznieki, publicisti, tulkotdji u. c., jaatrod tikai atbilstoSais.”

Dz. Soduma aspratigaja atstasta 14. nodala stilistiski izskatas $ada:

“Nodala sakas ar penterigu disertacijas gabalu, tad nak vienbalsienigs, lakonisks
anglosaksu chroniku stils, agrinas baznicas valodas ikona, Mendevils, Melorijs
(plapigs, deku stasta gara), elizabetiniesu proza, sérs Tomass Brauns (noderéja
Mancelis®), Banjans (sava zina lidziba baptistu macitaja Freija’ stilam), Pepizs
un Ivalins (Andr. Johansons'®), Defo (“Priezkalna Rozes”'' gara), Svifts (Zirgta
nekauniba, tautiska leksika), Stérns (ka par brinumu noderéja elementi no Erika
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Adamsona), Goldsmits (ekstatisks, brunniecisks), 19. gs. popularzinatnisks Zargons
(zZurnals “Austrums %), gotiskais romans, De Kvinsi (elementi no Bendrupes “Skudru
meistara”), Lendors (dzidrs, disciplinéts; varbit Kriiza ta rakstitu prozu), Dikenss
(Vilis Lacis “Zitaru dzimta” veselam lappusém rakstijis Dikensa veida), Nimens (Joti
atbilst prof. Zicana® stilam), Mekolijs, Kolridzs, Gibns, Peiterss, Raskins, Karlails
(tiem visiem atrodamas paraléles 1880-ajos gados dzimusajos latv. rakstniekos un
zindatniekos), “modernais” slengs. Ka redzams, turéjos pie darba metodes: stils ir
zinama psihes ievirze, kas izsakas valoda.” (69. Ipp.)

Ar1 Finegana modus sakara Dz. Sodums atsaucas uz lingvistiskas filozofijas
pamatu — semiotiku, ieskicédams lingvistiskas analizes kompetenci — ka ideja tiek
atspogulota valodas struktiiras, cik precizi valoda atspogulo jédzienisko pasauli.

Dz. Soduma desmit tulkojot pavaditajos gados mainijusies arT pasaules literatiiras
aina un iespaids uz lasTtaju, arT pati sabiedriba, tai skaita latviesu trimdinieki. Sodums
par tulkotaja piezZim&juma vértu uzskata to pateikt:

“Ja sakuma (trimdas — D. L.) gados mums anglosaksu literatiiras “amen” bija
Perla Baka un Kronins, tad tagad nav nekads retums sarunds pieminét Beketu,
Nabokovu, Henriju Milleru, Aingusu Vilsonu. Seviski ASV, kur aug daudz jaunu
intelektuali skolotu latviesu. Ari plasakas lasitaju aprindas radusies vélésandas
iepazities ar moderno rakstniecibu. Apnicis pirkt gramatas tikai nacionala pienakuma
del. [..] Ta nu radas, ka “Ulisa” izdevumam latviski tiesi patlaban ir istais laiks. Sava
zind ta var biit trimdas davana Latvijai ar zimigu veésti — latviesu valodas radosais
gars nav apsicis.” (67. lpp.)

Ulisam Dz. Sodums uzrakstijis 870 Ipp. komentaru teksta, kas nav lidz Sim
nodrukats. Veéstulé vins saka:

XL

Ulisam” 1970. gados uzrakstiju 878 Ipp. komentaru manuskriptu, kur ir art
18 nodalu apraksti. Ta kopiju esmu sitijis Nacionalai bibliotekai, Misina bibliotékai,
Norai lkstenai, Martinam Zelmenim (tiem un art Rigas pils. 3. bibliotekai Maskavas
iela 116 esmu sitijis ari atlabotu Liesmas “Ulisa” tekstu. Liesma to iztaisija majigaku
péc Solohova un Kronina). [..] Konservativa “Liesma” nelietoja “Ulisa” izdevumam
nodalu numeraciju, nelietoja manus nodalu aprakstus. Komentaros ir daudz anglu
literaras dzejas, dziesmu un bérnu dziesmu tulkojumu.”'

1993. gada izdevniecibas Liesma izdotajam Ulisam komentaru dala bija pavisam
nieciga.

Dz. Sodumu gandriz vai miza garuma saistijis ar1 cits Dz. Dzoisa darbs —
Finegana vakis (ar1 Finegana modus), péc vina domam, Dzoisa liksmakais darbs.
Soduma skaidrojuma:

“Tas lasams vismaz Cetros valodas slanos: 1. literarais stastijums, “kas notiek”;
2. vardu un asociaciju simbolvértiba; 3. detalu un piesauktu vardu, to sakaribu raditas
mistiskas nojautas un to pardzivojums un 4. — darbu kopa tur ar gribu mesti plasi
loki, kur tos mana, tas rada eétisku pardzivojumu.”"

Par Tomasa Stérnza Eliota poémas Tuksa zeme tulkojumu

Dzintara Soduma veiktais T. S. Eliota Tuksas zemes tulkojums kopa ar tulkotaja
prieksvardu un poémas komentariem publicéts zurnala Karogs (1990. g. 11. nr.,
9.-32. Ipp.).
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Dz. Sodums priecksvarda dod ieskatu T. S. Eliota Tuksas zemes tapSanas vesturé
un stasta, kadas literaras asociacijas vinam saistas ar katru no poé€mas nodalam:

“Tai (poemai— D. L.) bija jaizsaka peckara individa un sabiedribas tuksSums.
Tapéc Eliots poemu sak ar nodalu Béres jeb “Miruso apbedisana”. Tada nodaja ir art
anglikanu ligsanu un dziesmu gramata. Tacu Eliota poéma telota viegla, daudzkrogu
dzive. Rinda par aprili

(“Aprilis ir nezéligakais menesis, tas plaucé

Cerinus no nedzivas zemes, maisa

Atminas un iekari, iekustina

Trulas saknes pavasara lietii.”)

lasitajam atgadina Cosera “Kenterberijas stastu” prologa pirmo rindu “When
that Aprille with his showres swoot” (Kad aprilis ar spirgtu lietutinu) — svetcelnieki
dodas uz katedrali nozélot grékus, izpelnities zélastibu. “Tuksa zeme” tad it ka
redzamas dazadas svétcelojuma personas — kada vaciete (Valerija Eliote norada
komentaros, ka Eliots ticies ar grafieni Mart Larisu (Larisch), kuras gramata “Mana
pagatne” (“My Past”, Londona, 1913) stastits par ragavinu braucienu), hiacinsu
meitene, Tristans un Izolde, pats poémas stastitajs, taro karsu zilniece, nebeidzami
kara krituso dvéselu pulki, kas kust par Londonas tiltu, kara briite, kaut kas lidzigs
dzejniecei, kantora meitene, kantora jaunskungs, tris Temzas varavas, kas dzied par
Elizabeti un Lesteru, jirnieks, pravietis. Katrs kaut ko stasta — gluzi ka svétcelinieki
Cosera “Kenterberijas stastos”. [..] Poémas tresa daja “Uguns spredikis” sakotnéji
ievadita ar Popa (Pope) divrindem. Lai tas partulkotu ar atskanam, vajadziga Bruno
Saulisa®® vai Ojara Jegena® atskanu prasme.”"*

Dz. Sodums poémas teksta redzgjis arT attalas sasauces ar Dikensa romana Miisu
kopéjais draugs 16. nodalu, ar L. Vestones (Weston) gramatas par Grala legendu
(1920), arT ar Péra Lagerkvista darbu Baraba.

Par H. Heses Narcisu un Zeltamuti
2002. gada 31. oktobra véstulé Dacei Lisei Dz. Sodums raksta:

“Latviesu valoda patlaban ir ka govs pleka, kur govs saédusies krievu razotus
maksligus méslus. Puskrievi lieto sarezgitu, abstraktu latv. izteiksmi. Ar bizantisku
valodu griiti izteikt Rietumromu. Nupat lasiju korektiiru manis tulkotai Hermana Heses
gramatai “Narciss un Zeltamute”, ko izdosot Aténa. Datorsaliceji vai redaktori dazviet
papildindjusi tekstu uz savu galvu. Pieméram, nesmukas vecas kalpones gimis padarits
par purnu. Kur man bija “istenojas”, likts “atrod piepildijumu” u. c. Heses valoda
Sveicé parvértas. Jauniba vins lietoja képigo vacu vidusskiras valodu, kadu joprojam
lieto Grass, Bélls. Hese Sveicé rakstija Getes, Morgensterna vacu valodu.”

No 2003. gada 27. janvara vestules Dacei Lusei:

“Sanému no “Aténas” Heses “Narciss un Zeltamute” jaunizdevumu. Dator-
salikuma riipigi iestradati mani tulkojuma teksta labojumi. ASV $o gramatu uzskata
par Heses labako darbu.

Kad Péteris Bankovskis, man neko nesakot, Literatira un Maksla drukaja N&Z
novecojuso 1951. tekstu, kada lasitaja protestéja, ka Agnese ir luteriete. Teksta
daud?z katoliskas valodas, lai gan Hese méginaja biit oikumenisks. Vins saka “Himna
Marijai”, ko Latgalé dévé par “Esi sveicinata!”. Es atstaju teksta to himnu, jo neviens
no Aténas Latgales izcelsmes darbiniekiem/datorsalicéjiem neiebilda.”
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Rakstnieka darbs

Dz. Soduma rakstnieka darbs savukart sazarojies dzejas un prozas izpausmes.
1950. gada trimda nak klaja tris autoru (V. Snikere!, O. JEégens, Dz. Sodums)
kopkrajums 7r7s autori, kas uzltikojams par latviesu dzejas reformétaju: autori pavisam
citada stilistika, pavisam citada skatijuma, neka konvencionali ierasts, piedava savu
dzives pieredzi un pasaules izjiitu, pasaules pardzivojumu. Zimigi Skiet Dz. Soduma
vardi vestulg, kur vins izsakas par savu dzejas ipatnibu:

“Mana rakstu izteiksme veidojusies pie talaika un vélakiem moderniem
komponistiem, ne pie dzejniekiem. Stokholmas koncertnama orkestra méginajumos
klausijos Tubinu, Prokofjevu, Stravinski, Sostakovicu, Bartoku, Britenu. Vélak
Maksvelu, Berio u. c. Vinu izteiksmi mans prats parstrada valoda.”*

Taisam tiltu par plasu jiaru (1957, 1993, 2003), Savai valstij audzinats (1993,
2002), Jauni trimda (1997), Blézu romans (2003) ir rakstnieka dzives pieredzes
gramatas, butiba autobiografiskas, kur liela vieta ieradita vina personibas veidoSanas,
tapSanas gaitai, procesam, tiem svarigajiem notikumiem, pardzivojumiem, kuri
atstajusi nospiedumus apzina un dvéselg.

Rakstnieka makslinieciskais rokraksts parsvara veidojies seno lattu un dazadu
gadsimtu anglu—amerikanu literatiiras iespaida. Savas literaras skolas un skolosanas
gaitas Dz. Sodums atklajis vai visas pieredzes gramatas, ari plasaja raksta Kaut kas no
miiza (Tilts, 1959, 29./30. nr.). Tam vina dzive ir bijusi pat, iesp&jams, pati nozimigaka
loma. Bérniba, pusaudza gados lasttais, jaunibas laika lektira, lasiSana Zviedrijas
posma, ASV gados — tam rakstnieks seko 11dzi k& dokumentala hronika.

“Pratam vajag gridu (ka apaksnama ‘‘floor”), uz ka stavét. Man gridu veido
Stokholmas parlamentariesu avize Latvju Zinas, latinu dzeja un lugas, Svifts, Banjans,
1. S. Eliots, amerikanu skolas pieaugusajiem.”

1999. gada rakstitaja dzejoli Pasportrets** Sodums raksta:

“Paldies par viesibam, ko miiziba te deva,

uz vadziem latintogas mételi,

ko valka Banjans, Miltons, Svifts, Eliots.

Es kekt vinu traukus mazgaju,

par to man dazi gadi vairak neka trisreiz pa divdesmit un vél desmit.”
Ar jauna cilveka dedzibu 1958. gada Dz. Sodums pazino:

“Jauni laudis meédz bit zinkarigi, un es neesmu nekads iznémums. Mana lasama
viela ir ka latviesu, ta keltu pasakas, legendas, amerikanu tautas balades un komiku
filmu teksti, zieme[tautu ticéjumi, vacu dékainu dzives apraksti, anglu ekscentriku
humors. Un visur tur izlasama gudriba: neskaldi zirni cetras dalas, nezinatniskojies,
kur tas nav vajadzigs. No dzivas tautas noslédzies Saura specialistu sekté, klisi
gekis.”?

Raksts, kur $is izteikums sastopams, versts pret sholastisku darbosanos zinatng,
pret parak Sauru skatfjumu un parlieku problémas detaliz€Sanu, resp., pret tiem
zinatniekiem—valodniekiem, kuru t€mas Dzintara Soduma nedaudz parspilétaja méroga
ir $adas: “Prefikss pie sufiksa Stendes ta saukta “Melna gala” tris pieupes majas
lietotaja izloksné un tas visparcilvéciga nozime” un “Apraksts par noslepumaino
Mancela sprediku gramatas eksemplaru, kam otradi iesieta 7. loksne”.
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ka satira. “Skola iets” pie Petronija (Dzires), Rable (Gargantija un Pantagriels), de
Kostera (Picesspiegelis), Grimmelshauzena (Simplex Simplicissimus), jo “izradas,
ka pratigaja pasaulé ietilpst sava nepratiga, absurda. Humors atslabina, atjidz,
sakustina. Un mand uztveré pasaules lielo satiriku humors saradojas ar to humoru,
kads sastopams latviesu tautas dziesmas™*.

Zviedrijas posma saistijusi Svifts, vina Gulivera celojums un Pasakas par
kublu (“Pie Svifta mani saista vina maka sativu vienot ar epiku.””), Sterna Tristana
Sendija dzive un atzipas, Karlaila Pogu filozofija, Dzoisa Finegana modus, Semjuela
Batlera Nekuriene, Semjuela Dzonsona “aspratigo definiciju parpilna anglu valodas
vardnica”, Kerola Alise brinumzemé un Bértona Melancholijas anatomija.

Tiem klat gandarfjumu devusi arT anglu satiriska poéma Peétera Araja paradibas
(The Vision of Piers Plowman). Secinajums péc daudziem gadiem: “Mana satira ir
parasta krievinu (somu) pécteca zobgaliba, Svifta un zviedru humoristu skola.”*

Citas literaras intereses saistitas ar epu. “Eps man devis dziju miera un gandarijuma
sajutu, kadu citiem médz dot dievkalpojums.” Starp lasitajiem epiem — Cosera
Kenterberijas stasti, Miltona Zaudéta paradize un Dantes Dieviska komédija.

Jauniba Dzintars Sodums, ieguvis labu pamata humanitaro izglitibu Rigas 1. gim-
nazija, aizraujas ar latiu autoriem:

“Aizravos vispirms ar Tibulla smeldzigajam elegijam, Horatija un Juvenala
satiram, Vergilija “Bukolikam” un “Georgikam”, un tulkoju Ovidija *Makslas milét”
pirmas 2 gramatas. Kluvu sava zina elegiska panta “specs”. Biju nolémis aplaimot
latviesu tautu arT ar Plauta lugam, Sekspira komédijam jauna tulkojuma un vél daziem
simtiem sejumu.”*

1999. gada novembrT LaRAs LAPAS 50. numura rakstnieks saka:

“Vairs gan neinteresé Ovidija jaunibas darbi, bet vina “Tristia”, mazak arr lie-
liskie elegiki Tibulls, Propercijs, bet epigrammu autors Marcials. Protams, joprojam
Juvenala, Persija un Horacija satiras. Klat Hieronima véstules. Vins bija rietumpasaules
Gliks, no grieku un ebreju bibeles tekstiem izveidoja latinisko Vulgatu.””

Vacu okupacijas laika Dzintaru Sodumu interes€ tas, ko vins ka lasitajs déve
par elizabetieSu dzeju:

“2/3 Sekspira, Spensers, Nesjs, Sidnijs, Marlovs — dzivoja un radija Tjudoru
karalienes Elizabetes I valdisanas laika 1558—1603 un pirmo Stjuartu laika. Bruno
Saulitim un man vini bija stabils pieturas punkts 1941-43 vacu okupacijas laika.”*°

Nora Ikstena intervija Dzintaram Sodumam uz jautajumu “Vai var teikt, ka
vairak par visu tevi interes€jusi 1steniba?”’ sanem pavisam pieticigu, Sodumam vien
raksturigu atbildi:

“Ko nu daudz esmu varéjis giit no istenibas. [..] Vai katram trimdas latvietim
ir lielaka pieredze neka man. [..] Par sevi es zinu. Varu stastit par savam mainam.
Dala manas, manu pazinu, draugu, radu pieredzes der arT citiem. To verts pastastit.
Vel pastav sabiedribas kopiga pieredze. Par to art vérts runat. [..] Fikciju taisit man
nelauj istenibas sirdsapzina. Turklat man trikst notikumu fantazijas.” (N. Ikstena.
Arpusnieka pavasaris. SestDiena. 2002. gada 11. maijs.)
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Sai apcer¢ stastitais ir tikai neliela dala no brinumainas pasaules — rakstnicka
radosas pasaules, vina gadiem kratas literaras pieredzes un tas partapSanas originalos
daildarbos un kongenialos tulkojumos.
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Dzintars Sodums: Literary Schools and Literary Experiences
Summary

One of the aspects of comparativism is to study writers’ literary schools and
literary experiences. During his life, Latvian writer Dz. Sodums has put an emphasis
on the impressions generated both by emotionally and intellectually enjoying art as
well as on their influence on him as a creative personality. In his autobiographic
works in prose, in publicistic essays and poetry he tells us about the books he has
been reading and the music he has been listening to during different periods of his
life. This is how a researcher can figure out the particularity of a writer’s style which
has emerged from literary experiences and schools of previous generations.

Among the works translated by Dz. Sodums the most important are Ulysses by
J. Joyce and T. S. Eliot’s poems. Several times Dz. Sodums has written about his
experience as a translator, but he shares the most of it in Translator’s Notes (Jaunda
Gaita, Nr. 20).
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Jlnanor KyasTyp — 3TO HE TOJBKO AUAJOT HAeH, HO U cTpyKTyp. OnHa U3 BaxHEHIIMX
CTPYKTYp, CO3aHHBIX M YTBEP)KAEHHBIX [0pMaHOM, — 3TO IBOHHUYECTBO, T.€. IEPCOHU(UKATIHS
Pa3IUYHBIX CTOPOH OJHOTO CO3HAHMSA, APOOIEHHE OAHOW JTMYHOCTH HA HECKONBKO MEPCOH.
s eporetickoii kKyapTypbl X1X—XX BB., B TOM 4Hcle U pycckoi, muanor ¢ [odpmanom —
OZIMH U3 OCHOBHBIX auanoroB. B 1890-1920 rr. ropmanoBckas peuenuus B Poccun Obuia
CYIIECTBEHHA B TPO3¢, TI0I3UH, JpaMe, B TeaTpe, B KUBOIICH U TpadHKe, U JJaKe B My3BIKE.
Poman TeinsHOBa “CMmepTh Bazup-MyxTapa” (1927) nocTpoeH Kak pa3BeTBICHHAs U CIOXKHAS
CHCTeMa JBOHHMKOB; IEPBOHAYAIBFHOE H OCHOBHOE JIBOIfHIYeCTBO [ prboenos — Basup-Myxrap.
JIBoitHMYeCTBO onpenenseT U CTPYKTypy Takux npousBeaeHU TeiHsAHOBa, kak “Iloamopy4ux
Kmxe” n “BockoBast mepcona”.

KoroueBsbie ciioBa: ['opman, TeIHSIHOB, TBOHHHYECTBO, POMAHTH3M.

KoHTaKT Xy[0’KHUKOB, KaK M KOHTAKT KyJIbTYpP, UMEET MHOTOypPOBHEBBIH Xapakrep,
M caMblil TOBEPXHOCTHBIN YPOBEHb — YPOBEHb SMOIMOHAIBEHOTO WM TIOBEPXHOCTHO-
palMoOHAIBFHOTO BOCHPHUSTHS T€X WJIM WHBIX TEKCTOB. [JTyOMHHBIH KOHTAKT — 3TO
KOHTAaKT CTPYKTYp, T.6. KOHTAKT MEXaHH3MOB XyJ0KECTBEHHOTO aHanu3a ObITHS,
MEXaHU3MOB MBIIIICHNUS. XY/I0)KHHUK, CO3/IAIOIINI HOBBIE CTPYKTYPbI, HOBBIE MOJICIIN
TEKCTONOPOXKJEHUsA, ropa3fo Oojiee MIOJOTBOPEH A OOLICIUTEPATypPHOTO U
OOIIEKYIBTYPHOTO MIPOIIECCa, YeM XY/IOKHHUK, BRIIBUTAIONTAN HOBBIC UieH. balipornsm
KaK MHPOYYBCTBOBaHNE ObIJI KPAaTKOBPEMEHEH — B OTIMYHE OT JIMPUYECKOM ITOIMBI —
JKaHPOBOHM CTPYKTYpBI, co3nanHoi baiiponom (VKupmynckuii, 1978, c. 9-356).

OnHUM M3 CaMBbIX IUIOJIOTBOPHBIX B 5TOM IUIaHE Xy/IOKHUKOB siBisiercs: [ opman, ubn
CTPYKTYPHBIE MOJIEITH, CTPYKTYPHBIE CXEMBI OKa3aJn IEPBOCTETIEHHOE BO3/ICHCTBUE Ha
eBporeiickoe uckyccTBo XIX—XX BekoB, 00pein cTaTyc apXeTHIHYECKUX CTPYKTYD,
CTPYKTYp-apXeTHIIOB.

OniHa W3 BaXHEHIIUX CTPYKTYp, CO3IAHHBIX M YTBEpiKACHHBbIX [opmanoMm, —
9TO JBoliHUYecmeo, cuenupudeckas Gopma nporuBopedns. [IpoTuBopeune Kax
YHHUBEpCaJIbHOE COCTOSHHE MHpa U uesoBeka npojaeMoHcTpupoBsan emie X VII Bek B
€ro OCHOBHBIX KYJbTYpHBIX THNaX, HO X VII Bex coxpaHs Bepy B OHTOJIOIHYECKYIO
HOpPMY, ITO3TOMY U MPOTHBOPEUYNE MBICIHI KaK OTKIOHCHHE OT HOPMEI, OTCIONA U
UCTOpHUsSI Mpearnonaragach Kak MpeojJojieHne MPOTUBOPEUNs WM XPUCTUAHCKUM
(6apoKKko), WM parumoHaIbHbIM (KiaccuiuiMm), wik uHbM (Illexcriup) mytem. B
pe3yibTaTe B OCHOBY IPOTUBOPEUHS OBLIT ITOJOKEH TIPUHIIHIL LY — Uil, T.€. B KOKIBII
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JIAHHBIA MOMEHT YEJIOBEK TPEICTABISIET WITH TIO3UTHBHOE, MJTH HETATHBHOE KaveCTBO,
M TIPOTHUBOMOJNIOKHBIE KaYeCTBa CMEHSIOTCSA BO BPEMEHHOM TOCIIEN0BATEILHOCTH
(@edopos, 1987, c. 69-83).

PomaHTH3M B KauecTBe MarucTpajabHOI HeH BBIIBUTAET HJICI0 YHUBEPCATBHOTO
cunTe3a. Op. lllnerens mMpoM3HOCUT KphUIATYyI0 (popMyy: “AOCONIOTHBIN CHHTE3
abconrotHBIX aHTHTE3” ([Llnecens, 1983, c. 296). Ho, Tem He MeHee, POMAHTU3M
UCKIJIF0OYaeT B3aMMOIPOHUKHOBEHHE aHTHTE3 B C(epe aHTPOIOJIOTHH, BXOXKICHHE
MHHYyCa B IUIIOC, WJIM IUTIOca B MUHYC. C OZHOM CTOPOHBI, KyJIbTypa YTBEpP)KIAcT
CUHTE3 aHTUTE3, C APYTON CTOPOHBI, OTBEPracT BO3ZMOXKHOCTb #H020 I B UellOBEKe, B
cuity MUA(OJIOTHYECKOTO XapakTepa MblluieHHs1. [IBoiiHuueCcKast CTpyKTypa U sSIBUJIach
MHCTPYMEHTOM IIPEOAOJICHNUS BO3HUKIINX aKCHOMHBIX HOXHULL. J[BOHHIYECTBO — 3TO
NMepCOHN(UKALMS PA3IHYHBIX, 110 IPEUMYIIECTBY AHTUTETUYHBIX CTOPOH 00HO20
CO3HaAHMS, OJJHOTO YeJIOBEKa; 3TO ApoOJIeHNEe eMHOMN, LEJIOCTHOH JINYHOCTH Ha
JIBE MM HECKOJIbKO MepcoH. B 3TOM cMmbIcie TOOMaHOBCKAN MHp, Kak M JTIOO0H
JIBOMHUYECKUH MHUp, — (PAHTOMHBIM MHp: B Pa3IMUHBIX TOIIOCAX NEHCTBYIOT vacmi,
CEerMEeHTHI YeJOBeKa, JACHCTBYIOT B OOJMKE, B MacKe 4elloBeKa, YeJIOBEKOM, B
CYIIIHOCTH, HE SIBIISSICH. UENOBEK B MUPE TO M JIETI0 HATAJIKWBAETCs Ha cebsl caMoro,
ce0st He y3HaBas, cebst mpecienys, ce0s yOuBas, AeHCTBYeT Yalle BCEro Imojx
pa3sHBIMH UMEHAMH; MHOTOMMEHHOCTb, “NCEBIOHMMHOCTH” — OJHO W3 MPOSABICHUN
JIBOWHIYECTBA, YesioBedeckot 1podroctr. Poman “Omukcup npssona” (1815-1816) —
3TO CBOEOOpa3Hasi SHIUKIIONEANS JBOHHNYECKUX CTPYKTYp, ¥ B 3TOM IUIAHE — OJTHO
13 IPOAYKTUBHEHIINX IPOU3BEACHUN €BPOIEHCKON JINTEPATYPBL.

Haz0By HECKOIIBKO IBOMHUYECKUX CTPYKTYP, OJIyUYMBLIMX LIUPOKOE pacpocTpa-
Henue. Hauny ¢ mpocTednmx, CUMBOINYECKHX.

1. Yenosex u eco nopmpem. OTHOLIGHUSI MEXJYy MEPCOHOU U €& MOpPTpPEeTOM
MOTYT OBITh PAa3INYHBL: a) IEPCOHA — BOIUIOLICHUE OTPHUIATEIBLHOTO, TOPTPET —
MOJIOKUTEIbHOTO (poMaH Yaiipaa “Tloprper Jopuana ['pes’); 6) nepcona — 31o
Ka)KUMOCTb, IIOPTPET — CyLHOCTh (oBecTh Loromst “Tloprper”).

2. Yenosek u ezo szepranvnoe ompadxcenue. CTpyKTypa, B OCHOBE KOTOPOit
HaXOJUTCS NMPOCTPAHCTBEHHOE MEepeMelleHNne 3HAKOB C OJHOW CTOPOHBI Ha
MIPOTUBOIOJIOKHYI0; B3aUMOACHCTBUE PEaJIbHOIO “TIO3UTHBA” M OTPAKEHHOTO
“nHeratuBa”. JlanHyw (opMy NBOMHHYECTBA IMHUPOKO MCIOJIb30Baia
CHMBOJIUCTCKAsl U MOCTCHMBOJIHMCTCKAsT KyJIbTypa, 0COOCHHO OTpaKeHHE
YyeJIOBeKa B MHOT'OUMCIIEHHBIX 3€pKajiaX, SBJSIIOIMX pa3Hble I'PAaHU €ro JHIa.
Ha 3epkanbubix “urpax” nocrpoeH kuHo¢puiabm TapkoBckoro “3epkano”. B
ClieHapuH HeocyecTBiIeHHOro (ubma “TodmaHnana’ 3epkaia siBIsUICh OTHUM
M3 TJIIaBHBIX MEXAHU3MOB TCKCTOBOI'O AMHaAMH3Ma.

3. HYenosex u e2o menv. OTTAIKUBASCh OT JIBOWHUYECKUX MTOTSHIMHA PAaHHUX HOBEILT
Todmana, Hlamucco B 1813 1. co3naet HoBesuty “YauBurtenbHas uctopus [lerepa
[Inemuns”, B OCHOBE KOTOPOH HAaXOAHUTCS (hayCTOBCKAsI CHTYALIHsl JOTOBOPA YeJIOBEKa
C JIbSIBOJIOM: OOMEH TeHH Ha komienek doprynara. B “IlpukimtoucHrn HakaHyHE
Hogoro roga” (1815) T'odhmaH 1eMOHU3UPYET MPOCTPAHCTBO M BBOIHUT OMITO3UIHIO
Yeno6eK ¢ MeHblo — 4eloseK Oe3 meHu B IBOMHNYeCKni KoHTekeT. Hakonerr, B 1847 1.
AHJEpCceH Hanucal OHO U3 CaMbIX SIPKUX CBOMX MTPOU3BEACHUI — HOBEIITY-CKa3Ky
“Tenn”. EcTb yueHbIid, MUIIYIINI KHATH “00 UCTHHE, T00pe U KpacoTte”, U €CTh TeHb
YYEHOT0, JKMBYIIAsi CAMOCTOSATEIILHOM JKH3HBIO U JOOUBILASCS OIAaroCOCTOSHUS
W BCECWJIMS. YYEHBIH M TEHb — MOJSAPHOCTU: YUYEHBIH — 10Opo U 0JaropojacTso,
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TEHb — 3710, JULEMepue, Ka3yucTuka. TeHb, Oyaydyn HUYeM, IyCTOTOH, oOperaer
TeJleCHbIe YeJloBedecKre (hOpMbI, HAYNHAET MPABUTH YICHBIM, TIOTYHHIET CBOUM
HU3MEHHBIM 3aJaHUsM, HaKOHEIl, BBIJAeT YUEHOTO 3a TeHb, a ceOs OObSBIIET
YUEHBIM, a 3aTeM yOMBaeT. AHIEPCeH YTBEPKAALT “NepeBEPHYTOCTh ITHUSCKUX 1
ACTETUYECCKUX KPUTEPHEB B €BPOIEHCKOM MUpe. UeloBek B MUpE TeHeH 00pedeH Ha
CJIMHCTBEHHYIO (DYHKIIMIO: OBITh TEHBIO TeHU (AHOepcen, 1969, m. I, c. 384-397).
Haxkonerr, Haubomnee pacnpocTpaHEHHbBIH THUIT ABOWHHYECKOM CTPYKTYPBI — 0ge
nepcoHbl, CyNIECTBYIOIME UMEHHO KaK MEPCOHbI, HO ABJIAIOLINECS CaraeMbIMU
onHoro yenoBeka. (I[lepcoH, cocTaBisAONIMX YenoBeKa, MOXKET ObITh M OOJbIIe,
4yeM JIBe, MPUYEM 3HAYMUTENbHO). [TIaBHBIN repoil pomaHa “OnuKcHp IbsiBoya’” —
Mepnapa, Ho Menapaa CONpoBOXKIAET €ro CBOAHBIN Opar BukropuH; poman
CTPOUTCS Ha MX TEJICCHOM Hepa3IMuuMocTH. Menapa BeiaaeT ce0s 3a BukropuHa,
Bukropun — 3a Menapna, U KTO €CTh KTO — OCTaeTcsi HenposicHeHHbIM. CyTb ke
B TOM, YTO BHKTOpPHH — 3TO MepCOHNU(UKALNS )KUBOTHOTO, TPEXOBHOTO Hadyaja B
Menapze. Ho ectb 1 ere 0/jHO 00CTOATENBCTBO: HACTOsIIIEe UM repost He Menapi,
a @pannuck; Mengapa — uMs, IPUHATOE MPU MOCTYIJICHUH B MOHACTBIPh, TPU
nioctTprkeHnn. OpaHIMCK — UMsI CBETCKoe, Menapa — TyXOBHOE; MHALIMAPOBAHHBII
YeJI0OBEeK — Jpyroil denaosek. (IBynMEHHOCTh, MHOTOMMEHHOCTb — 9TO TOXKE
JBOMHMYECKas cTpyKTypa). Mtak, @panuuck u Menapa — IBOHHUKH, HO Menapy
UMEET B KauecTBe JIBOWHUKa BukropuHa, Oonee Toro, Memapa JeicTBYeT Mo
MHOTUMHM JPYTMMHM MMEHAMHU; U B 9TOM BapHaHTE ABOMHHUYECKOE “‘IIeNTylIeHHe”
ecTh (opmMa yTBEpKICHHs IPOOJICHHS YellOBEeKa, UCUYC3HOBEHHs TU4HOCTH. U
eme onHo. dpanunck — Menapn, sxuByimii B konue X VIII Bexa, npuHaaiexur K
pony xynoxuuka @paHuecko, )kuBIIero B kouie XV Beka. OObATHI IbIBOIbCKOI
ropAbIHeH, XynoxHUK dpaHuecko OpocaeT BHI30B HeOeCHOMY MHpY, bory: cBsTyI0
Po3zanuio oH numier oOHa)XeHHOH, ¢ JUIOM U TejoM Benepsl. Boroxynbckuid,
“comomckuit” akT PpaHdyecko 3aKperuisieTcsi ero OpakoM ¢ BeapbMoi. [loTomkm
DpaH4ecKO — MOTOMKH BEIbMbBI; OHU HE TOJBKO HACIEIYIOT TPEXOBHYIO MTPUPOLY
CBOMX TIpapoauTesici, OHM e YCyTyOJIsIFoT, OHH Bce OoJiee U 0oJiee MorpyKaroTcst
B UIMMOPAJIM3M, YTO MPOSIBIISIETCS, MPEXkJIE BCETO, B KPOBOCMECHTEINIBHBIX CBA3AX
(“rpexoBHBIN POI U pa3MHOXKAJICS TPEXOBHO™). biaromapsi HacieaCTBEHHOCTH
cyap0a KaXkIoro MpeACcTaBUTENs Pofa MPEeRoNpeeeHa: Bce OHU UMEIOT UM,
Bocxodiee k dpanuecko — Opanupl, PpaHIUCKH, U B 3TOM CMBICIE OHH
TOXJIECTBEHHBI IPYT JIPYTY; OHU — XPOHOJIOTHYECKUE JIBOHUKH; B CYIITHOCTH, ATO
OJIMH YEJIOBEK, CYLIECTBYIOUIMI B UCTOPUH B TOXKIECTBEHHBIX BapuaHrax (I oghmar,
1984).

I'omaHOBCKOE OBITHE — 3TO Pa30PBAHHOE U B CHIIYy 3TOr0 MH(pEPHAIbHO-
Tparudeckoe ObITHE.

Juist pycckoit kyapTypsl XIX—XX BekoB, Kak U s (ppaHIy3CKOH M aHTITHHACKOMH,
He TOBOPSI, ECTECTBEHHO, O HEMEIIKON 1 aBCTPHUICKOH, auasor ¢ [odmaHOM — 0aMH 13
OTIPENIeNAIONINX IHaIoroB. I103UTHBUCTCKO-peanucTUdIecKast KyJIbTypa OTOJABHHYJA
Todmana Ha repudepuro, Ho B 1890-¢ Tomp! moBcemecTHO B EBporie Hagamock BTopoe
npuinectsue [opmana. B Poccun auanor ¢ l'opmanom OblT Ype3BbIYaliHO aKTUBEH
no koHua 1920-x ronos. 'odmaHoBcKast perieniys CyIecTBeHHa B MPo3e, M0J3UH,
npame, B Tearpe Meliepxonbsaa, Tanposa, BaxTanrosa, B )KHBOIIUCH U Tpaduke, Taxe
B MY3BIKE.

W tenepp HOpuii TeIHSHOB, OHO W3 SpYalIIMX SBJICHUI pyccKoil Quitonorun
u pycckoii mpo3sl 1920-x romos. ['omaHOBCKOE Hawamo u B mpo3e THIHAHOBA, U B
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KWHOCIICHAPHAX MPEICTABICHO JOCTATOYHO IIMPOKO M Pa3HOOOPA3HO, HO peyb MOHACT
TOJBKO O IBoWHMYecTBe. Tpu pomana TerasHOBA — “Kroxmsa” (1925), “Cmepts Bazup-
Myxtapa” (1927) u “Tlyuikun” (1930-¢ rojpl, He 3aKOHYCH)' OBUTH 33 JyMaHbl Kak
TPUJIOTHS O TPeX UCTOpHUecKuX THmax 1820-X TOIOB; TPU ATHX THIIA BOTLIOMIAIH
rere’eBcKyro Tpuany: Kioxis — tesuc; Basup-Myxrap (I'puboemoB) — aHTHTE3HC;
[TymxuH — cuHTe3. BaskHO, 4TO B Ha3BaHUE MEPBBIX IByX POMAHOB BEIHECEHO HE UM,
a TPO3BUINE, W TOIHKO TPETUH POMaH HA3BaH IO #MeHu TIABHOTO Teposi. Ipunocus
HE COCTOSUIaCh, M HE TIOTOMY, YTO TPETHH poMaH HE OBLT 3aBEpIICH, a IIOTOMY YTO
B 1930-e ronbl M3MEHWINCH U KOHLENIMs THIHSHOBA, U €ro MPO3auveCKUil S3bIK
(Benunkos, 1965, c. 541). JJunocus xe cocrosuiack. B npousBenenusx ThIHIHOBA B
IIEHTPE BCETJa €CTh COOBITHE, MpeACTaBIIoNIee co00i CIIOM UCTOPHUHU, COOBITHE, K
KOTOPOMY YCTPEMIIEHBI UJIM U3 KOTOPOTO UCXOMAT BCe TeMarnueckue uHuu. “Kroxis”
n “Cwmepts Bazup-MyxTapa” — 3TO TUIIOTHS, CBSI3aHHAS BOCCTAHHEM JIEKaOpPHCTOB
(14 mexabps 1825 r). B “Kroxine” u3zo0paxeH npeanekadpucTckuii mup; B “CMeptu
Basup-Myxrapa” — nocTaekaOpuCTCKHil Mup.

BTopoii poman HaumHaeTcs cO BCTYIUICHUS, B KOTOPOM JEKJIApUPYETCs Te3a,
JTOKa3bIBaeMasi OCHOBHBIM TEKCTOM. ““Ha ouens xon00Ho1 niowaou 6 dekabpe mecsye
MbLCAYA B0CEMbCOM 08A0YAMb NAMO20 200d NepPecmant Cyujecmsogams Jou
08adyamuvlx 20008 ¢ ux npwvieaiowell noxookoll. Bpems edpye neperomunocs...”.
“JIromu ABaAIaTHIX TOIOB”, Ja)Ke €CIIM He MOTHONH, TakKe €CITM He OBUTH OTIPaBIICHBI
B Cubupsb, “mepecranu cymecTBoBars”; 14 nexaOpst OHM CTaNM MPOIIIBIM; MX
Tparenusi — Tpareaus JIOAEH, MEePeXKUBIINX CBOE BPEMS, KUBYIIUX B Y)o#cOU TIOXE.
“KroxJis” HammcaH O YelOBeKe MpeaneKaOpuCcTCKoll amoxu. Jlemo He B TOM, 4TO B
nentpe pomana Busrensm Kapnosuu KroxensOekep, auTeparop, MoaT, JTUIEHCKAN
toBapuul [ lynikuiHa, 1exkadpuct, ieno B ToM, 4to Busbrensm Kapnosuu Kroxensoekep,
110 THIHSHOBY, — YENOBEK, BOIUTOLIAIOIIMHN MTPEIIEKA0OPUCTCKUE 1BaIIATHIC TOABI, OH UX
nepconndukanms. Kroxensoekep TrIHIHOBA — YETOBEK crmpacmu, TyXOBHOTO ITOPHIBA;
CTPaCThIO MPOJUKTOBAH KaXK/IbIi €ro MOCTYMOK, KayKIbIH JKECT, Kax1oe cIoBo. CTpacTs
OTIpeAesieT LEeI0CTHOCTh, NCKIIOYAeT WPy, MAacKy, pasgBocHHe. B memapHOCTH,
06€CKOMIIPOMHCCHOCTH, B BEPHOCTH HJIeajlaM €CTh BHICOKasi POMaHTHYECKas FepOHKa.
Ho Kroxenb6exep — He TOJIBKO IepOUKO-POMAaHTHUYECKas TMYHOCTh, HO M KOMUYECKas,
oH He Kroxemnbekep, oH — Kroxms. B mpo3Buire, KoTopoe BRIHECEHO B Ha3BaHUE,
MOJI 3HaK KOTOporo roctasieH u KroxenbOekep, n Bce o 1820-x romos, ecTsh
UpOHUSI, UpOHUs Haj crpacThio. Jlromu 1820-X rogoB KOMUUECKH Je(OpPMHPOBAHBI,
9TO JIIOIU — ‘‘C TpBITaroIeil moxoakoi”. CTpacTh BO3BBIICHHA, pOMAaHTHYHA, HO HE
COOTHECEHA C aHAJIM30M, IT0ITOMY HEKH3HECHOCOOHA, OecrepCIeKTHBHA.

Poman u ero repoit umerot ase npoexkuuu. Ilepsas — poman Ceppanreca “Jlon
Kuxot”. TTo monenu “Jlon Kuxora” u coBepiaeTcsi BEICOKAsi TparukoMenus “mronei
JBaauarbix rogoB”. Kroxiis — nepsbiil B psay pycckux Jon Kuxoros XX Beka. Bmopas
npoexmyst — komenust [ puboenosa “T'ope ot yma”. Kioxiss — 910 1 ecTh “rope oT
yma”, 9To 1 ecTh Yalkuii, TNIaBHBIN Tepoil kKoMeann. B mo3aHel craThbe 0 KOMEeInu
['puboenoBa TeIHSHOB, BRIIBHUTAS IETBIA P IPOTOTHITOB Yarkoro, momuMo Yaagaesa
u Baiipona, Ha3siBaeT KroxenbOekepa; crpaHHOCTh Yarkoro “‘pomoepaguuecku
onusxa xk Kioxenvoexepy” (Toiusinos, 1969, c. 368).

14 nexabps 1825 r. B [letepOypre Ha Iletposckoit mromanu JJon Kuxorsr, Yarkue
“mepecTaroT CymiecTBOBaTh . THIHAHOB MUMICT: “Jluya yousumenvbHOU HemMombl
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NOABUNUCH CPA3Y, MYM e Ha NIouaou, uyd, MAHYWUecs T0CUHAMU WeK, 20mosble
nonHymw dcunamy’” 3. Ha cmeny Jlon Kuxory sisnsiercst JJon Ipero (B pomane CepBanreca
9TO Ba)KHEUIIash ATHKO-UICOJIOTHUYCCKAs OIMIMO3UIUsA). DTHUYCCKAs U TPpaKIaHCKas
(unocodus [Jona Jlpero 3akimoueHa B TaKUX €ro clioBax: “Cmpancmsyowum puiyapsim
nodobaem uckamv MoOAbKO MAKUX NPUKIIOYEHUL, KOMOopble nooarm Haoexicoy Ha
O1a20NONYUHbLI UCX0O0, d He MAKUX, KOMOpble PeuumenbHo HUKAKOU HAOeHCObl He
nooarom, ubo cmMenocms, epanudawas ¢ be3paccyocmeom, 3akiyaem 6 cebe bonee
bezymus, neacenu cmoiikocmu” . (Cepsanmec, 1970, m. 11, ¢ 123). Ha cmeny Yarkomy
npuxomuT Momvanus (onmo3uius Yarkuit — MomuanuH — [eHTpaabHAasT OMIO3HIINS
B Komenuu [ puboenora).

I'puboenos B “Cmeptn Baszup-Myxrapa” — denoBek MocTAeKaOpHCTCKOTO
mupa. Utak, ecemupnas onnozuuust on Kuxor — JJon Jlpero, Ha pycckoil mouyse
3asiBUBIIAs 0 ceOe Kak ommo3uius Yarkuii — MongaauH — 3T0 HHBapUaHT, KOTOPBIN
B 1820-¢ romer odopmisercs B Bapuante KroxemsOekep — ['puboenos, a Tounee,
Kroxist — Bazup-Myxrap. Ecnu Kroxist — crpacts, “ku3Hb”, “BHHHOE OpoxeHHe”,
T0 Bazup-MyxTap — 9T0 pa3yM, MO3UTUBU3M, “‘YKCycHOe OpokeHue”. O CyIIHOCTH
I'puboenoBa — Basup-MyxTapa cBuaeTenbcTByeT snurpad u3 bapaTerHCKOTO:
“Bsenanu na auk xonoouwlil ceul, / Bzenanu: 6 nem orcusnu nem; / Ho xax na nem 6winvix
cmpacmeii / Ewe samemen cned!” (bapamwvinckuil, 1989, c¢. 129). Poman u Havar
JEMOHCTpaIueil Hosoeo I'pubdoenora, ['pnboemsoBa, BCTpeuaeMoOro B KaHIAPMCKOM
[TerepOypre nmymkamu IleTpomnaBiioBCKO KpenoCTH, MPUHUMAEMOTO CTOJIIAMHU
peKUMa U caMUM UMIIEPaTOpPOM, HarpakJjaeMoro YNHaMH, OpAA€HaMH, IeHbramu. J{ns
“Iromel MBaALATHIX TOMOB”, OBIBIINX JPy3eH OH CTAN yysxcum, M OH CTAI C80UM IS
JIFOJIeH HOBOM 3MOXU, OHU CTaJIM HOBBIMH APY3bSMH, & HOBBIE IPY3bsl paCCTPEIUBAIIH,
CYZIIIH, BEUIAU JpYy3ei CTaphIX.

Uepes poMaH B KauecTBE JOMHHAHTHON TEMBI MPOXOAUT TeMa IpenaTeiabCcTBa,
n3MeHbl. HoBas smoxa — smoxa npexareneii. M [puboenoB B pomaHe — M3MCHHUK;
BECh POMaH — 3TO MCTOPHUSI €ro HENPEPHIBHBIX U3MEH W OAHOW OOJBIIONH M3MEHBI.
I'puboenoB ObLT HE TOJBKO YEJOBEKOM JBAIIATHIX TOJ0B, OH ObLT “yuuTenem’,
“unonom”, “CamcoHoM-6orateipem”, TBopuoMm “Tops ot yma”. Temeps, mocne 14
nekadps, oH craj Basup-MyxTapoMm, YHHOBHUKOM, JEJAIONIUM OJUCTATEIbHYIO
Kapbepy, TBopiioM IIpoekra yupexaenust Poccuiickoi 3akaBKa3cKod KOMITAHHH.

Urak, na cmeny [lon Kuxoram npumiu Jlon [pero, Ha cmeny Yaukum —
Momqanunsl, Ha cMeHy Kroxisim — Basup-MyxXTapbl, Ha cCMeHy 1103TaM — YHHOBHHKH,
Ha cMeny “Topro oT yma” — IIpoextsl. [Toa3us cayxuna ceodone, [Ipoekt ciykuT
pabcTBy.

B “Cwmeprn Basup-MyxTapa” BaXxHa ONIO3HUIMSA CYIIHOCTHh — Ka)KHMOCTb,
BUMMOcCTh. [IpeanexadprcTckast JIMYHOCTh OblTa LiesocTHa, enuHa. [ToctnekaOpucTckas
JIMYHOCTh HAYMHAET IPOOUTHCSI, U MPEKJIE BCETO PacHagaeTcsl CyIHOCTh U KaKUMOCTb,
71O — 1 MyHaup. Poman TeIHSIHOBA — pOMaH METOHUMUH, IMEIOIINX CHMBOJIMYECKUH
cMbIci. BMecTo denoBeka, Jima Ha3bIBaeTCS MyHIUP. DTa METOHHMUS BOCXOIHUT B
“I'opro oT yma”, K 3HAMEHHUTBIM cyioBaM: “Mynoup! ooun mynoup! on 6 npedicnem ux
ovimy / Kozoa-mo ykpwiean, pacuwumeiti u Kpacuswlii, / Hx crabodywue, paccyoka
nuwemy...”. (Ipuboeoos, 1987, c. §7-88). B pomane roBopur, AeHCTBYeT, CTPOUT
TUIaHbI, co3aaeT [IpoeKThl MyHIMp, K&KUMOCTh. boee Toro, HCTOpHst — 3TO BpacTaHHe
KQKMMOCTH B CYIIHOCTb, MyHAMpPA B JIMIO. YTpauuBaeTcs cBoOOia BOIM, cBOOOAA
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BbIOOpa, cBoOOAa cyxaeHus. ToiHAHOB muuietT: “Hoeu eco nuinu, xak y uenogexa,
KOmopblil udem He nmyod, Kyod Xouem, a 8 npOmusonoiodicHyio cmopony” *. ictopust —
9TO MpEBpallleHHE YeJI0BeKa B “KOJIECUKO U BUHTUK  TOCYIapCTBEHHON MalllUHBI.

Ha »Toli mouBe, Ha 3TON OCHOBE W BO3HUKAET B POMAaHE [BOWHUYECTBO,
UMEIOIIEE TOCTATOYHO Pa3BETBICHHYIO, CIOKHYIO OPraHM3alMio0. 3HAUYNUTEIIbHAS
rpynna nepcoHaxeu, UMEIIUX caMocmosimenbHoe 3Ha4eHNe, MPeICTaBIsSIOIIINX
OTpENEICHHBIN COIMaTbHO-ITUUECKUN THN MocTAekadpuctckoit Poccun, akryanu-
3MpYET TO WM MHOE KauyeCTBO HEHTPAIBHOrO NepcoHaxa — I puboenosa. bymyun
CaMOCTOSATENIFHBIMH, CIUTONIb U psiioM [puboeoBy NMpoTHBOAEHCTBYS, OHU, TEM HE
MeHee, BXOJAT B IMYHOCTh [ prboenoBa kak ee omnpeneneHHas rpaHb. OIHO3HAYHEBIE,
OHH “BBIOANTHIBAIOT  TO, YTO CKPBITO B TPHOOETOBCKON HEOTHOZHAYHOCTH, CIOKHOCTH.
OHM — nepcOHN(PHUIMPOBAHHBIE BEPCUHU JOBEICHHBIX 0 KpalHEeH cTeleHu uiaed u
kadecTB [ puboenosa. [prboe/ioB crnaraercst U3 TUX MEPCOHANKEH, Kak U3 “KyOUKOB”.
OH OKpyXXEeH THUMH ABOWHHUKAMH, ¥ OH — 3TH JBOWHHUKH. HekoTopbie ABOWHHUKHU
IIPOXOMAT Yepe3 BECh POMAH, HEKOTOPbIE MOSBIIAIOTCS Ha KOPOTKOE BpeMsI.

CTpyKTypa ABOWHHUYECKHUX ONMO3MIMI pa3nuuyHa. B cBoeil ocHOBe oHHU
MMEIOT WJIM BHEITHee cXONCcTBO nepconaxken (I'puboenos — I'pubdos, I['puboenos —
Maitb1i0B), MM CXOICTBO BHYTpeHHee, ncuxonorundeckoe (I'pudoenos — Bynrapun),
WIN WICHTHYHOCTH JKHU3HEHHBIX cOOBITHI M moctynkoB (I'prboenoB — BumiHskos,
I'puboenor — Maitbopona) u T.11.

KoHkpeTHbIe (yHKINHU JBOIMHMUKOB TOXKE Pa3INYHBI M, KaK MPABUJIO, CBI3aHBI C
Temarnueckumu psigamu. Harmpumep: C TeMol rpeaTenbeTsa, MPEeskae BCEro, CBsi3aHa
JBOMHMYecKas ommo3unus [ pudoenos — Maiibopona (Maitbopoaa — peaibHOE JIUIIO;
odurnep, npuaATHIH B IOkHOE 00mmecTBO, Hanmucan noHoc Ha Ilectens; gepes 20
JeT nokoHumI camoyouiictBom). C Temoii [Ipoekra cBsizana crpykrypa ['puboenos —
ManbuoB. Uepe3 pomMaH NpoXOAUT TeMa JA0Ma, AOMAallHEW WAMIIAHU, HEKOeH
IUIOTOSTHOM YKU3HU, IPOTUBOIOJIOXKHASL TEME IOPOT, CTPaHCTBUNA. Tema JjoMa peraercst
Pa3IUYHBIMH YTSIMH, B TOM YHCIIC M YE€pPE3 CUCTEMY Pa3BEPHYTHIX JBOHHHYECKUX
orHourenuii: ['pudoenos — ['pudos, I'pudoenos — Byarapun, [pudoenos — DaMyHn
Kun un naxe I'pubdoenos — Hartu bymmo u3 “Ilpepwmii” Kymepa u T.1.

[To mepe nmBmxkeHHs pomaHa m3o0paxeHue ['puboemoBa depe3 ABOITHUKOB
CTAHOBUTCS Bce Oosiee 3HAYMTENBbHBIM. B HekoTopwiXx rinaBax ['puboenos
HETIOCPECTBEHHO He n300pakaeTcs, OH Kak Obl BeIlagaeT u3 AevicTBus. Hampuwmep,
B 8- I1aBe ° Ha aBaHCIICHY BBIXOAHMT TeMa €BHYyXa, TIIATEIbHO H IOAPOOHO
ornuceiBaeTcst eBHyxX Xomxka-SIky6. Ho Bce meno B Tom, uro Xomka-SIky0d — nBoitHIK
I'puboenosa, u yepes Xomxa-Skyda yrBepkaaeTcs uies rpud0ea0BCKOro 0ecIIonus.
HawaBmreecst n3MeHoi o6opadnBaeTcs OeCIuIoaneM, HECMOTPS Ha BETUKHE TAJAHTHI:
He HarevataHo “Tope or yma”, He ocymecTsieH [Ipoekt, OeccMbIcieHHass THOEINb.
HaxoHer1, Kak CUMBOJI BCEI'O HEOCYILECTBICHHOTO — MEPTBOPOKACHHBIH peOEHOK.

Basup-Myxrap — 310 Ka)xuMocTh [ prboenoBa, MyHIUp, Macka, HO Ka)KHUMOCTb
MOCTENEHHO CTAHOBUTCS CYI[HOCTBIO, MYHIUP — JIULOM, YTO U OHpEIeNsieT
cmepth ['puboenosa, crasmero Basup-Myxrapom. ['puboenos — Basup-Myxrap —
LICHHOCTHBIE MOJIOCHI, LIEHTPaJIbHAs IBOMHUYECKas omnmo3unus; I'pudoenos — ato
aBrop “I'ops oT yma”, yenoBeueckas HopMma; Basup-Myxrap — rocynapcTBeHHbIN
YUHOBHHK, aHTUHOPMA; JBHKEHHE OT IIEJIOCTHOCTH HOPMBI K LIEIOCTHOCTH aHTHHOPMBI
COBEpIIAeTCs Yepe3 HEMPEPHIBHOE ABOMHUYECKOE APOOICHHE.
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Haxowner, ectb eliie 0/IMH JBOWHUK, TOCMEPTHBIN: OH MOSBISAETCS B TIOCIEIHEN —
13-ii maBe, 970 COOpaHHOE U3 Pa3HBIX KyCKOB TeJ0, KOTOpoe Ha3BaHo [puboemom.
“Tam 0ondxicho nexcamov e20 uUMsl, U Mol 603bMU 30eCb MO, YMmo boiee 8ce20 N0OXO0OUMm
K 9MoMy umenu. Imom 0OHOpyKuil [ ... [, OH Iyuue 8ce2o cOXpanuics, u e2o MeHvuie
6ceco ounu. Lleema e2o sonoc pazobpame Henwss. Bosbmu e2o u npubagv pyky ¢
nepcmuem, u mozoa y mebsi nonyuumcsi I puboed. OOHOPYKO20 83511U, PYKU NPUTONCUTU.
Honyuuncs I'puboeo™.

I'puboen kak 3HAK MOCMEPTHON HUHUYCCKOM MUCTH(HKANUH. Bee nBoliHMUeCKHE
CTPYKTYpPhI, O KOTOPBIX ILJIA PeUb, — 3TO OCHOBHBIE CTPYKTYPbI, CBSI3aHHbBIE C
['pubdoenoBeiM. Ho B poMaHe MHOXKECTBO MHBIX ABOHHUYECKUAX CTPYKTYP, TIO-Pa3HOMY
MOCTPOEHHBIX, YaCTO JIOKAIbHBIX. OnuH nipumep: “Heccenvpoo ycaoun I puboedosa
pAoom ¢ cobotl. B kapeme 6b110 OywiHO 1 HenpusmHo, Kapauk 3a0bLi 0oMa NPUSIIHYIO
yavloky. On cHosa Hatldem ee 60 0sopye. B kapeme dice OH cudum cmpautHblii,
0e3 6CsIK020 BbIPAdICEHUsL HA CEPOM TUYUKE U 8 CMPAHHOM, NOYMU ULYMOBCKOM

Hapsioe™.

IIpocTtpancTBO pomMaHa HAaceleHO NBOMHHUKAMU; JBOMHUYECTBO COXPAHSETCS
Jlake 1mocie cMepTy. J[BOMHUYECTBO HaXOAUTCS B OCHOBE U APYIHX NPOU3BEICHUN
TeIHsAHOBA.

B 1927 r. 6pi1a Hanucana HoBesuta “Tlonmopyunk Kuske”, oqHO M3 caMbIX
3HAMCHUTHIX COUMHEeHMH nucaTtens. COOBITHHHYIO OCHOBY HOBEIIIBI 00pasyer
onno3unus noanopyuuk Kuxxe — mopyunk Cunroxaes. “BoeHHblll nucaps”
[IpeoOpaskeHCKOrO MOoJKa, “...M0N000uU euje, Marbyuk”’, 3HA6WUL, Ymo “eciu K
wilecmu yacam npuxkaz He nocneem, aovlomanm kpukiem: “Bzamv”, u e2o 6o3emym”,
nepenuculéas npuxas, donycmui ose owudxu: “‘nopyuuxa Cunroxaeea nanucan
ymepuum”, a emecmo “Iloonopyuuxu sce Cmueen, Poibun u Asakuees...” nanucan:
“Iloonopyuux Kuowce, Cmusen, Poioun u Azaxuees...”®. Tloamopyunk Kwke, mion
MHCapCKOi OMMOKH, B KOPOTKOE BpeMsI AeiaeT (PaHTaCTUUECKYIO Kapbepy, HO Ha4ajio
€e 0Ka3aJoch ApaMaTHUECKUM: “KpuxHyswuil” TOI OKHOM umneparopa: “Kapayn!”
“oKaszancs 3MOYMBIIUICHHUKOM  , OB “ocyxcden na xobwiny” n “Cubupp”. ITocme
9K3eKYLUHU “0goe esapoeiiyes” nosenu “noonopyuuxa Kuoce 6 Cubupv”: “Onu
nowIy no yauye, yOausasach Om NojaKka POGHbIM ULASOM, PYJICbs HA NIeY0, U U3peoKd
ROCMampugany KOC8eHHbIM 83211900M, He Opy2 Ha Opyed, HO Ha Mecmo, 3aKII0YeHHOe
medicdy Humu’; “Om wnazbayma K winaebaymy, om noCma K Kpenocmu, OHU uiiu
nPSAMO U C ONACKOI0 NOCMAMPUBANU HA 6AJICHOE NPOCMPAHCMEO, weouiee Mexicoy
numu”'°. Ho xorma “oHM 3anmim yxe B TIIyOb poccuiickoit mMmepun’!!, mocnemnosan
HOBBIN TpHKa3 umneparopa: “Iloonopyuuxa Kuoice, 6 Cubups cociannoeo, eprymo,
npouszeecmu 6 nopyuuku u [...J] scenums”?. U nanee xu3Hb MOTEKJIA caMa COOOI:
Kwmxe nctipaBHO ciryskui1, ObII IPOU3BECH B KAIIUTAHbI, TOTOM B ITOJKOBHHUKH, CTaI
KOMaHJMPOM I10JIKa, poauics cbiH. Hakonen, monkoBHUK Knke ObUT mpomsBeneH
B TeHEpaNbl: “Dmo O6bl1 NOIKOGHUK, KOMOPLLU He KISHYUI UMEHUl, He €3 8 J100u
3a 0A0eHbKUHOU CNUHOU, He X8acmyH, He weikyH. OH Hec cyacdy be3 ponoma u
wiyma”3, Y ummneparop ckazan: “/Jususueti no2ooums e2o oopemensimo. On nompeben
na saxicnetimee”'. Ho xorma renepan Kuke ObUT BBI3BAH K HMIIEPATOPY, OH “OnAcHO
3abonen” W 9epe3 TPU THSI CKOHYAJICS.

>

“Iloxoponel eenepana Kuoice ooneo ne 3abwisanuce C.-Ilemepoypeom [ ...J].



Deoop Pedopos. Topman: THIHIHOB 39

Tonx wen co ceepuymuvimu 3namenamu. Tpuoyams npuoSOPHuIX KApem, nyCcmulx
U HANOMHEHHbLX, NOKauusanucy czaou. Tax xomen umnepamop. Ha nooywrax necnu
opoena.

3a uepnvim msdicenvim 2pobom wina dcena, 6eosi 3a pyKy pedeHka.
H ona nnaxana.

Kozoa npoyeccus npoxoouna mumo 3amka Ilasna Ilemposuua, on meonenHo,
cam-0pye, @blexai Ha MOCH ee CMOMPems U NOOHS OOHANCEHHYIO WNAzY.

— V mens ymupaem nyuwue mioou”".

TocymapcTBo B nmuile UMIeparopa y3aKOHHUJIO HHYTO, OTHCKY; OMUCKA, HUYTO
OBLIIO BHECEHO B PsiJT “NyYINUX JIFOICH”.

Wuaye cnoxunack cyap0a nopyurnka Cunroxaesa. “Ow npusvik 6HUMamy clo8am
NPUKA308 KAK 0COObIM CNI08AM, HE NOXOJCUM HA HelosedecKyio pedb. OHu umenu He
CMbICT, He 3HaueHue, a COOCMBEHHYIO JCU3Hb U elacmy”'S.

“Koeda oH ycrviuian cnosa npuxkasa, OH CHa4ana OCmaics cmosims Ha Mecme, KaKk
Hedocviuaswiull wenosek. On msnyncs 3a crosamu. Ilomom nepecman comHesamycsi.
Omo o nem yumanu. M, xoeda 08unynace e2o KOI0HHA, OH HA4Al COMHEBAMbCS, JHCUB

»17
au on”’'.

Haxkonern, oco3HaB, 4To yMep, OH IOKHHYIT Ka3apMy | Tomiel B ['aTdiHy — K OTITy,
nekapro npu Oapone ApakueeBe. Orel| Hamucal MPOIICHUE, HO ChIHA “NOCMECHsICA
depotcams y cebsl 0oMa, d NOJONHCUN €20 8 20UNUMATb U HANUCAT HA 0OCKe HAO e20
kposamuiro: “‘Mors occasionalis. Cnyuatinas cmepmu™'®. Bapon Apakuees, JOHECHINI
UMIIepaTopy, uto “ymepuuti nopyuux Cumnioxaee ssunca ¢ Iamuuny”, “cxazancs
HCUBBIM U NOOAT NPOULEHIEe O B0CCMANHOBIEHUU 8 ChUCKaX’, TTOTYUHII OT UMIIepaTopa
BEITOBOD. “OH cam nouten 8 20unumais u gejel Hemeois 2Hamv yMepuie2o nopyyuKd,
8b10a8 emy benve, a opuyepcKyIo 00exncdy, 3HA4YAuIOCs 8 onuc, 3aoeprcams’™,

X1

U “ymepmnii” mopyuuk CuHIOXaeB Kpykuil BoKpyr IletepOypra, motom B
[TerepOypre. Hakonen, oH “ucue3 b6e3 ocmamka, pacceinaicsi 6 npax, 8 MAKUHY,
C08HO HuKko2oa He cyujecmeosan’”., Tak )uBoe ObUIO MPEBPAICHO B HUUTO.

Uctopusi, pacckasanHass ThIHIHOBBIM, — IBOMHHYCCKAS HCTOPUS, TEMOHCTPH-
pyroas poccuickuii MUponopsaok. 1 cyTh 3TOM UCTOPUM HE TOJIBKO B TOM, YTO
mopy4ynk CHHIOXaeB, pealbHBI YeJIOBEK, MMEST JTBOWHUKA B JIMIIC TOAMIOPYYHKA, a
notoMm rerepana Kuke, yenoBeka HECyIIECTBYIOILIETO, MCEBOYEIOBEKA, YeTOBEKa
C HYJEBBIM pEaTbHBIM CTATyCOM; JIOTHKAa MBICIH M 4yBcTBOBaHUsA CHHIOXaeBa
CBUJICTEITLCTBYET, UTO €ro Apyroe 4 ecTh HUYTO, OMucKa mucapsi. [lucaps mopoxkmaaet
W YMEPIIBISCT, U HHCTPYMCHT MUCAPCKOM JEMUYpPrUU — KaHIICIsIpCKas Oymara.
Curyanus CunioxaeB — Kipke nMeeT He TOITbKO KOHKPETHBIH, ‘‘deTOBEUeCKU’ CMBICT,
HO U, TIO TIPHYIHE aJUIETOPHIHOCTH THIHSHOBCKOTO TIOBECTBOBAHUS, PACIITUPUTEITBHBIN
cMmbici: B Poccuiickoit uMmepuu NBOMHUKOM W3HU, JOCTATOYHO MPHU3PAYHOU,
CHHIOXAeBCKOM, SBISIETCSI HUYTO, T.€. IPax, CMEPTh, UILTIO3HSL.

U 31ech Ha MepBBIi MJIaH BBIABUTAETCS MOTHB TIOIMEHBL. B cymuoCTH, HCTOpHS,
pacckazaHHasi B HOBEJJIE, — 9TO TOTaJbHAs MCTOPHS MOAMEH: HEKTO, KPUKHYBIIHH
moj; okHoM mmmeparopa “Kapayn!”, monmensercs noanopyuukom Kumxe, mopyduuk
CuHIOXaeB MOAMEHSCeTCS TPYIoM, ABIOTHM moaMeHstorcs Cenemenamu u T.4. Ho
BEHYArOMIast BECh ATOT PsiJ MOJMEHA CBSI3aHA C TPETHUM OCHOBHBIM ITEPCOHAKEM — C
nMmieparopoM Ilasnom L.
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Mononoit conaar, CMOTPEBIIMH C UHTEPECOM Ha 3K3EKYLHMIO MOJANOpYyUYHKa
Kwke, BeuepoM “zasopouancs Ha Hapax u MUXoHbKO CHPOCUNL Y CIApo2o 2eapoeliyd,
nexcauyezo paoom:

— J[a0envka, a kmo y nac umnepamopom?

— [asen Ilemposuy, dypa, — omeemun UCHY2AHHO CIMAPUK.
— A mot ezo suoan?

— Buoden, — OypkHyn cmapuk, — u mul y8UOUls.

Onu 3amonuanu. Ho cmapwiti conoam ne moz 3acuyme. On eopouancs. I[lpoutno
MUHYmM 0ecsmo.

— A mol noumo cnpawugaeutvb? — g0pye CNpoCUil CMapux Moa00020.

— A 5 He 3Hal0, — 0OXOMHO OMEEeMUN MONOOOLL, — 2080PSM, 208OPSAM. UMNEPAMOp,
a kmo makoii — HeuzeecmHo. Mooicem, monvko 2080psm...

— Hypa, — ckazan cmapuk u NOKOCUICS NO CHMOPOHAM, — MOIYU, Oypd
Oepesenckasl.

— IIpoutno ewe decamo munym. B xazapme 6v110 memHo u muxo.

— On ecmb, — ckazan 60pye cmapux HA YXO MOL0OOMY, — MONbKO OH
noomenenvii”'.

PasroBop congar — pasroBop no nosoxy Kmxe, HO €CTECTBEHHO MEPEKIIOUCH
Ha umneparopa. Mononoil conjar ¢ “nepeBeHCKON” HAaUBHOCTBIO MPOU3HOCUT TO,
YTO BCEM OUEBHJHO, HO O 4eM Bce mounyar: Kike — HuuTo, mycrora. Kike, HuuTO,
MIPOM3BEIEHHOE B JKU3Hb, “TIyCTOE NMPOCTPAHCTBO” B COMPOBOKICHUH YaCOBBIX
IBUWKETCS “6 enyov Poccutickoi umnepuu” (“Ilycmoe npocmpancmeo, mepnenuso
weoutee mesicoy numu’*?). CxkazaHHoe 0[] 3aHaBeC 12-i I1aBbl CTAHOBUTCSI OCHOBHBIM
MPEIMETOM pPacCMOTpeHUs B 13-1i m1aBe, KOTOpasi BCEIeNno MOoCBseHa ummeparopy. 1
JIEATEIBHOCTD MMIIeparopa 00bsIBIICHA IPOM3BOACTBOM IyCTOTHI. “OH coeHyn 6 bapanui
poe cex 2ybepnamopos u eerepanos mamepu [ ...J. H umo sce? Boxpye obpazosanacs
bonvuwas nycmoma ™. Yepes Hexkotopoe Bpemst: “H 6okpye cmano nycmo™*. U dppaza
B BHJIy €€ B&XKHOCTHU TpaHchopmupoBaHa B ab3aul. Kak u cnenyromas: “Kpyeom 6vina
uzmena u nycmoma’ *. Y1 ewwe: “...ucnonnumenshas 61acms nymand 6ce Kanyensipuu,
u nosmomy 6Gblau: COMHUMENbHAs UMeHd, nycmoma u aykagoe nooduunenue’ ',
Kwmxe — onmcka nucaps, 3aBU3NPOBaHHAs UMIEPATOPOM M MPEBPATUBILAS OITUCKY B
rOCYHAapCTBEHHBIH akT. B aToM cMbicie Kinke — cumBonmnaeckuii 06pa3 nMmepaTopeKkon
“BIIaCTHOMN~ JEATEIBHOCTH.

Ho ecnu Bce ectb “mycrora”, TO HE €CTh JIM U UMIIEPATOp — “MyCcTOTa”, HUYTO,
BBIYMKa, “omnricka”? He ectb i n umneparop — ot e Kuke, Tosibko ¢ ere Oosee
rOJIOBOKPYKUTeNbHON Kapbepoil? Tak pacuupsercs ¢ynkuus Kuxe. J[BoWHUK
CuHioXaeBa, OH CTAHOBUTCS IBOMHUKOM camoro ummneparopa. [TaBen I — sto Kuxe,
n Kwuxe — ato TlaBen I — TakoBa mojckaszka “MoJIOfOro cosjiata’” HEJ0TaJIMBOMY
yurarento. 1 Bech 3TOT pparMeHT 3aKaHUYUBACTCS COBEPIICHHO 00ECKYPaKHBAIOILEH
nH(pOopManuei, COCPEIOTOUCHHOH B MPEIIOKEHHH, OIISTh K& 0(pOPMIICHHOM B BHJIE
abzama: “A medxcdy mem, OH ObLI €OUHCMBEHHDLI NOCHe O0JN2UX JIem 3AKOHHbLU
camooeporcey”™ . Utak, Krke, HIUTO €CTh “eIMHCTBEHHBIN” “3aKOHHBINA camMmoIepIKer”.
TakoBa FicTOpHYECKasi CyITHOCTh POCCHICKOM BIIACTH.
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B oroii xe 13-if, “Hexopomieii” TiIaBe MOTHB ITyCTOTBHI CONPSATAETCS C MOTHBOM
cmeptH, T.e. MOoTUB Kike ¢ MmotuBoM CHHIOXaeBa; TOUHEE TOBOPS, ITH MOTHBBI
CIMBAIOTCS B HEPACTOpPKMMOE Ieioe. 1 MepTBOe OpraHMYHO CBSI3BIBACTCS C
POIMTEISIMU UMIIEpaTOpa.

“U eco mazomuno sxceranue onepemuvcsi Ha omya, xoms Ovl Ha mepmeo2o. OH
BBIPBLI U3 MOUTBL YOUMO20 BUIKOIO HEMEYKO20 HEOOYMKA, KOMOPbI CHUMAICS €20
0mYoM, U NOCMABUIL €20 2pOb PAOOM € 2poboM noxumumensHuysl npecmona. Ho amo
ovLI0 coenarno mak, bonee 8 OMMeCmKy Mepmeol Mamepu, npu JICUIHU KOMOPOU OH
JHCUTL KAK edHCeMUHYMHO npu2osopennblil K kasuu. [a u ovina au ona mamepwoio? On
3HAN YMO-MO CMYMHOe 0 ckanoane ceoezo poxcoerus. On 6vLl yenogex 6e3pooubill,
JIUMEHHBLT 0adice Mepmeo20 omya, oaxce Mepmeol mamepu ™,

B npouutnpoBaHHOM (hparmMeHTE BCE BBICKAa3aHO JI0 TMOcienHel Touku. Bo-
MEepPBHIX, HACTOMUYUBO aKIEHTUPYIOTCA “MepTBbIE poauTenu’ ummneparopa. CyTs He
B TOM, YTO OHH YMEPJIH, CyTh B TOM, YTO UX TO JIH HE ObUTO BOOOIIE, TO JIM OHU OBLIH
geM-To Bpone CHHIOXaeBa, HaJl KOTOPBIM ITOBeIIeHa Tabmiuka “Mors occasionalis”. Bo
BCSIKOM CIIy4ae, UX >KH3Hb IIOCTABJICHA M10]] 3HAK HE TOJIBKO COMHEHUS, HO OTPULIAHMUS.
Ho u cam IlaBen mpu >xnu3HKM MaTepH Toke uMen ctaryc CHHIOXaeBa MOYTH C TOH
JKe TaOJIMYKOM: “KUIT e)KEMUHYTHO MPHUTOBOPEHHBIH K Ka3Hu . Craryc CuHIOXaeBa
OH MMEET M TOIZa, KOTAa CTajl UMIEepaToOpoM: ChIH “MepTBOro oTHa” M “MepTBOH
Marepu”’ — MEPTBBII CBIH.

Bo-BTOpBIX, AOCKa3aH 10 KOHIIA MOTHB IOAMEHBI, HAUaTHIil B CIOBaX CTaporo
conjara. Y “3aKOHHOro caMojepiXua” He TOJIbKO HAaCTOAIIMN OTel MOAMEHEH
“HEeMELIKUM HEJOyMKOM’, HO U MaTh IIOJIMEHEHAa, YTO OOpETaeT y>K€ COBEPIICHHO
¢anTacmaropuueckuii xapakrep: “Jla u Obla JM OHA €ro Marephio?” “3aKOHHBIN
camozepker” — “d4eoBeK Oe3pOMHBIN’, “TIOAMECHHBIN, U B 3TOM cMbicie [laBen I —
s10 moameHa Kmxe, noqmena CunioxaeBa. Ecte nmneparop IlaBen IlerpoBud — u
€CTh JEMOHCTPHPYIOIIHNE €T0 CYITHOCTh ABoiHNKH: Kinke n CHHIOXaeB, TBOITHUKOM

[TaBna I sBrsiercss u nucapsb.

Bo BcskoMm ciydyae, BCC OHH HEOTHCAUHHMEBI APYT OT Apyra. M mMeHHO
HCOTHEAUHUMOCTE UMII€paTopa U €ro HBOﬁHHKOB JEMOHCTPHUPYCT 3aKITHOUUTEIIbHASA
riiaBa HOBEJUIbI, HHOOPMUPYIOIIAsi O CMEPTH TIIABHBIX MEPCOHaXKEH U 00 ux
MMOCMEPTHOM OBITHE; B KaueCTBE HH(OPMATOPA, PACHIPEICIISIONICTO BCE HCTOPUICCKHE
poxu, pencraet “C.-IletepOyprekuii Hexporons”.

“Umza eco [renepana Kmwxe. — @.D. ] snauumes 6 “C.-Ilemepbdypeckom Hexponone”,
U HeKomopbie UCIMOPUKU 8CKOIb3b YRoMuHatom o Hem. B “Ilemepbypeckom Hexponone™
He ecmpedaemcs umenu ymepuieeo nopyuuxa Cunioxaesa. On ucuez 6e3 ocmamka,
pacculnancs 8 npax, 6 MAKUHYy, 10610 Hukoz2oa e cyujecmsosai. A Ilasen Ilempoguu
ymep 6 mapme moeo dce 200a, umo u eenepan Kuoice, — no ouyuanvmvim uzeecmusm,

om anonnexcuu’.

VcTopuku yIIOMHHAIOT TOTO, KOTO He ObLU10. VICTOpUKH HE YIIOMHUHAIOT TOTO, KTO
OBLJI, CymiecTBOBaN. 3aKIIOUMTENBHBIN a03all eme pa3 coeauHseT reHepanra Kike
u IlaBna IlerpoBuya, Kak T€Hb U TEJO, KaK CYHIHOCTb M KaxxuMocTh. Hakonen, B
MOCJIETHUX CJIOBaxX MOSBISIETCS] HEKUI Mucaph, HAMCABIIUN “OT amoruiekcuu”, T.e.
HETIpaBy, XOTsI, HABEPHOE, HE B pe3ylbTare COOCTBCHHOW OMMOKH, M TOT MHCApBb,
KOTOpBIN, Kak Hekorga cam [laBen [leTpoBudy, 3Ty OmHOKY CaHKIIMOHUPOBAI.
Poccuiickas uctopusi BCTynuia B HOBYIO a3y, HEOTIIMUUMYIO OT (hasbl MpeKHEH.
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“PacckaspiBasg 0 “TeHHM cjoBa” [M 9TO BBEIEHHE €Il OJHOTO JBOWHHYECKOTO
acriekra. — @. @.], — nucan B. A. KaBepun, — TbIHSHOB HE NMOKa3bIBa€T XapakTep
repost — repost HEeT, HeT M XapakTepa. 3aTo ¢ MOpPa3uTeIbHOM J0CTOBEPHOCTHIO TOKa3aH
xapaktep rocyaapersa” (Kasepun, B.; Hosuxos, Br., 1988, c. 220).

B moznueit “BockoBoii mepcone” (1931, omy6x. B 1932), B otnuume ot
panuoHanbHO-kecTKoro u cxaroro “Ilogmopyunka Kuxe”, opHamMeHTaabHO-
I'POTECKHON M OMHCATEebHO-PA3BEPHYTON, CIOXKETHBIM SIIPOM SIBIISICTCS 3ariaBHas
BocKoBas nepcona [lerpa IlepBoro, nsrotoBnennas “rpadom Paccrpenmem”.

“U, 3aKkuiys 20108y, 8 201YOOM, U ONEPUUCH PYKAMU O NOOTOKOMHUKU, NPOMSHYE
YO00OHO 8neped OnuHHble HO2U, — CUOeLd NEePCOHA.

H30anu cmompen na nee wecmunansiil.
Tax seom xaxoii on Owvin!

Bonvwioii, 36e30a na nem cepebpsanas!
U 6ce mo — 6ock.

Bock on 6cio scuznb cobupan no yxoaucolo u 6 Yivsix, 60CK OH MAaniuedi, pe3al, 8
PYKaX Msil, CIy4anocs, 0eiai U3 He2o C8eyKU, 60CK €20 Naiblybl NOMHUTU JyYule, Yem
X71eh, Komopwlil OH Ce200Hs YMPOM ell, — U COenanu uz mo2o 80cka denogexa!

A Ona veeo? [na koeo? 3auem mom uyenosex cOenas, u 80Kpye cobaku cmosam,
nmuya eucum? H mom uenosex cmompum 6 okHo? Odembvlil, 0Oymulil, enaza
omxpuimol .

“U emy 3axomenocv nowynams 60ck pykoi. On euje noooutern.
Tozoa uymb 3a36eHeno, 36aKHYI0, U MOM CMAL NOOHUMAMbCA.
Llecmunanvlit cmosn, Kak CMosau 8 Y2y Hamypaiku, — OH He Obliall.

U ewe 36axHy10, 3auuneno, Kak 6 uacax neped 6oem, — u, Maio OpocHy8, 6CMas
80 8eCb POCM, NOBEPHYBUIUCD, — BOCK COeNAl PYKOU MAHOGeHUe — KaK Oy0mo cKasai
wecmunanomy:
2130

— 30pascmeyii

BockoBas mepcoHa — He UTO MHOE, KaK mocMepTHbIM aABoiHUK [leTpa, ero
ocMepTHasi cyJp0a, MPOCTPAaHCTBOM KOTOPOH siBUjach “KyHITkamopa”, Poccus,
co3manHas IlerpoM, octaBieHHasi B HaciaeAcTBO motoMkam. Co3maHHas mocie
cmeptu [leTpa, BockoBas iepcOHA BBOAUTCS B KOHTEKCT TO(PMAaHOBCKHX aBTOMATOB,
TPOTECKHBIX JIBOWHUKOB JIIONIEH.

JIBoiinndecTBo y ThIHAHOBA — Kak OBl PallMOHAIBFHO OHO HU CTPOMJIOCH — 3TO
BCET/Ia UPPAMOHATIBHO-TOTHYECKOE TO(YMAHOBCKOE MTPOCTPAHCTBO.

W nocnennee. J[BOWHMUECTBO — MPEANIO3UTUBUCTCKAsI CTPYKTYpa, AEMOHCTPH-
pyrolast IMaNeKTUKY 00 AUAJICKTUKH, WIM HHade: AUAJIeKTUKY sub specie Mudonoruu.
Ho nBoiHMYECTBO — U MOCTHO3UTHUBUCTCKAsI CTPYKTYpa, AEMOHCTPUPYIOIIAs
HEOMHU(OIOTHIECKOe, ITOCTANAIEKTHYECKOE MbIIeHre. Ho B ToM 1 Ipyrom cirydae —
9TO CUMBOJHMYECKasi (popMa JeMOHCTPAIMU YEJI0BEYECKOrO PacKoJIa.
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Hofmanis: Tinanovs
Kopsavilkums

Kultiiru dialogs ir ne vien ideju, bet arT struktiiru dialogs. Viena no biitiskakajam
struktiram, kadu radijis un nostiprinajis E. T. A. Hofmanis, ir dubultnieciba, kas
personific€ vienas apzinas dazZadas puses, vienas personibas saskaldiSanu vairakas
personas.

19.-20. gs. Eiropas un Krievijas kultiira dialogs ar Hofmani ir viens no
pamatdialogiem. Laika posma no 1890. Iidz 1920. gadam Hofmana recepcija Krievija
norisinajas proza, dzeja, drama, teatr1, gleznieciba un grafika, arm mazika.

Tinanova romans “Vazirmuhtara nave” (1927) ir veidots ka sazarota un kompleksa
dubultnieku sistéma, kas pirmam kartam skar romana centralo personazu; sakotngjie
un galvenie dubultnieki taja ir Gribojedovs — Vazirmuhtars.

Dubultnieciba nosaka ari tadu Tinanova darbu struktiiru ka “Podporuéiks Kize”
un “Vaska persona”.

Atslegvardi: Hofmanis, Tinanovs, dubultnieciba, romantisms.

Hoffmann: Tynyanov
Summary

One of the most essential structures, introduced and consolidated by E. T. A.
Hoffmann, is the structure of doubles, i.e. the personification of diverse aspects of a
single consciousness, split of one personality into several persons. For the dialogue
of cultures is not only a dialogue of ideas, but also a dialogue of structures.

In the European culture of the 19-20" centuries, including Russian culture,
dialogue with Hoffmann is of a major importance. In 1890-1920’s, Hoffmann’s
reception in Russia is carried out in prose, poetry, drama, theatre, painting and graphic
arts, even in music.

Tynyanov’s novel “Death of Vazir-Mukhtar” (1927) is constructed as a ramified
and complex system of doubles, first and foremost affecting the central character. The
basic and primary double in the novel is Griboyedov — Vazir-Mukhtar. The structure
of doubles is manifested in other works by Tinyanov, e.g. “Lieutenant Kije” and
“Wax Person”.

Key words: Hoffmann, Tynyanov, the structure of the double, romanticism.
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Jigendstila motivi lietuvieSu un latvieSu isprozas darbos
Motifs of Art Nouveau in Lithuanian and Latvian Prose

Aurélija Mikolaitite (Aurelija Mykolaityté)
Kaunas Vitauta Diza universitates lektore
Lietuviesu literatoiras katedra,
Donelai¢a 52-212, 44244 Kauna, Lietuva
E-pasts: aurelija.mykolaityte@delfi.lt

Lietuvie$su un latvie$u rakstnieki nebija vienaldzigi pret Eiropa popularam idejam: isprozas
darbos paradas dzivas dabas vienotibas vizija, dzives slavésana, pieversta uzmaniba dzivibas
tapSanai, dabas skaistumam. Baltu literatira rado$i pienéma jaunus mekl&jumus, piemérojoties
savai kultiiras pieredzei, nereti to savienojot ar baltiskas pasaules uztveres modeli, folkloras
tradicijam. Lielaku iespaidu jugendstils atstaja latvieSu proza, ipasi daudz tam atbilstigu stastu,
telojumu varam atrast J. Akuratera dailradg, darbos, kas paradas no 1906. lidz 1914. gadam.
Jagendstila iezimes saskatamas arT Aspazijas, F. Bardas, J. Jaunsudrabina ta laika Tsproza.
LietuvieSu autori vairak pieturgjas pie tradicijas, jugendstila IpaSibas paradas rakstnieku
S. Curlonienes-Kimantaites, M. Sveikauskaites-Pusaites, I. Seina, V. Kreves agrinaja proza.

Atslegvardi: jigendstils, literarie zurnali, savienoSanas ar dzivo dabu motivs, vitala cilvéka
atveidojums, interese par dzivibas tapSanu, “brivas dabas” estetiz&Sana.

20. gs. sakuma Lietuvas un Latvijas literatiiras dzivé paradijas daudz jaunu
vardu: Sofija Curloniene-Kimantaite (Sofija Ciurlioniené-Kymantaité, 1886—1958),
Marija Sveikauskaite-Pusaite (Marija Sveikauskaité-Pusaité, 1893—1934), Vincs
Kreve (Vincas Kréve, 1882—1954), Igns Seinus (Ignas Seinius, 1889-1959), Paulus
Galaune (Paulius Galauné, 1890-1988), Janis Akuraters (1876—1937), Aspazija
(1865—1943), Janis Jaunsudrabin$ (1877-1962), Fricis Barda (1880-1919). Vinus
apvienoja velesanas parvaret nacionalas literatiiras provincialismu un atverties Eiropas
kulttrai. Jaunie rakstnieki neapmierinajas ar savu prieksgaj&ju dailradi — vini centas
izrauties no tradicijam, tiecas rakstit moderni. Pateicoties Siem lietuviesu un latviesu
rakstniekiem, baltu literattra sakas butiskas parmainas; tas bija jauna satura un
izteiksmes meklgjumu, agra modernisma laiks.

Lielaka dala no jauno rakstnieku darbiem sakuma tika publicéti avizes un zurnalos.
Lietuva un Latvija par jaunieSu tribini kluva izdevumi Ausriné, Vairas, Pirmasai
Baras, Dzelme, Stari, Pret Sauli. Ja aplikosim 19. gs. beigu un 20. gs. sakuma
Eiropas literatiiru, redz&sim lidzigu situaciju. Makslinieki un rakstnieki, neapmierinati
ar vecas preses saturu un poligrafisko kultiiru, saka izdot jaunus izdevumus. P&c
makslas zinatnieka Stefena Cadi-Madsena (Stephen Tschudi Madsen) vardiem, taja
laika Eiropa paradijas apméram simts jaunu makslas izdevumu'. Ka paraugi lietuviesu
un latvie$u zurnaliem vargja bit francu La Revue Blanche, anglu The Studio, vacu
Jugend und Pan, austriedu Ver Sacrum, polu Zycie un Chimera, krieva Mir Iskusstva.
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Sie zurnali publicéja jaunu makslinieku un rakstnieku darbus, dala no tiem vélak
ieguva jugendstila apzim&jumu. LietuvieSu un latviesu literatiem arT nebija svess
jaunais stils, tas atstaja iespaidu baltu makslas un literatiiras zurnalu izdevnieciba.

Jugendstila makslas darbos redzam tieksmi att€lot dzivo dabu, tas formas bagatibu.
Intereséties par visu, kas dzivs, Eiropas maksliniekus inspiréja Ernsta Hekela (Ernst
Haeckel) monisma teorija, Fridriha Nices (Friedrich Nietzsche) vitalisma koncepcijas.
Dzivas dabas vienotibas vizija bija tuva ne vien maksliniekiem, bet arT rakstniekiem.
Baltu literati So ideju 1stenoja loti savdabigi.

LatvieSu rakstnieks J. Akuraters stasta Olgerta saules lekts (1909) apraksta jaunu
cilveku, kas dzivo nezina, ir noguris un slims gara. Dekadentiskas noskanas vinam
palidz parvarét vienreiz redz&ta dzivibas mistérija:

“Un ka bridi agrak saubas un domas, ta tagad brinuma vins parvértas mema
statuja un litkojas uz ritiem. Tur pacélas lenam liels dievigs tels un stiepa rokas ka
svetidams par zemi, un vina kriitis ka sirds zvéroja un asinoja — saule.

Un Olgerts smaidija. Vins saprata visu: sevi un pasauli, biitibu un navi un savu
cilveka celu. Vinam likas, ka miiziga gaisma nolist par vina dzivibas koku un novitusie
ziedi atdzimst no $ts rita dimdonas. Dzivibas saldums plida iz rozainam straumém un
Salca ap vinu ka okeans. Ka saulei vinam jatop. ik ritus jaunam un dzivibas karstam,
un augstam, neaizsniedzamam!

Vinam likas, ka sena pasaka piepilditos. Bérns biidams, bija vins dzirdejis, ka
par izredzétiem debesis atveroties... un tas bija noticis: gaisma lija par vina miesu
un dvéseli.””

J. Akuraters t€lo, ka mainas Olgerta skats uz pasauli un sevi, ka dekadentiskais
pesimisms atdod vietu jigendiskam optimismam. Tas bija svarigi visiem jligendstila
makslinieckiem. Latvie$u rakstnieka idejas ir tuvas domam, kuras sludinaja Minhenes
zurnals Jugend:

“Jauniba ir esamibas prieks, spéja baudit dzivi, tas ir ceribas un milestiba, tictba
cilveékiem, jauniba un dzive, jauniba un krasas, forma, gaisma.’”

Citétais stasta fragments atklaj monistisko pasaules uztveri — rakstnieks uzskatami
izmantoja loti popularas ta laika hekelisma idejas. Interesanti ir tas, ka J. Akuraters
neaizmirst baltiskas kulttiras tradiciju — dzivas dabas vienotibas vizija vina darba rod
ietilpigu atvérusas debess telu.

Lidzigu moderno ideju savienojumu ar baltisko pasaules uztveri varam pamanit ar
lietuviesu literattira. Rakstnieks V. Kreve to pasu telu izmantoja te€lojuma Griba (1921) —
jauns cilveks grib&tu redzet atveérusas debesis, jo bija dzirdgjis, ka par to runa te€vs un
dzied mate. Folkloristiskais motivs palidz atklat modernas sabiedribas tragédiju — piles
parvarét iek§gjas pretrunas un bezspécigumu, méginot kaut ko mainit.

Abi rakstnieki, J. Akuraters un V. Kreve, modernas idejas sludinaja radosi: dzivas
dabas vienotibas vizija nebija akli parvietota uz baltu literatiiru, bet pardzivota,
apzinata sava kultiras telpa. Viniem bija svariga baltu kultiiras pieredze, kas lava
radtt jaunus te€lus, tuvus folkloras tradicijam.

Dzivas dabas vienotibas vizija rada plasu atbalsi baltu literatira: par to liecina

jauno rakstnieku teksti, pieméram, S. Curlonienes-Kimantaites Pats ar sevi (1909),
V. Kreves Dzena liktenis (1922), F. Bardas Ciruju masina (ap 1907-1908).
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19. gs. beigas — 20. gs. sakuma Eiropas makslinieku darbiem ir raksturiga dzives
slavé$ana. LietuvieSu un latviesu rakstnieki arT glorificgja dzivibu. J. Akuratera stasta
Mana vismila (1906) varam atrast garus ditirambus saulei un miizigai dzivibai:

“Un saule lej savu karstu uguni par jauno skaistuli zemi, un augsti, augsti
par manu galvu dzied lapas apsés par miizZigo dzivibu, un mana sirds gavilé: Esi
sveicinata, esi sveicinata!”*

Tas pats motivs paradas I. Seinus Vakara ligsana (1910) un J. Jaunsudrabina
Saules pusé (1907). Rakstnieki $ajos isprozas darbos sludinaja jigendisku pasaules
uzskatu: saule viniem nozime vairak neka mamina tautas dziesmas un pasakas — tas
ir dzivibas princips, kas japienem.

P. Galaune, lictuviesu makslinieks, muzejnieks un literats, stasta Pardzivotas
stundas (1914) rada, ka griba dzivot ir stipraka par navi. Jodvarnis, [1dzigi ka
J. Akuratera Olgerts, ir vilies pasaulé: vin§ nolem;j izdarit pasnavibu. Rakstnieks
izmanto So dekadentisko motivu, lai attélotu nevis naves, bet gan dzives triumfu.
Viss Jodvarpa dzivé mainas, redzot austoSo ritu:

“Péksni mani apnéma tada dzivnieciska griba dzivot, ka, liekas, varétu sist visus
un visu, kas tikai gribétu bt par skérsli manai gribai dzivot, redzét Baltru, to plavinu,
upiti, berzinus un tos ausmas starus.””

P. Galaunes teksts beidzas ar dzivibas slavinajumu — tapat ka citi jigendstila
rakstnieki, vin§ demonstréja neapSaubamu antidekadenci.

Tas pats ir redzams arT J. Akuratera stasta Beglis (1909), kura par dzives jegas
apliecinajumu klust naves tels:

“Péc divam dienam bégla acis aizvéras un vins apklusa. Augosa zale saka apnemt
vina miesu ka ar zalam saitém, un zeme iesiica vistoSus audus sevr.

Viss sapliida mirdzosa dziva gaismas vilni, kas tecéja starp saulem un pasaulém
ka dziva dvasa.”

Tada naves izpratne bija raksturiga jugendstilam, kuru ietekm&ja E. Hekela
monistiska religija. Eiropas makslinieku darbos navi saka saprast ka imanentu dabas
paradibu, ka naturalu esamibas momentu. J. Akurateram monisma idejas nebija svesas.
Telojuma Mana vismila (1906) vins par dzivibu un navi teicis:

“Un beidzot, kad vitisu, tapat ka viss vist, un mana elpa apstasies, un mani
dzivibas pavedieni raisisies, un es biisu miris — vina mani kapenés neatstas, vina mani
cels augsa, un es uzziedesu pats par saviem triidiem, — nemirstigs skatities manas
vismilas acis un dzivot lidz vipas dievigai sirdij.””

J. Akuratera teksti pierada, ka naves motivs ar1 var bt paklauts dzives slavésanai.

Jigendstila makslinieku uzmanibas centra bija dzives tapSana. P&c makslas
zinatnieka Mecislava Vallisa (Mieczystawa Wallisa) vardiem, cilvéka attistiba ir ipasas
vertibas — brieduma gadi, milestiba, griitnieciba, mates stavoklis — un ka kontrasts —
noveco$ana un nave.® Eiropas makslinieki nereti t€loja dzives deju: ar vienu skatienu
grib&ja apnemt visu cilveka dzivi.

So motivu redzam ari M. Sveikauskaites-Pugaites telojuma Polonéze (1912) vai
J. Jaunsudrabina Balle (1910). Abos darbos cilvéka esiba ir saprasta ka miiziga
kustiba — makslinickiem un rakstnickiem dejas motivs palidzgja nodot miizigas
dzivibas ideju, kas kluva aktuala F. Nices filozofisko darbu iespaida.
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Originali dzives tapSanu iemiesoja J. Akuraters stastu cikla Notikumi LibieSos
(1910). Rakstnieks attelo tris vissvarigakos dzives notikumus — dzim$anu, milestibu
un navi. Teksta tick akcentéts tas, ka viss notick pie Daugavas. J. Akuraters centas
paradit dzivi nevis visparigos vilcienos, bet ka ritualu, kas ir paklauts etniskai kultirai.
Stastos doming harmoniska pasaules izjita: katrs kopienas cilveks visu uztver naturali,
tapéc ka zina savu vietu dzives mistérija. Saja trilogija varam saskatit baltisko
pasaules uztveri, kuru rakstnieks nem sev paliga, rungjot par miizigo dzivibas kustibu:
modernas idejas vin$ sludina, neatraujoties no savas kultiiras pieredzes. Lietuviesu
literatira biitu grati atrast kaut ko 11dzigu.

Jugendstila makslinieki daba redzgja ne tikai dzivibas tapSanu — ta bija skaistuma
pasaule. “Daba, daba, daba: visu vina tev iemaca. Ka zieds no pumpura attistas, vai tu
kadreiz esi redzéjis skaistaku ornamentu? " — rakstija polu makslinieks un rakstnieks
Stanislavs Vispjanskis (Stanistaw Wyspianski). Ziedi bija viens no iemilotakajiem
jiigendstila motiviem. Jauna lietuviesu literate M. Sveikauskaite-Pusaite tos apraksta
telojumos levas zied (1913), Rozes, Plavas zvagulis un zelta zvaigznite (1914). Ne
vienu vien poétisku improvizaciju ar ziediem radija Aspazija, latvieSu dzejniece,
dramaturge un prozaike. T€lojuma Ka rozes plaukst (1910) vina méginaja aprakstit
ziedu plaukSanas brinumu. Darba beigas rakstniece atzist, ka dabas skaistums ir Tstais
poctiskas iedvesmas avots:

“.. to spéjot atstastit tikai kada svesa, seviska valoda, kuras vardi vijoties un
raisoties tapat ka rozu lapas un esot pilni krasas un smarzas.”"

Pasu juigendstila laiku I1dz Pirmajam pasaules karam franc¢i nosauca par
“skaistuma laikmetu” (la belle époque) — tas bija Eiropas labklajibas periods, ziedu
laiks!. Skaistas dzives iltizijas nozuda, kad sakas kar§. Ziedu motivs ta laika proza
palidzgja rakstniekiem paradit kontrastu starp bijuso un esoSo dzivi. Piemé&ram,
lietuviesu rakstnieks Luds Gira (Liudas Gira) stasta Rudzupukes (1914) apraksta
puistti ar ziediem, kuru neviens nepamana, kad pa ielam solo karaviri. P. Galaune stasta
Sarkana roze (1915) t€lo smagi ievainotu karaviru, kuram trukst milotas davinatas
rozes. Zieds bija ka skaistakas, labakas pasaules simbols; rakstnieki, izmantojot ziedu
motivu, vElgjas pieteikt citas dzives sakumu.

P. Galaunes stasts beidzas ar Sadiem vardiem:

“Vina gaida zinu, gaida atgriesanos... Né, vinai nevajag zinat, redzét vinu
ievainotu. Nevajag vinai zinat, ka vinu abu ticeSana cilvécei, tas virzibai uz prieksu
bija tikai ilizija. Cilvéce, kultira — ilizija, ilizija!"?

Lidzigu bezceribu varam atrast dazados kara laika darbos: jigendisku skaistuma
refleksiju nomainija skats uz cilvéces mokam, dzivas dabas vienotibas viziju —
atsveSinasanas jitas. Ta beidzas jligendstils; popularie 20. gs. sakuma motivi vélak
paradijas diezgan reti.

Ka var&jam redzg&t, analogijas starp makslu un literatiiru nebija gadijums —
tas inspirgja Iidziga pasaules uztvere, kuru veidoja ta laika zinatne un filozofija.
20. gadsimta sakuma makslinieku un rakstnieku meklgjumi nebija velti — ar viniem
sakas modernisma laiks.

Kaut gan jugendstils literatlira atstaja mazaku iespaidu neka maksla, jaunas idejas
vargja ietekmg@t literatiiras virzisanas procesu: baltu rakstnieki radija jaunas satura un
izteiksmes formas, kuras iezZimg&ja pavisam citu literaru laikmetu.
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Motifs of Art Nouveau in Lithuanian and Latvian Prose

Summary

Art Nouveau left imprint in both Lithuania and Latvia. The style had a great
impact on the art of printing since a great number of ornate books and albums were
published in Vilnius and in Riga. In prose Art Nouveau is reflected in worldviews
and ideas. Young Lithuanian and Latvian writers aspired to modern content of prose.
They were influenced by Art Nouveau wich flourished in Europe at that time. The
characteristics of this style can be seen in short stories. The ideas expressed in fine
art were adopted in literature — the same themes and motifs can be traced there.
Art and literature are united by the vision of the unity of the world, exaltation and
admiration of aesthetic forms. The adoption of Art Nouveau from German literature
was a creative process, as well as adapting the ideas to the experience of Baltic culture.
Still, Latvian prose was more influenced by the German tradition. Lithuanian writers
received new stylistics in a more reserved way. However, Art Nouveau inspired the
Baltic prose to search of a new content.
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Kaukazs 20. gs. sakuma latvieSu un cittautu literatiira

The Caucasus in Latvian and Other National Literatures
at the Beginning of the 20th Century

Maija Burima
Daugavpils Universitate
Vienibas iela 13-318, Daugavpils, LV-5407
E-pasts: mayab@dau.lv

Kaukazs ka makslinieciska telpa ir salidzino$i biezi interpretets 20. gs. sakuma latvieSu
un cittautu (norvégu, krievu) literatiira. Ta atainojumi ir skaidrojami ar priek$statiem par
individualajam un kolektivajam mentalajam kart€m un to izveidi — subjektivu telpiskas
informacijas apkoposanu, sistematizéSanu, uzglabasanu, atsaukSanu atmina un parstradasanu,
kas veidojas atsevisku individu, naciju, tautu vai grupu izpratng.

Tekstam par Kaukazu nereti tiek pieskirts eksotisks skangjums, Kaukazs tiek traktets ka jaunu,
nebijusu iespaidu gsanas vieta. Vienlaikus apliikojama perioda latviesu un cittautu literatiira
sniedz bagatigu Kaukaza vesturisko, ekonomisko un socialo motivu interpretaciju, iedzilinas
Kaukaza etnografija un tradicijas. Kaukaza tematikas darbos ipasa uzmaniba pievérsta “sava—
svesa” kontrastgjumam, proti, tie ir “sava” mekl&jumi vai saskatiSana “svesa” telpa un kulttira.
Kaukaza tematikas atspogulojumu sekmé virkne specifisku t€mu, motivu un télu — dabas un
religijas t€mas, kalna, naftas, zirga, €rgla t€li u. c. —, un ierosmi pieversties tiem rakstnieki
visbiezak rod savos Kaukaza apmeklgjumos.

Atslegvardi: individuala mentala karte, kolektiva mentala karte, toposs, toponimika,
makslinieciska telpa, pasaules aina, “Kaukaza teksts”, “sava—sves§a” pozicionéSana.

Kaukaza tematika latvieSu un cittautu 20. gs. sakuma literatiira ir interesants
pétnieciskais fenomens vairaku iemeslu dél. Daudzu rakstnieku dailrades klasta $ai
tematikai veltitie darbi visbiezak ir bijusi marginals izp&tes objekts, bet hronologiski
laika posms ir izvElets, pamatojoties uz $T diskursa Tpaso aktualitati 20. gs. sakuma
latvieSu literattra. Uzreiz jabilst, ka lidz §im par Kaukaza tematiku latvieSu un cittautu
20. gs. sakuma literatira vl nav uzkrats pietickams empiriskais materials. Drizak
tas ir tikai problémas pieteikums, Soreiz akcentgjot teorctisko aspektu un iezimgjot
iesp&jamos talakos témas izp&tes virzienus, kas paradisies, paplasinot aplikojamo
darbu klastu.

Jautajums par Kaukaza atveidojumu cittautu literatiira ir ciesi saistits ar telpisko
zinasanu reprezentaciju cilvéka apzina. Kaukaza apraksts neaprobezojas tikai ar
geografisku 8T areala uztveri. Kaukaza interpretacija, veidojot mentalas kartes,
izpauzas ari vestitaja psihologiska, sociologiska un cita veida pieredze. Mentala
kartografija darbojas ka “abstrakts jédziens, kas aptver mentalas un garigas spéjas,
kuras dod mums iespéju apkopot, sistematizet, uzglabat, atsaukt atmina un parstradat
informaciju par apkartéjo telpu”’. Mentalo karti tadgjadi var uzlukot ka cilvéka raditu
apkartgjas telpas atveidojumu. Ta atspogulo pasauli tadu, kadu to redz atsevisks
subjekts, tade] mentala karte var sniegt arT neprecizu realitates atveidojumu.
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Mentalo karti nosaka tas, caur kadu prizmu cilvéks uzliko pasauli, piem&ram,
kognitiva psihologija uzskata, ka mentalas kartes ir subjektivs iek$¢jais priek$stats
par kadu apkartgjas telpas daJu. Kaukazs dazadu tautu mentalaja karté iezimégjas,
pamatojoties uz priek$statiem, ko lasitajs ieglist ne vien no geografijas, véstures
gramatam, bet arT no rakstniecibas. Mentalas kartes konstruéSanas pamata ir
pien@mums par to, ka ne tikai katrs atsevisks individs veido savu subjektivo apkartgjas
telpas ainu.

Ar lielaks lauzu kopums var radit vésturiska un kultiiras zina specifiskus
prieksstatus par apkart€jas pasaules telpisko struktiiru. To var nosaukt ari par
kolektivas mentalas kartografijas procesu, uz kuru lielu iespaidu atstaj subjektivais
telpas raksturojums daildarbos par Kaukaza tematiku (ceJojuma aprakstos, stastos,
romanos). Tadgjadi uz individa apzina fiksétam telpisko zinasanu reprezentacijas
formam veidojas sabiedribas tekstuali un vizuali fiksets priekSstats par telpu, rodas
stereotips. Tas vairs nav skatfjums uz psihologiski iekrasoto telpisko mikrostrukttru —
maja, pilseta, iela —, bet gan sociologiski un kulturologiski tverts teritorijas iedalfjums,
ar kuru tikai neliela sabiedribas dala ir pazistama no personigas pieredzes.

Kaukaza att€lojumam 20. gs. sakuma literatira ir divas domingjo$as izteiksmes,
kas saistitas ar Kaukaza apmeklgjuma c€loniem.

Pirma atspogulo iespaidus, kas radusies, celojot pa Kaukazu, lai iepazitos
ar § aredla eksotiku, ietekmé&tos no tas. Sis Kaukaza iepazisanas veids saknojas
vairakos lidzvertigos noteikumos: veikt “sava—sve§a” pozicioné$anu, proti, lai iepazitu
citu kultdiru, individa apzina nereti veic salidzinajumu ar mérki noteikt savas un
iepazistamas kultiras Iidzigas iezimes un atskiribas. Literarais darbs ar celojumu
apraksta ievirzi ir So Iidzibu un atskiribu fiksacija, turklat atSkirtbam ir domingjosa
loma un ar to starpniecibu nereti tiek attistits sizets. Pieméram, Konstantina Korovina
atminu te€lojums Brauciens uz Kaukazu (1901), Hamsuna romans Pasaku zemé
(1903). Rakstniekus, pieversoties Kaukaza tematikai, vada “atklajuma sajiita” — atklat
aprakstamas zemes specifiku, iepazit “sveso”, salidzinat to ar “savu” pieredzi jeb
paklaut to savas apzinas cenzurai. Tadejadi Kaukaza tematika saistita ne vien ar
iedzilinasanos “cita” kategorija, bet arT ar iedzilinaSanos sevi. Hamsuns, pieméram,
grib redz&t Kaukazu un izjust ta kolorTtu, lai ieglitu izjitas, kas savulaik iedvesmojusas
vinpa autoritates krievu literatiira:

“Saulite jau sen nogrimusi pie horizonta, kalni kjuvusi balgani zali, tie sava
dizuma izskatas ka seviska pasaule. Robi un torni, un sedli, un minareti — viss no
sniega. Un meés, svesinieki, tagad macamies saprast, ko Puskins, Lermontovs un
Tolstojs rakstijusi, kad pirmo reizi redzéjusi Sos mistiskos krasnumus.’”

Savukart K. Korovins iepazist Kaukazu ar noteiktu mérki — sagatavot dekoraciju
metus un kostimu zZim&umus Rubinsteina operas Démons uzvedumam Maskavas
Lielaja un Marijas teatr1. Vins vélgjies giit iespaidus no dabas monumentalitates,
aplikot Tamaras torni un ar vinu saistitas vietas, iedzilinaties Kaukaza lauzu
mentalitate.

Sadas ievirzes Kaukaza tematikas darbos jausama romantiska izteiksme, kas
ciesi saisttta ar celojuma tematiku kopuma, jo aktualiz€ celojuma faktu un ataino ta
iespaidu uz baltie3a, skandinava, slava apzinu. Ipasi §is paraléles atdzivina romantisma
konceptu Kaukaza toponimikas gadijuma, jo, ka atzimgjis F. Fjodorovs:
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“Kaukazs ir krievu romantismam principiali svarigs toposs, viens no “dienvidu”
variantiem, kas tiek pretstatits “ziemeliem”. Kaukazs ir brivibas zime, pirmkart, tadel,
ka ta ir “mezonigu”, t. i., péc dabiskiem likumiem dzivojosu, tautu telpa, otrkart,
tadel, ka te ir kalni, t. i., debesis, augstums, bezgaligums, tales. Kaukazs pace] cilvéku
virs ierobezotas pasaules, virs “ieslodzijuma”, un cilvéks tiek pielidzinats érglim
(pieméram, A. Puskina télotais Kaukazs).””

Bez Saubam, 20. gs. sakuma raditie Kaukaza tematikas darbi nav tie$s romantiskas
tradicijas turpinajums, tomer romantiska izteiksme, tas paradigmatika ir specigi
ietekm@jusi daudzus rakstniekus, kuri Kaukaza tematika mekl€ tie$i romantiskus
motivus.

Otrais Kaukaza telpai veltito literaro darbu klasts saistas ar piespiedu Kaukaza
apmekl&jumu, dodoties 1905. gada revoliicijas vai Pirma pasaules kara noteiktajas
beglu gaitas. Kaukaza t€lojums latvieSu rakstnieku darbos atskiriba no cittautiesu
teélojuma daudz biezak ir saistits ar politisko Kaukaza apmeklgjuma fonu, ko nosaka
jau pieminétais piespiedu apmesanas statuss. Sada izteiksme ir rodama daudziem
latvie$u rakstniekiem: J. Jaunsudrabina* romana Naves deja, t€lojumu gramata Kaukazs
(1919) un stastu krajuma Gredzens (1921), stasta Vasara (1923), E. Birznieka-Upisa,
P. Rozisa stastos un citur.

Tomer Kaukazs tiek izmantots ka literara teksta telplaiks ne vien celojuma apraksta
zanra darbos, bet arT citos zanros ka konflikta attistibas vieta. ArT $aja gadijuma
makslinieciska telpa iegiist papildu funkcijas, kas pieskir tekstam neadekvatuma,
Tpasa statusa nokrasu vai pat jégu, pieméram, [ermontova Démona vai K. Hamsuna
Cariené Tamara.

Tadgjadi 20. gs. sakuma Kaukaza t€lojumu tradicija joprojam ir jausama Kaukaza
romantiskas uztveres p&das, ka arT atklajas jaunas laikmetigas iezimes, kas saasina ar
Kaukaza toponimiku saistito literaro darbu realistisko skangjumu.

Pievérsoties Kaukaza fenomenam cittautu autoru darbos, var izcelt vairakas
tematiskas, motivu un t€lu grupas, kas ir klatesosas vai ikkatra ar Kaukaza tematiku
saistita literaraja darba neatkarigi no zanra specifikas.

1. Kaukaza dabas notélojums

Daudzveidigi un pogtiska zina iespaidigi Kaukaza dabas apraksti ir sastopami
katram rakstnickam, kas pievérsies Kaukaza tematikai. To dominante ir kalnu —
Kazbeka, Kaukaza — iespaidiguma not€lojums. Hamsuns raksta:

“Taluma més redzam sniega kalnus, kuri gandriz sakiist ar baltajiem makoniem.
It ka pasaka, Sie varenie kalnu milzeni tur izcelas no stepes un kvélo saulé.””

Savukart J. Jaunsudrabins$ norada kalnu lielo iespaidu uz latvieti, kam licla dabas
tuviba ir mentali noteikta:

“.. dienvidu flegma un tas, ka kalni te paradas, te nozid, lielo lauzu vairumu saista
pie énainiem darziem. Maz, [oti maz ir to, kuri, vasaru palaizdami kalnu tuvuma, tiek
pasos kalnos. Un neviena nav, kurs, pirmo reizi ieraudzijis baltas virsotnes, nevéletos
turpu noklit, lai izbauditu visu vinu varenibu. Tikai jauniba un latviesi nepadodas
Sai dienvidu flegmai. Dabas aicinajums prieks viniem ir likums.
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Kopuma Kaukaza daba uzliikota loti romantiz&ti. Turklat Kaukaza t€lojumos biezi
ieskanas ta laika kultiira Ipasi zZimiga opozicija “daba—civilizacija”, kas rakstnicka
apzina Kaukazu tipologiski saista ar “savu” telpu. Sis opozicijas risindgjums Kaukaza
tematikas darbos ieklaujas 20. gs. sakuma kultiiras konteksta. Dabas telpu parstav
kalniesi, kalna aulu un ciematu iedzivotaji, vinu dzivesveids. Savukart civilizaciju
raksturo naftas ieguves dél strauji augosas pilsétas, kurp dodas daudzi kalniesi, lai
pelnitu naudu.

Spilgts piemérs ir E. Birznieka-UpiSa stasts Mazie jatnieki. Kalniesi ar saviem
zirgiem dodas leja uz pils€tu, lai stradatu par omnibusu vazoniem. Zirgi parslodzes
del iet boja un tiek parstradati ziepSs — civilizacija ir nez€liga pret dabisko, “samal”
to sava cela.

Stasta Peldosa baka Birznieks-Upitis t€lo miisdienu “Robinsonu”, kas uzcélis sev
blidinu uz neapdzivotas salinas. Tacu vin$ neiekopj te savu civilizaciju ka D. Defo
varonis. Vin$ ir devies prom no sabiedribas, jo nesp&j eksistct tur saskana ar sevi.
ST begsana no civilizacijas ir motivéta ar modernisma kultiiras principu — bagt, lai
protest€tu pret sabiedribas prakticismu, lai dzivotu savu gara dzivi. Civilizacijas
neskartie kalniesi dzivo noslégti saskana ar dabas diktétiem ritmiem:

“— Par kaut kadu nedrostbu tur nav ko baidities, — mani mierindja.

— Vini tur kalnos ir pa lielakai dalai pavisam atgriezti no arpasaules, maz par
to interesejas un dzivo savu ipatno dzivi.”” (“Piekraste”)

Ap viniem ir atverta pasaule, bezgaligums:

“.. uz kuru pusi vien palitkojamies, visur bij tik interesanti skati, ka nevaréja ne
acis atraut: pret ziemeliem un ritiem stavas klinsu kraujas un balti mirdzosie sniega
pauguri; pret dienvidiem visvisada zaluma koki, sakot apaksa ar ozoliem un viksnam
un beidzot augsa ar priedem un eglem, bet pret vakariem un dienvidu vakariem plasa
Jjuras zilgme.”®

Parsteidzosa ir Kaukaza tematikas darbos vérojama toposu vienveidiba.
Nesastopamies ar ar parak lielu daudzveidibu pils€tu piemingjuma. Apcelojuma
marsruti un apskates objekti rakstniekiem bijusi loti lidzigi. Tas saistits ar Kaukaza dabas
mezonigumu un ierobezoto marSrutu izveles iesp&ju. Cittautiesi lielakoties Kaukaza
tomé@r iepazinusies ar nozimigakajiem ekonomiskajiem vai kultiirvésturiskajiem
centriem, vairoties no kalnu auliem tie$i “sveSuma”, mentala talumnieciskuma dgl.
Visbiezak pieminétas pils€tas ir Baku, Batumi, “Melna” pils€ta, Vladikaukaza.

J. Jaunsudrabina romana Naves deja darbiba noris Baku — “straujakaja no Azijas
pilsetam”, kur “sapliida no visam pasaules malam neapzinamas bagatibas . Baku
rakstnieks t€lo ka dzivu organismu, kas veido un iznicina cilvéku liktenus, ka pilsetu,
kas liela beglu skaita d&] zaud€ savu mieru, kltst “nervoza” un ka dzivs organisms
sak tie$a nozimé iespaidot savus iemitniekus:

“Ap vajakiem saka savilkties tas dzelzs loks, kas daudzus nozZpaudza un vél
vairakus sakroploja miesigi un garigi.”"’

Dodoties uz Kaukazu, rakstnieku klejosanas “karte” jeb principi pakartoti savas
personibas Tpatnibam, savam ick$&jam mentalajam un socialas piederibas “cenzoram”.
Topografiska kustiba jeb parvieto$anas no vietas uz vietu ir raksturiga pazime
cittautieSu 20. gs. sakuma literarajos darbos, kas veltiti Kaukaza tematikai. Socialo
apstaklu dg] latviesi ir kluvusi par Kaukaza vietséziem. Tomér arT vinu stastos nav



54 LITERATURZINATNE UN FOLKLORISTIKA

veérojama liela toposu dazadiba. [znémums $ai zina ir E. Birznieks-Upitis savas ilgas
uzturésanas del.

Ernesta Birznieka-UpiSa stastos sniegts vispilnigakais prieksstats par Kaukaza
dabu, iedzivotajiem, parazam, ticibu, nodarboSanos. Vina darbos iezimé&ti gan
individuali netipiski likteni un situacijas, gan visparinats Kaukaza dzivesveida
raksturojums. Vina darbi izcelami citu $1s tematikas darbu vidii Tpasas autora pozicijas
del: rakstnieks mitis Kaukaza no 1893. lidz 1921. gadam un iedzivojas Kaukaza un
Aizkaukaza vide tik stipri, ka vairs nejutas tai svess. Vins jutas piederigs Sai telpai,
kaut gan negrasijas te laist savas saknes. Tade] vips var€ja atlauties labsirdigi ironizet
par kadu anglu tiiristu grupu, kas ieradusies Kaukaza eksotikas meklgjumos, lai iegiitu
acumirkligu §Ts zemes valdzinajumu, neiedzilinoties Kaukaza un kaukazieSu nacionala
kolortta butiba.

Zimigi, ka arT K. Hamsuns romana Pasaku zemé izvelgjies angli par savas ironijas
objektu, uzsverot $Ts nacijas iedomibu, parakuma izjitu, kas lauj tas parstavjiem
“aizmirst” sveicinaties. Hamsuns nepalaiz garam iesp&ju demonstrét savu attieksmi
pret $adu nepamatotu augstpratibu. Vins uzliko anglu celotaju Joti sarkastiski:

“Mazais brits vél, zinams, vienmér mani uzskatija ka gaisu, bet vins tomer bija
par jaunu, vins nevaréja pastavét, un bija amizanti redzét, ka vins nomocijas ar savu
neievingrindto cienibu.”™"

Un, kad Hamsuns ir mocTjis angli ar ilgam, bezjédzigam sarunam, neizpaliek
arT padoms:

“Aizejot vins méginaja savakt visas lielbrita cienibas atliekas: vins manis atkal
neredzéja vairs. Tad es teicu: “Laimigu celu! Neaizmirstiet godigi sveicinat, kad
ndciet un ejiet. Ta tas parasts Sai pasaulé.””"

2. Pievérsanas vietgjo iedzivotaju aprakstam

Viens no visbiezak atspogulotajiem tematiem ir kaukaziesu nacionala daudzveidiba.
Ir pieminéti tatari, ¢eCeni, armeni, lezgini, adzari, osetini, azerbaidzani, ingusi, vinu
valodas atskiribas, tomér biezi, kad nav iesp&jams noteikt konkréto no daudzajam
nacijam, rakstnieki lieto apkopojoso jédzienu — kaukaziesi. Nereti vérojams kaukaziesu
nacionalo attiecibu raksturojums.

E. Birznieka-Upisa stasta Pec sals tataru sapulces vaditajs izsaka Kaukaza tautu
nacionalo attiecibu sakara loti biitisku domu, ko rakstnieks, ilgaku laiku uzturoties
Saja telpa, ir sajutis tikpat stipri, cik pargjie kaukaziesi. Situacija, kad sievas nevar
tikt pie sals ieguves, vin$ uzruna tas:

“..var lamat atsevisku cilvéku, viena alga, vai tas krievs, tatars, arménis, gruzins,
bet nevajaga taisit nepamatotus parmetumus visai tautai...”"

Daudzkart attelota vietgjo tautu savstarpgja rékinu kartoSana, pieméram, tataru
uzbrukumi arméniem Birznieka-Upisa stasta Vinas diends:

“Meés no bérnu dienam esam pieradusi pie apSaudisanas. Biezi aiz naida vai
atriebibas viena partija apSauda otru, bet tas vienumér notiek starp vienas tautibas
laudim, un pie tam katru reizi visi zina ienaida iemeslu. "

Aprakstitas apSaudes iemesls gan netiek minéts, bet ir nojausams, ka tas ir
nacionals konflikts. So notikumu aprakstijis ari J. Jaunsudrabin§ Naves deja. Vinu
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bied€, mulsina $ads “akls” tautu naids, ar ko romana varonis Vilis Vitols nekad agrak
nav saskaries.

Savukart Hamsuns, celojot pa Kaukazu, ar griittbam atskir krievus no Kaukaza
tautam, biezi jauc $o tautu parazas un nereti ir loti aptuvens izteikumos. Vins raksta,
ka Kaukaza ir sastopamas kadas 50 valodas, kaut gan nevienam Hamsuna izteikumam
nevar uzticgties, jo, pieméram, Pasaku zemes krieviskaja izdevuma biezi ir sastopamas
redaktora atrunas, ka rakstnieks te ir kliidijies vai bijis neprecizs, vai sajaucis
(sagrozijis) faktus u. tml. Hamsuns pats gan uzskata, ka atrodas lielu etnografisko
un antropologisko “atklajumu priek$a”, un p&c vienas nakts iepaziSanas ar vietgjiem
iedzivotajiem jau ir gatavs doties uz majam ar “zinatniskiem atklajumiem”, kuru
izstradasanai biitu vajadzigi mazakais Cetri gadi.

Art K. Korovins uzliko daudzas Kaukaza tautinas ka vienu veselumu un uzsver
vinu dabisko uztic€Sanos, naivumu, civilizacijas neizpostito nevainibu, kas var tikt
launpratigi izmantota no blézu puses:

“Cik daudz krapnieku brauka pa Kaukazu. Mana So vienkarso, mezonigo, godigo
tautu.”’"3

3. KaukazieSu religijas jautajumu atspogulojums

Daudzviet Kaukaza tematikas darbos satopami kaukazieSu religijas jautajumu
iztirzajumi. Hamsuns $aja zina Iidzigi ka citviet ir loti aptuvens. Vins dodas uz
Kaukazu caur Krieviju, tade| pievérsas tiesi pareizticigo tradicijai pirms dosanas cela
dzelzcela stacija izlligties ikonas prieksa laimigu celu. Hamsuns pareizticibu sakotngji
attiecina uz visu Krievijas teritoriju un tikai p&c krietna laika konstateé musulmanu
dominanti Kaukaza. Ar to vin$ skaidro daudzas ¢ecenu uzvedibas patnibas, tomer
striktas atSkiribas starp pareizticigajiem un muhamedaniem nav novilktas.

Hamsunam visi Kaukaza brauciena laika sastaptie cilveki skita eksotiski valodas,
uzvedibas ipatnibu dél, tapéc ar rakstnieks nemégina tos diferencét, vienigi dazviet
atzimé savus komentarus kadas ipasi uzkritoSas ricibas d¢l, kam visbiezak nav
saistibas ar religiju. Tikai dazas vietas vin§ iezim& savu atticksmi pret Koranu un
islamu, bet tie ir loti visparigi raksturojumi, kas varétu bt attiecinami arT uz kadu
citu religiju.

No Kaukaza tematikas autoriem visspilgtak savu attieksmi pret Koranu ir atklajis
P. Rozitis dzejolu krajuma Mans korans (1923).

Risinot religijas jautajumus, rakstnieki bieZi velk paraléles ar religijas izpratni
sava zemé&. Saruna ar vestitaju E. Birznieka-Upisa stasta Vasara skolotajs Tairovs,
kas ir pareizticiba pargajis adzars, norada uz savu autsaidera statusu attieciba pret
citiem adzariem. Vins uzzina, ka Latvija ir “lielaka dala luterani, tad art katoli un
pareizticibnieki” un jauta, “kadas ir attiecibas starp dazado tictbu piederigiem?”.

“— Nesaprotu isti jiusu jautajumu, — atbild samulsusais latviesu celinieks.

— Vai vini nenaidojas sava starpa? — Tairovs jauta.

— Mani dzimtsbrali partikusi pari tam laikam, kad intereséjas, kada katram ticiba.
To ieskata par gluzi nesvarigu blakus lietu, bet liikojas tikai, kads cilveks, un ta art
pret to izturas. Macitaji pasi sava starpa gan drusku nesatiek, bet tas varbit aiz
maizes naida.”"® (“Vasara”)
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Rakstnieki cittautiesi labprat reducé $adu visnotal lojalo Kaukaza iedzivotaju
ticibas jautajumu izpratni arT uz savos stastos t€lotajiem musulmanu garidzniekiem,
tadgjadi nereti Skietamo padarot par vélamo jeb pieskirot Kaukaza tekstam savu
nacionalo skatfjumu, pieméram, E. Birznieka-Upisa stasta Eglite kalnos:

“Mulla energiski saka purinat savu melno papahu un teica caur DZamaledinu:

— Dievs visiem esot viens, tikai praviesi esot dazadi, kuri dazadi iztulko dieva
gribu un pratu. Un milestiba arT esot tikai viena tik starp vecakiem un bérniem, ka
starp viriem un sievam. Vini varésot tikai priecaties, ja més gribétu ko labu darit
vinu bérniem.”"’

Jasecina, ka kaukazie$u 1pasa, no rakstniekiem atSkiriga, religiska piederiba tiek
konstatSta, tomér nav vérojama kada ipasa iedzilinasanas tas butiba.

4. Vietejo parazu atspogulojums

Liela loma Kaukaza tematikas darbos ir atvél&ta vietgjo parazu atspogulojumam.
Kaukaziesu dzivesveida, nodarboSanas un tradiciju apraksti nereti kltist par motivu
vai notikumu Kaukaza tematikas darbos. E. Birznieks-Upitis atzist:

I

a, te kalnos sava morale.”™

KaukazieSos parasti tiek uzsveérts no eiropieSiem atskirigais. Kaukaziesi
neatzist nazi un dakSinu, vini labpratak &d ar pirkstiem no skivja. Ir t€lots maju
iekartojums:

“Istaba nebija neviena galda, neviena krésla, nevienas lietas, ko eiropietis medz
saukt par mebelem. "

L1dzas labi zinamam sastopams ar1 eksotiskaku parazu not€lojums, kas gan
laikam visvairak vérojams E. Birznieka-Upisa stastos:

“Man te japiezimé, ka aunu cinu sports pie lezginiem un tatariem ir liela ciena
un katram partikusam virietim ir vismaz viens pieradindts auns, kuru tas pie katras
izdevibas laiz kopa ar citiem auniem badities. Alaverdijs brinijas, ka es nevaru
sajiisminaties par vina aunu.”’* (“Aiz makoniem™)

Sniegts tipiska kaukazieSu argja izskata un apgérba detalu apraksts:

“Sargs ir noteikta tipa kalnietis ar liku érgla degunu. Tikpat labi vinu varéetu
noturét par osetinu ka par gruzinu vai lezginu Ari apgérbs vispar parastais,
kaukaziskais: balta jérene, gara, peleka cerkeska, sudraba josta ap tievo viduci un
miksti zabacini kajas. ™' (“Pie Devdoraka”)

Ir aprakstita kaukazieSu medicina, kas nereti tiek aizstata ar pii§loSanu, ar tautas
medicinu:

“Zens rotaldjies uz jumta, nokritis zemé un parsitis pret klinti galvaskausu.
Akims licis nokaut vistu, to uzskérdis, uzmaucis zénam uz parsistas galvas un noséjis
lupatam.”*

Iznakums $adai dakteré$anai bijis letals.

Rakstnieki atveido arT kaukazieSu rakstura savdabibu (tadas rakstura iezimes ka
lepnums, straujums): “lerocus te slepus nésa visi. Vai maz vinu starpd notiek visadas
nejausibas? > — vaica pastmeistars (“Vasara”).
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Vairakkart aprakstita asinsatriebiba ka nacionala Tpatniba. Stasta DZamaledins un
erglis Dzamaledins kluvis par kanleju, jo bijusT ligava uz ielas iesitusi vinpam knipi.
Attiecibas vin§ skaidrojis nevis ar vinu, bet gan ar vinas viru:

“Dzamaledins knipja metéjai neka neteicis — ko ar sievieti runat? — bet aizgajis
pie vinas vira izskaidroties, un lieta beigusies ar to, ka DZamaledins kluvis par
kanleju — asins izlejéju godu aizstavot... Tad parastais sods: kanlejs uz desmit gadiem
izsutits uz citu apgabalu, vina mantiba pardota par labu nokauta piederigajiem un
soda naudam...”**

Pie vietgja dzivesveida atainojumiem Tpasi ir atzim&jams sievieSu sabiedriska
stavokla not€lojums. Stasta Zarzara E. Birznieks-Upitis raksta par to, ka mate nav
tiesiga ietekmét bérna likteni un meitenes nedrikst pretendét uz izglitoSanos augstakas
skolas (gimnazijas, institiitos):

“Mate neteica ne varda, jo muhamedanu sievietém nav nekadas teikSanas, bet
Zaurbeks [tevs] pats kluva domigs, bez apspriesanas ar mullu vins nevarot neko sacit.
Peéc tadas atbildes més visi tilin sapratam, ka no Zarzaras macisanas institiita nekas
neizndks, jo fanatikis mulla tam nekad nepiekritis. >

Arf stasta Péc sals Birznieks-Upitis norada, ka “lielie [domats — pieaugusie]
tatari nekad nekur negaja kopa ar sievietem .

Tikai dazviet mingti Kaukaza vestures fakti, pieméram, Batumi piedaliSana
Krievijai.

5. “Svesa” Kaukaza rosinata “savas” zemes apzinasanas

X=9 =

Kaukazs ka “sve$a” zeme saasina arl “savas” telpas uztveri, rosina pardomas par
to. Bitiska ir rakstnieku veélme Kaukaza att€lojuma izmantot spogulefektu — mekl&t
savas zemes realijas sveSuma un ipasi sakralizét tas. Sadu vélmi rada pastiprinata
atrautiba no dzimtenes, pamestiba vai vientulibas izjitas, kad individs sak 1pasi
apzinaties savu piederibu.

J. Jaunsudrabin$ Naves deja apraksta Baku Latviesu biedribu, kas palidz tikko
atbraukusajiem iekartoties, atrast darbu, riko saietus un organizg valodas kursus. Te
latvietis var sajusties ka majas, runat dzimtaja valoda. Baku LatvieSu biedriba pilda
“savgjo” salinas funkcijas sveSaja Kaukaza telpa. Jaunsudrabina darbos Latviesu
biedribas pasakumu raksturojums ir vispilnigakais. Vin$ tajos mekl¢ tie$i savam
aicinagjumam atbilstoSas norises:

“Bez teatra tika sarikoti vel vairaki rakstnieku vakari. Ta agra rudent bijis Raina
vakars ar priekslasijumu no Andr. Upisa. Veélak Pavils Rozitis lastja par Skalbi un
kadu citu reizi par Akurateru. Kadi divi vakari lasijam savus sacerejumus més, uz
Sejieni ciema atbraukusie: Rozitis, Vainovskis, Klavins un es.”’

Ar1 E. Birznieks-Upitis, kas iedzivojies Saja vide vispilnigak, Kaukazu joprojam
salidzina ar Latviju. Vinam sagada prieku jebkura sveSuma ieraudzita dzimtenes realija:

“Ta mes gajam labu laiku klusédami. Kad nevilus par sinam un siko zaliti
ieraudziju pacelamies nelielu, zalu kritminu pasa cela mala. leskatijies labi, redzéju,
ka tas ir miisu Latvijas kadikitis — ists dzimtenes kadikitis ar saviem mikstajiem
spuriSiem. Man kluva tik priecigi ap sirdi, it ka es biitu sastapis miju draugu iz talas
dzimtenes.” (“Dzamaledins un &glis”)
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Parvietojoties pa Kaukazu, Birznieks-Upitis [idzas nedaudzam praktiskam lietam
liek celasoma latvieSu gramatas. Vins pat personificg tas:

“.. jis te visas esat man labas draudzenes, grita izvéle, ko nemt, ko atstat.
Pakeru tikai Aronu Matisa “Tautas dziesmas” un ar citam uz redzéSanos rudent, kad
parvedisu jums vél jaunas biedrenes. ™ (“Vasara”)

LatvieSu gariga sasaiste ar Latviju sveSuma veidojas ar laikrakstu lasiSanas
starpniecibu. Latviesu laikraksts klfist par savgjo paziSanas zimi — latvietibas markieris.
“Dvéseles radiniekus” svesuma cittautie$i meklé péc dzimtené izkristalizétajiem
principiem:

“Klejodams pa svesam malam, es arvienu pieturéjos pie skolam un pasta. Skolas
pasas par sevi mani pievilka, un pasta varéja dabiit zinat, kurs kadus laikrakstus lasa.
Un, spriezot péc laikrakstiem, varéja verot, ar ko, te ilgaki dzivojot, der iepazities, no
ka sargaties. Dzives praktika mani bija macijusi, ka no “Novoje Viemja” abonentiem
ir jasargas, bet ar “Russkije Vedomosti” lasitajiem der iepazities.”® (‘“Vasara”)

Vairakkart latvieSu rakstnieki pievérSas dazadu Latvija svinétu svétku sagaidisanas
iespgjam Kaukaza. VilSanos sagada nespgja iegiit kadus svetku atribiitus, tomer ir
velme, pat ja iztrukst kads rituala elements, radit svétku noskanu un dalities taja ar
vietgjiem iedzivotajiem. Visbiezak tas saistas ar Ziemassvétku un Lieldienu sving$anu.
Ziemassvetkos, kaut ar grutibam, tomer vienmer tiek sagadata eglite:

“Skuju koki mums te tuvuma nekur neaug, agrak dabiijam veseliem vilcieniem i
no Ziemelkaukaza, i no Tiflisas. Tapat ir art ar svecitem un egliSu appuSkojumiem,
tie visi dabiijami [oti aprobezota skaita. ™!

Opozicijas “savs—svess” sakara minama v&l viena motivu grupa, kas saistas ar
dzimtenes realiju pieminésanu Kaukaza, ar skumjam, ilgoSanos péc majam. Janitis,
kas ir Kaukaza dzimusi Latvijas béglu atvase, sirdi lolo lielo sapni — doties uz
Kurzemi:

“Jo gritaki gaja, jo biezaki runaja par drizu brauksanu, par Latviju, kur pasiem
biis sava maize, savs medus, savs pienins, savas ogas un pukes.

Visi Jani$a tuvinieki mirst, un vina sapnim nav lemts piepildities.

Vélme sveSuma saglabat savu piederibu etniskajai dzimtenei ir aktuala tiem
latviesu rakstnieku statu varoniem, kas Pirma pasaules kara d€] pametusi Latviju,
lai izraudzitos Kaukazu par savu patversmes zemi véstures juku laikos. Tomér
dala latvieSu rakstnieku stastu varonu ieradusies Kaukaza vél agrak — 1905. gada
(E. Birznieka-Upisa stasta Piekrasté).

Skumyjas ir tas epizodes, kur sveSums — Kaukazs — latvietim kliist par miza majam
(E. Birznieks-Upitis, Pie Devdoraka).

“Sava—svesa” meklgjumi izkristaliz€ visos Kaukaza tematikas rakstnickos domu
par divu kultiiru — austrumu un rietumu — apgriitinato saprasanos. Piem&ram, stasta
Dzamaledins un érglis karSu spéli Dzamaledins uzskata par sliktu paradumu. P&c
kadas karsu partijas vin$ E. Birznieka-UpiSa zaud@to naudu ir pieprasijis atpakal no
pastmeistara:

“Un atkal mes ar DZamaledinu viens otru nesapratamies un palikam pie robezu
staba stavam, viens Eiropas, otrs Azijas pusé.’
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6. Atsevisku telu atspoguloSana Kaukaza tematikas darbos

Kaukaza tematikas darbos vérojama ar atsevisku télu dominante. Ipasi izcelams
naftas téls un ta semantika.

Nafta biezi iegiist simbolisku izteiksmi. Nafta ir ambivalenta — tai piemit gan
dzivibu (progresu, kustibu, attistibu) veicino$a, proti, praktiska funkcija, gan iznicino$a
funkcija: tas ieguve biezi iet boja cilveki, naftas nesta nauda nereti ardosi iedarbojas
uz cilveku u. tml.

Naftas ieguves motivs biezi saistits ar neprognoz&jamibu — nav zinams, kur un
kad ta paradisies un kad pazudis. Nafta telota ka dabas stihija, ka dabiskais, ko cilvéks
censas civilizét. Vairakkart latvieSu rakstnieku Kaukaza tematikas stastos aktualizéta
naftas ka melna zelta oksimorona jéga. Nafta ir bistama. Ta pielidzinama stihijai,
kuras paklausana var izjaukt lictu ierasto kartibu.

E. Birznicka-UpiSa stasta Piles aprakstita vEtra, kuras laika nafta iz§lakusies no
rezervuariem un naftas smaka un gazes izplatas pa pils€tu. Draud izcelties ugunsgreks,
un cilveki visiem spékiem sargas no §is draudigas situacijas. Turpreti lica piles nevar
sevi pasargat un, iekepusas pa Gdens virsli peldosaja nafta, iet boja, vai arT tas saker
cilvéki un lapsas. Saskarsmé ar naftu dabiskais iet boja, un nafta $ada skatfjuma
reprezentg ardosas civilizacijas motivu.

Noteikta simbolika un dubulta slodze piemit arT naftas ieguves sakara biezi
telotajai “Melnajai” pilsétai. Ta ir netalu Baku esoSais riipnieciskais centrs, kas
savu nosaukumu dabtjis no vienmer kiiposajiem fabriku skursteniem. Sis vietas
dabiskums ir zudis. Stasta Janela poSands uz Latviju JaniSa un mates dialoga §is
pilsetas galgjais, iznicinoSais utilitarisms iedzivinats Janela un mammas saruna, kura
rakstnieks izmantojis vairakas autora pozicijas: gan bérna, gan cittautiesa subjektivo
skatfjumu, lai atmaskotu “Melnas” pilsétas objektivo negaciju:

“— Vai sniedzins ir balts, mamin?

— Balts gan un nepieradusam koz roka.

— No kurienes tads sniedzins nak?

— Sniedzins krit no debesim.

— Bet kade] mums te krit no debesim melns sniegs?

— Tas te mums, Janit, ir kvépi, un tie nekrit no debesim, bet pacelas no skursteniem
un velas atpakal zemé no gaisa.

— Vai debesis sniegiem art ir skursteni? **

Naftas not€lojums un naftas motivs ir bitisks J. Jaunsudrabina romana Naves
deja elements.

“Nafta, visur nafta: gaisa ka smaka, uz dréebém ka kvépi, pie zemes ka lipigi
dubli, uident ka varaviksnes pleve.”

Naftas veicinatais Baku iedzivotaju prakticisms izarda Vitola un Ilzes attiecibas
romana, iznicina Ilzes jlitas un p&c tam ari vinu pasu.

Nafta iznicina stradnieka Musa Nagi-Ogli cilvécibu P. Rozisa* stasta Cels uz
paradizi. Cel§ uz paradizi ir vijies caur viltu, skopumu, cietsirdibu un spekulaciju.
Sajutis, ka tautu nemieros zudusT bagatiba ir Allaha sods par vina grékiem, Musa,
nelaimes sagrauzts, Skiras no dzives, un padevigais Allaha kalps sola vinam paradizes
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baudas arT péc naves. Rozitis ironiz€ par varenajiem naftas Tpasniekiem, kam
neizmé&rojamas bagatibas lauj nopirkt arT ceribu uz aizkapa dzives jaukumiem.

Pretstata ir minams P. RoziSa stasta Septinas rozes simboliskais t€ls Visur Mekleta,
kas lidzinas K. Skalbes Ziemelmeitai. Visur Mekl&ta ir simbols, kas nelauj cilvekam
iesligt paSapmierinatiba un prakticisma, bet mudina ieklausities sava sirds bals1. Ir
verojams, ka universalas kultliras opozicijas garigais—materialais, dvéseliskums—
prakticisms, daba—civilizacija ir daudzu Kaukaza tematikas stastu konfliktu pamata.

Lai gan rakstnieki loti labi apzinas savu atbildibu lasitaja pricksa par to, ka
daudziem tiesi vinu teksts blis pirma sastapSanas ar Kaukazu, vestitaja subjektivitate
nereti realitati jauc vai pat aizstdj ar izdomu, kuras pamata ir nezinasana, neveleésanas
iedzilinaties realajos faktos vai to paklausana pogtiskajiem principiem. Sos “baltos
plankumus” rakstnieki kompensé ar dazadiem lidzekliem. Hamsuns visas Pasaku
zemes vestijuma laika ir izmantojis smalku ironiju attieciba uz sevi, precizak, uz savu
neinformétibu par Kaukazu, ka arT attieciba uz viet§jam tradicijam un parazam, kas
vinam ir svesas — nesaprotamas vai nepienemamas. Vins labpratak apraksta sadziviskus
kuriozus, kas gadas brauciena laika, ka arT pats provocé komiskus atgadijumus:

“Es prasu konjaku. Virs aiz letes mani saprot un nonem vienu pudeli. Ta man
nepazistama marka, un virsi stav Odesa. Fui, es saku, vai tev cita nav? To vins
nesaprot. Es pasniedzos un pats nonemu citu. Ta ir ta pati Odesas marka, bet ar
piecam zvaigznem. Es to apskatu un atrodu vienkarsu. Vai vinam labakas Skirnes
nav? To vins nesaprot. Es saskaitu zvaigznes un ar zimuli pievelku vel kadu pari
klat. To vins saprot. Vins tieSam nak ar seszvaigznu Odesas pudeli. Cik ta maksa?
Puspiekta rubla. Un otra? Tris ar pusi. Tatad rublis par zvaigzni. Bet es tomér nemu
to ar piecam zvaigzném, un tas izradijas loti stiprs konjaks, péc kura es varéju tiesam
labi gulét. ™’

Kaukaza tematikas darbos rakstnieki teksta loti labprat atveido vietgjo koloritu,
izmantojot kaukazieSu izteicienus vai vardus originalrakstiba, kas gan tiek ar7 tulkoti.
Ipasi ieciendjis §o panémienu E. Birznieks-Upitis.

Jateic, ka lielakoties nevienam no Kaukaza aprakstitajiem neizdodas pilniba
iedzilinaties kaukaziesu kultiiras un gara dzive. Visbiezak Kaukaza tematikai veltitajos
darbos tiek fikseta sadzives un materiala kultiira, bet pietuvoties garigas kultiiras
vértibam (literatiirai, folklorai) liedz, pirmkart, valodu nezinasana, ka ari autora
viedoklis, ka plasakam lasitaju lokam biis interesanti iepazities tieSi ar materialas
kultiras detalam. So iemeslu dél var apgalvot, ka Kaukaza aprakstos par vienu no
visdailrunigakajiem segmentiem ir uzskatami dabas t€lojumi.

Interesants problémjautajumu loks ir izvirzams saistiba ar latvieSu rakstnieku
mégindjumiem iezim&t sava mentalaja karté Kaukaza pretpolu — ziemelus jeb,
precizak, Skandinaviju, kur vairaki latvieSu rakstnieki atrod patvérumu péc 1905. gada
notikumiem. At$kirtba no Kaukaza noté€lojumiem Norvégija, Zviedrija un Somija
loti reti ienak literaros darbos, turklat visbiezak tai ir simbolisks tv€rums. Viens
no skaidrojumiem var&tu but latvieSu rakstnieku tendence markéet ziemelus ka
“savu” telpu mentalaja izpratné. VEl viens iemesls — baltieSu un skandinavu kopiga
piederiba kristietibai, bet Kaukazs ar islama dominanti kl@ist par pretmetu. Veidojas
Rietumeiropas kultiiras un orientalisma kontrastgjums, kur ar orientalismu tiek saprasts
“svesais” pretstata Ziemelvalstim ka “savam” arealam.
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Jasecina, ka méginajums iezimét Kaukaza tematiku latvie$u un cittautu literatiira
paver iespgju tas talakam struktur€jumam un sniedz iesp&jamos §1s t€mas izversuma
virzienus, pieméram, sadzives kultiira, religijas jautajums, bégla apzinas Ipatnibas un
citi fenomeni Kaukaza t€mai veltitajos latviesu (cittautu) rakstnieku darbos.
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The Caucasus in Latvian and Other National Literatures at the
Beginning of the 20" Century
Summary

The theme of the Caucasus has been often singled out at the beginning of the 20*
century in Latvian and foreign (Russian, Norwegian) literature. It is connected with
romantic expression (with exotic, searching for new impression) and going to the
Caucasus under of social and economic circumstances (for the writers of this group
the Caucasus realistic description is predominant). In the Caucasus thematic works
special attention is laid on the comparison between the own and the alien culture
with the aim to point out the features of ones own culture in the alien culture. Great
significance is dedicated to the description of nature and the religion and customs of
local inhabitants. There are several typical characters with special semantic contents in
the Caucasus thematic works, such as oil, mountains, etc. The theme of the Caucasus
is closely connected with representation of spatial knowledge in the mind of human
being, with the formation of individual and collective mental map.
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Hasua CamoiisioB u JlaTBusi: nyOJuKanuy v peuenuus

TBOpPYECTBA
Davids Samoilovs un Latvija: publikacijas un dailrades
recepcija

David Samoilow and Latvia:
Publication and Perception of Creative Work

Haranbsa Kononosa
LU Filologijas fakultate, Slavu valodas un slavu literatiiras nodala

Crarbs mocBsmieHa cBs3sM u3BectHoro mosta JI. C. Camoiinosa ¢ JlaTBuel, ee KyabTypoii,
nepesogaM /[.C.CaMOMIOBBIM Ha PYCCKUH A3BIK CTUXOTBOPEHUH JIATBIIICKUX MOJTOB,
MyOIMKALUAM €ro OPUTHHAJIBHBIX MPOU3BEICHUN B JIATBUHCKUX M3JAHUAX, BOCHPUSATHIO €TO
TBOpYecTBa B JlaTBuM, a Takke rnepeBogaM Jarhimickumu nosramu cruxoB [[. C. Camoiinosa
Ha JIATBIIMICKUM SI3BIK.

KaroueBble ciioBa: Hy6JII/IKaIII/II/I, BOCIIpUATHE, TICPEBOA, BOCTIOMUHAHUWSA, PCUCTIINS.

Kak u3Bectno, [laBug Camoiinos u3 pogHoro [ToamMockoBss, qaun B Onanuxe B
1976 rony mepeexan B [Ipubantuxy, B Dctonuto, ropox [Lsapry. OTcrona cTOIBKO CTUXOB
He TOJBbKO 00 DcTOHMU, HO W O JlaTBuUM, MEpEeBOABI JATBHIMICKUX JaiiH, JaTBHIIICKUX
1mo3ToB. J{aBun CamMoiIOB MO MOACTPOYHUKAM INEPEBOAUI C JIATBHIIICKOTO SI3bIKa
Busmy bemmeswiry, Osipa Banmetnca, imanTa 3uenonuca, Benty Kanteiaro, Bunnca
[Tnynonuca, Anexcanapa Yaka. B 80-e rojpl mpuHUMa yyacTHe B TPaJUIIMOHHBIX
JIHsX 1033uHu, MpuypodeHHbIX Ko JHI0 poxkaenus SlHuca Palinuca. B paznoe Bpems,
0 ero e cioBam, mucan ctuxu o Jlareum, o Pure. Ilepsoe: “ConoBbuHas yawma”
(B TekcTe BcTpedaeTcs KajbKa C JIATHIIICKOTO si3bIKa — “Ynmma Jlakcturanac™)
omybnukoBaHo B cOopHuke “Bropoit mepeBan’, coznanHoM B 1958-1963 romax.

Jasun CaMoiiIoOB aKTHBHO COTPYAHMYAN C XKypHajoM “JlayraBa”, rme myOmuko-
BaJNCh W €0 OPUTHHAJBHBIC CTHXH, M MEPEBOJBI HA PYCCKHUIl SA3BIK JATBIIICKUX
MIOATOB, PO3a, 3CCE, THEBHUKHU, KPUTUUECKUE U IyOIMIIMCTHYECKHE CTaThH, PELICH3UH.
JlarBuiickue n3ganus OyKBaIbHO “NECTPAT MyONUKAIMSIMH CTHXOTBOpEHU JlaBuma
CamoliinoBa, epeBeIeHHbIX Ha JaThIIICKUN A3bIk Mapucom Yakmnadicom, Mmantom
Ayzunsiiem, Benroit Kanteineit, Monroit Kpomoit, Umantom 3uenonncom, Poanmiom
Jlo6poBeHCKnM 1 1p. B mieyaTy nosBIAIOTCS MHOTOUNCIICHHBIE HHTEPBBIO C TI03TOM,
BOCIIOMHMHAHUSI O BCTpedax 1 Oeceaax ¢ HUM, CTaTbU O HEM, OT3bIBBI O €TO TBOPUYECTBE
U WHTEpIpeTalut, MyOIuKYyIOTCsS MaTepuasibl O Hepealn30BaHHBIX 3aMbIciax, a
MocJIe CMEPTH T03Ta MEeYaTaroTCsl HEKPOJIOTH, HAMCAHHBIE JIATBIIICKONH M PYCCKON
MHTEJUTMTSHIUEH.

Bcerpeua ¢ Puroit u prxanamu npousonnia y lasuna Camoiinosa ene B koHIe 50-x
TOJI0B, Korjia oH npuexai B Pury ¢ Jleonom TomoM (HbIHE TOKOWHBIM) — IIEPEBOAYHKOM
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¢ acToHCKOTO si3bika. OO0 3TOM pacckazan B Oecene ¢ TaTbsiHOW ApmiaBckoit
1O. 1. AGBI30B — (DPOHTOBUIK, JIUTEPATOP, TIHCATEIH, IEPEBOIUHK, JINTSPATyPOBE, APYT
Jasuna CamoiinoBa 1 u3arens “030pHON”, Iy TIIMBOW KHUTH MOCBSIILEHUHN, STTUTPaAMM,
muctudukaruii J1.C.Camoituioa “B kpyry cebs”, u3manuoii B Bunbaioce (1993) u
nepensganaoit B Tammmaue (2001). FO. M. AGBI30BY MOCBSIIEHO CTHXOTBOPEHHUE
Hasuna Camoitoba “3a nepesanom” (1980). ITo cinosam KOpust MiBanosuua, [laBun
CaMoOIIOB CTall U HETO ITIaBHBIM YEJIOBEKOM, ‘‘VMerouum peanu3o8ams HCU3Hb,
Kak uepy c80000HYI0, POHCOEHHbIM O/ c80000H020 meopuecmsa”. “bvin euep,—
BciomuHaeT FO. U. AOBI30B,— dexada ouepeonas kakas-mo ‘“numepamypuas’.
Y Huner Bamv écmpemunucs |[...] Kaxk-mo met npuwinucey opye opyey no oyuie”
(Apwasckasa, 1996, c. 88-89). llozxe, B 1987 romy, Ha BCTpeUe ¢ MpeTogaBaTeIsIMU
u cryneHtamu ¢undaxa JIY, na Bonpoc: “Kem 6w Bvl xomenu Ovimoy, eciu 0vl He
cmanu nosmom?” — Jlaun CaMOWIOB OTBETHII: “fI xomen Ovl Oblmb MOUM OpPYeOM
FOpuem Hsanosuuem Abwizosvim” (Kononosa, 1994 6, c. 8).

Ynomunanue J[. CamoiinoBeiMm JlaTBun BrepBsle BeTpedaeTcs B “TlogeHHBIX
sanucax’ (Camotinos, 2002, m. 1, c¢. 325), otHocsmuxcs Kk 1963 rony: “Puea,
oguyuansvrsie scmpeyu’”’, “Jlayeagnuic — 4yoHas ecmpeya ¢ oemomu, [ ...] Henioxoe
svicmyniienue neped cmyoenmamu”, “Cuzynoa, Exabnunc, noe3oka ¢ Cmabypaosy — K
ckane Hao Jayeagoi — Mecmo HayuoOHANbHOU 1e2eHObl, 20€ NPOUCXOO0SIM elce200HbIE
nesueckue npaszonuxu” (Camoiinos, 2002, m. 1, c. 325; 335).

B 1976 rony . C. CamoiinoB Obi1 B Pure Ha che3ne JATHIIICKUX HCATENCH.
B 1980 ob6masncs B Pure ¢ naTeImickoil mo3Teccoit, mpo3ankoM JlaliHoW ABOTBIHEH,
HO.M1.AGB130BBIM, ¢ XypHaAIUCTOM, coOkopoM “JluTeparypHoii ra3zetsl” B Pure,
obo3pesarenem razetsl “Hosrwle m3BecTus” [. M. LlenmMcom, TaTHIIICKAM TTOATOM U
npo3zaukoM A. Mmepmanucom. IIponssenenus A. Mmepmanuca JlaBun CamoitioB
He mepeBoams, HO B 1985 rogy B MIOHBCKOM HOMepe kypHana “JlayraBa” Oblia
omybnukoBaHa craThst [laBuma CamoiinoBa 06 A.VMimepmanuce u ero kaure “JlpeBo
no3Hauus”, u3ganHoid B Mockse B 1984 roxy B nepesone H. I'onmb, H. babumxoii,
A. Mengenesa, A. Mennransuca, C. KonbioBa. B Tom ke 1980 roay JlaBua Camoiinos
BeIcTyman Ha BO®e, xwn B [lome TBopuecTBa B JIyOyThI, 00mIacs ¢ MOATECCOl U3
Puru Oneceti HukonaeBoli, ¢ “npexpachviym 80-nemuum 1amouiutCKum XyO00HCHUKOM
Hnucom Haynuxom [...] Ou monuanus, snepeuven [...] Umo-mo om nopmpemos
cmapuxos Bosposcoenusi ecmv 6 Hem” (Camotinos, 2002, m. 2, c. 147).

B 80-e rogsl “Berpeun” ¢ Puroi, ¢ aThlLICKON U pycckod KynbTypoi JlarBuu
cTaHoBsiTCs Bce Oosnee yacthiMu. B 1982 rony ¢ FO.M1.AGBI30BBIM 1O3T 3aHMMAaETCs
SMMUTETOM M JIATBHIICKUMH JlaiiHaMH, nepenucsiBaercst ¢ manToM 3uenoHucoMm.

Anonpd Hlammpo, B To Bpems TIIaBHBIN peknccep prkckoro THO3a, moroBapu-
Baercs ¢ JlaBupom CaMoitnoBeiM o mepenenke nbecsl Coma benemnn “Ppanblit
mamng’, mpembepa KOoTopoi cocrosiachk 12 suBaps 1984 roma. B ampene 1983 roma
. C. Camoiinos 6511 B Pure, “kopeorcun” u “naman”, xak oH numiet, “‘Panbrii miamng’,
B pe3yJbTaTe Yero Harucall HOBBIM CIeHMYecKuil TekcT neeckl Coma benemnn, Ha
OCHOBE TIepeBO/Ia C UTAJIbSHCKOTO, caeianHoro A. B. AmdurearposeiM. Berpeuascs
Takke ¢ nureparyposenoM P. JI. TuMeHUHNKOM, KOTOPEI OBLT B TO BpeMs 3aBIHTOM
Pmxckoro THO3a. 12 nexabpst 1983 roxa B “TloseHHBIX 3anmucsax” yHOMHHAETCS
npue3n u3 Puru “cnaBHoro manpunka” Jleonnmga denpaMaHa, KOTOPBIHA YMTal CBOU
CTHXH, U, KoHeuHO ke, FO. . AGp130B. 5 Mast u 9 centsiOps 1984 roma JI. C. CamoiinoB
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Obu1 B Pure Ha criekrakie “PBanblii miant”. “Bsixooun kiansamuscs,— nameT J{aBum
Camoiinos,— 3a Cama benennu” (Camouinos, 2002, m. 2, c. 205).

22 wioHs 1984 ronma, coodmaercs B “IlogeHHbix 3amucsx’: “llpuesocana uz
Pueu H. B. 3axapoea, monooas npenodasamenviuya ynugepcumema. Iluwem o
noame 60—70-x 20006 o eoiine” (Camoiinos, 2002, m.1, c. 204). B cenrsdpe 1984
roga JI. C. CamoiinoB Obut B Corosze nucareneit Jlarsuu. “borvutyio yacmo ne
ypazymen,— MHUILIET MOAT,— ub0 2oopunu no-irameiuicku. Ho mo, umo ypasymern, ne
Jiesem Hu 8 Kakue ouyuanvusie 6opoma [ ... J. Beicmynan. [ ...] Obedanu ¢ Abviz08vim
[...]. Yocunanu y 3ueoonuca. Ouaposamenvnas Aycma” (Camoiinos, 2002, m. 2,
c. 206). YnomuHaeTcs Takxke o noeszake B FOpmany, Bctpedax ¢ A. VimepmaHucoM,
P. 1. Tumerumkom, nateiicknm micarerneM ['yrapom Hupymicom. B ssHBape n mexabpe
1985 roma /1. C. CamoiinoB BHOBb Obu1 B Pure, 10 nexaOpst — Ha BIOJTHE O(QHIIHATEHOM
yectBoBaHUU KpumibsHa bapona. B 3amucu ot 26 aBrycra 1987 rona ynmomMuHaeTcs o
npuesne u3 Puru “munoi numepamyposeowu Hamawu 3axaposoii-Konowosoti [ ...]
Paccnpawuesana o “Bauscnux cmpanax” (Camoiinos, 2002, c. 238). B centsidpe
1987 ropa JI. C. CamoiinoB 6511 B JlyOynThl; B TOM K€ TOAY COCTOSUIaCh BCTpeya ¢
mo3ToM JotieHTa JlayraBmmicckoro nemarorndeckoro yauepcurera M. C. Bonposa
n npenonasarens Jlarsuiickoro ynusepcutera H. B. 3axapoBoii Ha koH(epeHIH,
nmocBsAIeHHONH TBopuecTBYy B. B. Maskosckoro B Komnomue, rae mosT Haxoausics
o npurnamenunio npodeccopa K. I. Ilerpocosa. B okTsa6pe Toro ke roma aBun
Camoits1oB J1100€3H0 COIaCHIICS BBICTYIIUTD NEPEl CTYACHTAMH U MPEIoIaBaTelsIMA
(dunonorudeckoro ¢akyasreta JIY U rocTIMH HaydHO#, TOIAa €Ile BCECOIO3HOM,
koH(pepentun (Kononosa, 19946, c. 8).

25 ¢espans 1988 rona JlaBun Camoiinos npuesxan B Pury, B Coro3e nucareneit
BeTpeyvaics ¢ SlHom [lerepcom, OecenoBai ¢ Hum o niepesoje Osipa Bauunernca, 6bu1
Takxke (B wrosnie U ceHtsa0pe) B Jlome TBopuecTBa B JlyOynTel. B »TOT mepuon on
akTuBHO nepeBoans Mmanta 3uenonuca u Bunuca Ilnygonuca. B 1989 rony, 3a ron
IO CBOCH KOHUMHBI, TO3T HEOTHOKPATHO ObIBaJ B Pure u JlyOyThl, IEpeBOAMI MTbECY
Snuca Paiinuca, BeicTynan Ha PryKCKoM TeneBuIeHUH. 24 anpelis IpUHUMAaI yJacTHe
B Beuepe Pycckoro xymbTypHOTO 00mIecTBa (B 3ane THO3a), omHUM W3 OCHOBaTeien
kotoporo 0bu1 0. Y. AGbI30B.

Pearupys na uzBectnoe 3asBnenue [IK KIICC, onmy6nukoBannoe B “IlpaBae”
27 aBrycta 1989 roma m HampaBIE€HHOE MPOTHUB CTPEMIICHUS MPUOATTHHCKHX
pecmyomuk BeiiiTr u3 cocraBa CCCP, /1. C. CaMoiiioB 6 CeHTSIOPS MUILIET B THEBHUKE:
“Basenenue [[K KIICC ‘O nonosxcenuu 6 pecnybruxax Cosemcrotl Ipubanmuru’
30€echb 80CNPUHAMO Kak yeposa. Pycckue mooice cmosam cmenoii. H ux nonams MOdCHO.
Hx crooa ne npuenawanu, Ho oHu He no cobcmeeHHoU 6one u npuexanu. M ocusym
yoice MHozue uymo ne nonsexa. Obe cmoponvt Opye Opyea He NOHUMAIOM U He XOMsim
nonamo. Hem senuxodywua” (Camoiinos, 2002, m. 2, c. 272).

B JlatBum omyOmukoBaH menbiii psa BocnomuHanuit o J[. C. Camoiinose,
MIOMOTAIOIINX HaM BOCCO3[aTh 00pa3 1mosTa, Nry0ke MPOHUKHYTH B €r0 MBICIIH,
TBOpPYECKHE MOMCKH, MYIICBHBIC MEPEKUBAHUS, a TOPOH — M B CUIOMHUHYTHBIE
IBIKCHUS nymu. D10 ‘“‘Pactpemanubiii paccka3z” M. Kozakosa (“Zlayrasa”, 1996,
Ne 1), cratest Mocuda Jlyoammuckoro “Tlamsitu [laBuna CamoiiioBa”, omyOIuKoBaHHAS
B kuure “Copok net ciycts” (Jayrasmuic, 1997); memyapnas ctarss FO. V1. AGp130Ba
“HNaBux CamoiinoB — 10 met ToMy Hazan’, B KOTOpOW OmyOIMKOBaH HaOpPOCOK
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CTHUXOTBOPHOTO BOCTOMHHaHUs, obpamennoro k 0. M. AGbkI30By, ocTaBmierocs
HenonucanubM (“JlayraBa”, 1998, Ne 1). O Hepeanm30BaHHOM H3-3a KOHYHHBI
J. C. CamoiinoBa 3ambiciie, 00 SKCIIEPUMEHTE, TOOYANTEIBHBIM TOTYKOM K KOTOPOMY
MOCITY XU Te3uc BecenoBckoro: "Hcmopus snumema ecms ucmopus nodmuyeckoeo
cmuis 8 cokpaujeHHom uzoanuu” HamucaHa ctathsa 0. AOw3oBa “TlogombITHBIN
anurer” (Abwvizos, 2001, c. 133).

Penensus JI.B.Cnpore Ha “CamoiinoBckue utenus” B Tamnuaae B 2000 romy
omyormkoBaHa B “Jlayrase” (2001, Ne 4). O npesentannn kauru J{asnma Camoiinosa “B
kpyry ceos” (Tammnn, 2001, cocraButens 0. Y. AGb130B), cocrosiBiietics B JIOPKe
B aBrycte 2001 rozxa, nmucan Bukrop ABotunbin (”Neatkariga Riga Avize”, 2001. g.
1. septembrT). ABTOpOM IaHHO CTAaTbM OBLTH OITyONMKOBAaHBI MaTEePHAIIBI O BCTpedax
¢ JlaBugom CaMOMIOBBIM U MHTEPBbIO ¢ HUM: “BoT u Bce. CMeXUIN 04U TeHUU”, O
BcTpeue ¢ nostom Ha Guidaxe JIY B 1987 roxy, “CamMONIOBCKIE YTEHHUS HA DCTOHCKON
3emsie”’, “becena ¢ JaBumpom CamoitnoBeim™ (Kononosa, 1994 a, 1994 6, 1987). beun
OITyOJIMKOBAH TaKXe psJ] CTaTell B By30BCKMX HAay4YHBIX COOpPHHKax, IOCBSIIEHHBIX
uHTepnpeTanuu TBopuecTna JaBuga Camoitnosa. C 1986 mo 1997 rox B Pure u
Hayrasmuice 0pu10 omyOnukoBaHo 7 ctareit (Pycckue nucamenu, 1999, c. 170-256).

B unTepsrto ¢ E. Pozenrans laBun CaMoIIoB BICKa3all CBOM B3I HA HCKYCCTBO
nepeBosia, B YaCTHOCTH, NePeBOJia MPOU3BEICHHUN JIATHIIICKAX aBTOpoB: “Katrai
valodai raksturigas ipatnéjas intondacijas un tradicijas. Ja tulkotdjs ir dzejnieks, vins,
to ievérojot, var radit originalam adekvatu makslas darbu. Esmu atdzejojis ne vien
Raini, bet art Ojaru Vacieti, Vizmu BelSevicu, Veltu Kaltinu un centies atveidot vinu
darbus krievu valoda péc labakas sirdsapzinas. Pats svarigakais ir, lai krievu lasttajs
izjustu, ka tie ir isti dzejnieki.” [B kaocoom A3vike xapakmepHvie 0COOeHHOCHU
unmonayuu u mpaouyuu. Eciu nepegoduux — nosm, o 9mo 3amemum, npumem 60
BHUMAHUe, U CO30ACH OPUSUHATIbHOE NPOU3BedeHUe, dOeKBAMHYIO XYO0HCECNBEHHYIO
pabomy. A nepesooun He monvko Paitinuca, O. Bayuemuca, B. Bonwesuyy,
B. Kanmuwinio; npu smom s cmapancs nepedams, 60CHPOU3EeCmu ux pabomol Ha
pyeekuil A3vlK Ha cosecmb. Camoe 8ajicHoe, nycmb pyccKue Yyumament no4y8cmsyiom,
umo smo Hacmoswue nosmei (nepeson Mot — H. K.)] (Rozentale, 1980, 3. Ipp.).

9 mronst 1989 roga B “Dailrade” 6bu10 0mMyOIMKOBaHO (HareyaTaHO HA PYCCKOM
s3pike B “banrtuiickoit razere” 10 mapra 1995 rona) unrepbio AHHBI OHIY/Ib C
Hasunom CamoiinoBeiM: “Talants — prasme izteikt sevi” (“TamanTt — ymeHne BBIpa3UTh
ce61”). A.OHIynb aKIEHTHPYEeT BHUMAHUE Ha OTKPBITOCTH, HCKPEHHOCTH, JaXe
KaKOH-TO JETCKOCTH 3TOTO YIMBUTEIBHOIO YeJOBEKa, 0OLIAThCS ¢ KOTOPBIM OBLIO
JIETKO ¥ MHTEPECHO, Ha HEOXKHUIAHHOCTU M MapaoKCaIbHOCTH €T0 B3IVIs1a HA MHOTHE
NpUBBIYHBIE Beln. becena Oblia mocasieHa NpuKiaHoMy UCcKyccTBy B [Ipubantuke,
BOMpPOCaM KyAbTypbl. “/[yxosnas xyremypa,— ropopui II. C. Camoiinos,— amo
c60600a oyxa” (Onyyno-I'adanosa, 1995, c. 9). IloaT coxanen 00 yTpare MIKajIbl
[EHHOCTEH B HAIIK JTHU, O TOM, 4TO “[lo33us u3 moovl eviuina Huine . Ha Bompoc,
KaKHe U3 ero CTUXOB noceaieHsl Pure, Jlarsun, lasun Camoiinos otBetui: ~’Ilepsoe
cmuxomeoperue o Puce nasvisanoce “Yauya Jlakcmueanac”. T1o3T pacckazan o
3aMbICIIe M3JaHUs] KHUTH ITEPEBOJIOB JIATHIIICKUX ABTOPOB (K COXKAJICHHIO, KHUTA TaK
n He BbinuIa u3-3a cmeptu J[. C. CamoiinoBa). B ToM jke UHTEPBBIO MOAT OTMETHIL:
”H3 namviuickoti nossuu Hpaeamcs oainel. M ocobenno 6nusox A.YHaxe, co3gyunwiii
pycckoi nosmuueckou Kynomype” (Onyyne-Iadanosa, 1995, c. 9).
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Heckonbko mon0opox mepeBoaoB JaThimickux naiH JlaBumom CaMoOiIOBBIM
orryOnmuKoBaHO B cempMoM Homepe ““JlayraBer” 3a 1984 rox. FO. M. AGpI30B B cTaThe
“Mup aaiiH 1 IpoOIeMbl UX TepeBoa’ yOeIUTEIbHO ONPOBEPT AaBHHUE KOHICIIIUU O
HETIepPEeBOANMOCTH JaifH, O HEMPABOMEPHOCTH MX COMOCTABICHHUH ¢ yacTymkamu. OH
MoKa3aj cBoeoOpas3me HAIMOHATIHHO-TICHXOIOTHYSCKUX, COIMATbHBIX, HPABCTBCHHO-
JCTETUYECKHUX (PaKTOPOB M MX COOTHOILICHHS B IECEHHOM TBOPYECTBE PYCCKUX U
narbimeit (4owvi306, 1984, c¢. 303). CTpemsch aoka3arh Oe3rpaHHYHBbIE BO3MOKHOCTH
BOCCO3/IaHUSA JallH CPEACTBAMH pyccKoro si3bika, HO. AOBI30B B KauecTBe IpuUMepa
NPUBEJ BEPCUM MEPEBOA OAHOW JIATBINICKON necHu “Jiis labi Jautini, Mes arT labi.
Nu més cits citu Ganisim”, KOTOpble IPUHAJIEKAT Pa3HBIM aBTopaM (Crogo 6 Hautetl
peuu, 1985, c. 30), cpaBHUBasL, B ToM gucie, nepeson J. C. Camoiinosa (“Bet — ir00u
umo Haodo, Mbet — nt00u umo Haoo, Tax dasatime dce Opye ¢ Opyackou Beracmo
nonaemcs’’) ¢ BapuantoM ®. Ckynpsl (“But Hac ne xyoce, Mot sac ne xyoice, H3vik
noueuwem, [{yueroky nomewum’). IlonoOHBIH 3KcIepuMeHT, 1o MEeHHIO b.H(banTREBA
u A.Jlocesa, nepcrektrBeH. Bee nepeBoqunky 1aifH 03aja4eHbI BOIIPOCOM Nepeadyn Ha
PYCCKOM SI3bIKE UIMEH MePCOHAKEH JIATHIIICKOH MHU()OTOTHH, BCTPEYAIOIINXCS B CTPOKAX
IaiH. “/[pesnenamvluickue O0dxcecmea nepesoO UKU OPYHCHO MPAHCIUMEPUPYION .
Dieva déls nepeBonutcs u xak J[beBoB cbiH, U Kak CoiH bora, Saules meita
nepeBoauTcs B Tekctax u kKak Jlouka Cayne, u xak Jlouka ConHua. Ménestins xe He
TPaHCIUTEPUPYETCs, a BCIOMY HepeBoautcs kak Mecsy (Croso 6 Hawell peuu, 1985,
c. 30-31). P. JIoOpoBeHCKHIA, aHATU3UPYS PYCCKUE MyOIMKAINY TAH MOCICHUX JICT,
MIPUXOIUT K BBIBOLY, UTO ‘1ambluiCKue HapOOHble NeCHU NOOOAIOMcs Nepesody MoiHO
MaK Jfce, Kax u PonbKIop, U NUCLMEHHAsS: NO33UsL OPYeUX HAPOO08: 8 Haubonee YOauHbIX
PYCCKUX coomeemcmeusx (umeemcsi 6 6uoy u eepcusi Jlasuoa Camoiinosa) He monvko
B0CNPOU3BOOUMCIL PUMMUKA U (YOHEMUKA NOOTUHHUKA, HO U 6HYMPEHHSSL MY3bIKd,
Ovixanue Ooatin” ([lobposenckuil, 1983, c. 98).

Jasun CaMoOHJIOB, HECOMHEHHO,— MacTep MepeBoja. 34eCh He CTaBUTCS
3a/a4a J0Ka3aTeabCTBA NMPABOMEPHOCTH TAaKMX CY)XJIECHHUH, 3TO TeMa OTACJIbHON
ctartb. OTPaHUUYNMCS JINIIb MEPEYHEM OIYyOIMKOBAaHHBIX B JIATBUHCKHUX M3JaHUSIX
CaMOWIIOBCKUX NepeBonoB. Tak, B xypHaie “JlayraBa” ObLIM OITyOJIMKOBAaHBI
ctuxorBopeHus Bentel Kanteinu B nmepeBone HaBuna Camoiinosa (1979, Ne2),
nepeBoy Oaianel Bummca [Imynonnca “YmoB canransckoro Mammca” (1990, Ne 2),
ctuxorBopenuit manta 3uenonnca n3 kauru “RE, ka” (1999, Ne 2). B “Jlayrase”
yBugenu cBeT u ctuxu A. Yaka B nepesoze J[. C. Camoitnosa (1989, Nel0): “Moii
nen”, “Kenmunasr”, “Enrasa”, “Moit pair”, “Tomep Hammx mgaei”, “Ha ropomckoit
okpaune”, “XKeHmuns! ¢ okpaunsl”’, “ConHeuHoe yTpo”. Anekcanapa Yaxa [laBun
CaMoiiNIOB OIIEHWII, TI0 €r0 COOCTBEHHOMY MPU3HAHUIO, C MEPBOTO MPOUYTEHHS, “C
mcTa” — KaK KPYITHOE SBJIEHHE JIATHIIICKON 1033uU. borbllle BCEro ero BOCXHTHIIA
(o 3ameuanuto 0. . AGb130Ba) “Qaxmyprocms”, “sewynocms” cTuxa, 30pKOCTh
rja3a U COYHOCTH JeTayei, 0e3 KOTOpPBIX HET MPOYHOI (QaKTyphl, a Takke
YyBCTBO IOMOpa. “Bcmpeua nacmoswux nosmos,— 1o CHpaBeyTMBOMY MHEHHIO
10. U. AGs130Ba, — ipedonpedenena cyovooii” (Abwizos, 1989, c. 72). Hacrosimmii most
BCErAa BUAUT, YTO MMEET JIeJI0 C HACTOSIIMM IO3TOM, J1aXKe €ClIU Mepe] HUM BCEro
JIUIIB — TOACTPOYHUKH (Abvi308, 1989, c. 73). IlepeBoast A. Yaka — 3T0 mocieqHne
cTpanulsl nepesogueckoi nestensHoctu Jl. C. Camoiinosa.

[TepeBoab! narbiickumu nostamu ctuxorBopenuit J[. C. CamoiisioBa U3 pazHbIX
cOOpPHUKOB Pa3JIMYHBIX TIEPUOJIOB TBOPUYECTBA HEOJHOKPATHO MyOJUKOBAIHUCH B
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narBuiickoi nmepuonuke. IlepeBonst Mapuca Yakmatica ObUTH OIyOIMKOBAHBI B IEBITOM
HOMepe KypHana “Liesma” 3a 1972 rox u B “Literatira un maksla” 20 mas Toro xe
roaa. bonbmas nogbopka ctuxoB JlaBuga CamoiinoBa B nepeBojie Mapuca Yaxnaiica
n MmanTta Ay3usbiia (¢ mociiecaopreM B. A. Basepe) yBuena cBeT BO BTOPOM TOME
“Krievu padomju dzeja” B 1978 romy. 12 centsiopst 1980 roma B *’Literatiira un Maksla”™
6buT0 HareyaraHo ctuxotBopenue [1. C. CamoitioBa u3 coopHuka “Bects” “A cioBo —
He opynbe mectu! Her!” B nepeBone Moutsl Kpombl. OnnoBpemento B “Padomju
Jaunatne” nosiBuics nepeseneHHblii Mapucom Yaknaiicom nuki “U3 ctuxos o nape
Wsane” (coopuuk [I. C. Camoiinosa “bimkaue ctpansr’). 13 ceHTAOps TOro ke roaa
“Cina” mo3HaKOMMIIA YUTATEIIEH C eIle OJHUM CTHXOTBOPEHHEM 13 cOopHUKa “Bects”
B nepeBoge M. Kpomsl — “Kro apuran Hamero pykoro”. Mmant 3uenonuc nepesen
cruxorBopenue JlaBuna CamoiinoBa “CnaBa bory! Cnasa bory!...” u3 cbopuuka
“Bropoii epesain”, onyonukoBanHoe 7 ceHTsI0pst 1984 roma B “Literatiira un maksla”.
B oroii razere B ToM xe 1984 romy yBuzaena cBeT mogbopka CTHXOTBOpeHUi [laBuna
CamoiisoBa 13 pa3HbIX €ro COOPHUKOB, TEPEBEACHHBIX Ha JIATBIIICKUH S3bIK MIMaHTOM
3uenonncom. B “Dzejas dienas” 3a 1984 ron Mapuc Yakmaiic omyOnMkoBa IepeBosI
ctuxoB JlaBuna CamoitnoBa u3 coOopuukoB “IHn” u “BTopoif mepeBan”, mpeaBapuB
UX BCTYIHTEIBHBIM CJIOBOM C “TOBOpSIIMM’ HazBaHueM “Divi man tuvi dzejnieki:
Viens no krievu $ibriza biitiskakajiem dzejniekiem Davids Samoilovs jau izsenis gada
lielako dalu dzivo Pérnava, vins tulkojis daudzus igaunu dzejniekus; liekas, igaunu
dzejas ziemelnieciska apvalditiba jausama Samoilova pédéjo gadu dzejas intonacija.
Vina dzeja, kura valda dzila vesturiska izpéte, kas apauglota ar Sodienigu intimitati,
ironiju, pasaka daudz biitiska no ta, ar ko Sodien aiznemti cilvéku prati. Samoilovs
tulkojis Vizmu Belsevicu, Ojaru Vacieti, un nesen ‘Daugava’ lasijam vina latviesu
tautasdziesmu atdzejojumus”’ (Caklais, 1984, 334. Ipp.).

Mapuc Yaxmatic Ha3piBaeT [JaBuna CaMoiiioBa OTHUM U3 CaMBIX 3HAYUTEIBHBIX
MO3TOB COBPEMEHHOCTU U OTMEYAET, YTo, KUBsl B DcToHUH, B IIspHY, OH mepesen
MHOT'UX 3CTOHCKHUX TTO3TOB, 4 B MOCJICAHCE BPEMS B €TI0 TBOPUYECTBE NOABUIIACH IYCTH
1 ellBa 3aME€THas, CepXKaHHAas MHTOHALUS CEBEPHOM 3CTOHCKOM 1o33uu. Ilo3suun
. C. CamoiinoBa npucyIl UCTOPU3M, IJIOAOTBOPHO AOMOJIHSAEMBIA HHTUMHOCTBIO,
uponwueil. [To cytu gena, Jlapuag CaMONUIOB paccKa3blBa€T O MHOTOM TaKoOM, YeM
ceromHs 3aHAT yM denoBedeckuid. lasun Camoiinos mepeBonni Busmy benmesuiry,
Osipa Banmerunca, u HenaBHO B “JlayraBe” Mbl YUTaIM €T0 NEPEBOJ JATBHIMICKHX
HapOAHBIX TIECCH.

Ha cmepts JlaBuma Camoitnosa (23 despans 1990 roga) oTKIMKHYIach
JaThImICcKast U pycckas mHTesmurenuus Jlarsuu. B razere JlarBuiickoro ¢donna
KyneTypsl 1 JlaTBuiickoro odmiecTBa pycckoil KynbTypsl “Buepa u 3aBTpa” 3a 1990
roj onyonukoBan Hekposior F0. M. A6sizoBa “Ymep 1. C. Camoiinos”; a B “Literatiira
un maksla” ot 3 mapra 1990 roma omy6mukoBana craths P.JJoOpoBerckoro “Davids
Samoilovs”. B Hell aBTOp MHIIET HE TOJBKO O CBOEM OTHOIIEHWH K TBOPYECTBY
M03Ta, HO M JIaeT OLEHKY Bceil moa3uu [lasuma CaMoiisioBa, XapakTepu3yeT paboTsl
MOCJIeTHUX JIET, aKLIEHTUPYs] BHUMaHUe Ha ToM, uto jupuka J{. C. CamoiinoBa B
TUIEHY HOBBIX IIyOMH U SICHOCTH, ObUIA U OCTaNach SIBJICHHEM PYCCKOH 1 eBpONEHCKON
KyneTypbl. My3a JlaBuga CamoiioBa BBICTOsIJIa Haepekop “TOCynapCTBEHHON
nos3un” bantuu, ucnpITanga BIMSIHAE U caMa IOBJIHAIA HAa 3CTOHCKYIO, JIATHIICKYIO 1
JUTOBCKYIO 1mo33uro0. P. JloOpoBeHckuit otmedat, uto [laBumy CaMoiIoBy HpaBHIach
Pura, u Tam ero Bceraa >kaanu aApy3ba. OTHUM U3 NMEpBhIX HauMHaHU JlaTBHiicKOTO
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PYCCKOTO KyJIBTYpHOTO 001ecTBa 061 Beuep mod3un J. C. CamoiiioBa B Moone)kKHOM
tearpe B Pure. CoBcem HenmaBHO modT mepesen S1. Paitaumca “Spélgju, dancoju” mo
“JIBeHaauatoil Houn™ Illexcnupa, U 3TO — BEIMKOJENHBIN nepeBoa. MHOro neT oH
MIOHEMHOTY ¢ OOJBIINM yIOBOJIBCTBHEM NIEPEBOIUII JIATHIIICKHE JaiiHbl. B mocnenHee
BpeMsi OH ObLT yBIIeueH mod3ueil A. Yaka.

“Patiesiba, galvaspilseta vienmeér ir tur, kur ir dzejnieks. D. Samoilova lirika,
giistot jaunu dzilumu un skaidribu, bija un palika krievu un Eiropas kultiras paradiba,
un zinams visparejs atsalums pret dzeju neskara so liriku. Samoilova miiza nopietni un
uzticigi izturéjas pret Baltijas valstu poéziju; ta atstaja ieteikmi un pati ietekméjas no
igaunu, latviesu un lietuviesu dzejas, pat Baltijas gaisa. Samoilovam patika Riga; tur
vinu vienmer gaidija draugi. Latvijas Krievu kultiiras biedribas viens no pirmajiem
pasakumiem bija D. Samoilova dzejas sarikojums Jaunatnes teatri. Pavisam nesen
vins bija partulkojis Raina “Spéléju, dancoju” péc Sekspira “Divpadsmitas nakts”
tas Skiet lieliska tulkotdja lielakais darbs pédéja laika. Daudzus gadus vins pa
druscinai un, Skiet, ar lielu patiku bija tulkojis latvju dainas. Pasa pédeja laika vins
bija aizravies ar A. Caka dzejam.” (Dobrovenskis, 1990, 14. Ipp.).

B 3aBepmenun ctarbu P.JIoOpoBEHCKHUH, IUTHPYS CTPOKH U3 CTUXOTBOPCHUS
JaBuna CamoiinoBa, Bomeamero B coopuuk “BomHa m xamens” [“Xouy, umobsi
MOU CIHBL U UX OPY3bsl HECAU MOl 2p0b 8 NPEeKPacHvlll NPpazoOHUK nozpebenssi. [...J
Kax srcane, umo ne ycnviuty mex noxean, u mysviku, u nenwvsi! Hy umo oce! Pazee s
cywecmeosan 6 ceoil Jlenv poxcoenvs!” (Camotiinos, 1990 a, c. 162)], mumer: “Kas
attiecas uz navi — vins daudzkart bija méginajis paraudzities vippus $is robezas.
Reiz, 1969. gada, vins pat aprakstija ‘briniskos svetkus’— savu nakamo apbedisanu:
'Cik zél, ka nedzirdésu uzslavas un man par godu brasus uzdziedienus! Bet kas par
to? Vai eksisteju maz es savas piedzimSanas diena? ”[Umo xacaemcsi cmepmu, ou
HEOOHOKPAMHO NbIMAJCA 832NAHYMb NO My cmopoHy pybdesca. Oonadxncowvt, ¢ 1969
200y OH cam onucain ‘“npeKkpacHsill npasoHuxk”’ — ceou 6yoywue noxopouul. “Kax
JHCane, MO He YCIblULYy NOX6al U 6 Moio yecmv Opasvix necen. Hy umo owce! Paszse
1 cywecmeosan 6 ceoll Jlenv pooicoenus!” (nepesoo moii— H. K.)] (Dobrovenskis,
1990, 14. Ipp.).

OpwurnnanbsHble cTixoTBopeHust JlaBnma Camoiiosa (Kak PpaBHIIo, N3 TOTOBSIIEHCS
K U3[IaHUI0 HOBOW KHHIH) MyOJIMKOBaluCh B XypHasie “Jlayrasa”: B 1979 romy
(Ne 2), 1980 (Ne 12), 1983 (Ne 5), B 1989 romy (Ne 10) 6110 OTyOIMKOBAHO AEBATH
CTHXOTBOpEHUH (BcrynurenbHast ctarhst F0. V. AObI30Ba), KOTOpBIE BIIOCICIACTBUH,
B 1992 rony, Bouun B cOopuuk “U3 nociennux cruxos” (Tammmuz, 1992). B 1990
rony B “Iayrase” (Ne 12) Opumm omyOmmkoBanbl HOBBIe ctuxu [l C. Camoiinosa,
€ro mpo3amyecKue OmbITH ‘M3 JHEBHHMKA BOCBMOTO Kiacca” (IO3Ke BOWIYT B €ro
“Ilonennsie 3anucu”, Mocksa, 2002); a Takxke nBe craTbu “O CTUXOTBOPEHUU
b. ITacrepnaka “3umuss Hous U “Ilo moBomy omHOI mepemucku” (0 Mepenucke
H. 5. Diinenemana ¢ B. I1. ActadbeBbim).

JaBun Camoiinos BciomuHan (“M3 qHeBHUKA BOCBMOTO Kjiacca’), UTO MEPBLIM,
KTO yKa3all eMy MPHU3BaHKE U My Th, ObLIT TOAT U KpUTHK Spononk Cemenos. O npame
B cTuxax “Cmaprak” (mepenenka CaMOHIOBEIM TIOBECTH S1HA), OH ckazam: “‘Yecmuas
paboma, Ho Hem euje camocmosimenvHocmu. [ ...] JJobveutvcs ceoeco, eciu o mebe
ckasicym: “On OvL1 obpazosanHetiuum venrosexom ceoeeo epemenu’” (Camoiinos,
1990 6, c. 110). Beoas! nsaTHaanatmwietHero Jasuga Camorinosa: “Camas eaokas
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geuyb — 10k, [...] Haoo cosopums npaedy unu monyames. [...] Hyoscno dvimo
yecmuvim u 000poim” (Camoiinos, 1990 6, c. 115). Y1 Takum OH OBLT 10 KOHITA CBOUX
JTHEH, TaKUM — ““4eCTHBIM U J00pbiM™~ — oMHHT [laBuna Camoiiosa JlaTBus.
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Davids Samoilovs un Latvija: publikdcijas un dailrades recepcija

Kopsavilkums

D. Samoilovs ir pazistams Raina, O. Vaciesa, 1. Ziedona, A. Caka un citu latviesu
dzejnieku darbu atdzejotajs krievu valoda. LatvieSu dzejnieki savukart arT ir tulkojusi
D. Samoilova dzeju.

Raksts ir veltits D. Samoilova sakariem ar Latviju.
Atslégvardi: publikacijas, uztvere, tulkojums, atminas, recepcija.

David Samoilow and Latvia: Publication and Perception
of Creative Work

Summary

The article is devoted to the famous poet D. Samoilow, to his correlation with
Latvia, Latvian poetry and Latvian art. D. Samoilow is a famous translator, and some
of his most successful translations are from the Latvian language into Russian. The
article is also devoted to those Latvian poets who translated Samoilow’s poetry.

Key words: publications, translations, memories.
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Interpretation of Jane Austen’s Novels
in Film and Translation

DzZeinas Ostinas darbu interpretacija
ekranizéjumos un tulkojumos

Antra Leine
LU Moderno valodu fakultate
Visvalza iela 4 a, Riga
ance@]leinis.com

Paper analyses how the change of social norms have influenced the screen adaptations and
translation of Jane Austen’s novel Pride and Prejudice. As the key example term “impertinence”
has been chosen. The analyses reveals that due to the change of social standards if the initial
dialogues and scenes are not adapted, acts which have seemed revolutionary in the 19" century
escape the notice of nowadays audience. Paper analyses different approaches of the 20" century
moviemakers in dealing with the problem.

Key words: Jane Austen, impertinence, social norms, screen versions, translation.

Jane Austen (1775-1817) is one of the most popular British authors and though she
has written only six novels in the turn of 18" and 19" centuries, they are transformed
in more than 30 films in the 20" century. Her novel “Pride and Prejudice” which has
been selected for the present analyses, is the most popular of all her writings and has
tempted movie directors at least four times (in 1940, 1967, 1979 and 1995) to create
a film presenting the relationship between Ms. Elizabeth Bennet and Mr. Darcy.

As Jane Austen is valued for creating heroines which considerably outstep the
accepted social norms of her time, one of major problems which has to be faced both
by movie directors and translators, is the fact, that these norms have greatly changed
since the novel has been written. The common problem of the translators and film
directors lies not in “what is to be told”, but in “how it should be presented”.

Thus in a film that has to be presented in the end of the 20* century it is very
difficult to show a woman breaking social standards, as the acts that might have seem
revolutionary in the beginning of the 19™ century, escape the notice of nowadays
spectator as being anything special. The same happens when the novel is accurately
translated without any adaptations or explantions, as the pure text often fails to reflect
the same message which is provided in the original text.

As one of the most important features which distinguishes the main heroine of
“Pride and Prejudice” among the other ones, is her impertinence, this will be used
as the key example in the illustration of the difficulties the moviemakers and the
translators have to deal with.'

In the 20" century the meaning of the word impertinence is: 1) unmannerly
intrusion or presumption; insolence; 2) irrelevance, inappropriateness, or absurdity?.
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In the 18" century the word ‘impertinent” has meant presumptuous and/or over-
familiar, as stated by Myra Stokes® in her analyses of the language of Jane Austen.
At the end of the 18" and the beginning of the 19" century to be impertinent was a
serious break of the accepted social rules. Jane Fergus* states it: “To be impertinent,
the reverse of the compliant and submissive behaviour recommended to young ladies,
and not to suffer for it, is figuratively to get away with murder”. As Deborah Kaplan
has indicated “A girl or woman who was self-willed might be ostracized, as happened
with Hester Wheeler, an adolescent acquaintance of the Austen circle. [..] Young
Hester had the unfortunate tendency to speak her mind. She was thus considered a
social disgrace. To keep her from sullying the characters of good girls, she was sent
away to distant relatives.”?

In the years when just to speak ones mind was a despised flaw of character, Jane
Austen letting her heroines act in obviously rebellious way would have been viewed
as: 1) having a bad taste or belonging to uneducated women from lower classes®,
2) seriously breaking the accepted rules that ought to be punished by forcing the
rebellious author out of the society.

The best that Jane Austen could do was to allow her female protagonist to be
impertinent — too bold and straightforward. It is a paradox that though in Jane Austen’s
years of life her Elizabeth has been characterised as even vulgar by contemporaries,
now, having no deeper knowledge of the time, it is almost impossible to understand
in what way Elizabeth proves herself to be impertinent. She seems just brave and
witty, very open and not a hypocrite.

Brightest examples of manifestation of impertinence in “Pride and Prejudice”,
are: 1) Elizabeth’s walk on foot to Netherlands, 2) her ability and inclination to give
direct and open answers, 3) exhibition of open sexual response to Wickham, as stated
by Jane Fergus: “By allowing her heroine Elizabeth to exhibit such open sexual
response to Wickham’s charm, Austen is violating some of the rules that govern
many women writers in the period. Delicacy and purity were expected of them; even
Austen herself expected it to some degree.””’

None of these will be noticed as a liberty by the most of the 20™ century audience,
though it has been different in the 18" century. If these scenes do not receive special
attention, impertinence of Elizabeth, forming one of the most important character
lines, is revealed inadequately thus causing a serious dilemma for moviemakers and
even more so — for the translators.

In the translation of the novel into Latvian the word “impertinence” is translated
as “nekauniba” (insolence) according to its meaning in the 20™ century.

Taking into account that the implied audience of Latvians are lacking the
knowledge of social and cultural background, it makes an average reader of the
translation quite unprepared to interpret Elizabeth’s actions as being anything
extraordinary. The translation of the particular word is adequate as it suggests how
some of Elizabeth’s actions might be viewed, but as the dialogue takes place in one
of the last pages of the novel, it hardly brings more light to the reader. The translation
in general offers striking examples of very uneven usage of lexical layers and many
of the characters use a mixture of colloquialisms and high flown language. Most of
the characters express themselves in a strange and inappropriate manner, like in the
following examples:
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“Lidija bija vira iemiléjusies lidz ausim” (p. 322) or “pasmiknadama teica
Elizabete” (p. 29) or a typical example by Mrs. Bennet as if she does not belong to
the higher society and does not know what is appropriate in the language and what is
not: “— Vai, dargumin, — turpindaja sieva, — man gan par vinu ir prieks. Tik traki glits!
Un vina masas ir Sarmantas sievietes.” In page 13 similar awkwardness is expressed
even in Mr. Bingley’s speech: “— Klau, Darsij, — vins sacija, — tev tak jaiet dejot.
Man galigi nepatik, ka tu te tik mulkigi slaisties apkart. Labak izloki kajas.”

Among those strange characters, Elizabeth generally sounds as the one who does
belong to the appropriate social circle, rational and intelligent. Surprisingly, up to the
end of the translation Elizabeth’s intonation changes into quite pompous manner of
expression: “Es nespéju vairs ilgak klusét, nepateikusies par jisu vardos neizsakamo
laipnibu pret manu nelaimigo masu. Kops pirma mirkla, kad to uzzinaju, esmu
ilgojusies pasacit jums, ko jitu sirdr.” (Ostina, 2000: 371) In the translation Elizabeth
might have been characterised as being not only sensible, but also impertinent by
the appropriate selection of vocabulary, but it has not happened. Elizabeth in Latvian
sounds sentimental — like the heroines of the 18" century literature which Jane Austen
attempted to parody. No other additional information is provided in the form of
commentaries or preface, so the audience can judge Elizabeth and her actions only
by what has been reflected in the translation.

While creating a screen version, an option is to show Elizabeth exactly as she is
described in the novel. The risk then is that the audience will not notice that Elizabeth
is exceeding the boundaries set for females of her time. Another option how to show
the free spirit of Elizabeth into a film is to make Elizabeth impertinent according to
the expectations of the implied audience exaggerating or explaining her behaviour.
Both variants have their favours and limitations.

In the films of 1940, 1979 and 1995'° different means have bean used to reveal
the intractable character of the protagonist. Analyses of the film versions prove that to
show the boldness of Elizabeth without the alteration of her most important character
traits has not been an easy task. In some cases, it is even doubtful whether the authors
have reached their aim.

Thus in Pride and Prejudice — 1979 Elizabeth (actress Elizabeth Garvie) is shown
as a sensible, well-bread young woman, more witty than ironic and by no means over-
familiar. To persuade the audience that Elizabeth is constrained by accepted social
norms less than other heroines are, Elizabeth must act so that the audience notices
the breakage of the norms without being told. In the scene between Elizabeth and
Colonel Fitzwilliam in Hunsford there has been an attempt made to show Elizabeth
acting in a slightly impertinent manner. (Pride and Prejudice — 1979) Here Elizabeth
is running away without any explanations or excuses, just after Colonel Fitzwilliam
reveals her how Darcy has rated her family when separating Bingley from Jane. It
does seem that here Elizabeth acts either impolitely or is too impulsive and is unable
to hide her real feelings. The scene illustrates how in Pride and Prejudice — 1979
instead of impertinence an effect of failing is created. A weakness of such kind does
not correspond to the novel, where Elizabeth in the same episode “would not trust
herself with an answer, and, therefore, abruptly changing the conversation, talked on
indifferent matters till they reached the parsonage.”'! In the novel the only “liberty”
Elizabeth allows herself is to change the subject, but in no way she is so impulsive
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as to run away. Here director Cyril Coke in attempt to illustrate, that Elizabeth feels
greatly vexed has made her more emotional and thus weaker than the heroine of the
novel. In general, to exhibit ones feelings so openly, is a failure which is not typical
to Jane Austen’s heroines. The author herself has always been against the fragility that
was expected from her sex in her times: “Jane Austen seems to have an unarticulated
image of a fully individualised woman who is physically and mentally unrestricted,
more mobile, more aware, more herself than the fainting creature in need of male
protection, an image that the conduct books and popular fiction had combined to
idealise.”!? Cyril Coke has organised the scene presuming that the implied audience
would share belief that fragility should be a characteristic feature of all women in
the 18" century and thus is a “natural” behaviour of the women of “those old times”.
The fact, that rational women in the turn of the 18—19" centuries (and Elizabeth is
believed to be highly rational) would unlikely afford such display of emotions and
the fact, that such action seems silly also nowadays, may suggest, that the director
has used the scene just to illustrate the common view that women are instable, weak
and irrational.

Authors'? of Pride and Prejudice — 1995 have set an aim to create a film that
should closely follow the novel in both spirit and plot. Their Elizabeth (actress
Jennifer Ehle) partly corresponds to the one of the novel. She has the same openness
and playfulness. She is adequately smart, but she is not impertinent — the feature is
completely lost to the screen. Again, instead of showing the rebelliousness of the
protagonist, untypical weakness of temper is ascribed to the heroine, at the same
time diminishing the comic effect of some scenes to the minimum. Also Pride and
Prejudice — 1979 has not always managed to preserve the spirit of the novel, but
the film of 1995 is the most melodramatic of all versions. Even the climax scene
between Elizabeth and Lady Catherine instead of laughter or at least enjoyable
approval of Elizabeth’s witty answers, causes compassion. Elizabeth of Pride and
Prejudice — 1995 takes the insults very painfully, obviously is barely able not to start
crying, and has to flee away and to lose her temper if front of Lady Catherine and
in front of her own house, most probably discretely watched by all her relatives.
Such a scene corresponds neither to the novel nor to the accepted social standards
of the 19" century. As stressed by Dickson: “Austen’s characters always keep their
tempers; when they are irritable or out of sorts, they remain in their rooms. Austen’s
characters disagree in private, never with others present.”'

In comparison to the scene created by the authors of Pride and Prejudice — 1995,
Elizabeths of Pride and Prejudice — 1940 and 1979 are not at all moved by Lady
Catherine’s insults. In these films the scene is comic and provokes at least smiles if
not laughter. Both Elizabeths of Pride and Prejudice — 1940 and 1979 instead of
running away, politely or less politely show the door to Lady Catherine.

“Lady Catherine: [ shall not leave this house until you give me the assurance
for which I ask!

Elizabeth in a perfectly calm and kind voice: In that case, Lady Catherine, I had
better ring for the butler. He will show you to your bedroom. Or; if you decide after
all not to stay, he will conduct you to your carriage!

Elizabeth to butler: Oh Mathew, I have the impression that her ladyship wishes
to be taken to her carriage. Good by Lady Catherine!” (Pride and Prejudice — 1940)
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Also Elizabeth of Pride and Prejudice — 1979 cannot be set out of mood by
a person whom she does not respect and she will not allow her enemy to see her
distressed. Instead of changing the original dialogue, as it has happened in Pride and
Prejudice — 1940, Elizabeth of Pride and Prejudice — 1979 demonstrates her attitude
mainly with the intonation of her voice, gentle smile and bodily movements.

Thus the given scenes in Pride and Prejudice — 1979 and Pride and Prejudice —
1940 prove that it is possible to provide accurate reflection of the character of
Elizabeth and the accepted social standards of the time.

In opposite to the films of 1979 and 1995 where some important characteristic
features of Elizabeth have almost disappeared and new ones have appeared, the
authors'® of Pride and Prejudice — 1940 have obviously believed that impertinence
in the present meaning of the word is the basic character feature of Elizabeth (actress
Greer Garson) and must be exposed as much as possible. Elizabeth of Pride and
Prejudice — 1940 is responding to the events with much more spirit than Elizabeth
of the novel is. While the authors of Pride and Prejudice — 1979 and Pride and
Prejudice — 1995 may be accused for having not disclosed the impertinence of
Elizabeth, authors of Pride and Prejudice — 1940 seem to have exaggerated this
aspect. Their Elizabeth besides being bold is occasionally rude and impolite. However,
if women in Jane Austen times would dare to act like this heroine, they would
have lost their status in the society and it is hardly possible that they might be
considered as appropriate spouses. A striking example of exaggeration appears in
the first ballroom scene, where Elizabeth after listening how Mr. Darcy finds her just
“tolerable enough” rudely rejects Darcy’s invitation to dance. Elizabeth continues in
a similar manner throughout the film, often deliberately trying to insult Mr. Darcy
and demonstrating selfish disrespect to the other person’s feelings which can not be
found in the novel.

After comparing the three screen versions of Pride and Prejudice and its Latvian
translation, it becomes clear that to present an accurate reflection of the most
important features of Jane Austen’s heroines and the social standards of the 19"
century, background analyses of social norms should be carried out and accurate
interpretation provided. Paradoxically that if in the process of adaptation there are
made no deviations from the original text, then the message is changed more than if
appropriate changes are involved.

Dzeinas Ostinas darbu interpretacija ekranizéjumos un tulkojumos
Kopsavilkums

Raksta autore apliiko, ka socialo normu maina ir ietekmgjusi britu autores DZeinas
Ostinas (1775-1817) romana Lepnums un aizspriedumi tulkojumus un ekranizacijas.
Ka piemérs aplikots varda “nekauniba” (impertinence) nozime, kas lidz ar sabiedribas
tradicijam ir butiski mainfjusies. L1dz ar to burtisks romana notikumu un dialogu
atspogulojums nenodro$ina precizu Ostinas t€lu raksturojumu, jo normas, kas izsauca
sabiedribas nosodijumu 18. gadsimta, 20. gadsimta auditorijai lickas paSsaprotamas.
Analizeti panémieni, kas izmantoti filmas, lai parvarétu pretrunu, kas rodas starp vélmi
precizi att€lot romana saturu un dialogus, vienlaicigi saglabajot t€lu raksturojumu.
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Metaliteratiiras elementi
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Elements of Metafiction in the Prose
of Margaret Atwood and Gundega Repse
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Raksta apliikoti metaliteratiiras elementi kanadieSu prozaikes Margaretas Atvudas un latviesu
rakstnieces Gundegas Repses darbos, Tpasi pieverSoties parrakstiSanas struktiirai, kas abu
autoru tekstos veidota, aktualizgjot dzimtes kategoriju. Raksta analiz€ta romantiskas milas
sizeta shémas parrakstiSana Margaretas Atvudas romana Dama parege un Gundegas Repses
romana Enu apokrifs, apversot subjekta (viriskais) — objekta (sieviskais) dzimtes kodu.
Atslegvardi: metaliteratiira, paSrefleksivitate, parrakstiSana, dzimte, sieviskais.

Terminu “metaliteratiira” 20. gs. 60. gados piedava amerikanu rakstnieks un
literatiirteor&tikis Viljams Gass (William Gass), apzimgjot jaunas tendences amerikanu
un Rietumeiropas rakstnieku paaudzes (Dzons Barts, Donalds Bartelms, Ricards
Brotigans, Hulio Kortasars, Gilberts Sorentino, pats Viljams Gass, Italo Kalvino
u. c.) darbos. Vins defin€ metaliterattiru ka pasrefleksivas literatiras paveidu, kas
pcta savas rasanas nosacijumus, liek literatlira apjaust fiktivo un konstrugto un parnest
to uz realitates izjitu, tad€jadi noardot robezu starp literatiiru un realitati.! Termins
nozimé “par” vai “pec” literatliras, un tas praktizetaji izmanto metafiktivas tehnikas,
lai sagrautu mimétisko efektu, kas raksturigs realistiskajam romanam.

Antimimétiskums un paSrefleksivitate ir biitiskakas metaliteratliras iezimes,
kuras akcent€ja tas agrinie parstavji. Patricija Vo (Patricia Waugh) metaliteratiras
j&dzienu attiecina uz tadu literattiru, kas apzinati un sistematiski piever§ uzmanibu sev
ka artefaktam, risinot jautajumus par saikni starp literatiiru un realitati. Atmaskojot
realitates efekta konstru€Sanas paneémienus, metaliteratiira ne tikai atklaj literatras
pamatstruktiras, bet lieck domat ari par pasauli arpus teksta ka fiktivu veidojumu.

Lidztekus metaliteratiiras attistibai poststrukturalisma teorijas veidojas radikali
prieksstati par tekstualitati ka paSrefleksivu lauku, kas atrodas bezgaliga nozimes
producesanas procesa, kur teksts top dinamiska mijiedarbiba ar citiem tekstiem.
Lidzas plasak pazistamajiem poststrukturalistu jédzieniem, ka, pieméram, Jilijas
Kristevas intertekstualitate’, Zerara Zeneta transtekstualitate*, Rolana Barta prieksstati
par tekstu ka citaru audumu®, minami Zaka Derida piedavatie jedzieni, teoretizgjot
komplicétas attiecibas starp tekstualitates konfiguracijam: potzars jeb transplantats
(graft)’, invaginacijas jeb tekstualo kabatu veidosandas’ u.c.
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Butisks prieksstats par rakstibas, tekstualitates un subjektivitates komplicéto
kopsakaru piedavats Derida agrinaja krajuma Rakstiba un atskiriba (L écriture et la
différence, 1967). Eseja Freids un rakstibas vieta Derida izstrada prieksstatu par tekstu
ka palimpsestu, atsaucoties uz Viduslaikos pienemto vairakkartgjo rakstiSanu uz viena
un ta pasa pergamenta, izdzgSot ieprieks rakstito. Palimpsesta princips tiek saskatits
freidiskaja psihes modeli, kura tris slanus — zemapzinu, prick$apzinu un apzinu — var
izteloties ka vaska plaksni, kas parsegta ar aug$pusé piestiprinatu vaska papiru un
celuloida aizsargplévi un uz kuras var rakstit ar irbuli, rakstito periodiski nodz&sot,
vienkarsi pacelot vaska papiru no miksta vaska. Derida to déveé par mistisko rakstibas
“bloknotu”, kas cilvéka apzinas darbibu lauj interpretét ka daudzkarteju parrakstisanas
procesu — percepciju registraciju zemapzina, atminu ierakstiSanu priekSapzina,
transkripciju no neapzinata apzinataja utt.® Tadgjadi rakstibas un tekstualitates
iezimes tiek piedévétas cilveéka apzinas darbibai. Derida secina, ka rakstibas subjekts
ir attiecibu sisteéma starp vairakiem Itmeniem: mistisko bloknotu, psihi, sabiedribu,
pasauli, tadgjadi problematizgjot klasiskas subjektivitates un autoribas izpratni. VEl
vairak, Derida iezimé arT rakstibas intersubjektivo aspektu, apgalvojot, ka rakstibas
subjekta notiek sadursmes drama starp autoru, kas lasa, un lasttaju, kas dikte, tad€jadi
radot komunikativo sititaja (autora) un sanémgéja (lasitaja) mehanismu pasa rakstiba
un saistot rakstibas un lasiSanas prakses.

Mazliet vienkarsaka veida autora un lasitaja kopsakaru atzZimé ar1 Rolans Barts
eseja Autora nave, noradot, ka lasitajs, ne vairs autors, ir ta telpa, kura fokusgjas
visi rakstibu veidojosie pavedieni un citati, un uz Autora naves rékina piedzimst
lasitajs.’

Sie prieksstati kliist par pamatu turpmak plasi teoretizétajam rakstisanas ka
parrakstiSanas un lasiSanas kopsakaram, kuru DZonatans Kallers atzime ka raksturigu
laikmetigu teor&tisku nostadni'® un kas klist par centralo metaliteratiiras iezimi. Saja
situacija priek$plana izvirzas postmodernas parrakstiSanas registri. To spektra ipasa
vieta ir parodijai ka radikalai un kritiskai parrakstiSanas praksei. Linda Hacena
parodiju saista ar postmodernas kultiiras centieniem kritiski parskatit jeb parlasit
pagatni, vienlaicigi apliecinot un ardot pagatnes reprezentacijas. Pieversoties pagatnes
reprezentaciju vesturei un parrakstot (parlasot) tas tagadnes konteksta, tick atklata
reprezentaciju ideologiska struktiira un politika.!

Virkne pétniecu, ka Marlina Bara, Tana Modleski, Patricija Vo u. c., izdala
feministisko metaliteratiru. Feministiska metaliteratiira parrakstiSanas struktiira
akcenté dzimumat§kiribu, parrakstot patriarhalos “stastus” no sievis§ka viedokla
un pieverSot uzmanibu kultlira un tekstualitaté atrazotajiem dzimuma kodiem, un
tiecoties péc to izmainiSanas.'? Rietumos feministiska metaliteratiira ir plasi izplatita,
turklat ta spilgtak iezimgjas angloamerikanu un vacu literatiiras. Bet citur, piem&ram,
latvieSu literatira, lidzas saméra izteiktajai metaliteratiiras tradicijai (no Margera
Zarina lidz Janim Einfeldam un Arvim Kolmanim) feministiska metaliteratiira tomér
Skiet rudimentara, tacu taja pat laika tas nedaudzas izpausmes ir zimigas un pelna
ieveribu.

Salidzinot kanadiesu rakstnieces Margaretas Atvudas (Margaret Atwood, dz.
1939) un latviesu rakstnieces Gundegas Repses (dz. 1961) dailradi, jaatzist, kas vinas
ir uzskatamas par interesantakajam un nozimigakajam “jaunas paaudzes” rakstniecém,
kas pieversas kultiras aktualitatém un sniedz butisku ieguldijumu literara procesa
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attistiba katra sava kulttiras konteksta. Atvuda ienak literatfira 60. gadu beigas, Repse —
80. gadu otraja pus€; gan kanadiesu, gan latviesu literatiira tas ir paversiena posms, un
abu rakstnieCu dailrade ir veicinajusi parmainas, izraisijusi debates un radusi spilgtu
rezonansi. Metaliteratiiras elementiem taja ir sava ipasa loma. Margaretas Atvudas
romanos vérojams pla$s tipologiskais spektrs un daudzveidiga stilistika, ta¢u, sakot
ar pirmo romanu Edama sieviete (The Edible Woman, 1969), vinas tekstos periodiski
atgriezas parrakstiSanas vai parodijiska@s struktiiras ievisanas tendence. Gundegas
Repses proza visizteiktak metaliterara ievirze jlitama romana Enu apokrifs (1996),
parrakstiSanas struktiira veidota, ieklaujot sievisko viedokli, kas lauj tos aplikot
feministiskas metaliteratiiras konteksta.

Parrakstot tradicionalos sizetus, zanriskas shémas un konvencijas caur dzimtes
aktualizacijas prizmu, gan Atvudas, gan Repses tekstos tiek panakts to dzeSanas efekts.
Literaraja tradicija aprob&to “stastu” neatbilstiba, nederigums, disfunkcionalitate ir
metaliteratiiras pamatpienmums, kas tiek saistits ar literatiiras nespgju iziet arpus sevis
pasas, reflektet tikai vien sevi. Sieviska ierakstiSana tradicionalajos “stastos” atklaj
to pielagotibu androcentriskajam skatljumam, kas ticis uztverts ka visparcilvécisks.
Atmaskojot dzimtes kodu vai parodgjot to, tradicionalie “stasti” zaude funkcionalitati.
Raugoties no sieviska pozicijam, tie izradas maksligi un neadekvati. So tradicionilo
“stastu” dzeSanas efektu papildina varones begSanas motivs, ko varetu traktet ka
sieviska izslidéSanu no vinai nepiemérota sizeta, vinu iegrozojoso sh&mu giista.
Sada — virisko “stastu” dz&Sanas un sieviska bégsanas — parklasanas vérojama Atvudas
romana Dama parege (Lady Oracle, 1976; latv. 2000) un Repses Enu apokrifa.

Romana Dama parege varone Dzouna Fostere ir gotisko lubu romanu rakstniece;
vinas dzivesstasta epizodes mijas ar vinas rakstita teksta epizodém. Abi teksti —
DzZounas dzivesstasts un vinas rakstitais teksts — tick sapliidinati, parnesot viena teksta
elementus uz otru. Lidzigi ka vinas gotiskaja tradicija veidotas varones, arT DZouna
jutas iesprostota, nonakusi sava likteniga viriesa (Pola, velak Artura) vara; art DZounas
dzive rit svesa telpa, kur slépjas vinai neizprotami vai naidigi spcki — sancenses
(Pola sievietes), varmakas (narciSu virs, reportieri), dubultnieki, kam ir mistiska
ietekme uz vinas likteni (tante LT, Karaliska Dzelonciika), arT vina tiek provocétas
iracionalas ticksmes, kam ir potenciali destruktivs vai pasdestruktivs raksturs un kas
var klut par iemeslu magiskam parveértibam (vinas kermena parvértibas, ieglistot un
zaudgjot lieko svaru). Vinas rakstito lubu romanu klisejas projic€jas vinas dzive;
nedz ka rakstniece, nedz ka sieviete Dzouna nesp€j noteikt stasta virzibu citadi, ka
vien to travest&jot vai izdz&Sot. Pirmo principu vina lieto savos romanos, otro — sava
dzive, periodiski iznicinot savu pagatni un iemiesojoties jauna t€la, nonakot pat lidz
pasnavibas inscené$anai. Metamorfoze ir iesp&jama tikai, bégot no kartéja sprosta.

Romana nosléguma aspratigi tiek izmantota parodija: DZounas izsekotajs, kas
nonacis vinai uz pedam, klist par vinas upuri (Dzouna ievaino vinu, ar pudeli iesitot
pa galvu) un nakamo milas objektu. Varmaka un upuris (gan varmacibas, gan ickares)
ir mainfjusi dzimti. Dzounas iemiesoSanas jauna loma aizsak jaunu posmu vinas
dzives sizeta, tacu risindjuma tam nav, stasts tiek aprauts. Dzim$u parslégsana ir
sizeta strupcel$, kas apliecina, ka dzimtes kods ietverts sizeta dzilakaja liment —
predikativajas attiecibas starp subjektu (virisko) un objektu (sievisko), kam piemit
darbibas generésanas potencials. Dzounai ka gotiska sizeta varonei ir divas iespgjas:
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vai nu saglabat objekta un upura poziciju, nodrosinot nebeidzamus viena un ta pasa
sizetiska modela atkartosanas ciklus, vai ar1, ienemot subjekta poziciju un parslédzot
subjekta un objekta dzimtes, partraukt sizetu. Autores dzimums nespgj mainit sizeta
dzimtes kodu, ja nu vienigi ieviest taja jucekli: “Juceklis tiesam izcélas liels; bet es
Jjau art neceru, ka jebkad busu ipasi akurata.”"

Gundegas Repses romana Enu apokrifs pasrefleksivitates efektu rada personificéta
viszino$as autores balss, kuras komentari iezimé distanci starp autores “es” un
varoni Ninu. Veidojot stastu par Ninas b&gSanu (izb&gusi no laulibas “cietuma”
romana sakuma, Nina nonak romantiskas milestibas “giista”, kuru apjausot, bégsana
atkartojas), autore veic romantiskas milas stasta izdz&Sanu. Stasts tiek izdz@sts
ne tikai konceptuali, varonei atsakoties no vinai paredz&tajam sievas, iemilotas,
mijakas lomam. Tas tiek dekonstruéts, atmaskojot un tadgjadi padarot nefunkcionalu
romantiskas milestibas stasta centralo struktiirelementu — robezu, kas tiek markéta ka
sieviete. Milotas iegiiSana vai apprec€Sana ir robezas parkapsSanas varianti, veidojot
romantiskas milas sizetu, kur varonis un darbibas veicgjs ir virietis. Dzimumu
asimetrijas princips patriarhalaja kultara, sizetos un tekstos nepielauj vienkarsu
dzimsu parslégsanu: ja varone un darbibas veicgja ir sieviete, virietis tapec neklist par
robezu, kuru apprecot vai iegiistot veidotos milas stasts. Darbibas veicgja un robezas
dzimtes nav parslédzamas. Enu apokrifa tiek atsegta varones ka robezas funkcija,
padarot tradicionalo milas stasta sizetu nefunkcionalu. Jauns sieviskais sizets netiek
radits, jo varone nav darbibas veicgja, bet simbolizé robezu, kurai izzudot sieviete
“parkapj” pati sevi. Varonei izziidot, nav iesp&jams noklit ari “otraja pus€”, sieviskaja
telpa. Kas ir $T aizspogulija, sievietes (ne)apdzivota telpa, kadas ir tas mitiskas vai
sadziviskas dimensijas, ka tur rit ikdiena, vai un ka sieviete tur mil, doma, rada — uz
Siem jautagjumiem atbildes nav. Lasitajs paliek nezina kopa ar Raulu un Haldoru,
gaidot lidosta Ninu, kura neatlido.

Lai arT varone no siZeta izzud, sieviskais saglabajas autores t€la un autores balss
dal&ji kompensg sievietes desubjektivizaciju varong. Viszino$a autora t€ls ka salidzinosi
nesen iedibinats metaliterarais elements nav strikti integréts teksta gramatiskaja
struktfird un ir elastigs dzimtes aspekta. Tadel, ja sieviskas varones variablitate un
funkcijas teksta gramatiskaja struktiira ir ierobezotas, tad sieviskas autores briviba ir
lielaka un vinas balss kliist par drosaku sieviska viedokla nes€ju neka varones balss,
kura romana arT nav izversta. Autores viedokla dominante par varones viedokli ir
specifiska sieviskas metaliteratliras iezZime. Romana beigas varonei paziidot arT no
autores redzesloka, autore paliek virieSu pasaulE, ta veidojot un sargajot robezu uz
jaunatrasto sievisko telpu, kas nav materializ&jusies reprezent€jamos apveidos. Kadel?
lespgjams, ka ta pastav tikai autores fantazija ka sieviesu rakstiba periodiski vérojama
vairak vai mazak apzinata vélme p&c autentiskas sieviskas teritorijas, ko var atvairit ka
utopisku domu vai uztvert nopietni ka tieksmi p&c sabiedribas un kultiiras atjaunosanas.
Zimigi ir tas, ka autores t€ls materializ&jas, konfrontgjoties ar virisko skatienu romana
beigu epizodg lidosta, kur Rauls un Haldors gaida Ninu, kas neatgriezisies. Autore tiek
ne vien pamanita, bet arT atmaskota ka vainiga varones pazusana un sizeta izjauksana:
“Kad rupora tiek izzinota nakamas lidmasinas nolaisanas, vini gandriz reizé pagriezas
pret mani. Noladéjums ir ka viena, ta otra acis.”" Vinu frustracija atklaj agresivitati,
kas kalpo ka retrospektiva papildu motivacija varones bégSanai un no kuras autores
tels vinu aizklaj un pasarga.
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Starp autores balsi un varoni saskelta sieviska pozicionalitate teksta ir zZimiga
apstaklos, kad autores t€ls ir veidots ka aizsegs sieviska telpai, aizklajot varoni
skatienam un konfrontgjoties ar virisko frustraciju un maskaradi. Uz to norada ar1
romana nosaukuma ietvertais apokrifa jédziens. Apokrifs ka teksts, kas ir izslégts
no oficiala kanona, piesaka citu stastu, atSkirigu versiju. Ninas stasts ka sieviskais
apokrifs paliek &na, taipus, turklat, varonei paziidot no viriska skatiena kontrolétas
un autores vestfjumam pieejamas telpas, tas tiek padarits nepieejams. Sieviska stasta
pieteikSana un ta izstastiSanas neiesp&jamiba ir T teksta centrala pretruna un reizé
arT konceptuala nostadne. Ta ir raksturiga iezime situacija, kad ir apjausts dzimtes
kods, bet tritkkst reprezentacijas lidzeklu un diskursivo resursu ta tekstualizacijai.
Ta meklesana izpauzas turpmakaja Gundegas Repses rakstiba un rod interesantas
atklasmes vinas romanos Sarkans (1998) un Ikstite (2000).

ATSAUCES UN PIEZIMES

Currie, M., ed. (1995) Metafiction. London, New York: Longman. 1.-5. p.

2 Waugh, P. (1992) Metafiction: The Theory and Practice of Self-Conscious Fiction. London:
Routledge, 2. p.

Kristeva, J. Revolution in Poetic Language in The Kristeva Reader (1990), ed. by T. Moi.
Basil Blackwell. 111. p.

Genette, G. (1997) Paratexts: Thresholds of Interpretation. Cambridge University Press.
Barthes, R. (1977) Image, Music, Text. New York: Hill&Wang. 146. p.

Eseja “Dubultseanss” (La Double séance, 1972) franu simbolista Stefana Malarmé teksts
tiek uzpotéts Platona Filéba fragmentam, ta iztirzajot literatliras un filozofijas attiecibas,
savukart tekstd Glas (1974) veidots vacu filozofa Hégela un fran¢u rakstnieka Zana Zeng
tekstu transplantats, demonstrgjot robezas izpluiSanu starp diviem skietami nesavienojamiem
diskursiem — Hégela Absolita Gara dialektikas izklastu un Zen& pornografisko rakstibu.
Eseja par Morisu Blanso Izdzivosana: robezlinijas (Survivre, 1979) Derida vizuali demonstré
teksta “virsmas” tendenci ielocities un izveidot ieks$gju kabatu, pavairojot virsmas un atcelot

w

IS

o

=N

-

komentars kluvis lidzvertigs augs€jam tekstam — robeza starp tekstu un komentaru ir

izveidojusi kabatu un nav nosakama prioritara lasisanas seciba.

Derrida, J. (1997) Writing and Difference. London, New York: Routledge. 220.-24. p.

° Barthes, R. Image, Music, Text. 148. p.

10 Culler, J. (1994) On Deconstruction: Theory and Criticism after Structuralism. London:
Routledge, 36.-7. p.

' Hutcheon, L. (1989) The Politics of Postmodernism. London, New York: Routledge, 94.-5. p.

12 Barr, M. S. (1992) Feminist Fabulation: Space — Postmodern Fiction. University of Iowa
Press.

3 Atvuda, M. (2000) Dama parege. Riga: Aténas klubs. 420. Ipp.

14 Repse, G. (1996) Enu apokrifs. Riga: Preses nams. 174. Ipp.

3



82 LITERATURZINATNE UN FOLKLORISTIKA

LITERATURA

1. Atvuda, M. (2000) Dama parege. Riga: Atenas klubs.

2. Barr, M. S. (1992) Feminist Fabulation: Space — Postmodern Fiction. University of lowa
Press.

3. Barthes, R. (1977) Image, Music, Text. New York: Hill & Wang.

4. Culler, J. (1994) On Deconstruction: Theory and Criticism after Structuralism. London:
Routledge.

5. Currie, M., ed. (1995) Metdfiction. London, New York: Longman.

6. Derrida, J. (1991a) The Double Session, in Kamuf, ed. (1991).

7. Derrida, Jacques (1991b) Glas, in Kamuf, ed. (1991).

8. Derrida, Jacques (1991c¢) Living On: Border Lines, in Kamuf, ed. (1991).

9. Derrida, J. (1997) Writing and Difference. London, New York: Routledge.

10. Genette, G. (1997) Paratexts: Thresholds of Interpretation. Cambridge University
Press.

11. Hutcheon, L. (1989) The Politics of Postmodernism. London, New York: Routledge.

12. Kamuf, P., ed. (1991) 4 Derrida Reader: Between the Blinds. New York: Columbia
University Press.

13. Moi, T., ed. (1990) The Kristeva Reader. Basil Blackwell.

14. Repse, G. (1996) Enu apokrifs. Riga: Preses nams.

15. Waugh, P. (1992) Metafiction: The Theory and Practice of Self-Conscious Fiction. London
and New York: Routledge.

Elements of Metafiction in the Prose of Margaret Atwood and
Gundega Repse
Summary

The present article deals with the elements of metafiction in the prose of the
Canadian writer Margaret Atwood and Latvian author Gundega Repse. William Gass
and Patricia Waugh compare metafiction to an umbrella notion for a large variety of
self-conscious and anti-mimetic texts, focusing on the structure of re-writing as one
of its most specific features. The structure of re-writing is regarded from the feminist
perspective, according to which patriarchal narratives are re-written from the feminine
point of view which leads to their erasure or radical transformation.

The article focuses on re-writing of the romantic love plot in Atwood’s novel
Lady Oracle and Repse’s novel Enu apokrifs (Shadow Apocrypha). It investigates
the effect of reversing the gender code of the subject (masculine) — object (feminine)
binary in the plot of romantic love that results in an impasse which in both novels
takes the form of the heroine’s escape. Atwood provides a parodic framework to this,
showing Joan Foster as an ‘escape artist’ who carries on in vicious circles of a Gothic
romance, reproducing the position of a victim and a prey to her male persecutors,
until finally this position is parodically reversed. Repse’s escapist heroine is stripped
of rational motivation, partially desubjectivized, however this is compensated by the
dramatized author’s voice.
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CruxorBopenue C. Hagcona “SI poc Ttede uy:xkum
OTBep:KeHHbIH HApod...” u pomaH B. ’KabdoTunckoro
“Camcon Ha3zopeii”

S. Nadsona dzejolis “SI poc Tebe 4y:KuM OTBepKEHHbIIH
Hapon...” un V. Zabotinska romans “Samsons Nazorejs”

The S. Nadson’s Poem “SI poc Te6e 4yy:kMM OTBEpKEHHbIH
Hapoa...” and V. Zhadotinsky’s novel “Samson Nazorej”

Jumna BacuibeBa
Daugavpils Universitate Humanitara fakultate
elina.vasiljeva@inbox.lv

JlanHOE Mcclle[OBaHUE IIPECTABIIIET COOOH MOIBITKY CONOCTABICHHUS JIBYX TEKCTOB, CXOHBIX
M0 CBOEH TeMaTHWKe, HO MPU ITOM MPHHAATEKAMNX K PA3HBIM JIUTEPATYPHBIM TPATHIIUIM,

”

cruxorBopenue C. Hazncona “fI poc tebe 4ykuMm, OTBEpP)KEHHBIH Hapod...” W pomMaHa

ILT)

B.2XKXa6otunckoro “Camcon Hazopeii”. Ha Teopetnueckom ypoBHE MCCIECIOBAHUS TOJOOHOTO
pona cBs3aHbl ¢ MPOOIEMON pyccKo-eBpelickoil KyinbTyphl. Tekct Hancona — enuHUYHOE
o0OpalieHue aBTopa K eBpeiiCKoi TeMaTHke, MO3HIHS IMPUUECKOTO Iepost AEMOHCTPUPYET B3I
“U3BHE”, B3I CTOPOHHET0, MOAYEPKHYTHIHN pasneneHueM ‘st — Mbl”. Poman XKaGoruHckoro —
MOCIIeIOBaTeNIbHOE OOpalieHne K MpolieMaTHKe HCTOPUH €BPelcTBa U rocyaapeTsa M3panis,
MOATBEPAKAAIOIIEE UIC0I0INYECKUE UCKAHUS aBTOpa.

KiroueBble cioBa: eBpeiicTBo, uyxoif, CaMcoH, Cyap0a, OTBEpKEHHBIH.

JlaHHasI CTaThsI HE TIPECIIeAyeT LENH IPOCIENUTE 3a BiImstHueM 1mod3un C.Haxcona
Ha XyI0XKeCTBeHHbBIC B3IsLIbI B.JKabotuHckoro. [IpsiMbIX yKka3aHU Ha CBSI3b TAKOTO
pona He oOHapyKeHO, 32 MCKIIOYeHHEM Toro, 4To JKaGoTnHckuii B koHie XIX —
Havasre XX BeKa pyCcCKOU JINTEPaTypOH YBIEKAJICS, BO BCIKOM CIydae, 3HAKOMHIICS C
ee SAPYANIINMU ABJICHUSIME. U, Oymydn )KypHAIMCTOM TI0 MPU3BAHUIO, U3YYall TAKKE
PYCCKYIO TIpecCy H JIMTEpaTypHBIC KypHaBL. J[pyroe meno, 4To MpoKaTUBIIASICA TIO
Poccrn BomHa eBpEICKIX MOTPOMOB MEHSET KU3HEHHBIC MO3UINHN JKaOOTHHCKOTO 1
B JTAJILHCHIIICM OH JIeaeT MEePEOICHKY CBOCTO BOCIIPHSITUS PYCCKOM TUTEPATyPhl — B
nyoauIucTHIeckux padorax u kaure “CioBo o moiky”. Takum oOpa3oM, MOKHO
JIUIIB TIPETIOIOKHUTE, YTO TBOpUECTBO HancoHa OBLTO eMy 3HAKOMO, YTO HE SIBISCTCS
JIOCTATOYHBIM JIJISi MCYCPIIBIBAIOIIEIO CPABHUTEIBHOTO aHaln3a. XOTs aHAJOTHUs
cTuxoTBOpeHus “f poc tebe uyxuM...” u pomana “Camcon Hazopeit” obpamraer Ha
ce0s1 BHUMaHUE.

Tem He Menee, napajutens Hancon — JKaGoTuHCKHI mpeacTaBisieT co0oif
HHTEpeC B CBSA3M C MPOOIEMOI PyCCKO-€BPEHCKUX JIUTEPaTypPHBIX KOHTAKTOB U
BOIIPOCOM CYIIECTBOBAHUS PYCCKO-CBPEHCKOHN JTUTEpaTyphl. DTOH mpolieMaTnke
TIOCBSIIIIEHO MHOXECTBO PadOT, IIPU 3TOM TI0Ka3aTeNIbHO, YTO MCCIIEIOBATENN JaIeKn
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oT enuHcTBa. Kitaccuk uccienoBaHuil pycCKO-eBPEHCKUX JTUTEPATYPHBIX KOHTAKTOB
[Tnmon Mapkuin B Ka4eCTBe OCHOBHOTO OTJIIMYHS PYCCKO-EBPEHCKOro MHCATeNs OT
IHcarelis, MUIIYIIEro Ha eBPEHCKYI0 TeMY, BBICISET ClIeHU(pHKY “B3INIsLAA U3HYTPH :
“Kaxum Ovl Hu 66110 omHoulene K Mamepuany, 6321510 NUCAMENs — B0CMOPIICEHHDL,
cKenmuueckuil, 0adxce OmKpOBEHHO HEHABUOAUWUL — SMO 8ce20d 632750 UHYMPU,
U mym OCHO8HOE OmAuYUe PyCCKO-e8peliCKo2o nucamens om pyccko2o nucameins,
obpamusuiezocs k “egpetickomy cioocemy” (Mapxuw, 1997, c. 185). A. KoOpuHCKUIA,
MBITAsACh CHOPMYIHUPOBATE CUCTEMY KPUTEPHEB PYCCKO-CBPEHCKOW JHUTEpaTypHI,
KOPPEKTUPYET U KpUTepuid Mapkuiia, 1o0aBisis K “gzens0y uzHympu” TOHSATHC
CHCTEMBI [ICHHOCTEH, BBIWICHAEMOE “Ha OCHO8E a8MOPCKO20 Yeida 3peHus: KonebaHuil
CMus U CMuiegoll uzpul, YpPosHs CyObeKma no8ecmeo8anis Uil IUpUIEcKo2o 2eposi
onst cmuxomeoperust u m.o.” (Kobpunckuii, 1994, c. 107). Jleonun Karuc BooOIe
OTpPHUIIAET CYIIECTBOBAHUE PYCCKO-EBPEHCKOM JTUTEpaTyphl U B Ka9eCTBE PABOMOYHOTO
MpeaJiaraeT MoHsATUE “‘eBpeiickas JTuTeparypa Ha PYyCCKOM sI3bIKe”, CChLIAsCh MpPHU
9TOM Ha BbIcka3biBaHue JKaboTHHCKOTO: “‘Pewarowum MomMenmom seisemcs nym
He A3bIK U, C OPY20ll CIMOPOHbL 0AdIce He NPOUCXOACOeHUe aBmopa U 0adlice Crodicem.
PearouuM MOMEHMOM 6JIAemcsl HACHpOoeHue asmopa — 0Jisi K020 OH Nuuen, K KoMy
on obpawaemcsi, ybl OYX08HbIE 3aNPOChL UMeEm 6 8UJY, CO30a8asi C8oe npouzseoerue’”’
(PKabomuncxuii, 1992, c. 65).

Bompoc, xacarouiuiicsi BbISICHEHUSI HALlMOHAJIbHOW NPUHAJIEKHOCTH aBTOpPA, B
MOCJIeIHee BpeMs CTaj MpoOseMoii 00CYKICHUSI B caMbIX Pa3HOOOpa3HBIX Kpyrax,
HMHOIrAa BBIACHCHHA TAKOro poJa YK€ HallOMHUHAIoT HC3I[OpOBbII>i HUHTEPECC, NIpUYEM
IIPOSIBJIEHUS 3TOI0 BCTPEUAIOTCSl KaK B PYCCKOM, Tak M eBpeickoil cpene. B aTom
tane napasmiesns Hagcon — XKaGOTHHCKHMH BBITVISITUT JTOCTAaTOYHO OJHO3HAYHOM.
Ecnu eBpeiickast MeHTaIbHOCTH JKaOOTHHCKOTO HEOCIOprMa, To eBpelicTBo Hancona
MOXET OBITh OTHECEHO K €BPEHCTBY C JJOCTATOYHOH JOJICH YCIOBHOCTH: eBpeeM ObLT
nen HagcoHa o oTHOBCKOHM JIMHKM, TTPU3HABIIMI MpaBociaBue. Tak 4To ObITyromas
xapaktepuctuka Hagcona “BeIkpecT” ejBa JU ABIAETCS CHpaBeAJUBON. XOTHA O
eBpelictBe HamcoHy wacTo HarmoMuHamd, B TOM YHCIE OpaT Marepu, Ha3HAYCHHBIN
€ro oneKkyHoM. J[aHHyI0 CUTyallI0 MOXKHO Ha3BaTh TUIIMYHOM JUIS BTOPOM MOJOBUHBI
XIX Beka.

CruxotBopenue Hazacona “S poc tebe uyxum...” (1885) npencrarnser coboi
eAMHNYHOE O0paleHne aBTopa K eBpelckoil mpobiemarnke. BonHa eBpelickux
norpomMoB 70—80-X Toj0B HaCTOpPa)XMBAET MO3Ta, HO B OTIWYHE OT MOJOOHOU
curyanuu ¢ JKaGoTwHCKUM, TOJbKO yke B 10-e roasl XX Beka, HE MEHSET €ro
MHpOBO33peHHe. CrenuduieH B 3TOH CBA3M 1 00pa3 JIMPHIECKOro repost. M3HadansHO
3a71a€TCsl HAJIMUKE OTAENBHO CYIIECTBYIOIUX “a” U “Tbl”. “Tbl” — OTBEPKEHHBIN
HapOJ, 3TO MHUP Uy>KOH 1 OoJiee TOr0 HEe3HAKOMBIN Tepor0: “meoux npedanuii mup,
meoeti neyanu ewem/ Mue uysco, kax u meou yuenva” (Haocown, 1994, c. 304). B
OTHOIIEHUH MOIOOHOTO JIENICHNSI B XY/IO’KECTBEHHOM M ITyOJIMIIMCTHYECKOM TEKCTE
6511 KateropuyeH B.)Kabotunckuit. /g Hero monoOHOE AeTeHNE SIBISETCS 3HAKOM
OeccriopHO 9y»KIOCTH aBTOpa €BPEUCKOH MpobIeMaTHKe U eBPEHCKOM IHuTepaType.
Jenenne nim paxe mpocTo oO003HaUYeHHE “Bamle” yKa3blBaeT Ha OTMEXEBAHHE WM
6ercTBo aBTOpa OT eBpeiicTBa. bonee Toro, hopma obparenus “ter” JKaboTHHCKUM
BOOOIIIE HE MPU3HACTCSI HU 110 OTHOLICHUIO K KOHKPETHOM JINYHOCTH, HU TeM Oojee
[0 OTHOWIEHUIO K Hammu. YykaocTs aupudeckoro repost Hajgcona noareepkaaercs
JIBaX/Ibl TOBTOPSIEMBIM B TepBOi cTpode “uyxum-uyxoit”. [Ipuuem uyxaoctb
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CTaHOBHTCSI 3HAKOM KOJIBIIEBOW KOHCTPYKIIMHU: “pOC Uy XKHM~ — TPOILIOE, “TBOEH
MeYatd THET MHE 9yKI~ — HacTosee. O0oouka 9yKI0CTH He mpeoponeHa. [1yTs
K €€ MPCOOJICHUIO TpoJieraet yepes psan “ecnu 6. CocraratelibHOC HAKIIOHCHUC
BTOPOM CTPOdBI IeTaeT OTHOCUTEIBHBIM OOpalleHne repos kK eBpericTBy. Ha ypoBHe
MEPBOIl U BTOPOH CTPOQ TMOSBISAETCS €Ie ONHO MOA00He KONBIEBOW KOHCTPYKITHH,
YKa3blBalIIee Ha KaTErOpuio, BAXKHYIO JUJIsI BCEU XYT0XKECTBEHHOW CUCTEMBI
Hancona — orBepkenHoCTh. EBpeiicTBO M3HAYalIbHO, C TIEPBOM CTPOKH 3asiBJIICHO
KaK HaIlis OTBEPKCHHBIX. M TpoIioe reposi STOW OTBEP:KEHHOCTH KacaeTcs, Ha
OuorpaduueckoM ypoBHE — Iepexo aeaa camoro Hajcona B mpaBociaBue sIBHO
0BT 00YCIIOBICH ATUMU XK€ MpUYMHAMH. HecMOTps Ha MPOTHUBHUTENBHBIA COI03
“HO”, ¢ KOTOPOTO HAYMHAETCS TPEThsI CTPOda, CYIIECTBEHHOTO IPOTHUBOIIOCTABICHHUS
MIPOIIIOTO U HACTOSIIETO HE BO3HHUKaeT. HacTosiiiee “Haiy THU MOBTOPSIET OHATHUS
MPOIIIOTO, YTO JIeNaeT Cy/b0y POCCHICKOTO eBpelicTBa HEM3MEHHOW BO BPEMEHH.
Boree Toro, 3HaKOBBIM OKa3bIBACTCS U MECTOMMEHHE, OTHECCHHOE K HACTOSIIEMY
BpeMeHHU “Hamie”. B oTiMuue OT mpOTHUBONOCTABICHUS “1” W “ThI” (HApOM), Tepor
OCO3HAET CBOIO IIPUHAICKHOCTH BPEMEHH U PEaTbHOCTH, BHOBB IOSIBIISCTCS “‘HAIIIe
BpeMs” U OTAEJIBHO CYLIECTBYIOMM “Thl”. IIpu 3TOM noka3areabHbIM SIBJISETCS U TOT
(hakT, YTO KaTeropus OTBEPKCHHOCTH B XyIOKCCTBCHHOU Monenu HancoHa cBszaHa
HE TOJIbKO, a TOYHEE HE CTOJIbKO C eBpeicKol TeMaTukod. OTBEpKEHHOCTh — 3TO
MO3UIHA YeJI0BeKa B Mupe. OTBEPKEHHOCTh €BPEHCTBA — ATO TUIIEPTPOPUPOBAHHBIN
CHUMBOJI BCEOOINECH OTBEPKEHHOCTH — ‘B me OHu, ko20a 00Ho Hazeéanue “eepeii”’/ B
yemax monnwl 36yuum Kaxk cumeon/ omeepoicelvsl...” EBpeiicTBO, 4yiKoe U HE3HAKOMOE
IUTS TepOsi, IPEAICTABICHO HE KaK MU, a KaK CBOETO Po/ia HOMUHAIUS. 31eCh MOXKHO
OTMETHUTh W CI¢ OJUH MOMCHT, CBSI3aHHBIA C peajbHbIM (oHOM. Eciu roBopuTh
00 ucropuyeckoir cutyanuu B Poccum 80-X romoB, TO Ha JEKCHUYECKOM yPOBHE
MAaCCOBBIM OIIPEAENIEHUEM €BPEHCTBA, ONpENeIEeHNe UMEHHO “B yCTaX TOJIIbI,
OIpe/IeJICHUEM €ro HEHY)KHOCTH, OTBEPXKEHHOCTH U OMACHOCTH OBUIO CJIOBO “XKHA .
Bo3MmoxHO, B JAHHOM CiIydae MPaBOMEPHO TOBOPUTH O JTMYHOCTHBIX MEPEKUBAHIIX
aBTopa. Tak nim nHave, HO 00pa3 eBpeiicTBa y HajcoHa B mepByro odepes CBSI3aH ¢
TEMAaTUKON OTBEPKEHHOCTHU, 00U IbI, CKOPOU. MIMEHHO MO00HAsT CTHIIUCTHKA JeIacT
Hancona mo3ToM 3HAKOBBIM IS €BPEHCKUX MOATOB, BXOAALINX B JUTEPATypy B
70-80-¢ rompl. bap Moced XomyTasns MHIIET O TOM, 4TO B 3TO BpeMms B Poccuu
yCyryOaseTcss aHTHCEMUTHU3M, B CBSI3U C YeM CBPCICKHE MHCATENUd CTPEMHIUCH
MOKa3aTh HECIPABEIIUBOCTh TOHCHHH, TIEPEaTh CTPAJaHus eBpes, IPHUYEM Jeann
710 U mo-pyccku (Cemen ®pyr), u Ha uBpuTe (MATCCTHHODMIBECKAS M033HS), TIPU
9TOM OpHUEHTHUPYsCh Ha cTuiHcTUKY Hancona. B tekcrax XIX Beka MOTUB ropeuu u
00uABI CTAHOBUTCSI OJHUM M3 BEAYIIUX, IPHYEM B HEM MUHUMYM JIHYHOCTHOTO, OH
CTAaHOBHTCS 3HAKOM POJOBOTO, TNIEMEHHOTO co3HaHWA. A. KoOpuHCKuii oT™Medaer,
4TO NAaHHBIA MOTHB “‘npu 6cell ceoell 000CHOBAHHOCMU, PEOKO CIMAHOBUMCSL OCHOBOT
ucmunnozo mananma’” (Kobpuncxui, 1994, c. 109).

JlureparypHoe TBOpuecTBO JKaOOTHHCKOTO MPECTaBIIeT COOO0M AMATIOT — CTIIOP C
nureparypoit XIX Beka, ¢ ee HAesIMU aCCUMIJISIINY, MJIesIMU [ acKkaiibl, KOTOPBIM OBLT
6nm3ok 1 cam JKaboTuHCKHi. B ero XyJjo)keCTBEHHBIX M IMyOIUIIMCTHYECKUX TEKCTaX
MHOKECTBEHHBIE MEPEKITNUKHU U CKPBIThIE LINTATHL, IIPH 3TOM JIUTEPATYPa MPOCBEILEHHS
npezcTaBisieT HanOopmmid uHTepec. [IpaBaa, MoJeb XyM0KECTBEHHOTO CO3HAHMS
XIX Beka mpeTepreBacT CyleCTBEHHYIO TpaHcdopmanuio. XKaOOTHHCKUN CHOHUCT
OTPULAET 3HAYUMOCTb PYCCKOH JIMTEpATyphl AJs €BpEEB, JAeasi UCKIIOUEHUE IS
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[Tymkunaa u JlepMoHTOBa, a Takke ynoMuHas B “CioBe 0 MOJKY ™ BIHMSHHE, KOTOPOe
OKa3all Ha ero co3HaHme pomaH ['oHuapoBa “OO6pwB”. [Ipu sBHOH M0J7E€ OTPHUIIAHHUS
yepe3 ['onyapoBa JKaboTuHCKMIT OpraHMYecKH CBs3aH ¢ pyccko aureparypoit XIX
Beka, ocobenno ¢ nepuoaoM 70-80-x romoB. Poman “Camcon Hazopeir” (1927)
MHOTOCTIOWHOE B TUIaHE IIHUTATHOTO PSAAa W BO3MOXHBIX TPAKTOBOK IIPOWM3BEICHIUE.
Mud o Camcone u Jlanune — mud BeTX03aBETHBIN, 1 OMOIIEIiCKast MOJIENIb B pOMaHe
SABIISICTCS, OE3YCIOBHO, OJHON M3 LEHTpaNbHBIX. HO pomMaH OBIT M MPOIOIDKCHHEM
uneonoruu JKaOOTHHCKOTO, MOJIEMUKONW C MHOKECTBEHHBIMH OIIIOHCHTAMH, B
YaCTHOCTH € TEMH, KTO IIPUAEPKUBAJICS UICH aCCUMIIISALIMU POCCUICKOTO eBpEeiCTRa.
B XIX Beke ogHOW M3 3HAYUTETBHBIX IS POCCUHCKOTO (M PYCCKOTO, H €BPEUCKOTO)
co3HaHus mperncraButeneit ['ackamer Obu1 [puropuit borpos. Ero poman “3ammcku
eBpest” B Havaste 70-x ronoB XIX Beka myOnukyercst HekpacoBbiM B “OTedecTBEHHBIX
3anuckax”’. boybinas 9acTh PycCKOW YNTATeNbCKOW ayIUTOPUH WUMEHHO 10 POMaHy
Borposa dopmupoBaza cBOU MPEACTABICHHS O €BPEHCKOM MIEpE, O CYIhOE POCCHIICKOTO
espeiictBa. Ha borposa, kcraru, opuentupyercs u Cemen ®@pyr. Poman uactudno
ouorpaduycH, MOBECTBYET O Cyab0e eBpEHCKOro FOHOIIM, uayiiero Kk I'ackane. B
cBs3u ¢ “CamcoHoM HazopeeM” BakHa oJHa JIMHHSI pOMaHa, KOIJla Maje€HbKOIrO
repost Cpysist OT TOJIIBI AHTUCEMUTCKU HACTPOEHHBIX JIeTel cracaeT pycckas 1eBouka
Oms. ITotom B urpe, IIyTs, OHa Cpe3aeT eMy MEWCHI, H3-3a Yero B JIOME BEPYIOIIETO
IS BCIIBIXMBACT CKaHNAT, U CEMbs Tepos BHIHYXKJICHA yexaTh. Uepe3 MHOTO JIeT
repoi BIIOOJISICTCST B PYCCKYIO JIEBYIIKY, THH KOTOPOW MO NMpHYMHE OOJIE3HU yiKe
COUTEHBI, M OHa OKa3bIBacTCs Toi camon Oueil. Ananorus ¢ CamcoHoM u Jlanumoit
oueBHIHA. boree TOro, B IPOCBETUTEIECKON TPAKTOBKE, 3aTPAarMBaeTCs aKTyallbHBIN
Juis YKaboTHHCKOTO ueroBeKa, MOJIMTHKA M JIUTeparopa BOMPOC O JOMYCTHMOCTH
CBSI3U C pyccKoil xeHuuHOU. Jlexmapupyembie BorpoBoM uaen acCUMUIIALINM, KaK
€IMHCTBCHHO Pa3yMHOTO ITyTH PYCCKOTO eBpeiicTBa, KaOOTHHCKUM KaTeTOPHYECKU
orpunarorcsi. HecMoTpst Ha cBOI0 MHU(OJIOTHUYECKYIO OCHOBY, OfIHA M3 MJIe poMaHa
“Camcon Hazopeit” — cozuganne HE3aBUCHMOTO €BPEHCKOTO TOCYIapCTBa.

Ces13p cTuxoTBOpeHus Hancona “S poc tebe ayxum...” u pomana JKabOTHHCKOTO
SBIISICTCS] CIIy4alHOM: €CTh psii OOIIUX, a TOYHEe MOXOKUX MOTHBOB, IPH 3TOM
aBTOPBI MPECIICAYIOT aOCOIOTHO MPOTHUBOIOJIOKHBIC LIENIH U MPHHAICKAT PA3HBIM
KyJIBTYPHBIM TpaauiusM. [IpaBoMepHO TOBOPUTH O HEKOW CXOKECTH JIMPHUIECKOTO
repost cruxorBopenust u Camcona. [Ipexxae Bcero, oOpamiaer Ha ceds BHUMaHHE
Yy>KAO0CTh I'eposi HaApoJly, KOTOPOMY OH MPHHAJUICKHUT, JIMOO BBIHYKACH NPUUUCIUTH
cebs1. CaMcoH — gykak B TuieMeHH [laHa, “dyskak 1Mo rpuBoi Ha3opes’, CO CTPaHHBIM
oOblyaeM M CTpaHHOW MaHepoH cynuThb. bosiee Toro, Ype3BbIYaiiHO BaXXHOM s
CaMcoHa SIBJISIETCS ICTUHHOCTb €r0 IPOMCXOXKJCHHs. boxkecTBeHHass UCTOpHS O
ABJICHUU K MaTepy aHrela CMEHSETCS MPaBIO O TOM, YTO Ha CaMOM JIeJie OH He
ABJISIETCSI CBIHOM MaHos, HO B cjoBax Jlumopa CKpeIT ¥ Oosiee CTPAIIHBIN CMBICI:
“On maxkoii sice danum, kak capar uz Ixpona oanum. Camu 6wl 3Haeme, 4mo oowbIuaLl
€20 He gawt, U Oyula y He20 uydicas: NOMoMy Ymo Kpogb e2o — He éauia. Kmo u3
MYOpbIX nr00ell gepum 6acHAM 00 aHeene, KOMOPblil 8 ECEHHIOI HOUb SGUICA K
JHcenuune u 6o3gecmui eli 0 poxcoenuu ceina? K vecmuviym scenuyunam He npuxooam
ameenvl HoubIo, 8 NYyCMbIHHOM Mecme Y konooya. Imo ne Camcon: uma emy Tauw,
Qunucmumagne npagsl, u HeOAPoOM OHU e2o TOUIU. OH nioms om niomu Kagpmopa,
u mom aween y Koiooya, i0O08HUK e2o mamepu Obll Guiucmumckuti 6poosea’”
(Kabomunckuii, 1990, c. 255). JIWIOH BCETO MU TOCON, OH HE MPHHAIICKUT
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KoseHy /laHa, 1 B CBOEH pedn OH CO3HATEIbHO OTAEINSAET Ce0sl OT MIEMEHN IaHUTOB —
“Bbl, He Ball”. [IMIIOH MBITAE€TCs BMEIIATHCS B MUP, KOTOPbI eMy HE3HAKOM, MUD,
KOTOPOMY OH HE collepeXuBaeT. FIMEHHO OH 00JMYaeT BO JIKM AIUICIBIIOHH, MaTh
CaMcoHa U TIBITAeTCsl YBEPUTh AAHUTOB B TOM, YTO MX CyAbOOI pacriopspkaics: He
MIPOCTO Yy)KaK M0 00BIYal0, HO M 4YyXkak mo kpoBu. Jlns CaMcoHa BakHO y3HATh
MpaBAy, KOTOPYIO M PACKPBIBACT Mepesl CMEPThI0 AHKOP — IIOTHUK: CaMCOH — IaHUT.
W nocnennnii 3aBeT CaMcoHa: 4TOOBI KOTIMJIH JKeJIe30, YTOOBI BRIOPAIH aps U 4TOOBI
HayYHJIICh CMESTHCS — 3aBET CBOEMY HapOy.

[ToxazarenbHo U TO, yTo CaMCOH OKa3bIBAETCS HY)KHBIM CBOEMY Hapoy HMEHHO
B TpyaHble MoMeHThI. Y JKaGotunckoro cynp6a CamcoHa pasjeneHa Ha BpeMEHHbIS
OTpPE3KH, CBA3aHHBIC C MPOSBICHUEM JBYX CylIHOCTel CaMCOHa — ero Ha3opencTBa
1 €ro IIyTOBCKOT'O, TAWIIEBCKOTO Havaja. DTH JBa Hadana yepeayioTcs B CaMcoHe,
npyroit mup, mup Ounucrtuu nputarareneH. M 1o onpeneneHHOro MOMeHTa OH
MOKET COBMEIIATh B ceOe ABa MUpaA, P 3TOM MUp PHIMCTHN — 3TO MUP CHA, MU
urpsl. Mictuanas cymuocts CamMcoHa CKpbIBaeTCs IMOJ IPpUBOM Haszopesi. Bmecte ¢
OTpC3aHHbBIMH BOJIOCAMHU OH HE TOJIBKO YTpadMBacT CBOIO CHUITY, HO U CTaAHOBHUTCA
HEMHTEPECHBIM U JTa’Ke CMEITHBIM Ut prmrcTuMILTH. 1o Gombrromy caety CamcoH He
CTOWT TIepes MpoOIeMOoi BEIOOpa: OH IMIPUHUMAET CBOE HAa30peHCTBO, CBOE CY/IEHCTBO
U CBOIO y4yacTb — ITOTHOHYTh BMECTE C Jpy3bsiMHU-Bparamu (unuctumisnamu: “C
samu emecme 0a no2ubHem oyuia mos!”.

[Tonnmanme Bpara ToXe CyIIECTBEHHO pasnuuaercs y Hazacona (“xorma tBom
Bparu...”) u y JKaboruHckoro. Bparn B Texcte Hasncona KOHKpETHBI — 3TO BCE,
CBSI3aHHOE C poccuilckuM aHTHceMHTH3MOM. IloHumanue BparoB y JKaGoTHHCKOTO
MHOTOIUIAHOBO M CBSA3aHO C HJIeel CO3/IaHMs HE3aBUCUMOTO €BPEHCKOTO TOCYAapCTBRa.
B pomane “Camcon Hazopei” kak Bparu, B MepByl0 o4yepe/ib, BOCIIPUHUMAIOTCS
bunucTuMIsHE, 3aXBAaTHBINNE 3eMJIM XaHaaHa W COOMparoIIUe JaHb y Hapoja
Jana. Ho Bocnpusitue BparoB CaMCOHOM JBOHCTBEHHO — PEabHbIC BPark SBISIOTCS
OIHOBPEMEHHO Apy3bsiMU. [Ipruem 1o cBaapObl ¢ Cemanap CaMCOH yBEpeH B TOM, YTO
OHM UCKpPEHHH B cBoeM oTHomeHuH K [lope u k Hemy, Camcony. Bparamu Camcona
CTaHOBATCSI M CBOW — TuieMs JlaHa M Jpyrue coceIHHe IUIeMeHa, He TIOHNMAIOIIHe
yuenne CamMcoHa, KOTOPBIl HacTanBaeT Ha OOBEIMHEHHH BceX TuieMeH M3pans
s otnopa PuiaucTuu. XapakTepHo, 4To, mpuodperas Bparos, CaMcOH TepseT
npyseit. [lepBbiM pa3ouapoBaHHeM OKa3bIBacTCsl KpacaBell AXTyp, NCTHHHBIN Bpar,
3aBuayromii CaMCcoHy, M3€BaIOMINIICS HaJl €ro IaKajiamu, 3a0pasmmii ero Cemanap,
yOUBIIMIA e M MEUTAIOUINA YHHYTOKUTH CaMCOHa, HO OT €ro pyKH IOTHOArONTHi.
Crnenyroreit morepei cranoBUTCs Arup, BeianHbi BMecte ¢ ['ymem [opoif, aTo0s!
cMUpUTH 'HeB TUMHaTHL. 3a HUM nocneayeT BepHblil Hexymiran, KoTopslil, He 3Has
0 3aKJIIOYEHHOM JO0TOBOpe, 0 BhIKyme CaMcoHa, HEJIemo MOrudaeT, MBITasICh ero
ocBoOoauTh. HakoHeI, TOKka3aTeIbHBIM CTAHOBHUTCS Ha3BaHUe 3 1-if rmaBel — “Cpenn
Jpy3eil”. OTa miaBa, nocBdleHa ku3Hu CaMCcoHa cpesiu Ty3eMLEB B DKpOHE Mociie
ocneruieHus. VICTHHHBIMU Ipy3bSMHU CTAHOBATCS JIETH, YTO CaMmo Io cebe sABIseTcs
3HaKOM Bo3BparmieHusi CaMcoHa K TEpBONCTOKAM C OOpETEHHEM TPaBAbl O CBOEM
JTAHUTCKOM NPOUCXOXKJICHUH U UCTUHHOM IIPO3PEHUHU.

Wnee Bparo Onuska u KoHIeMMs Oofita y YKaOOTHHCKOTO, MICOMIOrHYeCKas

1 TMMOJIUTUYECKASA ACATCIBHOCTE KOTOPOTO OblL1a CBs3aHa, B NEPBYIO OY€pENb, C
CO3JaHUEM eBpeﬁCKOﬁ apMuH, KOTOpas Morja OBl MMPOTUBOCTOATHL p€ajibHbIM Bparam
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B 3alIUTEe HE3aBHUCHUMOTO TOCyHapcTBa. “B eamyme OCHO8HOU ynop Oenaemcs HA
00egy0 noo2omosky. B cmpane — 6ce noouuneno npuryuny 6oegoii eomosHocmu”’
(Mowe, bena, 1992). boeu Hancona (“/[ati ckpomHo cmamv u mHe 8 psidbl meoux
60tiyos”’) — 3TO OOEIl B IEPEHOCHOM CMbICTE. boelr — 3To mpeacTaBuTeNs eBpeicTBa,
MIPOTHBOCTOAIINN HATHCKY aHTHCeMHuTH3Ma. boerr Hancona — 310 BEI30B, OpOIICHHBIN
001IeCTBEHHOMY MHEHUIO, HE Hpeanoiaralonmi GU3NUecKy aKTUBHBIX JCHCTBHM.
Eme Gomnee 5T0 MOMYEepKUBACTCS XapaKTEPUCTHKONW TOH apMuH, OOMIIOM KOTOpPOM
CTaHOBHUTCS, a TOYHEE COOMPAETCs CTaTh JIMPUICCKUHA Tepoit — “Hapol, OOMKEHHBIN
cynb0or0”. JlaHHas XapaKTepUCTHUKA HUKAK HE COOTHOCHUTCSI C TIOHUMAHUEM POJIU
1 craryca eBpeiickoi Hanuu JKaboTHHCKUM. B MpoTHBOBEC YHMIKAIOMIEH KaJIOCTH
U OOIKEHHOCTH OH JEKJIapUpyeT HAI[MOHATBHBIA apucTOKparu3M. JKaOOTHHCKUN
OTpHIAJl IOHMMaHHE apUCTOKPaTU3Ma, PaclpoOCTPaHEHHOE B rallyTe — “U3 Xopouien
cembn”. TlonmuuHas apuctokparus 1Mo KaOOTHHCKOMY OCMBICICHHO JEHCTBYET,
HaeT K OnaropomHoil menu u He Tpedyer cebe 3a 310 Onar m modecteil. UyBCTBY
apucTokpaTu3Ma ONM3Ko MoHATHE Xajaap, He MEepeBOJMMOE aJeKBAaTHO C UBPHUTA
U BKJIIOYAIONIEe TAaKWe MOHATHS KaK BHEUIHAS KpacoTa, TOPAOCTh, TYMaHU3M,
MIPETAHHOCTh. [ OPIOCTh OTPHUIIACT CITyYaHHBIX TTOMYTYHKOB U COYYBCTBYIOIINX.

JlBa TexcTa u 1Ba aBropa Hancon u JKaboTHHCKHMI O CyTH NIPEACTABIISIOT pa3HbIe
BETBHU JIUTEPATYPbl, CBA3aHHOMN C €BPEUCKOM TeMAaTUKON. XOTs BO3MOXKHO IIPOUYTEHUE
pomana “Camcon Ha3zopeii” xak onmmonmpoBanue Hancony. Hagcon GesycioBHO
MpeICTaBUTENb PYCCKOM JINTEpaTypbl, 0OpaTHUBIINICS, IPHYEM €ANHUYHO K €BPEHCKON
Temaruke. JKaOOTHHCKUIT — MPENCTABIIACT SIBJICHUE PYCCKO-CBPEUCKOMN JINTEPATYPHI.
IIpu 5ToM B paBHOW Mepe MOXET OBITh OTHECEH W K eBpeHcKol nureparype (B
COOTBETCTBHHM C MJCHHBIMH YCTAaHOBKaMM), U K PYCCKOH JHTeparype, UMesl B BHIY
PYCCKUil A3BIK TBOPYECTBA M MYCTh OTPUIIAEMYIO0, HO CBSI3b C TPATULMAMU PYCCKON
JIUTEPATYPBI.
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S. Nadsona dzejolis “A poc mebe uyscum omeepocentulii Hapoo...”
un V. Zabotinska romans “Samsons Nazorejs”

Kopsavilkums

Raksta tiek salidzinati divu autoru dazadi teksti. Nadsona dzejolis un Zabotinska
romans atklaj interesantu krievu un ebreju-krievu literattiru paraléli.

Nadsona dzejolis atspogulo ebreju témas variantu krievu literatiira. Zabotinskis
organiski bija saistits ar 19. gs. tradiciju, kaut vina dailradé nozimigu vietu ienem
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cionisma ideologija. Opozicijas “savs — sve§s” zina Sie teksti butiski atskiras.
Zabotinska romana jauSams skattfjums “no iekSpuses”, bet Nadsona dzejoli — “no
malas”, 1idz ar to atSkiras dazadu kategoriju traktEjums.

Atslegvardi: ebreju, svesais, Samsons, liktenis, izstumtais.

The S. Nadson’s Poem “f poc mebe uysicum omeepicenHulil
Hapoo...” and V. Zhadotinsky’s novel “Samson Nazorej”
Summary

The present article is not aimed at considering S. Nadson’s impact on
V. Zhabotinsky’s views. The suggested parallel is interesting in the context of Jewish
and Russian literary contacts.

Nadson’s poem is the only variation of the Jewish theme in the poet’s creation.
Zhabotinsky’s writing is in controversy with the 19" century literary tradition. Both
texts, as well as both authors, show opposite attitudes in the context of the Jewish
theme. However, there is a possibility to regard Zhabotinsky’s novel as an opponent
reply to Nadson who is an obvious representative of Russian literature, whereas

Zhabotinsky is a Jewish author writing in Russian.

Key words: Jewish, alien, destiny, castaway.



Latvisas UNIVERSITATES RAKSTI. 2005. 681. s&j.: LITERATURZINATNE UN FOLKLORISTIKA, 90.-93. lpp.

The Function of Intertextuality in David Lodge’s Novels
Intertekstualitates nozime Deivida LodZa romanos

Inara Penéze
LU Moderno valodu fakultate
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Intertextuality, i.e. creation of a new text by using an already existing text, has been widely
employed in English literature at all times. Literature of postmodernism is no exception. David
Lodge’s novels are a vivid example of post-modern intertextuality. His novels “Small World”
(1984), “Paradise News” (1991), “Therapy” (1995), “Thinks ...” (2001) are postmodern parodies
of the Celtic myth of King Arthur and his Knights of the Round Table, going out in quest of the
Holy Grail. However, Lodge’s heroes, or, rather anti-heroes, with their wickedness and petty
aspirations cut a sharp contrast with the noble deeds of the medieval knights, thus producing
a comic effect and showing the author’s critical attitude to the post-modern consumer society.
Key words: allusion, consumer society, the Holy Grail, irony, myth, parody, post-modern,
quest.

One of the aspects of Comparative Literature Studies is intertextuality. It is a
phenomenon of culture, world and time crossing the borders of a written text. The
Oxford Dictionary of Literary Terms defines intertextuality as “relationships that
a given text may have with others texts. These intertextual relationships include
anagram, allusion, adaptation, translation, parody, pastiche, imitation and others kinds
of transformation” (9, 7//2). As Andrew Bennet and Nicolas Royle maintain, “A
poem, a novel or a play which does not in some sense relate to the previous texts
is literally unimaginable. It would be like inventing a new language from scratch
without any knowledge of already existing languages. No text makes sense without
other texts”. (7, 25)

In English literature the tradition of using writings drawn from a range of writings
already in circulation in some form or another existed long before the 1960’s, when
Julia Kristeva introduced the term infertextuality. Already at the dawn of the novel
genre in the 18" century Henry Fielding parodied Samuel Richardson’s Pamela
(1740), Jonathan Swift wrote Gulliver s Travels (1726) as a parody of the new literary
genre, the novel, and his contemporary travel descriptions. Recycling of previously
created texts was a literary tradition of the past as well as of today the epoch of
postmodernism. A vivid example of postmodern usage of intertextuality is David
Lodge’s novels.

David Lodge (born in 1935) is one of the very best English comic novelists of
the post-war era, the author of twelve novels, a number of plays and film scripts,
books of literary criticism. For many years he was a professor of English literature
at Birmingham University. He is familiar with various literary theories and writing
techniques and uses them in his works. At times he seems to be taking delight in
playing with them.
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His novel Small World (1984), an academic romance, as the author calls it,
a comic campus novel about the academic staff on the move around the world to
international conferences, opens with the Prologue quoting Chaucer’s Prologue from
Canterbury Tales:

“When April with its sweet showers has pierced the drought of March to the
root, and bathed every vein of each with that liquid by whose power the flowers
are engendered, when the Zephyr, too with its dulcet breath, has breathed life into
the tender new shoots in every copse and on every heath, then, as the poet Lecffrey
Chaucer observed many years ago, folk long to go on pilgrimages. Only these days
professional people call them conferences.

The modern conference resembles the pilgrimage of medieval Christendom in that
it allows the participants to indulge themselves in all the pleasures and diversions of
travel while appearing to be austerely bent on self-improvement”. (4: I).

This is just one of many examples of David Lodge quoting a text created by
another author. It is a striking feature of his novels, in particular the later ones —
Small World, Paradise News (1991), Therapy (1995), Thinks...(2001) upon which
the present study is mainly based.

David Lodge understands intertextuality as “recycling of old myth and earlier
works of literature to shape or add resonance to their presentations of contemporary
life”. (1, 243). According to David Lodge, one of such myths is the myth of King
Arthur and his knights in quest for the Holy Grail. It is the essence of every individual’s
life, as Lodge makes one of his heroes say, “I suppose everyone is looking for his
own Grail. For T. S. Eliot it was religious faith, but for another it might be flame or
the love for a good woman” (4, 12).

The myth of the quest for the Holy Grail permeates the whole David Lodge’s
campus trilogy, including the novels Changing Places (1975), Small World (1984),
Nice Work (1989), where the characters, scholars of English literature “zoom around
the world to international conferences where they compete with each other on the
story of King Arthur and his knights in their quest for the Grail”. (1, 243). However
their own Grail is petty and mundane in comparison with the noble aspirations of
King Arthur and his knights. The 20" century scholars strive for money, physical
comforts, honours, satisfaction of sexual desires. Obvious incongruity between the
original myth and its postmodern interpretation shows the author’s contempt for the
postmodern consumer society.

David Lodge’s next novel Paradise News (1991), not dealing with the academic
set opens with the situation also reminiscent of the Prologue of Chaucer’s Canterbury
Tales, a variation of the Holy Grail myth. The characters of the novel, members of the
contemporary British society, set out on a modern pilgrimage, a package holiday tour to
Hawaii, advertised in tourism leaflets as paradise. Heathrow airport is the modern Tabard,
the holidaymakers in the airport is the postmodern consumer society in miniature. There
are the Harveys, honeymooners who are not on speaking terms, the Brooks, a middle-aged
couple from Croydon, two young girls Sue and Dee in search of suitors, the Everthropes
with a new camcorder, filming everything, always ready to launch a complaint and looking
for all kinds of discounts, the journalist Shelldrake, and finally, two Irishmen, father and
son who make use of the last minute cheap prices to go to Hawaii to settle their family
matters. These people go on a holiday tour like on a pilgrimage in search for health, peace
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and solution of their problems. The journalist Shelldrake calls sightseeing a substitute for
religious ritual and a sightseeing tour a secular pilgrimage. (4, 75). “Tourism”, he says, “is
the new world religion” (4, 76). Despite the author’s ironic tone about modern pilgrimages
at the beginning of the novel the tour to Hawaii turns out to be an important moment
in the lives of the characters of the novel. They partly solve their problems or make a
new start. For Bernard, a Catholic theologian, it is a turning point in his life — he finds
Yolande, the woman of his heart, and falls out of faith. He becomes a secular humanist.
His father becomes reconciled with his sister.

Thus Lodge’s view is that everybody at some stage of his life must go on a
pilgrimage for the quest of the Holy Grail. This act is self-analysis and reconsideration
of moral values.

The myth of the quest for the Holy Grail also lies at the basis of David Lodge’s
next novel Therapy (1955), a novel about a successful sitcom writer Laurence Passmore
whose career and family life come to a crisis. Despite his secure position he feels
unhappy. His physical ailment (pains in the knee) is a signal of his inexplicable mental
anxiety and discomfort. He seeks salvation in holistic medicine and existentialist
philosophy with the hope of finding peace and happiness. When this does not help
him he goes to visit Kierkegaard’s places in Copenhagen. Still, this trip does not bring
him mental peace either. Then Passmore embarks on a new pilgrimage, first in guest
for Maureen, a girl-friend of his youth, who being a deeply-religious Catholic, has
gone on a pilgrimage to Spain. At first it is merely looking for a girl (not Grail — a
pun often employed by Lodge), but then it turns into Passmore’s own pilgrimage in
quest for real moral values. On his way to Santiago in Spain in search for Maureen
he meets a great number of pilgrims, “people at turning-points in their lives — looking
for peace, enlightenment or just an escape from the daily rat-race” (5, 293).

Repetition of an archetypal myth in a new situation is not the only kind of
intertextuality in Lodge’s novels. There are reminiscences, quotations of lines from
English literature or situations reminiscent of situations in works by other authors.
Such, for instance, is the episode in V. Woolf’s novel Mrs. Dalloway when the chimes
of Big Ben in London heard by Clarissa Dalloway and Septimus Smith link their
lives. A similar situation is found in Lodge’s novel Paradise News when Jack Walsh
after a traffic accident in a Honolulu street is rushed to hospital. The wailing siren
of the ambulance car is heard by Russ Harvey, Sidney Brooks and other holiday-
makers with whom the Walshes travelled to Hawaii. However, the situation in Lodge’s
novel lacks the poetic and elevated tone of V. Woolf’s situation. A similar example is
when Bernard is repeatedly asked to explain the details of the traffic accident. This
makes him feel like the Ancient Mariner, the hero of S. T. Coleridge’s poem. These
reminiscences in the new situation are ironic, the target of irony being the consumer
society with their petty ideals.

David Lodge’s campus novels set against the background of Rummage
(Birmingham) and Glocester universities contain frequent references to English
literature of the past, as the personages of the novels are the academic staff doing
research in literature, giving reports at conferences or teaching creative writing to the
students. The latter involves parodying styles of well-known authors.

Thus the scope of intertextuality in David Lodge’s works is very wide. Still, contrary
to modern literary theories announcing the death of the author and claiming that every
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writing is rewriting of something else, David Lodge emphasizes the uniqueness of the
author. He expresses this idea by referring to a previously created text. Helen Reed, a
character of his novel Thinks ..., a scholar and a writer, speaks out at a conference on
human consciousness. She analyses the poem The Garden written by the 17" century
metaphysical poet Andrew Marvell and concludes with the praise of the author’s
autonomous individual self. Marvell wrote The Garden before the concept of copyright
existed, but the fact remains that nobody else will ever write it again” (6, 379).

To sum it up, intertextuality is widely employed in English literature of the past
and present, only it requires a well-trained and experienced reader to perceive and
understand it.
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Intertekstualitates nozime Deivida Lodza romanos
Kopsavilkums

Viens no salidzino$as literatlirzinatnes aspektiem ir intertekstualitate — teksta
radiSana, izmantojot citu, jau ieprieks raditu, tekstu. Anglu literatiira intertekstualitatei
ir senas tradicijas. 18. gadsimta rakstnieki (piem&ram, Dz. Svifts un H. Fildings)
parodgja savu laikabiedru sacergjumus, 19. gadsimta romantiki un realisti izmantoja
citatus no citu autoru darbiem, pieskirot tiem jaunu nozimi. Intertekstualitate ir biezi
sastopama modernisma un postmodernisma literatiira, arT anglu rakstnieka Deivida
Lodza (1935) dailrad@. Vairaki vina romani — Maza pasaule (1984), Paradizes zinas
(1991), Terapija (1995), Slepenas domas (2001) — veidoti ka masdienu variants senajam
keltu mitam par karali Artdiru un Apala galda bruniniekiem, kas dodas Svéta Grala
mekl&jumos. Autors arT biezi cit€ rindas no Dz. Cosera, V. Sekspira, S. T. Koulridza,
T. S. Eliota, V. Vulfas un citu anglu rakstnieku darbiem. Tacu modernais konteksts
kontraste ar originala domas dzilumu, c€lumu un skaistumu, radot komisku efektu,
tadgjadi paradot autora kritisko nostaju pret postmoderno paterétaju sabiedribu.
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S. PsibiSevska un A. Austrina dailrades tuviba ir vérojama gan darbu gen&tiskaja, gan
tipologiskaja ITmeni. Abu rakstnieku proza ieklaujas viena kultaras tipa — modernisma —
makslinieciskaja sisttma. Salidzino$as analizes rezultata izkristaliz€jas vienots semantiskais
lauks un paralles ta realizacijas Iidzek]os. Rakstnieku uzmanibas centra ir Jaunuma fenomens,
moderna cilvéka rakstura pretrunas, individa un sabiedribas attiecibas, sievietes ka pasaules
harmonizgtajas tels.

Atslegvardi: modernisms, tipologija, ietekmes, pretrunigums, cilveks.

20. gadsimta sakuma latviesu literatlira notiek strauja paradigmu maina, kas ir
saistita ar méginajumiem ieklauties pasaules literatiiras procesos. Latviesu modernisti
iepazistas ar F. Nices, A. Sopenhauera, A. Bergsona idejam, tiek tulkoti un apzinati
E. A. Po, S. Malarmg, H. Ibsena, K. Hamsuna, K. Balmonta, V. Brjusova u. c. autoru
darbi. Viens no ietekmigakajiem rakstniekiem, kura nozime latviesu literatiiras attistiba
vel nav pilniba izpétita, ir polu autors Stanislavs PsibiSevskis (1868—1927). Vins ir
bijis arkartigi populars gan dzimteng polu modernistu vidd, gan arzemés. Pieméram,
Krievija laika posma no 1908. 1idz 1911. gadam iznaca 52 vina gramatas, tai skaita
Kopoti raksti 10 sgjumos.

Par S. Psibisevska ideju iedzivinasanu sava un citu dekadentu jaunrad@ rakstijusi
H. Eldgasts, K. Jekabsons, P. Kikuts u. c. Ipasi spéciga vina ietekme ir jitama
laika no 1906. Iidz 1910. gadam, kad latviesu valoda tiek tulkoti un izdoti vairaki
S. Psibisevska darbi: romans Homo sapiens (1907), po€mas proza Pie jiras (1907)
un Naves pilséta (1907), dramas Savienosanas (1906) un Sniegs (1910). Zurnala
Stari 1907. gada tiek publicéta drama Viesi. Nemot véra to, ka latvieSu dekadenti bija
ciesi saistiti ar krievu simbolistiem, jasecina, ka polu modernista ietekme uz latviesu
literatiiru var€ja but arT pastarpinata.
A. Austrina un S. PSibiSevska tekstu saistibas atklasana ir butiski divi faktori:
1) A. Austrina biografijas atseviski fakti — ieslodzijums, nelegala dzive bez pases,
bieza dzives vietu maina — izraisija pastavigu nebrivibas izjltu, kas tika projicéta
jaunradg;
2) vilsanas ieprieks€jos idealos, tai skaita esttiskajos, pieversa latviesu rakstnieka
uzmanibu S. PSibisevska darbiem, kuros tiek akcent&ta morales normu sagrausana,
cilveka vientuliba un individa pastavéSanas noliegums.

A. Austrina dailradi parasti iedala divos posmos. Pirmais ir saistits ar dekaden-
tiskajiem meklgjumiem, otrajam ir raksturigi dabas un cilvéku tipu t€lojumi. Specigaka
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saikne ar S. P$ibiSevski ir vérojama pirma posma darbos, piem&ram, stastos Kaspars
Gliins, Psihopats, stastu krajumos Puselnieki un suselnieki un Vérpeté'. Sajos darbos
A. Austrin$ vairakkart min polu modernista vardu un pat cit€ vinu, tadgjadi atzistot
S. PSibisevska ietekmi.

Dazas tému un motivu paraléles ir vérojamas arT otraja A. Austrina dailrades
posma, pieméram, klusuma un noslépuma motivs iegiist jaunu traktjumu, saglabajot
aktualitati. So divu modernistu darbu sastatfjums uzrada vairakas lidzibas ne tikai
fabulas veidojuma un detalas, bet ar1 filozofisko un morales problému risinajuma.

Jaatzimg, ka analiz€jamiem autoriem ir atSkirigas zanru sist€mas: S. PSibisevskis
savas idejas pauz romanu forma, A. Austrina talants visspilgtak izpauzas 1sajos
telojumos un stastos.

Péc S. Psibisevska darbu koncepcijas — par moderno pasauli, kas ir zaud&jusi
tictbu Dievam, valda velns. Tadel polu rakstnicka uzmanibas centra ir Jaunuma
fenomens. Laba un launa opozicija, launuma genéze un bitiba ir svariga probléma
arT vairakos A. Austrina prozas darbos. Launums abu rakstnieku darbos ir neatnemama
pasaules sastavdala. S. PSibiSevska romana Velna bérni galvena personaza Gordona
dzives “manifests” ir sagrauSana un izpostisana. Vin$ vélas postit ne tapéc, lai péc tam
atjaunotu vertibas un izveidotu labaku pasauli, n€ — postiSana vinam ir pasmerkis, ta ir
vina dzives jéga. Gordonam nav svarigs postiSanas rezultats: tas var blit gan pozitivs,
gan negativs, sagrau$ana un postisana vinam ir kluvusi par dzives nepiecieSamibu?.
Lidzigi rikojas arT Falks romana Homo sapiens. Vin§ mehaniski, neapzinati izposta
mijoto sieviesu dzives, neilgu laiku liekot vinam justies laimigam. Falks apmierina
savas vélmes, bet tad krapj milotas sievietes. Gan Izu, gan Maritu, gan Janinu gaida
nave — gariga vai fiziska. Launums S. PSibiSevska darbos tiek projicéts uz miizibu,
tas pastavejis un pastavés vienmér, tas ir neizbégams. Sada koncepcija tiek uzsvérta
arT izplidusaja vides t€lojuma. Darbibas vieta un laiks polu modernista darbos ir tikai
ieskic@ti, visa uzmaniba tiek vérsta uz cilvéka psihologiskajam patnibam.

A. Austrins uzsver pasaules divsféribu — Jaunais pastav tikai ka opozicija labajam,
un tas raksturo modernos laikus, pagatne tiek uzskatita par Zelta laikmetu, kura
ir mekljamas Tstas vertibas. LatvieSu modernists ipaSu uzmanibu pievérs§ vides
telojumam, tadel arT pasaules divsfeérigums izpauzas vides uzbiivé. Laba un launa
antinomija spilgti tiek paradita ka dabas un civilizacijas/sabiedribas opozicija.
Civilizacijas pasaule ir kropliga, cilvéks taja zaud€ vertiborientaciju, labais un
launais mainas vietam, morales vertibas klust relativas. Dabai A. Austrina prozas
makslinieciskaja sistéma ir pieskirta atpestitajas loma, ta sniedz cilvékam garigo
mierinajumu un harmoniz€ viga dzivi. Vina stastos pamata ir saglabata vértibu skala,
kas lauj noteikt laba vai launa esamibu kada personaza vai vides uzbuive.

S. PsibisSevska un A. Austrina prozu satuvina moderno laiku cilvéka koncepcija.
So autoru galvenais personazs ir garigais vientu]nieks, sabiedribas nesaprasts individs,
kura vertibu sist€ma atskiras no pastavosajam normam. Abi autori risina personibas
un sabiedribas attiectbu problému. P&c S. Psibisevska domam, mietpilsonu sabiedriba
un jebkadas kolektivas vertibas apspiez individa brivibu. Sabiedribas morales normas
ir maksligi izdomatas, 1steniba tas nevis attista un uztur garigumu, bet apspiez
jebkuru brivdomibas izpausmi. Polu modernista personazi ir personibas, kas cinas
ar sabiedribas aizspriedumiem un uzrada jebkuru morales normu relativitati, tadi ir
Gordons (Velna bérni), Falks (Homo sapiens), Cerkasskis (Zemes déli).
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Polu kritikis K. Izikovskis norada, ka S. PSibiSevskis ieklava polu literatiru
Eiropas konteksta un ienesa taja “divas slepenas sastavdalas: noslépumu un gréku’™.
Sie divi motivi spilgti tick icklauti S. P&ibisevska cilvéka koncepcija. Dramas Viesi
varonu dvésele ir gréciga. Zimigi, ka S. PSibisevskis neatklaj, kap&c tas ta ir, ko vini
ir nodarTjusi, tacu gréks ir tik liels, ka turpmaka laimiga dzive nav iesp&jama. Cilveks
ir noslépumains, tas nekad nevar atklaties pilniba, apkartgjie nespgj iedzilinaties
atseviSka individa dv@selé un izprast tas biitibu. S. PSibiSevska personazu riciba
nav prognozgjama, to nosaka tris personibas veidojoSo komponentu — jiitu, prata un
kaisles — mijiedarbiba. Viszemiskakie instinkti cilvéka pamostas, kad cilvéku parnem
nepratiga kaisle. Ta, pieméram, Janota dramas Dzives dzires personazs apkartgjo
uztveré ir cienfjams cilveks ar augstu morali, tacu, ieraugot nevarigu, neaizsargatu
Ganku, vina pamostas miesas kariba, un vins to izvaro. Janotas téla S. PSibiSevskis,
péc vina pasa atzinam, rada viszemiskakos pila instinktus.* Gréks polu modernista
darbos visbiezak tiek saistits ar seksualo v€lmju apmierinasanu, jo tieSi $aja sfera
sabiedribas aizspriedumi izpauzas vislielakaja méra.

A. Austrina dekadentiska posma darbos galveno personazu pamatiezime ir
pretrunigums, laba un launa koeksistence. Moderno laiku cilvéks nav viengabalaina,
harmoniska personiba, launais, ieglistot arvien liclaku speku, atdalas no personibas
un tick personificéts: tas var paradities ka velns, kas dzivo cilvéka Iidz pat vina navei
(Velna apséstais), ka zvers, kas pamostas cilveéka, kad par vigu valda dzivnieka instinkti,
piem&ram, miesaskariba, bailes un dzivibas saglabasanas instinkts (Kaspars Glins).

Lai gan labais un launais, péc A. Austrina koncepcijas, ir cilvéka neatnemamas
sastavdalas kop$ dzimSanas, tom&r dzives laika vienai polaritatei ir jauzvar otra,
un modernisma laikmeta par pasauli valda Jaunums. Launa dominanti par labo
nosaka sabiedribas ietekme uz cilvéka personibu. Morales normas un prieksstatus
par &tiskumu ir maksligi radijusi sabiedriba. Tas graujosa ietekme uz cilvéku spilgti
izpauzas stastu krajuma Vérpeté. Stasta Velna apseéstais varonis Leitans dzivo noskirti
no sabiedribas, kaut arT formali vina majina atrodas ciemata. Cilvéku sabiedriba
vinam ir neierasta un svesa, ciemina atnaks$ana vinam ir nepatikams parsteigums.
Stradajot par skriveri pagastmaja, Leitanam nakas uzturties cilveéku sabiedriba, kas
vinam ir loti nepatikami:

“Sestdiena bija pasta diena, un pagasta maja ap pusdienu piepliida pilna lauzu.
Draudzes skoléni, uz majam iedami, ndca péc avizém un véstulem. Ta Leitanam bija
nepatikama diena, jo cilveékus vins neieredzéja, domadams, ka visi ir tadi pasi ka vins:
netiri, viltigi—Jauni, zagligi un pasmiligi. [..] Un, ja vél pats skrivers sédeja kanceleja
vai pagasta vecakais, tad Leitans nedrikstéja savas istas sejas radit, bet sarka tik un
baléja, sarka un baléja zili melns aiz dusmam ka taisidamies vai plist no ienaida pret
cilveékiem, kuri caur pasu vinam bija apriebusies — lidz kaklam.”

Saja stasta sabiedribai ir ierobeZotdjas loma, kas izveido uzvedibas likumu
sistemu, kura ir jaievero visiem tas locekliem. Kad Leitans tika piekerts p&c sabiedribas
normam nepielaujama uzvediba — blusu nogalinasana, vina naids pret cilvékiem no
bailém, ka visi uzzinas par vina uzvedibu un nettribu maja, kluva vél lielaks. Stasta
nosléguma Leitans atrod tam risinajumu, nogalinot Gaili un p&c tam sevi.

Modernisma laikmeta cilvéka koncepcijas neatnemama sastavdala ir parcilvéka
probléma, kas ir abu autoru uzmanibas centra. Par parcilveku sevi uzskata S. PSibisevska
Falks un A. Austrina Kaspars Glins. Savas parcilveka biitibas apzinasanas ir ilgu
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garigo pardzivojumu rezultats. Falkam tas ir m&ginajums mierinat savu sirdsapzinu
un dzivot, nepartraukti izjlitot tas parmetumus. S. PSibiSevskis veido paraléli starp
parcilvéka funkcijam sabiedriba un dabas speku. Falks, apzinoties, ka vin§ pazudi-
naja savu kartgjo upuri Maritu, kas bija $kistibas un harmonijas iemiesotaja vina
apzina, saka:

“Es esmu daba, es iznicinu un radu dzivi. Kapju par tikstosiem liku, tadel, ka
man tas jadara! Es radu vienu dzivi péc otras, tadél, ka man tas jadara.”

Parcilvéka riciba, kas atrodas aiz morales robezam, nes garigu vai fizisku navi
visiem cilvekiem, kas atrodas parcilvéka darbibas loka. Tacu ta ir attaisnojama, jo
nav saistita ar pasa cilvéka gribu, bet gan ar kadu augstaku dabas speku, kas liek
parcilvékam graujosi iedarboties uz citu cilvéku dzivém. Iznicinasana daba nav nedz
pozitiva, nedz negativa, ta ir neatnemams dzivibas attistibas posms, tadel arT Falks
mégina attaisnot savu graujoso darbibu ar dabas funkciju pildisanu.

A. Austrina Kaspars Gliins, iedomadamies sevi par parcilvéku, pamato savas
eksistences nepiecieSamibu. Nepartraukti dzivojot bailés un b&gulojot no valdosa
rezima, vin$ nav apzinajies un izveidojis savu identitati. Apzinoties savu parakumu
par citiem, Gliins sabiedriba vienmér uzvedas klusi un mazliet augstpratigi, tadel
sievietes vinu ironiski nosaukusas par parcilvéku. Glins kultivgja ideju par parcilveku,
I1dz pats saka sevi par tadu apzinaties. Sapnos vins iedomajas sevi par tautas vadoni,
kas vedis tautu uz gaiSo nakotni.

A. Austrina stasta parcilvéka koncepcija lidzigi S. PSibisevskim ir saistita ar dabu,
tomer dabas vertejums abu modernistu darbos ir atskirigs: S. PSibiSevskim — neitrals,
A. Austrinam — pozitivs. Kaspars Gluns ir iedomajies izveidot pozitivu nakotni,
atjaunojot pagatnes vertibas, proti, cilvéka saikni ar dabu, tadgjadi harmonizgjot
cilveku. Galvenais varonis saista nacijas sakotni ar latviesu mitisko pagatni. Vins
mégina apzinaties savu identitati, identificgjot sevi ka latvieSu tautas parstavi, jo
individualas identitates veido$anas pamats ir nacionalas identitates apzinaSanas.
Tadgjadi daba A. Austrina stasta tiek trakteta ka fenomens, kas ir nesaraujami saistits
ar latvieSu nacijas sakotni.

Gan S. PsibiSevska, gan A. Austrina dekadentiska posma proza modernaja
pasaulé valda launums, tomér latvieSu modernists atSkiriba no polu autora piedava
izeju no strupcela. Ta ir ticiba, kas sp&j uzvart garigo pagrimumu un pat uzveikt
navi. Ta, skatoties Lieldienu krusta gajienu, Siekstins (Lieldienas) atgiist dzivotgribu.
A. Austrin$ raksta:

“Vinam likas, ka ierakumos, zemes katakombas plist dzivibas uzvaras gajiens,
gaviléjot par uzveikto navi, kura tik bezkaunigi uzkundzéjusies pa visu Eiropu,
nosézdamas augsta mironkaulu torni ar tadu valdonigi iznicinosu skatu, no kura
izgaist visas cilvecigas velesanas, visas gaidas un ceribas, dziest dzivibas un dvésele
tiek iemita asinainda straupé.’”

Launuma uzvaréSanas stratégijas t€lojuma butiska loma ir S. P§ibiSevska romanam
Zemes deéli, kur par lielako vertibu tiek pasludinata milestiba, kas vieno virisko un
sieviSsko un sp&j harmonizet cilvéku attiecibas. Lidzigu ideju pauz A. Austrins —
liriskaja stasta Lauj glaudit tavus matus ..., kas rada viriS$ka un sieviska apvienosanas
idealo variantu. Aranka un DZakomo, sasniedzot harmoniju, pacelas pari realitatei un
eksiste idealaja, parpasauligaja sfeéra. Tomér pat milestibas speks tikai uz laiku spgj
parvarét civilizacijas graujoso ietekmi. Tadgjadi tiek apSaubitas personibas sp&jas
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harmoniz&t pasauli. Apzinoties realitates neierobezoto varu par cilvéku, zemes dzives
nepilnibas un peripetijas personazi projic€ uz mizibu.

Ipasa vieta abu autoru dailrade ir sievietes telam. Sieviskais iemieso sevi harmoniju
un $kistibu, tas ir picliigSanas objekts. S. PSibiSevskis romana Homo sapiens sievieti
salidzina ar b&rnu, noradot, ka sieviskais ir saistits ar jaunibu un lidz ar to tam ir
lielas potences, bet viriskais — ar vecumu, respektivi, ar nesp&jibu. Marita ir $kistibas
un tikumibas simbols, ta¢u modernaja pasaulé tada sieviete nespgj izdzivot. Kaut ari
sabiedribas graujosa ietekme izpauzas arT sievietes t€la, tomer pamata sieviskais tiek
pretstatits viriskajam ka dieviskais velniskajam. ST opozicija saglabajas ari A. Austrina
proza. Sieviete ir pagatnes vertibu iemiesotaja un atjaunotaja. Tadas ar pagatni un
dabu saistitas kategorijas ka klusums, bezgaliba, harmonija, iek$gja vienotiba u. c.
ir sievietes atribati. Sieviska traktgjums ir lidzigs folkloras un mitologijas izpratnei,
tas iemieso sevi auglibu, tiek saistits ar zemi un sievieti-mati. Tomé&r sievietes t&ls
ir ambivalents: ideala sieviete harmonijas iemiesotaja eksisteé tikai ka abstrakcija.
Civilizacijas izkroplota sieviete kliist par netikumisku, pretrunigu un kaislibu plositu
moderno laiku produktu.

S. Psibisevska un A. Austrina dailrades tuviba izpauzas arl poétikas lTmenT.
Polu modernista romanos ir vérojama atteikSanas no sizeta valdo$as lomas par labu
psihologismam. ArT A. Austrina laikabiedri noradija uz sizeta neesamibu vina darbos,
diskutg&jot par to, vai tas ir veiksmigs vai neveiksmigs panémiens. Abu autoru darbos
tiek nojaukta robeza starp realo un iluzoro, makslinieciskaja pasaulé valda sapni un
halucinacijas, kas tiek izmantoti ka psihologiskas analizes lidzeklis.

S. PsibiSevska un A. Austrina dailrades tuviba ir vérojama gan darbu geng-
tiskaja, gan tipologiskaja Iimeni, abu rakstnieku proza icklaujas viena kultiiras
tipa makslinieciskaja sisteéma. Salidzinosas analizes rezultata izkristaliz&jas vienots
semantiskais lauks un paral€les ta realizacijas Iidzeklos. Nemot véra A. Austrina
personibas Tpatnibas un vina estetisko poziciju, var runat ne tikai par S. PSibiSevska
ietekmi uz A. Austrina rakstibas stila veidoSanos un attistibu, bet par abu rakstnieku
tuvibu makslinieciskas apzinas ITment.

ATSAUCES UN PIEZIMES

' Tespgjams, ka krajuma Verpete nosaukums ir romana Homo sapiens inspiréts. S. PSibisevska
romana varone Marita izdara pas$navibu, ielecot tident:
“Piepesi vinu parnéma briesmiga, arpratiga doma:
Pasaulei gals! Visam gals! Pludi! Plidi!
Vina pietriikas.
Tur iidens griezas, — griezas!
Vina skréja.
Galva riica un troksnoja. Neka neredzéja, neka nedzirdéja.
S'e, Se, Se.
Vel drusku talak — se, Se...
Udeni vina iekliedzas, cinidamas ar vilpiem...
Dzive!.. Udens griezi... Ak, kada laime...
(Psibisevskis S. (1907). Homo sapiens. Jelgava, 207.-208. lpp.)
2 TTumo6simesckuit C. (1907). detu caransl. [lonnoe cobpanue couunenuti, Tom 6. C. 116.
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3 Trzykovski K. (1926). Pierwszy bilans Przybyszewskiego i jego rehabilitacja Wiadomosci
Literackie. Nr. 1. S. 107.

4 TMumo6snuesckuit C. (1911). [up xusuu. Ilonnoe coopanue couunenu, Tom 10. C. 9

5 Austrin$ A. (1931). Verpeté. Kopoti raksti. 6. sgj. Riga. 10. Ipp.

¢ Psibisevskis S. (1907). Homo Sapiens. Jelgava. 199. Ipp

7 Austrin$ A. (1931). Verpete. Kopoti raksti. 6. s§j. Riga. 81. Ipp.
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S. Pshebishevsky’s Text in A. Austrins’ Prose
Summary

At the beginning of the 20th century a rapid change of paradigm took place
in Latvian literature, related to an attempt at tuning up to the processes of the
world literature. Along with F. Nietzsche, A. Schopenhauer, H. Bergson, E. A. Poe,
S. Mallarmé, H. Ibsen, K. Hamsun, the formation of Latvian modernism is affected
by Polish modernist S. Pshibishevsky. A number of his works were translated and
published in Latvian at that time. Affinities between Austrins and Pshibishevsky are
determined not only by parallel themes and motifs, but also by the similarities of
philosophical and moral problems taken up by both authors. Taking into account the
peculiarities of A. Austrin’s personality, it is possible to establish the relation between
him and S. Pshibishevsky on the level of the artistic consciousness. Both writers are
focused on the phenomenon of the evil, the individual of the age of Modernity, his
relations with the society, motifs of sin and mysteries of the human soul, as well as
the problem of divided personality.
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The article compares the representation of patterns of self-formation in Margaret Atwood’s
The Edible Woman and Renata Serelyté’s Ledynmecio Zvaigzdes. The novels are seen as both
conforming, in some salient respects, to the genres of the bildungsroman and the romance and
denying the social scripts encoded in these narrative structures. The construction of identity
is analysed as a discursive practice and it is also related to psychosocial and socio-cultural
conditions that affect self-realization. The analysis highlights the significance of the destructive
aftereffects of sovietisation, as in the case of Serelyté’s protagonist, and discusses the impact of
the ideological underpinnings of the consumerist society on gender socialization, with reference
to Margaret Atwood’s novel. The discussion also throws light on striking similarities in the
patterns of the female protagonists’ realization of identity and subjectivity despite the major
differences between the social contexts presented in the novels.

Key words: novel of awakening, bildungsroman, identity, subjectivity, gender socialization.

In women’s fiction, the novel of awakening usually dramatizes a coming to
self-knowledge which entails a realization of the collision between a desire for an
autonomous selthood and socio-cultural milieu that determines self-actualization. The
emphasis on opposition rather than on acceptance of the prevailing values of society,
according to Susan Rosowski, constitutes the main difference between the novel of
awakening and the traditional bildungsroman. In outlining the relationship between
the two types of the novel, Rosowski refers to the most general definition of the
bildungsroman, delineated by Hugh Holman and William Harmon, as “a novel which
recounts the youth and young manhood of a sensitive protagonist who is attempting
to learn the nature of the world, discover its pattern, and acquire a philosophy of life
and the ‘art of living” ” (Rosowski 1983: 49).

Although the novel of awakening resembles most of these elements of the
exemplary goals of human growth, gender exerts a pervasive influence on the outcome
of the quest for woman’s self-realization: “The protagonist’s growth results typically
not with an ‘art of living’, as for her male counterpart, but instead with a realization
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that for a woman such an art of living is difficult or impossible: it is an awakening to
limitations” (Rosowski 1983: 49). Sandra Frieden offers an alternative view, stating
that contemporary women authors:

“Have evolved a model that alters the socialization process depicted in the
traditional bildungsroman, to correspond to new awareness of women’s roles.
This model moves from recognition of restrictive social roles, through a rejection
of arbitrary standards, to the generation of a counter-figure who creates a new
role and a new, positive life style into which she becomes integrated.” (Frieden
1983: 305)

Frieden’s account emphasizes a reframing of the conventional patterns which
show that breaking away from the scheme of romantic love, traditionally envisioned
as the ultimate goal in self-realization, leads to the protagonist’s destruction rather
than construction of selfhood. Without canceling out the rejections of the overtly
prescriptive representations of bildung prevalent in, what Elizabeth Abel calls “the
Goethean model of organic growth”, and the thematic variations in the contemporary
novel of psychosexual development, such a view highlights that the quest for self-
discovery often turns into analysis of human relations, feelings and ambitions,
embedded in a complex web of psychoanalytical underpinnings that reveal a concern
with the difficulties of self-realization and add a critical dimension to the portrayal
of the social context (Abel 1983: 5). It is specifically the presentation of the social
context and patterns of the female protagonists’ gender socialization that unite
Margaret Atwood’s The Edible Woman (1969) and Renata Serelyté’s Stars of the
Ice Age (1999).

Stars of the Ice Age presents a novel of woman’s development strikingly similar
to the bildungsroman. Jolanta, the protagonist, departs from an unsympathetic home
after the death of her mother and moves to the house of her father and grandmother,
where she begins her education into life. The protagonist’s sense of selfhood is
expressed in both archetypal and national terms. The transition from the maternal
to the paternal space is depicted as coming out from the darkness into light while
the unfathomable stratum of archetypal and cultural symbolism that delineates the
protagonist’s transition opens up the text to multi-dimensional levels of meaning that
reveal the experience of growing up in the countryside of Lithuania at the dawn of
Independence. What is immediately apparent is the fact that inadequate parenting
is a part of the pattern of social degradation and is related to the annexation of the
motherland. The signification of the homeland and the mother converge when the
protagonist presents her family situation in national terms by saying that a man of
Russian origin, Slavikas, was one of her mother’s husbands who would physically and
psychologically abuse the household members (Serelyté 1999: 7). Jolanta’s stepfather
departs from conventional associations with the Father/Law and embodies oppressive
ideology on personal and collective levels. Jolanta’s transition to the house of the
biological father may be seen in the light of the Freudian family romance, interpreted
by Marianne Hirsch as the hero’s imaginary liberation:

“From family constrains by imagining himself to be an orphan or a bastard
and his real parents to be more noble than the ‘foster’ family in which he is
growing up. The essence of the Freudian family romance is the imaginative act
of replacing the parent (for boys clearly the father) with another, superior figure.”
(Hirsch 1989: 9)
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Jolanta’s father, however, is an ironic inversion of the patriarchal father figure
that perpetuates the Western psychoanalytical narrative of identity formation and
socialization: he embodies weakness and failure shown in the representation of his
coat flaps as broken wings fluttering in the wind (Serelyté 1999: 17). The father lives
with his mother, Jolanta’s grandmother, and is incapable of independent existence
because of his alcohol addiction. The daughter’s encounter with the father’s milieu
implies reestablishing representation of psychological terms which, in turn, enable a
reordering of meanings related to parental figures. The reshaping involves a realization
of the absence of the father, in emotional and authoritative terms, and the physical
absence of the mother who failed to provide the daughter with a model of adequate
femininity but who continues to extend her motherly care from the grave at crucial
moments of passage from adolescence to maturity, emphasizing, as it were, the power
of matriarchal consciousness in Lithuanian culture at large.

In Margaret Atwood’s The Edible Woman, on the other hand, the marking out of
the female protagonist Marian’s self-formation, according to Jayne Patterson, centers
on the representation of her development “from a puppet to a person who both
acquires what she wants and rejects which she does not want” (Patterson 2001: 2).
Barbara Hill Rigney claims that the ability to make choices signifies establishing
a self-conscious relationship to the consumer world as well as to the protagonist’s
position as a representative of a consumerist society in which she is expected to play
certain roles (Rigney 1987: 24-25). Marian is introduced in the novel not as a child,
as Serelyté’s Jolanta, but as an adult, a university graduate who has a job with a
market research company and who is engaged to a successful lawyer. Marian seems
successfully placed in the world, yet Atwood’s narrative demonstrates a transgressive
re-invention of the romance plot heading towards, what Shari Benstock et. al. calls,
“and-they-lived-happily-ever-after” ending (Benstock 2002: /47). These critics
state that Margaret Atwood experiments “with genre conventions of the eighteenth-
and nineteenth-century novel to create feminist allegories of modern life,” and the
changed ending is “a way of changing cultural plot”, since “failed” love plots create
opportunities for literary heroines (and their readers) to make life choices that support
independence and self-sufficiency” (Benstock 2002: /49). In The Edible Woman, the
shaping of the feminine identity revolves around what Nancy Miller would call, the
“euphoric” and the “dysphoric” poles emblematic of success or failure of gender
socialization in cultural and fictional narratives frequent not only in the eighteenth
century and the nineteenth century novel but also in later developments:

“The ideological underpinnings of the old plot have not been threatened seriously:
experience for women characters is still primarily tied to the erotic and the
familial; .. female bildung tends to get stuck in the bedroom” (Miller 1980:
151).

Atwood incorporates the traditional bedroom signification into her narrative and
disrupts its ideological encoding by dichotomizing the spatial location of the heroine.
She hides under the bed in her friend’s house trying to prevent her fiancé Peter from
taking pictures of her, an act which, according to Barbara Rigney, Atwood often
associates with hunting and “with psychological manipulation” (Rigney 1987: 25).
Identifying herself with a persecuted rabbit, Marian runs away from being turned into
an object mirroring her fiancé’s subject position and from being turned into an ironic
version of the Mother-Earth symbolized by her friend Clara. This episode signifies that
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Marian’s identity is built on denial of, what Sonia Mycak refers to, as “exogamous
exchange” and the questioning of the effects of consumerism (Mycak 1996: 47).

The avalanche of materiality stands in sharp contrast to the scarcity of material
possessions depicted in Renata Serelyté’s novel, rendered as an aftermath of the
destructive effects of sovietization. The protagonist’s leaving the village for town
may be read within the significations of the bildungsroman as an attempt to seek
education and as a means “to acquire a philosophy of life”, as Hugh Holman and
William Harmon use the term, enabling to open pathways to better life (quoted
in Rosowski 1983: 49). Challenging, as it were, the tradition of closed ending,
according to Laimuté Tidikyté, the novel ends with a Post Scriptum structured as
a multidimensional crisscrossing between historical periods and literary genres, a
mode of writing which suggests an attempt to draw on Western analytical models to
probe into Lithuanian socio-cultural realities, an application that produces unsettling
readings of the texts which, in turn, create productive intersections in social as well
as literary history (Tidikyté 2001: /43). In a similar manner, as it has been stated
by many critics, Marian’s journey to self-knowledge involves recognition that she
is strenuously exercised by her own self-deceptions and allegiance to narratives
outlining cultural construction of gender (Mycak 1996, Patterson 2001, Rigney 1987).
When Marian bakes and consumes a woman-shaped cake, which according to Jayne
Patterson, “is her first occasion for creativity” (Patterson 2001: 7), she affirms her
subjectivity by intensifying and simultaneously deconstructing cultural ideals.

In both novels, then, the process of the female protagonists’ coming to self-
awareness is depicted in close resemblance to the conventional psychoanalytical
interpretation of psychosexual development, suggested by Marie-Lousie von Franz,
as “gradual awakening in which the individual slowly becomes aware of the world and
of himself” (Franz 1968: 165). The realization of the productive relations between the
awakened self and the world, following Sandra Frieden, is hindered by conflict woman
faces in becoming herself and is inevitably related to finding a determined posture
toward the dominant social and intellectual traditions in society where tradition seems
mandatory (Frieden 1983: 305). In Margaret Atwood’s The Edible Woman and Renata
Serelyté‘s Ledynmecio Zvaigzdés patterns of awakening, regarded as culture-specific
discursive constructs, are revealed as a deconstructive negotiation with conventional
plots delineating bildung.
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Vestijuma formas pasapzinasanas romana: Margaretas Atvudas
“Edama sieviete” un Renatas Serelites “Ledus laikmeta zvaigznes”

Kopsavilkums

Raksta tiek salidzinati t€lu paSizpausmes modeli Margaretas Atvudas romana
FEdama sieviete (“The Edible Woman”) un Renatas Serelites romana Ledus laikmeta
zvaigznes (“Ledynmecio Zvaigzdés™). Abos romanos ir iespgjams saskatit audzinosa
romana un milas romana visparigas iezimes, tie ir veidoti ka slépts stastijums, ignorgjot
socialo rakstiSanas veidu. Savas identitates radiSanas process tiek analizgts, saistot to
ar jau zinama atklasanu, psihosocialiem un sociokultiiras noteikumiem, kas ietekme
téla pasSizpausmi. Abu romanu analize izgaismo destruktivo sovjetizacijas lomu
(R. Serelites personaza gadijuma) un parada patérétaju sabiedribas ideologijas ietekmi
dzimumu socializeé$ana (tas redzams M. Atvudas romana). Romanos vérojama lidziba
sievietes personaza pasizpausmes modelos, neraugoties uz abos darbos paraditajam
socialo kontekstu lielajam atSkirtbam.
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Dilana Tomasa un Gunara Salina sirrealajos
pasaules skatijumos

Rules of the Dream Reality: Crosspoints in the
Surrealistic Visions of Dylan Thomas and Gunars Salins

Elita Salina
Latvijas Universitate, Moderno valodu fakultate
Visvalza 4a, Riga, LV-1001
E-pasts: kurmis13@yahoo.co.uk

Raksts salidzina sirrealisma principu lietojumu velsiesu izcelsmes britu dzejnieka Dilana
Tomasa un latvieSu modernista Gunara Salina darbos. Aplikoti tadi jautagjumi ka mitu un
folkloras elementu izmantojums, raciondla un iracionala loma abu dzejnieku poégtiskajos
pasaules skatfjumos u.c. No sirrealisma atvasinati principi — briva asociaciju plisma, sapna
elementu lietojums un alogisms — vinu darbos tiek apvienoti ar ripigi izstradatam dzejas
formam, liecinot, ka abi dzejnieki tikai dalgji seko sirrealisma estétikai, pilniba neatsakoties
no tradicionalas telainibas sisteémas.

Atslegvardi: sirrealisms, tradicionala t€lainibas sistéma, mitu elementu lietojums.

1950. gada ar paris ménesu starpibu Amerika ierodas divi dzejnieki: velsieSu
izcelsmes brits Dilans Tomass un tobrid latvieSu vidé mazpazistamais trimdinieks
Gunars Salins. Turpmakos tris gadus Gunaram Salinam ir iespgja iepazit Dilana
Tomasa dzeju un arT pasu dzejnieku, kurs atkartoti tiek uzaicinats uzstaties ar dzejas
lasTjumiem dazadas Amerikas pilsétas un koledzas. 1953. gada 9. novembri, kad
Dilans Tomass savas pedéjas Amerikas turnejas laika mirst Nujorka, Gunars Salin$
ka dzejnieks vel nav oficiali “dzimis”, jo vina pirmais dzejas krajums Miglas krogs
iznak tikai 1957. gada. Tacu neatkarigi no ta, vai vinu celi fiziskaja pasaules telpa
ir vai nav krustojusies, dzejas telpa sastapSanas ir notikusi. Gunars Salins$ ierindojis
Dilanu Tomasu starp tiem cittautu dzejniekiem, kurus varot lasit “brinumu pilnam
acim, ausim un smadzeném™'. Tas gan nenozimé, ka Dilana Tomasa dzejai bijusi
iz8kiroSa loma dzejnieka Gunara Salina tapsana. Drizak vartu runat par radniecigu
dzejas un pasaules izpratni. Par iespgjamu “radniecibu’ liecina arf tas, ka kritiki abu
dzejnicku dailradé saskatijusi sirrealisma ietekmi..

Ta ka termins sirreals aptver loti plasu dzejas paradibu gammu — no radikaliem
eksperimentiem ar dzejas formu un saturu Iidz diezgan bikliem sansoliem no iemitas
dzejas takas — vispirms biitu japreciz€, kada griezuma tas biitu lictojams attieciba uz
Dilana Tomasa un Gunara Salina darbiem.

Ne Dilanu Tomasu, ne Gunaru Salinu nevar uzskatit par sirrealistiem varda
Saurakaja nozime (ka sirrealisma galvena ideologa André Bretona 20. gados pasludinata
zemapzinas anarhisma un pat viselementarakas logikas nolieguma piekrit&jus). Neviens
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no viniem nepienem sirrealisma radikalakos postulatus, pieméram, automatisko
rakstiSanu. Saikne ar sirrealismu drizak mekl&jama abu dzejnieku darbiem tik
raksturigaja sapna un realitates robezu pliistamiba. Termins sirreals Saja gadijuma ne
tik daudz apraksta piederibu literarai ievirzei, cik “visparigu gara orientaciju, pilniba
verstu uz “citadibas” iekaroSanu’?. Protams, ikviens dzejnieks rada individualu,
tikai sev raksturigu pasauli, tacu sirrealisma neatnemama $is citadibas dala ir
realitates transformacija sapnim lidziga laiktelpa, kura iracionalais un absurdais kltist
likumsakarigs. Apjauta, ka dzeja parlauz plano ikdieniSkuma kartinu un iesniedzas
neizdibinataja, skiet, rosinajusi abu dzejnieku pogctiskos eksperimentus.

Gan Tomasa, gan Salina poctika nozimiga vieta ieradita neparastajam un
brinumainajam. André Bretona atzina — “brinumainais vienmér ir skaists, jebkas
brinumains ir skaists, pat — tikai brinumainais ir skaists™® — vienlidz precizi raksturo
abu dzejnieku dailradi.

Te gan japiezimé, ka brinumainais dzejniecku darbos izpaudies ari diametrali
pretgjos veidos. Ta, piem&ram, Salinam ir sve$s Dilana Tomasa agrinajiem darbiem
raksturigais hermétisms. Salipa argjiem iespaidiem atveérta, daudzkrasaina, reizém
humorpilna izt€les pasaule nav salidzinama ar Dilana Tomasa trisdesmito gadu
darbu klaustrofobisko dzejas telpu, kura visparigie procesi tulkoti kermeniskos, pat
fiziologiskos t€los un metaforas.

lesp&ja salidzinat abus dazkart tik atskirigos dzejniekus rodas Dilana Tomasa
velakajos darbos — krajuma Deaths and Entrances (Naves un ienaksanas, 1946)
un raidluga Under Milk Wood (Zem piena meza, 1953) — v@rojamas stila un t€mu
apzinatas mainas dg]. Saja dailrades posma Dilans Tomass atsakas no parlieku
sarezgita izteiksmes stila un solipsisma, pievérSoties t€mam, kas nav tie$i atvasinatas
no personiskajiem pardzivojumiem un izjatam.

Samerojot Salina dzeju ar Tomasa vélina perioda darbiem, izkristalizgjas trTs,
manuprat, vissvarigakas Iidzibas starp Siem poctiskajiem pasaules skatfjumiem:
pirmkart, abu dzejnieku dailradg€ biezi lietoti mitiski un folkloristiski elementi; otrkart,
abi dzejnieki Tpasu uzmanibu pievers situacijam, kuras tiek nojauktas robezas starp
dazadam esibas plakném; treskart, abu dzejnieku darbos manama nostalgija un ilgas
pec pagatnes, it ka savdabigs “atminu sirrealisms”.

Literattrkritikis Janis Rudzitis uzsvéris, ka laika un telpas robezu izzuSana
visvairak tuvina Salina dzeju sirrealisma estétikai:

“Parsteidz Salina izdoma dzejolu tematika, kur vins savu lirisko “‘fabulu” médz
atbrivot no saistibas ar telpas un laika dimensijam. Te visvairak paradas ipasibas,
kas liktu runat par Salinu ka Sirrealistu.”

Pats dzejnieks klasificgjis savu rakstiSanas veidu ka “pasaku vai pasakaino
realismu’™. Sie divi apzim&umi neizsleédz viens otru. No latviesu folkloras un
mitologijas aizgitie elementi pilda divas Skietami nesavienojamas funkcijas. Pirmkart,
tie nodroSina sirrealisma estétikai tik bitisko “arpuslaicigumu”, jo atsauces uz mitu
iedibina saikni ar notikumiem pirms laika sakuma. Salina dzeja laiks reti rit lineari.
Daudz biezak runa ir vai nu par ciklisku laika atjaunoSanu (piem&ram, dzejolt
Vasarsvetki aprakstitaja pavasara auglibas rituala), vai izklt$anu arpus hronologiska
laika nepieltidzamas virzibas. Otrkart, §1 pasakaina pasaule, kura izgaist robezas starp
“tagad” un “toreiz”, piedava iespgju atdzivinat pagatni tagadn€. Salina sirrealajai
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pasaulei raksturigs anahronisms: lielpilsétas t€lojumos tiek ieklautas detalas no
idealizetas Latvijas lauku dzives, pieskirot pilsétas videi lirisku vai reiz€ém komisku
noskanu.

Lidzigs mitologisku un folkloristisku elementu lietojums vérojams Dilana Tomasa
vélinajos darbos, kuros viena no galvenajam t€émam ir nostalgisks bérnibas ainu un
Velsas telojums. Kaut gan Dilans Tomass sava miiza lielako dalu pavadijis dzimtaja
Velsa, vins tomér atradies savdabiga icksgja trimda. Ka anglu valodas lietotajs pirmaja
paaudzg, vin$ asi apzinas savu dubulto identitati:

“Anglija uzskatits par velsieti (un Anglijas piena atskaiditaju) un Velsa par angli,
es esmu parak beznacionals, lai vispar atrastos Seit. Man biitu jadzivo maza privata
leprozorija Herforda vai Sropsira ar vienu kaju Velsa un patskaniem Anglija.”

Izmantojot atsauces uz keltu mitologiju un bibliskas altzijas, dzejnieks m&gina
atgriezties pie pirmsakumiem, kuros SkelSanas vl nav notikusi. Tacu atbrivoSanas
no laika un telpas ierobezojumiem vienmér ir tikai Skietama.

Iemilota t€ma abu dzejnieku darbos ir attalinasanas no reala, tomér neskersojot
robezu, aiz kuras tas paziid skatienam. So apzinas stavokli var pielidzinat sapnim,
tacu taja griiti pamantt pareju no miega uz nomodu. Ta, pieméram, Dilana Tomasa
dzejoli Poem in October (Dzejolis oktobri) liriskais “es” pamostoties nonak paraléla
realitate, kura sastopas tagadne un pagatne:

It was my thirtieth year to heaven
Woke to my hearing from harbour and neighbour
wood
And the mussel pooled and the heron
Priested shore
The morning beckon
With water praying and call of seagull and rook
And the knock of sailing boats on the net webbed
wall
Myself to set foot
That second
In the still sleeping town and set forth.

Sava trisdesmitaja gada uz debesim
Pamodos izdzirdis no ostas un tuvéja meza
Un gliemju draudzes un priestera garna
Apdzivota krasta
Ritu aicinam
Ar Tdens lagsanam un kaiju un krauku
klaigam
Un buru laivu atsiSanos pret tikliem klato sienu
Lai to pasu bridi
Izeju
Vel aizmigusaja pilséta un eju talak.

My birthday began with the water- Manas dzims$anas dienas 11ta Gdens-
Birds and the birds of the winged trees flying my Putni un sparnoto koku putni lidoja manu
name vardu
Above the farms and the white horses Virs fermam un baltajiem zirgiem
And I rose Un es célos
In rainy autumn Lietaina rudent
And walked abroad in a shower of all my days. Un staigdju ara zem visu savu dienu Saltim.
High tide and the heron dived when I took the road ~ Paisums un garnis ienira, kad devos pa celu
Over the border Pari robezai
And the gates Un pilsétas
Of the town closed as the town awoke.” Varti aizveéras pils€tai mostoties.

Kaut gan dzejoli aprakstita pilnigi redla vieta, neliela Velsas piekrastes pilsétina
Larna (Laugharne), ta paklauta pasaku likumibam. Dilans Tomass izmantojis keltu
folklora popularo tému par viesoSanos citpasaulg, kura neviens mirstigais nevar
palikt miizigi. So pasauli, kas saplist ar bérnibas atminam, iesp&jams saskatit tikai
“pagrieziena”, ta eksist€ “nostastos”, “aiz robezas”. Uzsverot liriska “es” pardzivojuma
gaisto$o raksturu, Dilans Tomass paspilgtina iespaidu, ka runa ir par notikumu uz
apzinas slieksna.

Ar Salina pirma krajuma Miglas krogs ievaddzejoli darbiba notiek “ka sapni”.
Lai gan dzejoll min&ti konkréti vietvardi (Riga, Roja, Manhetena), arT Saja gadijjuma
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runa ir par viesoSanos cita realitaté. Auto tiek “pieskalots” Miglas krogam un vélak
pielidzinats zirgam, kas nostavejies pie slitas. Zilais vecuks ar zivju acim asocigjas
ar idensviru. Pat atsauce uz moderno glezniecibu rindas “prieks acim zimejas sejas /
ar zalu un roZainu kritu’® nemazina iespaidu, ka dzejnieks runa par izklGSanu arpus
pierasta robezam. Tacu tapat ka iepriekSmin&taja Dilana Tomasa dzejolT T realitate ir
gaistos$a. Gaismai austot, laika un telpas robezas atkal nostajas savas vietas:

“No miglas kroga ar ausmu / izniram Manhatana.””

Aplikojot mttu un folkloras elementu lietojumu Dilana Tomasa un Gunara Salina
darbos, jasecina, ka tie neveido vienotu t€lu sistému, bet gan aktualizg arhetipiskus
prieksstatus, kas saskana ar sirrealisma estétiku veido pogtiskas domas pamatu.'® Tie
ieklauti sapnu faktiira, turklat sapna pieredze parklajas ar istenibu un parveido to. Sis
princips izmantots Dilana Tomasa popularaja raidluga Zem piena meza.

Dilans Tomass apraksta vienu nakti un dienu zvejnieku ciematina dzivé. Ta
iemitnieku sapni pielidzinati jirai, kura iz8kist vinu nomoda identitates. Kapteinis
Kats, atvalinats jurnieks, katru nakti sapno par “nekad nebijusam jiram, kas gazas
pari gultas drébés zvalojosamies tvaikonim “Kidvelija” un slidenas ka mediizas
iesiic vinu tumSaja, salaja dzelmes Sahta, kur Deivijs izlaiz zivis, kas apgrauz vinu
lidz kaulam, un sen noslikusie glauzas vinam klat”"'. Jura un slik§anas motivs, kas
atbalsojas arT Gunara Salina dzeja (pieméram, dzejolos Miglas krogs un Léciens),
norada uz abiem dzejniekiem tik biitisko metamorfozes t€mu. Vairuma gadijumu jiira
un tdens nenozime fizisku navi, bet gan iegrimSanu zemapzina. Tacu arT nave Dilana
Tomasa un Gunara Salina dzeja ir viens no metamorfozes veidiem.

Ne Dilans Tomass, ne Gunars Salin$ net€lo navi ka statisku stavokli. Atbrivojoties
no fiziskas Caulas, mirusie saplist ar Visumu un icklaujas dabas procesos. Gunara
Salina dzejoli Atraktais tikai mirusa un dziva blakusesamiba nodrosina pasaules
pastavesanu: “Ar kauliem ausos: / vai vél pasaule skan? / Atracéj, palidzi / man: //
spelé uz mana / stilba kaula, / spelé makonus, / spéle sauli... "

Ja Gunara Salina naves t€mas interpretacijas atbalsojas latvieSu dziveszinai
tradicionala samierinasanas ar naves faktu, tad Dilana Tomasa dzeja nave parasti
izraisa protestu. Visskaidrak $1 atSkiriba pamanama darbos, kurus abi dzejnieki
veltfjusi Otraja pasaules kara nogalinatajiem. Salin$ dzejolt Doma nobumbotais
uzruna bérnu uzburis apskaidrotu un maigu gaisotni. Nave lieckas dabisks dzives
turpingjums. Dilans Tomass turpreti uzsver naves vardarbigumu un dramatismu. Divas
no trim uzlidojumos Anglijai bojagajusajiem veltitajam elégijam vésta par mazas
meitenites un jaundzimus$a b&rna navi. TreSaja elégija Among Those Killed in the
Dawn Ride Was a Man Aged Hundred (Starp uzlidojuma ritausma nogalinatajiem
bija simtgadigs virs) sirmgalvja navei pieskirta gandriz kosmiska nozime. Katrs vina
miza gads parversas balta stark, jaunas dzivibas simbola, un visi Sie starki klaist par
veca vira debesis uznemsanas lieciniekiem:

The heavenly ambulance drawn by a wound Debesu atra palidziba, sajutusi briici,
Assembling waits fore the spade’s ring on the cage. Pulcgjas, gaidot lapstas piesitienus burim.
O keep his bones away from that common cart, Ak, nesviediet vina kaulus kopgja kerra,
The morning is flying on the wings of his age Rits lido uz vina gadu sparniem,

And a hundred storks perch on the sun’s right hand.">  Un simts starku séZ saulei pie labas rokas.

(Davy Jones — Udensvirs velsiedu folklora, red. piez.)
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Kaut gan paradoksala dzivibas un naves sapliiSana Dilana Tomasa un Gunara
Salina dzeja atbilst sirrealisma estétikas prasibai radit parsteidzoSus, neparastus
t€lus, analizéto dzejolu saistiba ar konkrétiem vésturiskiem notikumiem vélreiz
norada uz abu dzejnieku sarezgitajam attiecibam ar $o modernisma novirzienu. Gan
Dilans Tomass, gan Gunars Salin$ interpreteé modernisma stilistiskos eksperimentus
no literatlras periférijam. Dilans Tomass ir pirmais velsieSu izcelsmes dzejnieks
modernists." Gunars Salin§ savukart, nonakot Savienotajas Valstis, saskaras ar sev
svesu literaru tradiciju.

Iespgjams tade] neviens no dzejniekiem nerealiz€ sirrealisma pasludinato
tradicionalas télainibas sistémas sagrauSanu.'> No sirrealisma estétikas atvasinatie
principi: briva asociaciju plisma, sapna elementu lictojums un alogisms, tiek apvienoti
ar rupigi izstradatu dzejas formu. Turklat ne Dilans Tomass, ne Gunars Salin§
nerada anonimu zemapzinas pasauli. Gunars Salin$ noslédz savas dzejas un dzives
pamatprincipu izklastu eseja ledvesmas no Naudites lidz Elles kékim ar vardiem:

“.. jJa apdoma, kas gan cits, ja ne Latvija, ir bijusi visa ST miisu dzejoSana svesuma.
Tikai dzeja, dzeja un milestiba var noburt miis un paglabt no naves.”'

Un Dilans Tomass dzejoli Prologs, ko var uzskatit par savdabigu poé&tisku
manifestu, pielidzina savu dzeju Noasa Skirstam, kura patvérusies sen zudusi Velsa.
Sirrealisma estétika gan Dilanam Tomasam, gan Gunaram Salinam piedava iesp&ju
dzeja realiz&t sapni par majam.
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Rules of the Dream Reality: Crosspoints in the Surrealistic Visions
of Dylan Thomas and Gunars Salins

Summary

The article Common Occurances of the Dream Reality: Points of Contact In
the Surrealistic Visions of Dylan Thomas and Gunars Salins investigates the links
between the two poets concerning surrealism and traces certain significant similarities
in the structure of their poetic visions. Both poets avoid the most radical surrealist
experiments, yet the presence of dream elements, emphasis on the subconscious
and distortions of time and space in their works, bear witness to the influence of
surrealism. However they approach surrealism from the peripheries of literature.
Dylan Thomas as the first modernist poet of Welsh origin and Gunars Salin$ as a
Latvian poet in exile modify its principles. Their writings are remarkable for the
usage of mythical and folklore elements as well as nostalgic colouring. These features
prevent both poets from depicting the anonimity of the subconscious, which is
essential to surrealist aesthetics.
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Crenaab u I'orosib B moMCKax J1yX0BHOI0 0TEYeCTBA
Stendals un N. Gogolis garigas tevzemes meklejumos

Stendal and N. Gogol in the Search of the Spiritual
Fatherland

Oabra CkaukoBa
LU Filologijas fakultate
Slavu valodas un slavu literatiiras nodala

B crarbe uccnenyercst peHOMeH dckanu3mMa B (popMax, XapaKTepHBIX JUIs HO3JHEr0 POMaHTHU3Ma.
Crenpans u ['orons — mucareny, 961 XyZ0XKEeCTBEHHbIE IPHHIAIBI U Chepbl HHTEPECOB OUCHb
JaJeKu M MpakTHYeCKH He nepecekatorcs. OnHako oba BbiOuparoT Mranuio kak crpany
J100POBOILHOTO M3THAHMS, M 002 IOCBSIIAIOT 3TOH CTpaHe cBoM npon3BeneHus. Mccnenopanue
poOIeMbl IO3BOJISET cleaTh BbIBOJ, 4TO Ul CTeHaass XapakTepeH palloOHaIUCTHYESCKHM,
“(ayCcTOBCKHIT” TOAXOM K MOHSTHIO “‘0TEYECTBO”, 00YCIIOBICHHBII MHOTUMH (paKTOPaMH, IIEPBBIIA
U3 KOTOPBIX — INO3HAHUE CTPAaHbI. T'orons PYKOBOACTBYETCS UppalOHAJIbHBIMU, BO MHOTI'OM
“BBIMBIIIICHHBIMU® TIPHYNHAMH, TBITASICh MOJIBECTH STHYECKYIO OCHOBY IIOJ CBOE “0ercTBO” U3
Poccun. On commkaer Uranuto u Poccuto, Torna kak Crenanis npoTuBonocrasiseT Mramuio
u Gpanuuro.

KaroueBrble cioBa: POMAHTU3M, 3CKaIIU3M, I/ITEU'II/ISI, MI/ICTI/IqJI/IKaIlI/ISI, OIIIIO3UI M.

Crenpaanb — “NOJUTHYECKUM YEJIOBEK, BOBIICUCHHBIN BO BCE COOBITHS CBOEIO
BpemeHU. OH B JICBATUIETHEM BO3pAacTe TAlfHO COYYBCTBYET SIKOOWHIIAM U PaIyeTCs
npumienemMy u3 [laprxka n3BEeCTHIO 0 Ka3HH KOPOJIs, B TO BPEMS KaK €ro CeMbs
MOTPY’KeHA B YHBIHHE, KaK U IPyTHE CEMbH IPOBHHIINATIBHOTO OyprKya3HOTo [ peHoO.
KOHOCTS, coBmaBmIas ¢ UTaIBIHCKUM 1T0X0oM Hamoneona (B aTom moxone CTeHnab,
emne AHpu beinb, BctpeTutcs ¢ tanueit TUioM K JUILy, HO OH JIaBHO TOTOB K TaKOH
BCTpeue: B IyKI0H aTMocdepe JoMa CBOETO OTIa OH HaleT ceOe yTelIeHHe — MBICITh
0 TOM, YTO OH APYroil TMOPOJbl, YTO OH Ha CaMOM Jielie U3 CTpaHbl, “TJie aneIbCHUHbI
pPacTyT IpsIMO M3 3eMJIH”, KaK IISTTHET eMy JTIo0uMast TeTka Dnu3aber), 3areM Jopora
B Poccuto m 00paTHO, TIOMCK CBOETO MeCTa B MOCTHAIOJICOHOBCKOH DpaHIUU W,
IJIAaBHOE, HEMPEPBIBHOE, THUITMYHO “‘(paHIy3cKOoe” YTCHHE — Ta3eT, QHUIocoPCKuX
TPAKTaTOB, HICTOPUYECKUX COUMHEHUH.

Crenpanp — 3HaTOK My3bIkH, HarmcaBmmi “Kmsup [afinna”, “XKmsae Mormapra”,
“YKuszun Poccunn”™ 1 6osee MeaKye COYMHEHN. B HUX MHOIO TOYHBIX CBENEHHH, HO €I
OoJbIiie HeOAHATIBHBIX MBICJICH O MY3bIKE, COCTABIISIFOIIMX OHO U3 IIEPBBIX HACIAXKICHHIN
*m3HU. [locnme mepBoro Bo3Bpamenust n3 Urtammu CTeHOa b MOTpy3WiIcs B MCTOPUIO
UTAJBSHCKOM JKHBOITUCH, JKeJasl TIOMYYUTh CHCTEMHOE TIPEIICTABICHIE O TOM, YTO TaK
YBJICKJIO €ro BooOpakeHue. Pe3yabraToM 3THUX INTYAWH CTaja cOOCTBEHHAsl KHUTa
“Uctopwus sxuBortiick Ntamn”, pakTudeckasi CTOpOHA KOTOPO B 3HAYUTEIHHOM CTETIeHN
3aMMCTBOBaHA y MPENIIeCTBCHHUKA ab0ara JlaHmm, a pa3MBIIIICHAS O KUBOIIWCH,
OZTHOBPEMEHHO M CyOBEKTHBHBIC, I MOTHBHPOBAHHbIE, MpUHaIekaT CTeH a0,
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Cpenun nTanbsHCKHUX 3HAKOMBIX CTeHIals HeMalo JoAeH, y9acTBYIOIUX B
JIeSITEIFHOCTH KapOOHAPHEB IITH KaKIMM-JTHO0 WHBIM CIIOCOOOM BOBJICUCHHBIX B KHUBYIO
coBpeMeHHOCTh. OH BIIOOJICHHO OMKCHIBACT CAJIOHHBIN ObIT Muiana 1816—1817 rr.,
MIOTOMY YTO Lapsiias B “mo0OpOTHHIX” qoMax arMocdepa cBOOOIB M €CTECTBEHHOCTH
MO3BOJISICT €My ITOYYBCTBOBaTh ceds “Mmmaniem, Appuro betimem™.

O6e xHuru o0 wrampsHCKUX crTpaHCTBUAX (“Pum, Heanons n ®dnopenmus”
u “Ilporynku mo Pumy”) HamoJgHEHBI COTHAMHM HMEH MOJHUTHKOB, MUcaTenei,
CBSIILICHHUKOB, KPacaBUIl, Xy[IOKHUKOB. PazymeeTcs, He BCE OHU ONM3KHE 3HAKOMBIE
obmurensHOrO beinsa, Ho OHM eMy MHTEPEeCHHI.

Yrenune Cucmonau' nonckaxer CTeHaanto Temy, madpoc, HampaBiIcHUE
TBOPYECTBA — OH YBJIEUETCS PAcCKa3oM O JIIOASX cTapoi Mramuu, “OermieHbie TbBbI”
CPETHEBEKOBBIX PECITyOIMK OKayKyTCsl eMy 3HAaKOMBI. BriepBble MX MMEHA OH Halllen Ha
crpannax “Komenun” Jlante, a caMy KHUT'Y B KHIDKHOM Ikady cBoelt paHo ymepiien
Marepu. OH He TIOMHIJI €€, HO y3HaJI, yHacJIeA0Bal ee KHUTH. OH MBITANCs MPECTaBUTh
9Ty MOJIOAYIO KEHIIHMHY, IT0 KaKOI-TO HEMOHSATHON NMPUYMHE OKAa3aBIIYIOCS JKEHON
npe3upaeMoro UM rnouuisika, Yepyoena beitns, 3a ureHnem Benukol kHuru. Ctpactsb
U cyObeKTUBHOCTD JlaHTe, ero HeXKHOCTh M OTBAara, M3bICKaHHAsA MPOCTOTA — CIUIAB,
ONpEeIeIUBIINN TyXOBHYIO CTPYKTypy camoro CreHJans, Ka3alcs 4pe3MEPHBIM
Jutsl JKeHCcKol nymm. Ho B MuiaHe oH BCTpeTHII JKEHIIMH, )KUBYIINX B MacmTade
n put™me Jlante. OHM, KCTaTH, HE OBUIM YWTATENbHUIIAMU. BoJbIIe 4acThio OHU
MpPUHAAJICKAIN K CTAPUHHBIM CEMbsIM, I7J€ J)KEHCKOE, TeM OoJiee AeBHYbE UTCHHE
BCTPEYAETCSI PEJIKO, MTOCKOIBKY COOCTBEHHAsI CEpEUHasl )KU3Hb 3aIlOIHSCT UX THHU 1
HOYH, HE OCTABIISISl MECTa YT KHIDKHBIX CTpacTeid 2.

XPOHHKH, KOTOPBIE OH CKyIIall y OYKUHICTOB >, TOXE PacCKa3bIBaIN O HEBEPOSITHOM,
HETI03BOJIMTEIILHOMN, CMEPTENIBHO OMACHOI CBOOOIE /IyXa, HEe NCCSKAIOMIEH B NTANIBSIHIIAX
Ha NPOTSDKeHUH BeKoB. CTeH1aIb HeMallo JyMall 00 UCTOPHYECKUX, KIIMMAaTHYeCKUX,
MOJINTUYECKHX U TPOYUX OOCTOSTENBCTBAX, (OPMHUPYIOLINX HALMOHAIBHBIN XapaKkTep
(uTo OBLTO B yXe BpeMeHN): ‘[ ...] Hysicna ouens ceemias 201064, umobwvl pacno3Hams
NOONUHHYIO CYUIHOCMb A6IeHUTI NOO CKPbleaioujeli ux Mooot, Komopasl ceudac, bonee
yem Koeoa-nubo, enacmeyem 6 Hauteli cmpare Hao ucmunou” (Cmenoans, 1959, m.
12, ¢. 5 —"3anucxu mypucma’’). Bone3HbIo 3M0XH, pa3HECEHHOH (paHIly3aMH 110 BCEeH
EBpone, CTeHnanps cuurtai 3Ty BIAaCTh MOBI HaJl MACCOBBIM CO3HaHUeM: “B [lapuoice
8ac 00011e6aiom yice 20mogble CYHCOeHUs: no 11000MY 60NpoOCy, CLOGHO 6AC XOMAM,
80 umo 6vl mo Hu cmano, uzbasume om mpyoa muicaumos [...J A yoice ne ysuoicy
9moeo oouuanus nodesnoll Opanyuu: ono npouszotidem auuts okono 1860 cooa. Ho
Kak dcans, ymo omyusHa Mopo, Moumens u Pabne nomepsiem cgoii npupoomsiti ym —
9mMom ocmpulil, 80NbHONOOUBYIU, PPOHOEPCKUL, UCKPAWULICA YM, KOMOPbI CPOOHU
ecemy cmenomy u bespaccyonomy” (Cmenoans, 1959, m. 12, c. 5, 8).

CTeHIaICBCKHIT TTACCEU3M MMEJT POMAHTHUYECKUE KOPHH, HO OH HE JIOBOJILCTBOBAJICS
JKamo0aMu Ha CKyIOCTh COBPEMEHHOCTH IO CPABHEHHIO C SAPKOH KU3IHBIO MPEIKHIX
nokosieHuid. OH HaIeN HEPTHI0, CMEIIOCTh U CAMOOBITHOCTh B COBPEMCHHOCTH,
MePerpPaBUBIINCH Yepe3 AJIbITbL. ITO ObLTO MyTENIeCTBUEM BO BPEMEHH HE B MEHBIIICH
CTETICHHU, YeM B MPOCTPAHCTBE: /[...] umanvsaney — [...] smo camoe ecmecmeenHnoe
yenogeyeckoe cyujecmeso 6 Egpone, menee 6ceco novvluiisiiowyee o mom, 4mo nooymaem
ezo coced” (Cmendans, 1959, m. 7, c. 8). CTenaanb 3HAKOMUTCS C MOJIOJIBIM YEJIOBEKOM,
HOCSIINM OIHY W3 CaMbIX TpoMKuX (pammmuii Mtammu, monmkoBHIKOM KopHepom,
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U JIeJacT MOMETKY B CBOMX IOPOXKHBIX 3amucKax: ‘‘Yousumenvno npocm smom
JII06E3HbII MONOO0U Heno8eK, KOMOpblll NOO 02HeM 000bLI 8Ce CE0U 3HAKU OMIUYUS,
npeoKu Komopozo ObLIU 00XCamu euge 00 Mo2o, KaK CeMeticmeo NOIYyHUIo 080PSIHCKOE
38aHUe, U KOMOPLLL YCheN yaice npodicums 06a muanuona. Kaxkoe gpamoscmeso npossun
bb1 makotl yenogex 8 nobotl opyeou cmpane!” (Cmenoans, 1959, m. 7, c. 59).

[TonkoBHUK 00JagaeT MCKYCCTBOM, O KOTOPOM Jake HE I10J03PEBACT, YTO
9TO UCKYCCTBO — OBITh cHacTIUBHIM. JKU3Hb MuilaHa, cKiIaJbIBatoliasics U3 “sceil
COBOKYNHOCMU €20 HpABo8 U 00bluaes, ecmecmeeHHOCMU 8 NO0BAOKe dicumernell,
npocmooyuus” (Cmenoans, 1959, m. 7, c. 117) 3axarbeiBacT CTEHIANS, TIOATAIKHBAS
€ro K HEBBITOIHBIM JUIsl 0OT€YECTBA CpaBHEHUsAM. “‘Monodoi umanvaney” 2opazoo
bnudice K cuacmoto, yem Mono0ot ¢ppanyys [...J] Jens monodoeo ¢panyysa Hanonmen
06adyamuio menkumu owyuyenuamu. manvsaney éceyeno omoaemes 06ym unu mpem”’
(Cmenoans, 1959, m. 7, c. 126).. ®paniry3 oOpaIaercs K ra3eraM 3a MHCHHSIMH, a HE
3a CBE/ICHUSAMH — 3Ta MTOJMEHA OMPEJIEIISIET POKOBYIO 3aBUCHMOCTh IUBHIM30BAHHOTO
YeJIOBeKa OT IIapJIaTaHOB, OTPABIAIOIIUX sioM rouutocTH XIX Bek. “B eopodax,
Henooe1acmuulx 2azeme, Hanpumep 6 Munane, 6ce uoym cmompems HA KaApMUHy
npescoe, yeM NpPoOYeCmb O Hell CMAmvlo, U HCYPHATUCNY NPUXO0OUmcsa 0bimo
Hayexy, ymobbl He NONacmv 6NPOCAK, 2060Ps O Kapmune, 0 KOMOpOU yice ) 6cex
cnoxcunocy muenue” (Cmenoans, 1959, m. 12, c. 18). Tot, KTO XelaeT NMpeycrneTh
B MOJUTHYECKOM LIEHTpe Mupa — Ilapmke — He MOKET n30exarh BIACTH TA3€THBIX
HEBEXK, (POPMUPYIONINX OOMIECTBEHHOE MHEHHE. “‘KaKoil uenogex ¢ noniodjiceHuem He
co3Haemcsl, Kpaches, 4mo emy npuuiioce npubecHyms K wlapiamancmesy, npoousast
cebe oopozy? Omcrooa mom ommeHoK Heo0X00UMO20 NPUMEOPCIEA, KOMOpblil
npudaem Heymo ghanvuiugoe, u dadice 3100Hoe, npasam napusican. Ecmecmeennocmeo
2youm mam uenogexa: 100U 106Kue Mym xHe peuiaron, 4mo y Heeo He Xeamaem yMd,
umoowvL NPUHAMb X0ms Obl KAKOe-mo yuacmiue 8 5mom Heodxo0umom npumeopcmee”
(Cmenoanv, 1959, m. 7, c. 18—19).

Mexay TeM B roponax Mtamuu permyTanuu 3apadaTbIBAIOTCS U MOAICPKUBAIOTCS
IpyruM myteM: “Tom, y K020 Kpacuswviii 0COOHSK 8 20pode, NOMb3YEMC sl Y COCPANCOAH
bonbuwUM Y8adceHuem, YeM mom, y K020 HeCKOIbKO MULIUOHO8 6 OymadcHuke
(Cmenoans, 1959, m. 9, c. 33). HanoHanbHass Tpaauiysi, CIOKHUBILNASACSI B TC KE
BpeMeHa CPEHEBEKOBBIX PecryOnuK, aodumbie CTeHaaneM, TUKTyeT OoraToMy
YEJIOBEKY ATHYECKH U ICTETHUYECKH Oe3ynmpevHbIdl crocod mpuodpectu T000Bb
corpaxiaH ¥ COXPaHUTh CBOC MUMs B UcTOpuu 0e3 momomiu raser. Co3manus
UCKyCCTBa, MpUBJeKaoinue B Mranuio nopei U3 Apyrux cTpaH, yHUKaIbHOE
0OrarcTBO XyI0XKECTBEHHO JKU3HH — MPSIMOE CIIE/ICTBUE HAI[MOHAIBHOTO Xapakrepa
utanbsHieB. Meauuu, bopmkua, nemta Poepe, Chopua u nmpouue, 3aka3dyuku U
MOKPOBUTEIH XYIOKHHUKOB U apXUTEKTOPOB, HE OIIMOJINCH, BIOKHB KalUTAIbl B
kaptunbl borrnuenum, [Tuntypukkbo, Padasist. Ux nonutuyeckue ycrnexu (poBasibi
JTAaBHO 3a0BITHI OOBIBATEIICM), UX JBOPIIBI H COOOPHI CITYXKAT BEYHBIM JIOKA3aTCILCTBOM
WX HE3aypsSAHOCTH, TadaHTIUBOCTH. (CTEeHIa b JIeiall MOIBITKH MOHSTh, YTO Ke
co31a510 0e3ynpeuHblil Xy/I0’KECTBCHHBIN BKYC UTAJIbSHIICB: FCHUAIBHBIC THUPAHBI?
JIOBKUE XYIOKHUKH, YMCBIIUE HPABUTHCI UM? BPOXKICHHOEC YYyBCTBO KPACOTHI,
MIPOHU3BIBAIOLIEE BCIO HAIMIO? KIMMAT U JIaumadt, chopMUpOBaBIIIIE 3TO YYBCTBO?
...HO, HE CYMEB OTBETHUTh Ha 3TOT BOIPOC, OH OIPAHUYMIICS KOHCTATAIIUEH ).

HaKOHeH, J'IIO60BI:, 3aHUMaBIIas B XHU3HU CTCH,HaJ'IH MnmepBoc MECTO, TOXKC
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npejacTaBaja Mmepej HUM B CBOMX HallMOHAJIbHBIX oOnumkax. Tpakrar “O mo6Bu”
HEe JUIICH CKPHITOTO JIykaBcTBa; CTEHIANh KIACCH(PHUIMPYET, JaeT ONpPEIeICHHUS,
n300peTaeT TEPMUHBI — 3aHATHE CPOJHOE (paHIly3aM, TOPISLIIUMCS SCHOCTBHIO
cBoero MbIuIeHHs. Ho mpenMeT odeHs TI0X0 MOoAgaeTcs KiacCH(UKAIUN: JIF0OOBb-
CTpacTb, IOO0BB-BICUCHNE, (PH3HUYCCKAs TI0OOOBE, TFOO0BB-TIIECHaBue. .. [locaenass,
3aCITy’KUBAIOLIAsl JHIIb MPE3PEHHUs, BCTPEYACTCS MPEUMYyIIeCTBEHHO Bo DpaHimu:
“Kmo oymaem uvinue o scenwunax? OHU HACMOILKO SbLULIU U3 MOObI, YO
MYJAHCUUHBL HAUUHAIOM Oadice npe3upamsv npudaroe! Bunosamel 6 smom omuacmu u
0ambl CO CBOUM NPEMEHIUAMU U GIACMONIOOUEM, 3AMEHUBUUMU UCUHHYIO T10006b "
(Cmenoanw, 1959, m. 12, c. 161).. Kpacora HTaJIbsIHOK MOYKET HCIyTaTh (ppaHiry3a mpu
TIepPBOM OOpAIlleHHH, OHA ““...uMeem Xapakmep 01a20poOHbI U CYMPAUHbIL, KOMOPbILl
HABOOUM HA MbICIb HEe CHOIbLKO 0 MUMOIEMHBIX PAOOCHISAX HCUB02O U MUMOTIEMHO20
B0JIOKUMCINBA, CKOILKO O cuacmbve, 00pemaeMom 8 CUlbHbIX cmpacmsax. A nonaeaio,
umo Kpacoma — 3mo 6cez0a odewanue cuacmova” (Cmendans, 1959, m. 9, c. 37).
Ho cuactbe dpaniryza — B ycrnexax TiieciIaBus.

Urak, Crenaans coexan B Uramuio ot @paHIuK; OH MOHUMAJ 3TO ¥ TOBOPHII
00 stom. T'oroms, Becerna crpemsich B MTanmio Kak eqUHCTBEHHOE MECTO, IJ€ OH
OBUT OTHOCHUTEIHLHO MOKOCH M CYACTIIMB, HE MOT CJeJaTh Takoro npusHauus. OH
MCKaJl ONpaBiaHus, npuberas K CBOUM OOBIYHBIM MOpaJbHBIM yBepTKam. Bo-
MepBEIX, OH “Hamen” Mramuro He cpa3y: CHadaia ObUIO aHEKIOTHYECKOe OSTCTBO B
JIro0Gex, 0 KOTOPOM HET HHKAaKUX JJOCTOBEPHBIX JaHHBIX, — TaK OKPYXWI ['oromas 3To
coOBITHE MUCTHOHUKAIMAMHE (TIOTIPOCTY, TOXKBIO) *, YTOOBI CKPBITh €T0 CIUHCTBECHHBIH
HACTOSIITUI CMBICI — 3T0 010 OercTBo n3 Poccun. 3a HUM mocienoBany HelpephIBHBIC
CTpAHCTBUS 110 pa3HbIM cTpaHaM llenTpanbnoil EBpomsl, He BHymaBmum [oromo
JKeJTaHUS NPUDIAICTHCS K UX KU3HU. B mucemMax coo6maroTcs “BrneyamieHUs TaKoro
0011ero CBOMCTBA, YTO YK€ BO BpeMeHa KapaM3nHa oHM MOKa3anch Obl TPIOM3MOM.
['orose mouTH HE MBITAETCS CKPBITh, YTO €My 9TO Bce He MHTepecHo. Ho Torma mouemy
’Ke OH 3/1eCh, a HE B OTE€UYECTBE, KOTOPOE TaK BBITOAHO OTiaHuYaeTcs oT dpaHimw,
I'epmannm u ipou.? B momnckax Poccun! He pas murupoBasmmecs npusHanus [orons
B TOM, YTO NMUCATh 0 POCCHU OH MOXET TOJBKO 3a €¢ TpaHMIeH °, Bce-TakH, Kak HaMm
MPEJICTABISIETCSI, CBUIECTEILCTBYIOT HE CTOJIBKO O CrelM(UKe TBOPYECKOr0 METO/a,
CKOJIBKO O COCTOSIHUHM JTyXa ITHCATeIs.

T'oronp, oueBUHO, HE 3HAN HU OJHON CTPAHBI, HU OJHOTO HApoaa B TOM
CMBbICIe, B KakoM 3Hal ux CreHjanb. [oronb 10BOJNBCTBOBAJCS 3[€Ch, KaK U BO
BCEX CYXJCHHUSIX O YEJIOBEUECKOM HaType, HEKOW MOBEPXHOCTHOM KOHIEMIUEH: OH
TaK MEJKO 3a4epIbIBaji, TAaK JIETKO CKOJB3HII MO MOBEPXHOCTH KH3HH, IOTOMY YTO
¢ AercTBa OBLI “TAMHCTBEHHBIM Kapioi” (T. €., KapJHKOM, KaK €ro Ipo3Ballkl €ro
OIHOKAITHUKH 10 HexXnHCKo# TMMHA31M). DTO He OBUTO BHIHYKICHHBIM OIMHOYECTBOM,
nepekuThiM CTEHAaIeM B €T0 IIKOJIBHBIE TO/IbI, KOTJ[a OH OTTOPOIMIICS OT 00IIecTBa
OJTHOKJIACCHUKOB MaTeMAaTHKOHN — HayKoll reHueB-uynakoB (Ilackanp “crac” roHOTO
Beiinsa ot HeoGX0aMMOCTH OBITH Kak Bce). | 0rons HUKOTa He CTAaHOBHJICS HACTOSIINM
YYaCTHUKOM JKU3HI KaKOTO-TMO00 KpyTa, TIOTOMY YTO HE MCTIBITHIBAJ B 3TOM Hy»k1bl. Hu
CeMbsl, HH “Jpy3bsi” HU “Hapoj’ HE OBUIH €ro MoTpeOHOCTHIO, HAIIPOTUB, OHKM MEIIaIn
Kak ‘“HpaBCTBEHHBIN MMIIEPAaTHUB”, IPeabIBIsIeMbIi o0mecTBoM. Kakum o6pazom mor
OH OOBSCHHUTH cebe OTCYTCTBHE THX BCEM H3BECTHBIX UYBCTB — IPUBSI3aHHOCTH K
OM3KHUM, poarHe? AHOMAIBHOCTBIO, IEMOHUYHOCTBIO cBoel npupozasi? Ho ['oromns
HE XO4eT ObITh POMAaHTHKOM, Y HEro COBEPIIEHHO NMPOTHUBOIIOJIOKHBIC MPETEH3UH,
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OH HaMepeH, W OT HEro ATOT0 OXHJAAeT “‘ero” 4uTaresib, U300pa3uTh peabHYIO
JKU3HB coBpeMeHHo# Poccun. /[t aToro on mokumaer Poccuro m oTmpaBisercs B
MyTEUICCTBUE, HE MOX0XKEEe Ha pyrue.

Jlopora BeJeT CTpaHHMKA IO MHpPY — 3TO CTapUHHas Mopeib. Jlopora He naeT
€My OCTaHOBUTBCSI M OCBOOOKAAET OT OTBETCTBEHHOCTH 32 3Ty 3€MJIIO, HA KOTOPOH
JKUBELIb — 3TO MOJENIb HOBOTO BpeMmeHH. JKenanue ylHTH B Apyroil “KyJIbTypHBIN
counyM” OYEeHb 3HAKOMO 4esoBeKy XX Beka, BeKa “TypHCTOB”, MepeMelaroInXcs
IO TTIOBEPXHOCTH TUTAHETHI C HAAEKAOI IIe-HuOyAb BCTPETUTHCSI ¢ caMuM coboid. Ho
qutst ['orosnst HeoOX0oMMBI TOBOIBI G0JIee BO3BHIIIEHHOTO POJia, OH HE MOYKET COCIIATHCS
Ha IOHra m paccyxaare 0 KOMIIEHCATOPHBIX MEXaHM3Max NMCUXMKH. OH CUHTaeT,
9TO 00s3aH AaTh KOMYy-TO OoTBeT: [louemy, )Kenasi UCHENUTh HApOL, ‘‘éce nonoodus 6
c8oem 2ocyoapcmee” ©, OH He XOYET KHUTh B 3TOM rocyaapcre? Crnaboe 310poBbe
3acTaBiIsIeT UCKaTh Oosiee Teruiblid Kiumar? HeB3roasl HCTOMIMIM CHITBI JI0 TOTO, 4TO
JIUIIG BEYHBIH “‘cany EBpOmBI” TOTOB MPUHATH CTpamansia? “bpocusuwiu omevecmso,
5 bpocun emecme ¢ HUM U 8ce cogpemerHble dcenanus” ’? I “6 uppeanvnom mupe
Tozcons Pum u Poccuro obvedunsina kaxas-mo enybounnas cesise’™? (Habokos, 1999,
c. 111). Tlocnennee MpenONOKeHAE TIPEICTABISCTCS CIIPABEUTUBBIM, €CITH 3aMEHHUTh
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SMHUTET “UppeabHbIi” Ha “yCIOBHBIN, “(haHTacTHYEeCKUil” U T.II.

Toromnb efiCTBUTENILHO OYCHb OXOTHO U HACTONYHMBO CPaBHUBAN CynbObI MTamimm
u Poccun, UTaNbsIHIIEB — ¢ HAPOAOM-Meccueit — pycckuMu. OHAKO B BOCIIOMUHAHHUSIX
[1.B.AHHEHKOBA, HE3aBUCUMO OT BOJH aBTOpa, OOHApPYXKUBACTCS CUHACTIMBAS
OTYYXJIEHHOCTh [oros ot sxu3au Puma 8. OH BCTynaeT B OTHOIIEHHS JIHIIB C PA3HOTO
poza yCIyKarIUMHE JTFOIbMH, TOPAUTCS CBOUM YMCHHUEM C HUMH 00paInarbes ¢ TeM
MOYTEHHUEM C OTTEHKOM TIPHUATHOH (PaMUIBSIPHOCTH, KOTOPOE JIOBKHE COMACPKATEIN
TOCTHHHUI[ BBIKAa3bIBAIOT “TIPOHUIATEIFHOMY  WHOCTpPAHILy, TO €CTh, BEACT cels
MMEHHO TaK, KaK 4yXak, ImpuIienei: “/...] na yyscot meppumopuu 6ce Kajicemcs,
YUMo e20 NOHUMAKOM, YEANCArOM, 20PAM JHCEIAHUEM eMy NOMOYb, KAK caMm OH 20pum
8ceM oKazamov YCiy2y, mo20a KaK Ha CamMom Oele HUKMO e20 0COOEHHO He cryuaen,
He NoHuMaem e20 UCKOBEPKAHHO20 A3bIKA, a eClu U 4mum, mo coécem He 3d mo,
umo oH cebe soobpadicaem” (Tepy, Abpam, 2001, c. 183). Ins Toromns sTa curyarus
HE MYYHTEJbHA, WIUTFO30PHBIC OTHOIICHUS C JIFOIBMH — 3TO KaK pa3 TO, K YeMy OH
crpemurcs. [Tonoxenue Typucra B Vtamuu — 3T0 ¥ €CTh TOTOJICBCKOE CYACThE, TOYHEE,
MOTJIO OBI UM CTaTh, €CH OBl OH HE MPHUCIYIIMBAJICS C TaKOW caMOyOMiiCTBEeHHON
COBECTIIMBOCTBIO K 30By POIUHBI, TPEOYIOIIEH “roMomu’”.

Ho oH He ObUI TOTOB K “TIOJIOKHUTEIBHOMY’, CO3UIAIONIEMY Pa3rOBOPY O PYCCKOU
KU3HU. Poccust BUzenach eMy Kak Hekas aOCypzHasl, BhIAyMbIBaroImas ceds 3emis,
pacIuIbIBaroIIasicsl B CTPaHHbIX (haHTa3UsX. DTy IPaBILY, TO €CTh, OYEHb BXKHYIO, XOTS 1
HE TOJIHYIO YacCTh MPaB/bl O PYCCKOM JKM3HH, MOT TI04yBCTBOBaTh TOJbKO [oromnb. OH He
MOT TTOKa3aTh “Teposi BpeMeHN ~ WM ‘HOBOTO YEeIIOBEKa’’, OTBEprasi BCIO MPOOIEMaTHKY
€ro MpeIICCTBEHHUKOB U Cieayroniero 3a HuM nokosienus (TypreHeBa M mpouux),
7 [...] campiit mun obpasosanno2o “monodoco uenoeeka’, [...] “ummennucenma’”, 6
ceoell pazopodienHoll, 8He po0osoll ncuxonozuu emy Heunmepecrozo” (Tepy, Abpam,
2001, c. 325). Ho HacKoNbKO €My HHTEPECHBI “/IBa PYCCKHX MYKHKA’, paCCyKIAFOIIIIX
0 Opuuke YnunkoBa Ha niepBoi crpanuiie “MepTBbIX qyir”? DTOT CTPaHHbIH MUTET
pa3o0iayaeT MHOCTPAHIA, BHEIIHETO HAOIIOAATENs, U 33 HUM CJIEAYET pa3roBop,
“onuyemeopaiowuil NOpaAZUMENbHYI0 CNOCOOHOCMb PYCCKUX, MAK NPEKPACHO
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noomeepoicoaemyro 80oxnogenuem lozonsa, deticmeosamv 6 nycmome” (Habokos,
1999, c. 82). ToroneBckue KapTHHBI Poccru TO e IPUPOIBL, 9TO U MApIIPYT OpUUKH:
“Pasmviuinienus 08yx My*CUKO8 He OCHOBANbL HU HA YeM OCA3AeMOM, U He NPUBOOSM HUl
K KaKUM OWYMUMbIM pe3yIbmamam. HO mak poxcoaromes guiocopusa u nossus...”"
(Habokos, 1999, c. 82).

DTy, HU Ha 4YTO HE MOXO0XKYI0 T'Or0JIEBCKYIO MO33UI0, €IUHCTBEHHYIO B
MHUPOBOM JIUTEpaAType, AODKEH CMEHHUTh COJNUIHBIM aHaIu3 OOIIEeCTBEHHBIX 301 U
pEeKOMEHIaNnii 0 WX WCIpaBIeHUI0. Tak mocTaBIeHHas 3a/1ada ObLla MyYHTEIbHA
u s 6onee “peanbHbix’” JloctoeBckoro u Toscroro, ['oroip jxe MOT TPEATIOKHUTH
TOJILKO TOICNIKY, OTIHCKY. [lepBoil U3 TakuxX OTIMHCOK okazancs “Pum”; ero odueHb
XBJIWIA PYCCKHE 3HATOKH 3arpaHUIHON JKHU3HH, PAIysICh TOMY, YTO UM BHSTHEI BCE
MOIIIOCTH, HAIOJIHSIOMME 3TOT TeKeT °. JIro0oi “mokaoHHuK” Mranuu, a Takux,
MHOTO TIO€3MBIIUX TOCIOM, OBLJIO JTOCTATOYHO, MOT C YIOBOJHCTBUEM y3HABaTh B
ormmcanann PrMa cBon mbicii. 3meck [0roiab okaszaacs X JOCTOMHBIM COOECETHUKOM.
3amMedaTenbHO, YTO Il CBOCTO MTAIBIHCKOTO POMaHa OH Cpasy K€ BBIOpAT repos,
KOTOPOTO HEBO3MOXKHO BOOOPA3UTh HU B OJHOM €r0 PYCCKOM TEKCTE — MOJIOJIOTO
apuUCTOKpaTa, KpacaBlla W POMaHTHKA, TOMSIIETOCS CBOCIO Mpa3IHOCThI0. Ero
IJIAaHUPOBABIIIEECS CIUSHUE C HAPOAOM B JIMIIE KpacaBUIbl AHHYHIIMATBHI — CHOKET,
nocroitublii Kykoneuuka u benenukrosa '°.

Torons nmpoBonut conoctainenue Ilapuxa u Mranuum Ha MOBEPXHOCTHOM
ypoBHe. [laprmkckue BIie9aTieHus KHsI3s1 — 00IIee MeCTo, y)Ke cCaMUMH (paHIly3aMu
UCTONTAHHOEC B Ta3eTax M BOACBWISX. VTaNbsHCKAs ke JKU3HB MPEICTACT B OOJIHKE,
HanOoIee N3BECTHOM [OroJII0: OH ONMMCHIBAET KU3HB IPOCTOHAPOBSI, CBOMX coceneit
B Pume, HaOMIOMaeMBIX UM M3 OKHA — KaK JKHBONHUCHBI “UTaJbIHCKHE MYXHUKH !
Henp3s maxke ¢ yBEpPEHHOCTBIO yTBEPXKIaTh, B KAKOW CTEIICHU B STUX OMUCAHHSIX
OTpa3WICs PEeaTbHBINA OBIT, YBUICHHBIH PYCCKUM ‘‘Hapomoito0reM”’, a B Kakoid OH
BOCITONTb30BaJIcs Komuueckumu coHetamu 1. JI. Bemnm, mpencraBieHHOTO eMy B
cajione BoikoHckoii'.

JIOBOJILHBIM CBOMM 3HAHUEM UTaJbsHIIEB, ['Orojb OXOTHO J€JaeT BBHIBOJbI
0 TPOUIJIOM, HACTOSIIEM M OyAyIIeM STOH CTpaHBI: OKa3bIBACTCS, BEIWYHE
CpeIHeBEKOBOHM u peHeccancHoW Mramuu Obu1o momopBaHo oTKpbITHEM Komymba
Y CMEHOW TOPTOBBIX MapIIPyTOB; COBPEMEHHbIC MTANBSHIIBI HE BOCCTAIOT MPOTUB
ABCTpHH, TOTOMY YTO JIFOOSAT MOKOWHBIE HAacHaxaAeHus (1 ozons, m. 3, c. 200), a Tax
KaK KHS3b BUJICT B PUMCKOM Hapoje “‘mamepuan ewe ve noyamoiii” (loeons, m. 3,
c¢. 221) (coceM kak ['orosb — B pycckoM), To Oyayiiiee Mtamiu CBsI3bIBATIOCH C KaKOii-
TO HEMOHATHOW, HO BO3BBIMICHHON Muccueil — “Oyoums mup” (Iocons, m. 3, c. 221)
(OIATH HANpAamMBaeTCs CXOACTBO C HEBEAOMO Ky/a CTpeMSIIeHCs TpoiKkoi-Pycrio).

Kak n3BecTHO, HCTOPUYECKUM CYKICHUAM [orosis cienyer 10BepsTh C OCTOPOXK-
HOCTBIO: €0 OMNBIT YHHBEPCUTETCKOI'O JEKTOpa OOHAPYKUJ, YTO OH OYEHb Majo
3HACT UCTOPHIO, HO OXOTHO JICNUTCS CBOMMHM (haHTa3MsIMH HA MCTOPUYECKUE TEMBI.
Komym6o0BBIit maccaxx B “Pume” Toro e “nerkoro” coiicTaa.

Hacrtpoenue uranbsuueB B rofsl npebdbiBanust [oronst B Pume Oblio BecbMa
JTAJIEKO OT “NOKOWHBIX HACNIAXKICHWH ', HO HUKTO U3 JAesATeNell PuccopmkuMeHTo He
CTaJ cOOECEAHNUKOM 3TOTO UIIOXOHIPUYECKOT0 MHOCTPAHIa, TaK Kak [orois He 3aBeln
COOTBETCTBYIOIIUX 3HAKOMCTB.
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Ecnu ero mpopouectBa o HeObIBajioM Oyaymem Poccun M CTaHOBHJIOCH B
Pa3HBIX pyKax MPEeaIMETOM Pa3HBIX CHEKYISIIHIA — OT OTOXKISCTBICHHS ‘BEIUKOTO
Oyaymiero” ¢ OKTIOpbckoi peBosrormerd 1917 roma 10 MpOBO3MIANICHUS TOTO JKE
COOBITHS ¥ CIENYIONIUX 32 HUM DIOXOW BEIMKWX WCIBITAHUH, MPEANIeCTBYIONMEH
BCTpede ¢ “Hebecrou omyusznou” (Mouyneckuii, 1934), To Vtanus, mpoias, Kak u
BCC CBPOIICICKHE CTPAHBI, Yepe3 IBC MUPOBBIC BOMHBI, HE CTaJIa HA CIIACUTEIIBHUIICH,
HU pa3pylIIUTENIbHUIIEH MHUpPA, & TaK U OCTAJIACh TYPUCTUIECCKUM PaeM.

B “Pume” T'orons Tak CMeJO M OTIPENeIEHHO CYAUT 000 BCEX ITHX MpenMeTax,
MOTOMY 4YTO HE 3aMedaeT UX rryOmHbl. Uykas KHM3HB HPEACTacT Iepe]] HUM
Pa3HOIBETHOW TIIOCKOW KapTUHKOW. 3/1€Ch OH OTMBIXaeT OT CTPAIIHOW CI0XKHOCTH
PYCCKO¥ KHU3HH (MTaJIbsTHCKAsl HE Tpolre, Ho [0roins He xXouem 3TOTO 3HATBH).

Utax, BXOXKIICHIE B UTaJbIHCKUNA MUp coBepmraiock [oromem u CteHmanem c
pasHBIX CTOPOH M HEMOXOKUM 00pazoM. OOLIMM Uil HUX SBISIETCS BOCXHIIECHUE
UTAJIBSHCKUM CTHJIEM XH3HH, XOTsI OHU XXUBYT B Pa3HbIX COLMANIbHBIX CIOSX
U OTMHUCHIBAIOT pasHble rpynnbl: CTeHIANb — WHTCJUITUTCHIIUIO IBOPSIHCKOTO H
OyprKya3HOTO “Bepxa”, C KOTOPOW JICTKO HAXOAWT OOIIMU s3BIK, [ OTrONb — PUMCKIX
MPOCTOJIONUHOB, 00CTYKUBAIOIINX €T0 U JICNAIOIIUX €r0 XKHU3Hb MPUSTHON (MANILIIHS
ke Ilerme U ero JKeHBI — COMHHUTEIBHOES CBHICTEIBCTBO O MPOHUKHOBCHUH B CYTh
HalMOHAJILHOTO Xapakrepa). CTeHallb CTPEMHTCS CTaTh CYACTIMBOM YacTHIEH ATON
JKU3HU, MPEICTaBISAONICCS €My TaKOM NOJHOM, Takoil HaCTOSIIEH 10 CPaBHEHUIO
¢ xu3Hbi0 @pannum. [orons Harren B Mtanum MecTo, rie OH MOT BIIOJHE OTIATHCS
CBOMM JKEJIaHUSIM — ITPUJIaraTh MUHUMAJIBbHOE YCHUIINE IO MOAEPKaHUI0 (PU3HIECKOTO
CYIIECTBOBaHHMS (€ro 00ECIeunBAaIOT 32 MAJIYIO [UIATy X035eBa TOCTHHHIL M ayCTEPHIA),
1 cBoOona BooOpaxkeHns. OH HAIIEI, YTO UTAJBSHIIBI TOX0KH Ha PYyCCKUX, U TIOTOMY
OH MOJKET ITOCIYXXHTh OTEUECTBY, HAXOISICh BHE €ro, TO €CTh, M3y4yars Poccuio B
Wranuu. B miyOune gy oH moHUMal, 4yTo npuderaer k coducruke, uro Uranms
He ToibKo mopobue Poccun, HO u ee antumon (Tepy, Adpam, c. 295).

Bce mocnennue roabl ero jKM3HHU, NMPOTEKIIME B OOphOE CO CBOMM TEIIOM,
HKEJIAIOIIUM KHUTb, CMOTPETb, BABIXaTh 3allaXH HTAIIbSHCKUX TPAB, HAMIOJIHSTH YKEJIYIIOK
0e3ynpeyHo MPUTOTOBICHHBIMH MaKapOHaMH, M OONBHOHN CIaBSIHCKOW AYIIOH,
peOBIBAIOIICH B COCTOSIHUU ‘‘mpedcmepmuoii comosnocmu” (Tepy, Abpam, c. 63) —
3aMeyareNbHbIN TPUMEp Pa3IBOCHHOCTH PYCCKOTO KYJIBTYPHOTO “Me)eymKa” 2,
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CHOCKU

' 06 ucropuueckux mrynusx CTeHIamns, a Takke 0 ero GUI0COPCKUX U MPOYNX 3aHATHSIX —

cM. MoHorpaduto (Peuzos, 1974).
2 “B crpaHax, IJie H31aeTCs MHOTO pOMaHoB,— B ['epManuu, B0 DpaHIMHU U T.J1. — AaXKe camasi
YyBCTBHUTEIIbHAS )KCHIIMHA B MOMEHT TOJIHOTO CaM03a0BEHHUS BCETAa HEMHOTO MOAPaKaeT
“HoBo#t Diouse”, win ar060My MOIHOMY poMany...” (Cmendans, 1959, m. 9, c. 105 —
“Pum, Heanonv u @nopenyus”).
06 yeieuennn CreHpans XpOHHKAMHU CPEJHEBEKOBBHIX KOMMYH M ero pabore Hal
“HTanbsIHCKAMEU XpOHUKaMU™~ (cm.: Peusos, 1978, c¢. 291 — 329).
brina nu moesnka B JIroGex? A ecnu Oblia, MO KakuM MpUduHAM? YK TOJIBKO HE TIO
TeM B3aWMOMCKIIOYAIONINM, KOTOpbIe [ 0OTob MPUBOAUT B Pa3HBIX NMHUCHbMax K MaTepH,
CBUJICTENILCTBYIOIIMX O TOM, YTO OH HE IIOMHHT, KaK OOBSICHSUI CBOH 3araJIoqHBIN IMOCTYIIOK
panbuie (cm.: Habokos, 1999, c. 40-49).
W3 mucema M.ILIMoromuny (30 mapra, 1837, Pum): “S1 xuBy okoio roma B 4y>KO# 3emie,
BIKY TpeKpacHble Hebeca, MUp, OOraThlii HCKYCCTBOM U 4eioBekoM. Ho pasBe mepo moe
MIPUHSIIOCH ONMCHIBATh MPEIMETHI, MOTYIIHe MTOPa3uTh Besikoro? Hu omHOI cTpoku He Mor
MOCBATUTE 1 YyXkaoMy. Hempeomonnmoii 1enpio MPUKOBAaH s K CBOEMY, M Hall O€IHBIMH,
HESIPKUH MUp HaIll, Halll KypHBIe N30bl, 0OHa)KEHHBIE IIPOCTPAHCTBA MIPEIIOUe s Iy UM
Hebecam, MpUBeTIMBee MIsAeBIINM Ha MeHA? Ho exarb, BBIHOCHTh HaAMEHHYIO TOPAOCTb
6e3MO03IIIoro Kiacca JIIofiel, KoTopble OyayT rmepeio MHOM TyThesl U Jake MaKoCTHTh. Her,
ciIyra MOKOPHBINA. B 4y»koit 3emiie st ToTOB BCE EPEHECTH, TOTOB HUIICHCKH MPOTIHYThH PYKY,
€CJIM JTOWAET JI0 3TOTO JeJI0; HO B cBOei — HuKorna.” (cm.: Tocons, 1953, m. 6, c. 318).
W3 nucema B.A.XKykoBckomy (cm.: Tozons, 1953, m. 6, c. 50).
W3 mucema B.A.JKykoBckomy (cm.: Tocons, 1953, m. 6, c. 308).
“OH 1oBeJ MeHs1 B U3BECTHYIO HCTOPHYECKYIO aBCTEPHIO /...], T/ie 3a JUIMHHBIMH CTOJIAMH,
mrarast o TPSI3HOMY TIONTy M YCaKHBAsICh MPOCTO Ha CKaMEHKax, CTeKaeTcs K 00eJeHHOMY
yacy pasHooOpasHeiimas nyomnuka [...]. [IpocTora, 00mEKUTETBHOCTD UTATbSIHCKAS
Bcero Ooyiee KUAAIOTCS TYT B Tiasa [...]. [oroms mopasms MeHs, OTHAKO, KallPU3HBIM,
B3bICKaTeJILHBIM OOpAIllEeHUeM C MPUCITY)KHUKOM. Pa3a 1Ba MeHs1 oH OJII0J0 prca, HaXxoms
€ro TO MEepEeBAPEHHBIM, TO HEIOBAPEHHBIM, U BCSKHI Pa3 MPUCITYKHHUK MEPEMEHSIT OIF0I0
¢ OOpOJYIIHOI YIBIOKOH, KaK YeJIOBEK, YK€ CBBIKIIUICS C MPUXOTSIMH CTPAHHOTO
¢dopecteepa” (Aunenxos, 1989, c. 39). “[...] oH mokaspBad PuMm ¢ TakuM HaclakICHUEM,
Kak OyaTo caMm OTKphLT €ro [...|” (Aunenkos, 1989, c. 40). “He momxkHO ITymarb, OIHAKO
XK, 9TOOBI HaclaxJIeHue PUMOM W JIOABMH ero caenaio camoro lorons cialOeiM u
MSITKOCEPJICYHBIM: HAIpPOTHB, OH 00pamaics BeCbMa CTPOrO C IOCIEIHUMH — U ITO T10
npuHIuUITy. [I[puTBOpHAast CypoOBOCTh €ro OblTa TYT MPOTHBOICHCTBHEM PUMCKOI CMETIHBOCTH,
HApOJIHOTO PACIOJIOKEHUSI K capKa3My M IPHPOIHOH OecredHoCTH HTanbsHIEeB. OH ObUT
B3BICKATENEH [...]" (Annenxos, 1989, c. 73).

4
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O “Uro6Bl OTIOXHYTH OT MCKOBEPKAHHOM, YKACHOM, JbSBOJBCKON KAPTHHBI MUPA UM e
CO3/1aHHOH, OH OyATO XOYeT MO03aHMCTBOBATh HOPMAlbHOE 3pCHHE Yy BTOPOPA3PSIHOTO
XyIOKHUKA, BOCIpUHUMaomero Pum kak “xuBomnucHoe Mecto”. (cm.: Habokos, 1999,
c. 111).

“Jlonro mucarb B 3TOM cTuie ['oronb ObUT HE CIOCOOEH, U 3aAyMaHHbI UM CTaHIAPTHBIN
POMaH O NPUKITIOYCHUSIX UTAIBSIHCKOTO TOCIOMHA, K CYaCThIO, OTPAHHIMIICS] HECKOJIBKUMH
JKYTKOBAaThIMHM OOImMMH MecTamu: “Bce B Heil (AHHyHIMAaTe, reporMHe HEHAIHCAHHOTO
pomana — O.C.) BeHel| CO3aHMs, OT IUIeY 10 AHTUYHOM JABIMIAIICH HOTH M J0 IOCIICTHEr0
najgpyuKa Ha €€ Hore...” — HeT, J0BOJbHO, HE TO JIENET YHBUIOTO MPOBUHIHAIBEHOTO
YHHOBHUKA U3 TOTOJIEBCKOM INIYIIN, TOIIAIIETO CBOIO 3JIyI0 TOCKY B (paHTa3MsAX, COBCEM
CMeIIaeTcsl ¢ aHTUYHOM puTopukoii”. (Haboxos, 1999, c.112).

Bennm — enBa yim He eAMHCTBEHHBIH COBpeMeHHBI [oromo mucarenb, Ybe TBOPUYSCTBO OH
3aMeTWJI, U, OYEBHUIHO, 110 TOW MPUYUHE, YTO BBILIEAIINA U3 HU30B beau mor cHaOauTh
Torons myxHOiT emy unpopmanmeil. (cv.. Canpuvikun, 1988, c. 62-84).

“C [...] xamxkoli B pykax rae-HuOyab B miymu Tynbckol wian [leH3eHckoi rybepHun OH
TIPEJICTABIIT CO00H OUEHb CTPaHHOE SIBICHHE. YCBOGHHBIE M MaHEPHI, TIPUBBIYKA, CHMITATHH,
TIOHSITHSI, CAMBIH SI3BIK — BCE OBIIO 4y’KOe, IPUBO3HOE, BCE BJICKIIO €ro B 3arpaHUYHYIO JIallb,
a JoMa y Hero He OBLIO KMBOH OPTaHMYECKOW CBSA3M C OKPYXKAIOIINM, HE OBUIO HHKaKOTO
JKUTEHMCKOro Jiena, KOTopoe OH cuuTan Obl cepbe3HbIM. [...] B EBpomne Buaenu B Hem
TIEPEOIETOTO MO-EBPOINCHCKY TaTaApHHA, a B TIIa3aX CBOMX OH Ka3ajcs poguBImmMcs B Poccrn
(paniry3om. B 3ToM monoxxeHn# KyJIbTypHOTO MEKeyMKa, HCTOPUYECKOW HEHY)KHOCTH OBIIIO
MHoOTO Tparusma...” (Knrwouesckui, 1990, m. 9, c. 95.)

A Taxxe: “Ilpy3bs [orons pacckasbIBaroT, Kak Ha BHILIe BOJKOHCKOM, yriupaBieiicst creHon
B CTapblii pUMCKUN BOJONPOBOMI... “OH JIOXKMJICSA CIMHOW Ha apKagy U IO MOJyCyTKam
cMoTpen B roiyboe He00, Ha MEPTBYIO M BEJIHMKOJICITHYIO pUMCKyto KammaHbio, ocTaBasich
HEIOABMKHBIM IICJIbIC Yachl C BOCHaJeHHBIMH Iiekamu.” — “Uramus! Ona mos!.. Poccus,
[TetepOypr, cHera, moaJiensl, AemapTaMenT, Kadenpa, TeaTp — BCe 3TO MHE CHUJIOCH. 5]
MPOCHYJICA ONATh Ha poauHe”. OQHO M3 MHCEM IOMEYaeT OH, BMECTO XPHUCTHAHCKOTO
JIETOCUUCIICHUS, APEBHEPUMCKHM: “Tox 2588 oT ocHoBanms ['opoma”, kak OyATO Ha OIHO
MTHOBEHHE MOKeNall 3a0bITh, 4YTO XPHCTOC poAmics, kKak Oyaro 1835 meT xpucTmaHcTBa
[...] TombkO cHUITHCE emy” (Mepeoickoeckuii, 1906, c. 84).

Stendals un N. Gogolis garigas tévzemes mekléjumos
Kopsavilkums

Raksta pétitas vélinam romantismam raksturigas eskeipisma fenomena formas.
Stendals un N. Gogolis ir rakstnieki, kuru makslinieciskie principi un interesu
sferas atskiras, tacu abi rakstnieki par savas labpratigas trimdas valsti izv€las Italiju,
kurai velta savus darbus. Stendalam raksturiga racionala, faustiska pieeja jédzienam
“t€vzeme”, un viens no noteicosajiem vina koncepcijas faktoriem ir valsts apgiiSana.
N. Gogoli vada irracionali, briziem “izdomati” iemesli, rakstnieks mégina rast &tisku
izskaidrojumu savai “bégsSanai” no Krievijas. N. Gogolis Italiju un Krieviju tuvina,
pret&ji Stendalam, kur$ Italiju un Franciju pretstata.

Atslegvardi: romantisms, eskeipisms, Italija, mistifikacija, opozicija.
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Stendal and N. Gogol in the Search of the Spiritual Fatherland
Summary

The study is devoted to the cultural phenomenon of escapism in the forms
characteristic of late Romanticism. Stendal and Gogol are the writers who have very
little in common and whose creative principles are quite different. However they
both “expatriate” themselves choosing Italy as their new motherland and devote their
works to this country. The investigation of the problem resulted into conclusion that
Stendal looks at Italy from more rational point of view and his choice is determined
by many factors. Most of all he aims at getting a real knowledge about the country
while Gogol prefers irrational “imaginative” approach regarding Italy. He is searching
for some ethical excuse; being ashamed of his “escape” from Russia he draws both
countries together, whereas Stendal puts Italy and France in opposition.

Key words: romanticism, escapism, Italy, mystification, opposition.
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Mitiskie elementi latvieSu un anglu fantastiskaja proza

The Elements of Myth in English and Latvian
Fantasy Prose

Barbala Stroda
Latvijas Universitate, Moderno valodu fakultate, Anglistikas nodala
Visvalza iela 4a, Riga, LV-1050
Talr. 9207463, e-pasts: Barbala.Stroda@cats.lv

Raksts veltits literaras fantazijas zanra izp€tei Latvijas un Rietumvalstu literatiiras konteksta,
meklgjot zanra kopsakaribas ar tradicionalo mitisko narativu un salidzinot mitiskas struktiiras un
elementus latvieSu un anglu fantastiskas prozas darbos. Ilustracijai izvelets latvieSu rakstnieces
Laimas Muktupavelas romans Cilpa un amerikanu rakstnieces Ursulas le Gvinas romanu
trilogija Jiirzemes burvis. Analizgjot mitisko elementu lietojumu Sais darbos, ka arf to lidzigas
un at$kirigas iezimes, tiek konstatétas abu prozas tradiciju paralélas ipatnibas, kas apstiprina
hipotézi par fantastiskas literatiiras sakném tradicionalaja mitologija.

Atslegvardi: anglofona literatiira, arhetipi, latviesu literatira, literaras fantazijas zanrs,
mitologija, simbolisms.

Fantazija ka domasanas veids cilvéces vésturé nav nekas jauns. Magiski un
teiksmaini stasti vai to elementi ir neatnpemama visu pasaules tautu mutvardu un
rakstitas dailrades sastavdala. Fantazijas ka zanra jédziens pasaules literatiira gan
ienacis salidzinos$i nesen — laikposma p&c Otra pasaules kara, tacu 1sa laika tas
popularitate ieguvusi sava veida literara fenomena statusu. Ta ka fantazijas Zanra saturs
ir tuvs pasakai un piesatinats ar pardabiskiem elementiem, tas nereti tick uzskatits par
piederigu popularajai literatlirai, ar to saprotot nopietnas literatiiras periferiju. Tacu
jaatzim¢, ka dazadi fantazijas zanra aspekti pedgjos gadu desmitus Rietumvalstis
ir pastavigs vairaku akadémisku nozaru pétniecibas objekts. Ipasa uzmaniba tiek
pieversta Zanra literatlirzinatniskajiem, vésturiskajiem un psihologiskajiem aspektiem.
Ta ka Latvija fantazijas literatiiras izplatiba sakas tikai péc neatkaribas atgiiSanas, tad
pagaidam latvie$u valoda nav daudz §1 Zanra tulkojumu un vél mazak originaldarbu.
Lidz ar to arT zanra izp&te Latvijas literatlrzinatnes konteksta vel ir “baltais
plankums”, tacu, paradoties jauniem fantazijas izdevumiem un péc tiem uznemtam
filmam, interese par Zzanru no zinatnes viedokla var tikai picaugt. Sis p&tfjums piedava
ieskatu fantazijas zanra “aizkulis€s”, apliikojot ta saistibu ar mitologiju un salidzinot
§is kopsakaribas anglu un latviesu fantastiskaja proza.

Fantazijas zanra attistibai no pirmsakumiem lidz misdienam var izsekot visas
literatiiras véstures garuma. Katra tas posma fantazijas elementi atrod raksturigu
izpausmi: antikaja literatlira ka episka dzeja, viduslaikos ka bruninieku romans,
klasicisma ka utopija, romantisma ka gotika utt. Saskana ar vairumu pétniecibas
viedoklu ka atsevisks zanrs fantazija tika formul&ta tikai 20. gadsimta vidi. Lielakos
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nopelnus $ai zina piedévé anglu rakstniekam un valodniekam Dz. R. R. Tolkinam.
Par zanra sakumpunktu tradicionali tiek uzskatita Tolkina episka darba Gredzenu
pavélnieks publicésana 1954. gada. Sis darbs ne tikai radikali atskiras no péckara
demitologiz&tas un deromantizetas literaras kultiiras, bet arT kalpoja ka ilustrativs
piemérs visiem velak piesauktajiem fantazijas pamatprincipiem, ka sekundarajai
radiSanai, paral€lajai pasaulei u. c. Tomer literaturkritikas eseja Par teiksmainiem
stastiem Tolkins atzimgja, ka par fantastisku var uzskatit jebkuru literaru darbu, kas
nonak saskarg ar pasaku pasauli, kaut arT So darbu raksturs var variéties no komédijas
lidz alegorijai'. No ta izriet arT Zanra iedalfjums vairakos apaks§zanros.

Seit apskatita anglu/amerikanu fantastiskas prozas tradicija uzskatama par
domingjoso pasaules literatiira, kaut gan katrai kulttrai ir sava fantastiska vestijuma
tradicija. Pieversoties fantazijai latviesu literatiras konteksta, jasaka, ka ta ir gajusi
pati savu attistibas celu, tikai dal€ji paral€lu anglu fantazijas attistibai. Galvenie
§T cela pieturpunkti ir mitiskas brinumpasakas folklora (Kurbads, Raganas apse),
19. gadsimta beigu nacionalais romantisms un ta ietvaros jaunraditas mitologijas
vilnis (A. Pumpura Lacplesis), 20. gadsimta sakuma klasiska simbolisma dramaturgija
(Raina Spéléju, dancoju, Aspazijas Sidraba Skidrauts), 20.-30. gadu fantastiskais
realisms (A. Grina Nameja gredzens, K. Skalbes un J. Vesela dailrade) u. c. 60.—
70. gados, atslabstot cenziiras spiedienam, latviesu literatiira sak izpausties pasaules
literarie stravojumi un var sakt runat par modernu fantastisko prozu.

Raksta apskatits tikai viens zanra aspekts — cie$as attiecibas starp fantaziju un
mitu. Kaut gan daudzas valodas, ieskaitot latviesu, ar vardiem mits un fantazija saprot
ar nerealitati, mits tick atzits par butisku kultiirsocialas un sakralas informacijas
avotu, kas nekad neizztd no literatiiras, bet maina tikai aréjas izpausmes. Parfrazgjot
prof. Kursttes defingto principu, kas pielidzina mitu sapnim, iesp&jams teikt, ka gan
mits, gan fantazija darbojas p&c tiem laiktelpas likumiem, kas kardinali atSkiras
no fiziskajiem.? Fantazijai piemit mita izklaid€josas, izglitojosas un simboliski
informativas funkcijas, turklat ta, iesp&jams, ir vienigais modernas literatliras zanrs,
kas balstas uz mitisko arhetipu principiem.

Pirmkart, lielaka dala fantazijas darbu sizeta Iiniju reproduc@ mita tipisko
meklgjumu stasta struktliru — arhetipisku paradigmu, kuras saknes meklgjamas visu
pasaules kulttru mitologija un folklora. Varonis tiek aicinats pamest ierasto vidi (ne
tikai geografisko atraSanas vietu, bet ari garigo vertibu sisttmu) un doties bistama
cela, lai veiktu nozimigu misiju. Celojuma ka lidzdalibnieks tiek iesaistits arT lasTtajs,
kas iztel atstaj redlistisko ikdienas vidi un seko varona brinumainajam gaitam. Sis
aspekts veido vienu no biitiskakajam zanra pamatte€zém. Otrkart, nozimigs fantazijas
aspekts ir meklgjams tipveida ainavu, t€lu un atribiitu aprakstos, kas aizgtiti no
mitiskiem avotiem un atkartojas dazados darbos. Treskart, lasitaja izt€les celojums
fantazijas pasaulg, ko agrak deéveja par b&gsanu no realitates jeb eskeipismu, Sodien ir
zaudgjis lielu dalu negativas pieskanas, ta vieta apziméjot Zanra sp&ju ievest lasitaju
neparasta iztéles pasaul€, kur bégsana no realitates var izraisit §is pasas realitates
atjaunotu novert€jumu no cita skatpunkta. No Siem trim aspektiem izriet iesp&ja
definét fantazijas literatiru ka moderna laikmeta mitologiju. Arl mita renesanse
postmodernisma kultira lauj skaidrot zanra popularitati, vadoties no mitiska faktora,
jo sizetu pamata ir pazistamas t€mas, nereti arT stereotipi un klisejas, kas aizgtitas no
mitologiskam strukttiram?®.
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Zanra primara raksturiezime ir dazadu tautu mitologija populara citpasaules — 3ai
realitatei paral€las, brinumainas pasaules — eksistence. Citpasaulei ir sava geografija,
vésture un tautas, mitologija un valodas, arT fizisko likumu kopums un morales
kodekss. Biitiska sastavdala ir pardabiskas biitnes, biezi aizglitas no dazadu tautu
mitologijam. Var novérot izteiktu vésturiska, nevis futristiska klatbitni, jo liela
dala autoru par stastu norises vietu izvélas fona ainas, kas atgadina viduslaikus, un
tikai retais pieversas nakotnes redz&jumiem. Te japiezimé, ka fantazija tapat ka mits
atsaucas nevis uz patieso, bet mitologisko pagatni, kaut gan stastijuma bieZi ieklauti
faktiski vesturiski elementi, pieméram, tradiciju, tic§jumu un ritualu apraksti — gan ar
dekorativu noliiku, gan lai pievienotu stastam nepiecieSamo ticamibas devu. Fantazija
tipiski postmodernisma laika uzplaukuSam zanram nereti piesavinas arT to zanru
iezimes, kam bijusi liela loma tas attistiba, piem&ram, episkas dzejas valodnieciskas
Tpatnibas, gotikas Sausmu elementus, romances galantas milas motivus u.c.

Saja darba ilustracijai izvéléta popularas amerikanu rakstnieces Ursulas le Gvinas
un latvieSu autores Laimas Muktupavelas dailrade. Ursulas le Gvinas slavenakais
darbs Jirzemes trilogija (1969, péc 20 gadiem pievienota ari ceturta gramata?)
veidots ka stasti par galvena varona celojumiem, kas vienlaikus ar mérka sasnieg§anu
noved pie sevis izzinasanas, sava veida Bildungsroman. L. Muktupavelas romans
Cilpa (2003)%, kas kritika figuré ar Tpatngjo apzim&jumu “mitologiskais trilleris”,
pieskaitams pie jaunakajiem ST novirziena darbiem latvieSu literatiira. Autore savu
darbu raksturo $adi:

“Romans, kura miti, teikas, pasakas, dainas atdzivojas, radot apstiprinajumu, ka
$is no aizlaikiem nakusas vertibas nevaid mirusas™® un “misdienu civilizacija realitaté

sastopas ar teiksmainus laikus pieredzéjuso cilvéces bérnibu’.

Kaut gan autores nav uzskatamas par laikabiedrém, tas raksta 20. gadsimta otras
puses Rietumeiropas tradicijas, abi darbi balstas rakstnieCu zina$anas savas tautas
mitologija un vesturé. Analizgjot tadas abu darbu sastavdalas ka darbibas vieta un
laiks, tematika, t€lu sist€ma, simbolika un valodas ipatnibas, iesp&jams noverot
zinamas paral€les latviesu un anglu fantastiskaja proza.

Fona ainas abos darbos ir jau pieminétas mitologiskas pagatnes ilustracijas
atbilsto$i autores izcelsmei. Trilogijas Jirzemes burvis darbiba norisinas salu
arhipelaga pasaule Jurzemé. Kritika sastopam viedokli, ka arhipelagu var uzskatit
par vientulibas, atsveSinatibas alegoriju, jo ta iedzivotaji slépj savus Tstos vardus®.
Tadu no mitiska skatpunkta jaievéro, ka darbojas magiska varda princips — varda
atklaSana dara neaizsargatu, jo zinat kada vardu nozimé iegiit varu par to. Jirzemes
druidu kasta — burvji — parvar smagus iniciacijas etapus, ticcoties péc sp&jam atsifrét
1stos vardus, lai ieglitu varu par materiju. Interesants ir Jirzemes gramatas paustais
taoisma filozofijas piepémums, ka pasaulg viss atrodas lidzsvara, pat Skietami pretstati
patiesiba ir savstarp&ji atkarigi, tapéc magija ir bistama, jo ta var izmainit lietu dabisko
kartibu un Iidz ar to — pasaules harmoniju. Mitologiski motivi samanami arf religija —
Jarzeme pieludz dieviskos dvinus un bezvarda garus.

Romana Cilpa darbiba norisinas musdienu Latvija, kuras viena noteikta
teritorija (nosaciti Latvijas centra, proti, Malienas apvidii) — Cilpa — saglabajusies
mitiska, pasakaina vide. Darbiba aptver laika posmu no Mikeliem lidz Janiem,
tadgjadi to var interpretét ka parafrazi par mitisko dabas sezonu mainu ka naves
un atdzim§anas ritualu atspogulojumu’. Galvenais kontrasts Cilpa ir “mitologiskais
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kosmoss iepretim modernajam haosam™!°. Jaatzime, ka $ads princips ir visai izplatits
idealizetos fantazijas darbos, kur viss pirmatngjais personific€ pozitivo sakartotibu,
bet modernizgtais, par spiti Skietamajai argjai kartibai, apzimé ieks&ju haosu. Cilpu ka
vietu iesp&jams asoci€t ar mitisko pasaules centru, paradizi, tas vidi augoSo priedi ar
kosmisko koku jeb pasaules asi, kas apvieno debesu zemes un pazemes dimensijas.
Vairakkart pieminétais darzs Cilpas vida, kura tiek iepemta galvena varone, asociéts ar
Edeni. Cilpa valda mitiskas laiktelpas principi, laiks neatrodas kustiba, par ko liecina,
pieméram, veclaicigie lauku maju nosaukumi'', bet ta nav vienmula, mieriga vieta.

Abu darbu laiktelpa nozimigakie principi ir harmonija un cikliska laika uztvere.
Darbibas vietas ir parlaicigas paralélas pasaules, kas darba par Jirzemi aiznem visu
aprakstito vidi, bet Cilpa — ir taja inkorporéta dala.

Jurzemes cikla pamatdoma ir pieaugSanas t€ma. Katra romana celojums ir sava
veida garigas pilnveidoSanas rituals nakamajam dzives posmam. Trilogijas pirma
gramata Jiirzemes burvis stasta par pieaugSanu no viriska skatpunkta. Burvja maceklis
Geds jaunibas pargalviba palaiz briviba launo speku, &nu biitni, ko var iznicinat,
tikai uzzinot ta isto vardu. Veicis jiiras braucienu uz Rietumiem, Geds atklaj, ka
briesmonim ir vina paSa vards un ta ir vina &na. Paral€les ar mitu redzamas vairakos
aspektos — nozimigakie notikumi notiek saulgriezu laika, Jarzemes “sirds” — burvju
skolas uzbuivé daudz druidisma elementu, tas magiska speka centrs ir birzs. Meklgjuma
gaita jauzvar pikis, ko Geds paveic fantazijas darbam netradicionala veida — to nevis
nogalinot, bet vienojoties. Seit mitiska stasta principi modificéti, lai uzsvértu varona
gariga speka parsvaru par fizisko. Nosleéguma Geds tiek apziméts par puku valdnieku,
ar to mitiskaja pasaules uztveré apziméts garigi augstak stavoss cilveks, kas uzveicis
pirmbiitnes un savaldijis dabu'? — $ai gadijuma Geds uzvar cina ar sevi, atzistot un
pienemot cilvéka dabas dualismu.

Otraja gramata Atuanas kapenes picaugSanas t€ma skatita no sieviska skatpunkta.
Gedam jadodas talismaniska gredzena otras puses mekl&umos, kuru laika vins tiek
sagiistits un ieslodzits kapenu labirinta, kur uz mtuzigu kalpibu pazemes gariem
notiesata jauna priesteriene Tenara. Labirinta simboliska nozime kulta konteksta lauj
to interpretét ka iniciacijas procesa attelojumu. Sis dalas pamata ir grieku mits par
Teseju, kas uzdrosinas iziet bistamo Krétas salas labirintu. ArT Geds ir bezpalidzigs
bez “Ariadnes” — Tenaras, kura izved Gedu no labirinta.!* Pazeme un tumsa ka
sieviska elementa simbolika ir daudzu arhaisko mitu pamata. Sai konteksta Geda un
Tenaras attiecibas iesp&jams interpretét ka mitisko debesu un zemes hierogamiju. Ipasi
svariga ir epizode, kur Geds ienes gaismu miizigi aptumsotaja kapenu centralaja ala,
kas izradas brinumaina kristala celtne. So epizodi var iztulkot ka viriesa ienaksanu
sievietes pasaulg, lai to atklatu vinai paSai — zinama méra Erkskrozites motivs.
Nozimiga ir arT parlauzta gredzena simbolika, gredzena posmi (viena puse pieder
Gedam, otra — Tenarai) ir jasavieno, lai pasaulé valditu harmonija.

TreSaja dala Vistalakais krasts runats par naves un atdzim$anas t€mam, stastot
par galvena varona novecosanu un tai paral€lo jauna varona piecaugsanu. Geds kopa
ar nakamo Jarzemes valdnieku celo uz valsts rietumu robezam, lai noskaidrotu,
kapeéc pasaulé izziid burvestibas speks un cilveki aizstaj 1stus brinumus ar narkotisku
apreibinasanos. Jurasbrauciens atgadina versiju par mitisko parcelSanos uz Svétlaimigo
salu. Viens no t€liem ir laiva, kas att€lota ka magiska sapratiga bitne Iidzigi ka daudzu
tautu mitologija. Celinieki sastop degradéjusos burvi, kas varaskaré nojaucis robezu
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starp dzivibu un navi un izpostijis lidzsvaru. Gedam janonak miruso zemé, lai “durvis”
atkal aizvértu. Sim nolikam ziedojis savu burvju speku, Geds simboliski mirst savai
lidzsingjai dzivei, jo no varena burvja ir kluvis par parastu cilvéku.

Cilpas magiskas vides pretpols ir pilséta, kas draud pirmatngjai videi ar iznicibu,
un ap So faktu koncentréjas romana sizets — Cilpas iemitnieku Skietami pasiva
pretosanas narkodileru iecerctajai pasakaina ciemata komercializacijai. Moderna
realitate (kurai arT ir savs “svétais koks”, Laimas pulkstenis — “maksligas paradizes” —
narkotiku tirdzniecibas vieta'*) mijas ar lauku dzives $kietamo gausumu. Tapat ka le
Gvinas darba, uzsveérts kontrasts starp patieso paralélo pasauli un narkotisko vielu
izraisTto viltus paradizi. Romana kulminacijas aina ir simboliska groteska, kuras laika
negativais personazs ar biblisko vardu Baraba bez panakumiem pilas galveno varoni
Salomi “sist krusta” pie majas sienas, tacu pasakaina vide ap Cilpas iemitniekiem
uzcélusi folkloristisko “dzelzu sétu”— padarijusi vinus neievainojamus ne tikai gariga,
bet ar fiziska nozimé.

Lidzibu telu sistéma var saskatit fakta, ka galvenie varoni ir piederigi brinumainajai
videi, apveltiti ar ipasam sp&jam un §Ts izredzEtibas del cies, turklat tas sakams gan par
nosaciti pozitivajiem, gan negativajiem raksturiem. Fantazijai neraksturigi Juirzemes
trilogijas centra ir nevis tradicionalais varona, bet parasti marginalais Samana jeb burvja
tels Geds, ko tikai pedéja gramata dalgji aizvieto jaunais varonis Arrens. Samanis
mitiskaja pasaul€ parasti ir centralais dzivibas, auglibas un gaismas aizstavis, kas
apkaro navi, neauglibu un tumsu. Gedu ar mitisko Samana figiiru lauj identificét vara
par dabas spekiem un konflikts ar pastavoso civilizaciju, ka arT slepenie iniciacijas
riti, kas javeic, lai kliitu par pilntiesigu burvi. Griitibu brizos §amanis tiek izsaukts, lai
“aizlapttu” plisumus pasaules “auduma”, cinas ar pardabisko faktoru, lai sabiedriba
vargtu turpinat cinu ar realiem ienaidnickiem, bet tapec Samanis ir arT izstumts, bijats
un vientul§. Regulara cilvéku likumu parkap$ana tuvina vinu ari Aksta arhetipam.
Samana upuris glabj pasauli no iznicibas, bet tiklidz uzvara ir izcinita, vins tiek atzits
par talak nederigu, pat bistamu un no “skatuves” paztd.' Tikai otraja plana més
redzam tradicionalo varona t€lu — karalisko princi Arrenu.

Saskana ar mitologijas pétnieka Dz. Kempbela teoriju daudzam pasaules tautam
ir kopigs kultiirvarona tels, kas tipiskaja mekl&juma procesa noklist brinumaina
pasaulg, izcina uzvaru par launumu simbolisku t€lu veidola un atgriezas, lai atjaunotu
kartibu no haosa'. Latvie$u romana t€lu sist€ma ir iedalita Cilpas iemitnieku jeb
sakralo t€lu un pilsétnieku jeb profano télu pasaulé. Pirmos var uzskatit par sava
veida burvjiem, vairakkart uzsveértas meistara un macekla attiecibas. Raksturiga ir
burvju kastas mitiska izpratne par dzives cikliem, kur nave un dzims$ana ir tikai vienas
paradibas divas puses.

Darbiem raksturigas specifiskas valodas nianses, kur lielu lomu spéle
mitologiskas un folkloristiskas altizijas, krasaina personvardu etimologija, ka ari
bagatigs simbolu un metaforu slanis. Gan Jirzemes radiSanas jeb patiesajai valodai,
proti, tai, kura visiem vardiem ir to patiesas nozimes, gan latviesu folklorai Cilpa
piedévéts sevisks statuss, magiskas sp€jas. Jaatzimé, ka Jurzemé tiklab piepemtie,
ka 1stie vardi nereti apzZim€ konkrétas lietas un paradibas, biezi veidojot zZimigus
paralélismus (pieméram, Jlrzemes princa piepemtais vards ir Zobens, kas raksturo
valdnieka institlicijas aréjo kareivigumu, bet Tstais — Piladzis, mitologiskais koks,
no ka savukart secinam, ka patiesais valdiSanas princips balstas uz magiju). Varda
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slépsanas un uzzinasanas tematika sabalsojas ar daudzu mitisko pasaku motiviem
(piem@ram, vacu Rumpelstiltskin). Cilpas valoda atkariba no norises vietas misdienu
valoda savijas ar folkloristisku izteiksmi, daudz altiziju uz pasaku, dainu, parunu,
ticgjumu, miklu un buramvardu tekstiem. Interesantais personvardu klasts aizgiits
no klasiskas, bibliskas un latviski paganiskas sferas. Cilpas iemttniekus, dziedniekus,
burvjus sauc mitologisko koku un kustonu vardos — masas Odziene un Zalktiene,
Sérmiiksa, Kadikis, sargsuni (vilku) sauc indieSu dievietes Durgas varda, bet Rigas
cilvéki nodéveti bibliskas civilizacijas zime'” (pirmvecaki Noa un Ieva, narkodileris
Baraba, detektivs Kristo, ekscentriska kardinataja Salome, dualistiskie dvini Dante
un Andzelo).

Trilogija figuré mitiski simboliski t&li, pieméram, Ena — tumsas biitne, no-
slépumains cilvéka dubultnieks, dvéseles atspulgs'®, Tukstoslapainais koks — iesp&jams,
versija par pasaules koku vai axis mundi. Viens no galvenajiem mitologiskajiem
teliem ir pukis, ko var asociét gan ar mitisko pasaules ¢iisku, gan ar viduslaiku stastu
par Sv. Juri. Gramata plasi izmantota putna simbolika: pazemes kapenu sienas ilustré
putni ar cilvéku sejam, kas daudzu tautu kulttiras ir dvéseles attels. Varona pienemtais
vards ir Zvirbulvanags, seno &giptieSu sv&tais saules putns.

Cilpa izmantots latvie$u pasaku arsenals: sumpurni, piki, vilkaci, milzi un
Kurbads, glabajas brinumainas lietas — galdin klajies, runga iz maisa, eza kazocins
un pat aizej-tur-nezin-kur-atnes-to-nezin-ko. L. Muktupavela izmanto tadus mitiskos
simbolus ka rtinam kalti laukakmeni, kas iemieso dievisku speku ka sakrals vestijums®.
Ar to kontrasté ambivalenta ziedu simbolika — jaunas dzivibas un nevainibas, bet art
kardinajuma simbols. Romana ziedu puski tiek sléptas narkotikas®.

Par abu darbu Iidzibu liecina sizeta daudzveidigas iesp&jamas interpretacijas,
vairaki zemteksta Itmeni, dazadu laikmetu mitologijas elementu sintéze. Piederiba
pie dazadam tautibam un paaudzém, ka arT at$kirigam literaram tradicijam paradas
gan t&ému izvelg, gan to interpretacija, tacu jaatzist, ka mitisko elementu izmantojums
ir parak daudzslanains, lai butu nejauss. Atskiribas saskatamas tai fakta, ka latviska
fantazija izmanto galvenokart vietgjo mitologiju, kamér anglu proza vérojama dazadu
tautu mitu sint€ze, kas skaidrojams ar to, ka taja apvienojusas daudz vairak tradiciju.
Kaut gan §1s prozas tradicijas, neapSaubami, radusas neatkarigi cita no citas un nevar
runat par tiesu ietekmi, apskatitas paral€les liecina par lidzigu procesu ietekmi uz
zanra attistibu.

Fantazija tiek uzskatita par galveno literaro atbildi uz to, ko médz saukt par
laikmetigo jégas krizi. Postmoderna laikmeta Ipatnibu rezultata Rietumu kulttra ir
notikusi dramatiska paradigmu parbide, kuras galvenas raksturiezimes ir pasaules
demitologizacija un saprata monopols. Notiek ne tikai starpkultiiru at$kiribu izzusana,
bet arT atsveSinasanas starp individiem un paaudzém. Tradicijam izztudot, pedgjas
paaudzes aug bez parmantotiem mitiem un ta vieta rada jaunus. Par vienu no $adiem
mitiem var uzskatit fantazijas zanru, kas reprezent€ centienus atjaunot zaudeto mita
jegu individa un pasaules konteksta.
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The Elements of Myth in English and Latvian Fantasy Prose
Summary

The present study briefly introduces to the mythological elements in English and
Latvian fantasy prose. It discusses the concept of the fantasy genre in the context of
Latvian and world literature, offers a definition of literary fantasy in connection with
the traditional mythical narrative and compares the mythical structures, surroundings
and elements in both prose traditions. The mythical elements in fantasy prose have
been explored and compared in the fictional context of two well-known authors — the
Earthsea trilogy by American writer Ursula le Guin and the novel Cilpa (Noose) by
a Latvian writer Laima Muktupavela. Certain similarities and differences have been
depicted in both fictional works, thus providing reason for drawing parallels between
both prose traditions. Though the authors can be hardly called contemporaries and
belong to different nationalities and literary traditions, the likeness in the themes and
problems covered, as well as the similar approach in using the mythological elements
in creating a fantastic narrative proves the hypothesis that the fantastic literature of
both nations heavily draws on traditional mythology.
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VirieSa téls jaunakaja sievieSu proza
(latvieSu un Krievu literatiiras sastatijuma)

The Image of Masculinity in the Latest Female Prose
(A Correlation of the Latvian and Russian Literature)

Iveta Narodovska
Latvijas Universitate, Filologijas fakultate
Visvalza 4a, Riga, LV-1050
E-pasts: slavi@latnet.lv

Raksta jaunakas latvieSu un krievu literatiiras sastatijuma apliikota virieSa t€la tipizacija
postrealisma virziena sievieSu proza. VirieSa t€la makslinieciska organizacija sievieSu proza
pakartota sievietes tela koncepcijai, kas izriet no postrealisma radosas formulas. Darbiem
raksturiga dzimumu problematikas aktualizacija un cilvéka biologiskas dabas izcel$ana.
L. Petrusevskas Bpems nous sieviete un virietis ir pielidzinati biologiskai matitei un biologiskam
tevinam. G. Repse Ikstité un N. Ikstena Jaunavas méaciba dzimumu problematikas risindgjumu
ievirza metaforiska gultn€ un runa simbolu valoda.

Atslégvardi: jaunaka proza, postrealisms, sastatamais aspekts, feministika, dzimums,
viriesa téls.

Jaunakaja sieviesu literatiira kopuma vérojama dzimumu problematikas
aktualizacija — sievietes un virieSa dzimuma pretstatiSana. VirieSa t€la ka sievietes
tela antipoda tipizacijas noskaidroSanai tuvak japievérSas postrealisma virziena'
prozai, kurai raksturiga izteikti feministiska ievirze. Sastatamai analizei ir izvEltas
nozimigakas pedgjo gadu publikacijas latviesu un krievu literatlira: G. RepSes romans
Ikstite, N. Ikstenas romans Jaunavas maciba. L. PetruSevskas stasts Bpems nouo.

Gundegas Repses romans Tkstite (2000) ir H. K. Andersena pasakas remeiks*.
Romana atbilstosi H. K. Andersena pasakas simbolikai G. Reps$e pretstata sievieSu
un virieSu dzimumu, attiecigi sadalot to floras un faunas parstavjos.

Zieds ir sieviSkais simbols, un visas G. RepsSes romana att€lotas sievietes ir floras
parstaves vai saistitas ar floru*:

Viviana, Stellas mate, rakstniece — “gara un slaida ka salijusi egle, kaktuss,
abols, kas kardina no abam pusem”;

Mihalina, Tibérija sieva, Lenarda pamate — “izslapis stads, kas dzer tikai no
viena léjeja rokas” (Tiberija rokas), “no ziepenites partapusi roze, tiesa kaltéta, tacu
ne mazak krasna”, Tibérija kronéta karaliene, tad kritusT karaliene — “zemé asinojosa
roze”’;

* Termins remeiks ienacis literatlirzinatn€ no kinomakslas un apzimé darbu, kas radits peéc
jau eksist&josa sizetiska vai zanriska parauga. Sk. Pemeiix kax ¢popma ucmopuyecxoii
peunmepnpemayuu. Hosoe numepamyproe obospenue, 2004, Ne 69.
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Ameélija, Stellas vecamate, nav tieSa floras parstave, Stella vinu sauc par v&jamati.
Amglijai pieder krasns ziedu darzs un vina — véjamate, aplido savu ziedu valstibu un
ripéjas par katru augu (bérnu) — Stellu, Vivianu, Jukumu.

Stella romana identificéta ar H. K. Andersena Ikstites télu, mitisko biitni, kas
radusies no zieda.

G. Repses romana tapat ka H. K. Andersena pasaka nav tadas pastavigas
biologiskas bitnes ka t&vs vai virs. Virietis ir nepastavigs — nakoss un ejoss — islaiciga
paradiba sievietes dzive, taCu nepieciesams cilvéces dzimuma turpinasanai. Virietis
ir séklas devgjs, zieda apputeksnétajs un, pretgji sievietei, faunas parstavis®:

Lenards — “peléks, neapmilots balodis, kas neprot izvairities no triecieniem,
aizvien vel jabrinas, ka vins ir dzivs”;

Tiberijs — “kulturalais, kaprizais makonis, kurs nolist, kur pats grib, nevis tur,
kur kads liigdamies liidza” (Mihalina, Lenards);

Indulis — romana asoci€jas ar maija vaboles telu, kurai citu maija vabolu (Indula
mates) izteiktais viedoklis ir svarigaks par miloto sievieti vai pasa domam.

Jurijs — stradiga, daudz sava muza pieredzgjusi meza vabole, kurai ir norauta
viena kaja un kuru beigas meza darbos nosit koka bomis.

Konrads — rakstnieks, kuru kada literatu saieta Vin€ satiek Viviana, ir zirneklis
egoists, kur§ nav spgjigs dot, vins tikai nem. Vins savu medibu trofeju, sievieti, ievelk
prasmigi noausta tikla centra, sava esibas centra, un izsiic ka biti.

Atbilstosi postrealisma rado$ai formulai — vientuls cilvéks zem tuk§am debesim* —
Ikstites uzmanibas centra nonak vientula sieviete, kas ir savas laimes meklgjumos.
Ikstites laimes formula ir 1+ 1 =2; katra sieviete cer satikt savu bezdeligu, kas vinu
aiznests pie ziedu prin¢a — “Ista virieSa”, ne taurina, vaboles vai kada cita kukaina.
Romana beigas analogi H. K. Andersena pasakas sizetam notiek Ikstites — Stellas (latv.
‘zvaigzne’) ireala tikSanas ar ziedu princi — “zvaigznotu cilvéku™:

“.. klusi, vins ir nolaidis virvju kapnes. Gaidijis tatad. Tur aug$a — burvestibas
apliets un zaigojoss vins stav — cilvéks no klusuma. Sniedz roku, palidzét gribédams,
tak skaidri noprotu, ka mani vairs nepazist. Zils un zelts, un zelts, es tidal kliegsu.
Vivianu, Mihalinu, Améliju... vai tiesam... ieraugot, tak cilvéks no klusuma novécina
zvaigzném izsiito mantiju ka karalisks putns, un es sadzirdu senaizmirstas skanas —

2 25

kautras un pazemigas ka iesvetamas meitas — “lai zélastiba vardam”.

Savdabigs darzniecibas motivs izskan ari Noras Ikstenas romana Jaunavas
mdciba (2001). Zieds arT Seit ir sieviSkais simbols, bet virietis ir “puku pliicgjs”:

“Ja to puki tev kartigi nenopliic, tad jaiet atskirties!.. Kad Janis nomira, Milda
vesi mainija stanislavus. Puku pliicejus.

“Asnate dodas lidzi Stmoram. (Stmors péc profesijas ir darznieks. — 1. N.). Vins
ved vinu uz savu parku, kura, parkapdams likumu, pliic vinai narcisi, varbiit dafodilli.
Pie Irijas tves vins vinu pirmoreiz noskipsta. Vina roka, kas ieslid aiz Asnates T krekla
tieSi starp vinas kriitim ir preciza ka atvars un viennaviga ka bite.” ’

Viriesa téla organizacija N. Ikstenas romana ir pilniba paklauta sievietes téla
koncepcijai, saskana ar to sievietes stitiba, dzives mérkis un uzdevums ir radit
pecnacgjus. Romana autore notikumus trakt€, raugoties caur feminisma prizmu,
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Asnates gimenes vesturi aplikojot ar Bibelg izmantotas dzimtas véstures izklasta
shémas palidzibu, tacu no pretgjas puses:

“Asnatei celS zem kajam. Vina grib nonakt taja vieta, kur Ede dzemdeja Mildu,
jo Milda dzemdéja Ariju, jo Arija dzemdéja Astridu, jo Atrida dzemdéja Asnati. “Ka
bibele”, doma Asnate, ‘ja tur dzemdinasanas laurus sev nebiitu piesavindjusies
virie$i.

Neviena no Jaunavas macibas varonem nespgj aiziet no dzives (ne pasnavibas
cela ka Astrida, ne slimibas gadijuma ka Asnate), neizpildijusi savu dzives uzdevumu —
neatstajusi pécnacéjus:

“Un ta dzive nogatavojas ka séklinas augli. Kad auglis plisis, seklinas birs, kad
seklinas birs, auglis biis plisis.””

Sievietes kermenis romana ir pielidzinats zemei, kurai janes augli:

“Jaunava nav radita gaismai. Jaunava ir melna zeme, kuru uzples arkls, tad
tai uzkaisa pelnus, iegriii séklu un piemin, lai aug. Melna zeme mil savu vargo
augu, zeme ir modrs sargsuns savam augam, zeme izkalst un véja kauc, ja sékla
neuzdigst. "’

Astrida ir izcila arste, ginekologe, kura sava joma izpétijusi gandriz visu. Vienigais,
ko vipa nezinaja un nespéja izskaidrot, ir jaunas dzivibas rasanas bridis — dieviskais
brinums, kad Jaunavai tiek davata gaisma. Tad pienak Astridas laiks iepazit “dzives
Istenibu” un sanemt “dievisko gaismu’:

“Kada vakara, nakot no Keizara krésla, Astrida apstajas pie mezrozu kriimiem.
Vina pliic gatavos auglus, iztira dzelonainds séklinas un éd.. Bet meZroZu augli ir
iendkusies, saldi. Tos édot, Astrida nemana, ka vinu kads véro. Vina dzird klusus,
steidzigus solus, kas tuvojas, tomér nepaspéj pagriezties. Veélais, straujais nacéjs izsit
mezrozu auglus no Astridas rokas. Vélais, straujais savas tiesas némejs iesakuma ir
skarbs, ar speku spief Astridu pie zemes.. Bet tad vins jit, ka Astrida nepretojas..
Zvers nomierinds.. Vina pateicas varmdakam par istentbas bridi sava dzive.. Gaismas
atspidumi no saretotam debesim iespid vinas klusuma punkta. "

Astridu izvaro, ta¢u vina piedod savam paridaritajam, jo ir izjutusi dzives
istenibas mirkli un sapémusi dieviSko gaismu. Zimigi, ka Astridas izvarotajs ir
traktorists — “zemes arajs”.

Lidzigi G. Repses romanam arT N. Ikstenas Jaunavas mdciba virietis ir epizodiska
paradiba sievietes dzivé. Visam seksualajam attiecibam, kuru rezultata dzimst bérni,
ir gadfjuma raksturs. Virietis ir nepieciesams sievietes dzives uzdevuma IstenoSanai —
p&cnacgju radiSanai. Virietis ir pukes pliicgjs, apputeksnétajs, seklas devejs vai
Astridas gadfjuma — “s¢klas gradgjs”.

Lidzigas tendences vérojamas arl jaunakaja krievu literatira. Ludmilas
Petrusevskas stasts Bpems nous (1995) attiecinams uz Guignol prozu'?, kurai
raksturigs skarbi realistisks veéstijums, lidz ar to virieSa raksturojums stasta tiek
aizvadits 11dz totalai ironijai un sarkasmam. Atskiriba no iepriek$ analiz&tajiem
darbiem L. Petrusevskas stasta vérojama viriesa t€la pakapeniska konceptuala attistiba:
virietis — dzivnieks — tévins, ar vipam atbilstosam funkcijam.

Pirmie virieSu kartas parstavji, kurus sastopam Bpemsa nous lappuses, vizuali ir
salidzinati ar Carlzu Darvinu:
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“.. u0ém Bnadumup c pusuonomueii 2opunnsl. Xopouiee MyjuccKoe 1uyo, ymo-
mo om Yapnwvza /apeuna, no ne ¢ makoii momenm. 4Ymo-mo Huzmenuoe 6 Hem
nposigieno, ymo-mo npespennoe.”’

“Omey cemeiicmea, mooce uem-mo omoaneHno Hanomunarowui dapnvza
Jlapsuna, svisanusaemcsi uz-3a cmona ¢ KpUKom u yepo3amu, KOHEeYHo, delaem 8uo,

umo 6 aopec cobaku”."

Carlza Darvina varda piemingsana stasta teksta saistama ar vina dzivas dabas
evoliicijas materialo teoriju. L. Petrusevskas Bpemsa nous izteikta doma — cilvéki,
Jiis esat lidzigi kukainiem — musdienu modernaja literatiira ieguvusi jaunas ideologijas
nozimi, kuru apzimé ar terminu darvinisms'®. Sis dzives ideologijas pamata ir cilveka
biologiska daba:

“Cilveks ir dzivnieks, kas grib pieméroties apkartéejas vides skarbajiem apstakliem
un pielagot tiem savus pecnacéjus.”'®

Viriesa tela konceptualais risinajums L. Petrusevskas stasta notiek galvenas
varones Annas Andrianovnas meitas dienasgramatas ietvaros. Ta konceptualas
attistibas pirma posma modelis ir virietis — dzivnieks:

“To, umo 6uepa Kazanocb POOHLIM, €20 Pe3KUll 3anax, e20 WelKo8ds Kodicd, €20
MbluiYbl, €20 630Y8UIUECS IHCUTBL, €20 UEPCMb, NOKPLIMAs KaNnenbKamu pochl, €20 meio
36epsa, nasuand, KOHA, — 6ce MO YMpPoM CMano Yyxucum u ommankusaruum..”"’

Modelis dzivnieks — tevin$ atspogulots Annas Andrianovnas meitas dienas-
gramatas fragmenta, kura vina apraksta kartupelu talku kolhoza un savu pirmo
seksualo pieredzi:

“boino conuviuiko, u mos Jlenka sakpuuana: «Anena, ocmoposicno!” A oanamynace,
OKOJIO MeHsl MOl KOOEb U JHCMYPUILCS, U Y He20 HOO HCUBOMOM GbICYHYI0CH HEUmo
Jrcymioe (BOT Tak, OTJaBail AeBOUYCK HA paboTy B Kouxo3. — A. A.) A omckouuna, a
Cawka 3amaxnyncs suramu Ha Kobens. Beuepom mvl 3abpanuce na cenogan.. OH..
KaK Hacocom Kauai MO Kpo8b, COIOMA NO00 MHOU ObLld MOKpAs, 5 nuwaia epooe
PE3UHOBOL USPYUIKU C ObIPOYKOU 8 OOKY, 51 OyMand, Ymo oH 8cé nonpobosan 3a 00Hy
HOUb, 0 YeM YUMAi U CA6IUAll 8 00WeHCUmuY 0m Opyeux, Ho Mo MHe OblLI0 8ce PABHO,
5 e20 mobuna u Jcanenda Kak c80e2o CbIHOYKA U 00A1ACk, Ymo OH Yiloem, OH YCmai
(ecnu Ob1 cetHOuKA Tak! Het cnoB. — A. A).. 1 mym on cam 3abuncs, nee, npudxcancs,
3aCMOHAG CKB803b 3y0bl, 3auiunen “‘ccc-ccc”, 3anaakan, 3ampsic 2010601... M ou ckazan
«s1 mebst 1o6a10”. (ITO M HA3BIBACTCS Y YEIOBEUECTBA — pa3Bpar. — A. A.).”!

Fragmenta sakuma paraditais tévin§ dzivnieks sasaucas ar SaSas cilvéka
dzivniecisko uzvedibu seksuala akta laika, turklat Anna Andrianovna savu meitu
raksturo ka biologisku matiti, kura nespgj atteikt nevienam virietim teévinam:

“..Kobenu uyscmeyiom 8 Hell ee JHCeHCKYI c1abocmeb U CnocoOHOCMb pas u
XIONHYMbCSL HA CRURY om cyacmbs.”?

Vina laiz bérnus pasaulé citu péc cita un pec tam Iidzigi dzeguzei piespéle tos
savai matei. »

Tapat ka G. RepsSes un N. Ikstenas romana virietim Bpems Hous ir epizodisks
raksturs. Virietis tiek izspiests no sievie$u vidus un gimenes, jo ir lieks L. Petrusevskas
piedavataja gimenes modeli:

“O HeHnasucmv méwu, mvl peHOCMb U HUUMO Opy20e, MO Mamb cama Xomend
OvImb 00BeKmom 110O6U coell douepl, Mo eCmb MeHsl, Ymodbl s MONbKO ee M0ouId,
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obvexmom n10068uU U 008epusl, MO Mameb xomeia Oblmv 6cell cemvell 0l MeHs,
3ameHums coboio 6Cé, u s UOSIA MAKUE JCEHCKUE CeMbll, MAMb, 00Ub U MAICHbKULIL
Peténok, nonnouennan cemos! JKymo u kowmap. /lous 3apabameisaem, KaK MyMcux,
cooepaHcUm UX, Mamv cUOUM 0OMd, KAK HeeHd, U yKopsem 004b, ecii OHA He NPUXooum
domotl 8ospems, He yoesenm SHUMAHUsL peOEHKY, NI0X0 mpamum OeHbeUu U m.o., HO 8
Mo Jice BpemMs Mamb PeeHyenm 004b KO 6CeM ee NOOPY2am, He 2080PsL Yiice O MYMHCUKAX,
6 KOMOPbIX Mamb MOYHO GUOUN CONEPHUKOS, U NONYYAEMCsl 8 Pe3yibmame NoaHds
Mewanuna u Kkauia, a umo oeramv? Mosi Mama.. UMEHHO MAK GbIHCUNA U3 OOMY
HECYACMHO20 MOe20 MYHCaA U 6CE 2080PULA 8 XOPOULYIO MUHYMY: KO Mym 21aed
cembu? (yKaeo) Hy Kmo mym 21aea cemvu? (noopazymeeasn ceovs).”’!

VirieSa t€la makslinieciska organizacija jaunakaja sievieSu proza ir paklauta
sievietes t€la koncepcijai, kas izriet no postrealisma radosas formulas — vientul$
cilvéks (vientula sieviete) zem tuk$am debesim, tap&c virietim jaunakaja sieviesu
literatiira ir izteikti epizodisks raksturs.

Postrealisma virziena sieviesu prozai kopuma ir raksturiga dzimumu problematikas
aktualizacija — virieSa t€la (virieSa) pretstatiSana sievietes t€lam (sievietei). No
dzimuma viedokla raugoties, virietim un sievietei ir atskirigas funkcijas, literatiira
So atskirigo funkciju paradisanai tiek izcelta cilvéka biologiska daba. L. Petrusevskas
stasta sieviete un virietis ir pielidzinati biologiskai matitei un biologiskam tévinam,
turprett G. Repse un N. Ikstena dzimumu problematikas risinajumu ievirza metaforiska
gultn€ un runa simbolu valoda: sieviete — zieds, auglis, augsne; virietis — apauglotajs,
apputeksnétajs, apscklotajs.
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The Image of Masculinity in the Latest Female Prose (A Correlation
of the Latvian and Russian Literature)

Summary

The study is devoted to the correlation of the latest Latvian and Russian
literature in developing a typical image of a Male in the postrealistic female prose.
The comparative aspect has been chosen for the analysis of the most remarkable
works published recently: the novel by G. Repse Ikstite (2000, Thumbelina), the
novel by N. Ikstena Jaunavas maciba (2001, Training of the Young) and the story
by L. Petroushevskaja Bpems nous (1995, Night is the Time). The artistic structure
of the Male image in these feministic works is subjected according to the concept
of the Female image, arising from the creative formulas of Postrealism — a lonely
person (a lonely woman) under an empty sky. The work actualises the gender study
problems and the research of the biological nature of a human. A male and a female
in the story by L. Petroushevskaja are equaled to their biological roles of Mother
and Father, while G. Repse and N. Ikstena prefer to carry the research in the gender
problems at metaphorical level using the language of symbols: woman — flower, fruit,
soil; man — fertilizer, pollinate, seed-planter.
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