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INTRODUCTION FROM THE EDITOR

The creative works of the eminent Estonian writer Jaan Kross (1920-2007)
have long attracted the members of the Department of Russian Literature at
the University of Tartu with their rich opportunities to delve into the intersec-
tion of Russian and Estonian cultures and into the poetics of this acknowledged
master’s historical novels. This focus became a priority within the research pro-
ject “The Reception of Russian Literature in Estonia in the 20" Century: from
Interpretation to Translation”, which began in 2009. This research project has
resulted in the collective monograph offered here to readers. The works con-
tained herein are the fruit of collective effort in the direct sense of the word —
not only because they are all devoted to one author (the prose, dramaturgy, and
poetry translations of Jaan Kross), but also because the contributing scholars
strive for common goals and follow the similar methodological principles'.

This monograph is composed of three parts. The first contains concentra-
ted research into the historical and literary sources for those of Kross’s historical
works that are directly or indirectly connected with Russian culture. In stu-
dying any single layer of the fictional text, it inevitably becomes necessary for
the scholar to describe the text as a whole. Consequently, this part of the mono-
graph attempts to analyze several general characteristics of the poetics of Jaan
Kross’s historical prose. While in no way claiming to provide comprehensive
coverage of the structural features of Kross’s works, the articles’ authors, none-
theless, strive to identify the key, dominant features of the analyzed texts. The
second part of the monograph analyzes several constants in the poetics of Kross’s
poetry translations from Russian. In the third part, the supplement, the autobio-
graphical story of the prototype of one of Kross’s protagonists, the artist Jo-
hann Koler, is published for the first time.

According to Kross himself, his acquaintance with Russian literature in its
original language occurred rather late. In 1938 he finished the Jakob Westholm
grammar school in Tallinn, and in the same year entered the Law Department
of the University of Tartu, where he became a lecturer after completing his stu-
dies in 1944. In 1946 Kross was arrested and given a sentence by the NKVD,
under which he spent the next several years in a labor camp in the Komi ASSR,
and at the end in Krasnoyarsk region, from which he was freed only in 1954.

' To the present, this is the third collective effort focused on the creative work of Jaan Kross. See

also: Metamorfiline Kross. Tallinn, 2003; Jaan Kross: bilan et découvertes. Paris, 2011.
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On the basis of Kross’s recollections?, one can conclude that his mastery of the
Russian language in every stylistic register happened specifically during this
period (people from various social levels were serving sentences in the camps;
their intellectual and educational levels were also varying).

In Kross’s memoirs and other semi-autobiographical works, evidence of his
acquaintance with and attitude toward Russian literature is quite terse®. On the
basis of these meager inclusions it may be concluded that his interest in classi-
cal Russian literature began even before his time in the labor camps.

Kross’s recollections hint that before his second arrest on January 6, 1946*
and subsequent detainment in the Tallinn NKVD prison, he was acquainted
with the Russian language only through works of classical Russian literature:
“...at first I had no idea what the Russian word shum [noise] meant. Because
I had encountered this word only in Lermontov’s poem “The Prophet”*, where
it is used in the phrase dubovyi shum [oaken rustling]; that is, the sound of oak
groves, and I didn’t guess that that was the same shum that King Kong [the
nickname of one of the prison guards] accused us of making”®.

Here also, Kross relates how in the camp (in Aban) he began to translate
the poetry of Alexander Blok’. Bear in mind that the choice of this poet was
connected, apparently, not only (and, possibly, not so much) due to Kross’s
literary sympathies with the “political criminal,” but because by the 1930s Blok
was already canonized in the Soviet literary scholarship as a poet who wel-
comed the October Revolution. Nonetheless, Kross was unsuccessful at getting
these translations published, although he tried®.

A more serious mastery of Russian literature and culture by the writer began
later in his well-known historical novels, written in the 1970s and early 1980s.

2 See: Kross, J. Kallid kaasteelised. Tallinn, 2003. Kd L.

3 Thus, for example, in the novel “The Wikman Boys” (“Wikmani poisid”, 1988), the autobio-

graphical hero Jaak Sirkel’s mother’s range of reading includes Dostoevsky’s “The Brothers

Karamazov”: “You're going out again? What for?” asked mother, sitting in the corner of the couch

and looking up from her reading of the second tome of “The Brothers Karamazov’, which she had

brought from the bedroom” (Kross, J. Wikmani poisid. Tallinn, 1988. Lk 60).

Kross was arrested the first time during the German occupation, on April 21, 1944; on Septem-

ber 19 of the same year he was released.

In Lermontov’s “The Prophet” there is no such phrase. Apparently, Kross meant a different poem

by Lermontov, “I go out on the road alone...” (Compare: “Would that above me ever green /

Dark oaks bowed and rustled”).

¢ Kross, J. Kallid kaasteelised. Lk 196.

7 Apparently, Kross was referring to his translation of Blok’s “The Scythians” (1918). The year after
his return to Estonia, Kross had already published his first translation in “Looming” magazi-
ne (Blok, A. Skiiiidid // Looming. 1955. Nr 11. Lk 1327-1328).

8 Kross, J. Kallid kaasteelised. Lk 405.
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It is in this period that Kross appealed to those historical materials that were of
greatest interest to him. In his novels “The Czar’s Madman”, “Professor Mar-
tens’ Departure”, the mini-novel “The Third Range of Hills”, the novella
“Michelson’s Matriculation”, and the play “A Hard Night for Dr. Karell” the
action takes place in the 19" or 20™ centuries within the Russian empire, which
at the time included Estonia (then called Estland and, in part, the Livonian
province). In each of the works listed, the author’s attention is focused on
a protagonist of Estonian origin. They are: the peasant Jakob Mittik, who at-
tained a high level of education in a short period of time; the native of the lower
classes Friedrich Frommhold Martens, who became a world-renowned attor-
ney; the peasant Ivan Michelson, who was promoted to the rank of general and
suppressed the Pugachev rebellion; and the “farmhand’s son” Johann Koéler,
who became the founder of Estonian national painting and professor in the
Imperial Academy of Arts.

The first-person narration in the novels and the character structure of the dra-
matic work allow Kross to occupy an “objective” position in the text (it is the
characters that “speak”, not the “author”) without inserting direct judgments.
This narrative structure always presents difficulties for the researcher: there is
a danger of ascribing the protagonist’s opinion to the author. The choice of such
a narrative strategy is due, at least from our perspective, to two circumstances.

First, this structure is found in the compositions of world-renowned fiction
writers, whose tradition Kross took into account in his creative work. For ex-
ample, in Thomas Mann’s novel “Doctor Faust”, the story of Adrian Leverkithn
is told by another character, Serenus Zeitblom, while in Dostoevsky’s “The
Adolescent” the novel is “written” by the already-grown protagonist, Arkady
Dolgoruky. In both cases, the author’s position must be reconstructed and does
not coincide with the protagonist’s point of view.

Second, the distancing of the author from his characters, undoubtedly,
is the result of the spirit of the time in which the above-listed works were com-
posed. The “brave” thoughts and actions of Kross’s characters that expose the
inhumanity and hypocrisy of imperial power, of course, were secretly directed
at modern powers. But the chosen form of Icherzhilung did not give Soviet
censors the direct opportunity to accuse the author of the seditious pronoun-
cements made by his heroes.

Kross depicts active Estonian protagonists, whose actions are capable of in-
fluencing the development of events and even the course of history: the artist
Kéler, who collected donations for Estonian peasants; Doctor Philipp Karell,
who facilitated Emperor Nicholas I's exit from life; General Michelson, who
pacified Emelyan Pugachev’s uprising; and the attorney Martens, whose efforts
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laid the foundation for modern international law and, as a result, civilized, pea-
ceful relations between nations. His choice of heroes and their development in
each text witness to the fact that Kross was consciously oriented on the my-
thologization of his main characters.

Kross’s subtlety and thoroughness as a historical novelist lies in the fact that
he studies every historical source available to him at the time of writing and
understands well how they reflect historical reality. But for his novels he either
selects from the memoirs, biographies, and epistolaries individual passages or
entire lines of narration which affirm his intentions (regarding Kross’s use
of S. Y. Witte’s memoirs in the novel “Professor Martens’ Departure” in just
this way, see, for example, the article herein by Timur Guzairov), or deliber-
ately changes the source to suit the ideological concept of the novel. And so,
Ljubov Kisseljova’s article about “The Czar’s Madman” discusses how Kross,
contrary to historical reality, strips the character Bock of his Russophilia, or
love for Russian culture, and makes the protagonist Jakob Mittik write his diary
in Estonian, again a fully deliberate anachronism; see also the same author’s
article about Kross’s “The Third Range of Hills”, where the artist Koler views
his rise on the career ladder and professional successes as a betrayal of his na-
tion. As Kisseljova demonstrates, this interpretation of the character is not his-
torically accurate, but is completely convincing from the perspective of the
work as a creative whole. Kisseljova’s “Biography of Professor Koler” presents
an image of the historical artist Johann Koler which only partially corresponds to
his portrayal in the novel. The biography was written down by a stenographer
from his own words in the presence of Mikhail Semevsky, editor of “Russkaya
Starina” magazine. Koler is proud of his democratic origins and of belonging to
the Estonian nation, but the artist’s story contains no traces of the “guilt” before
his compatriots described in such detail in “The Third Range of Hills”.

In addition to the historical sources of the works analyzed herein, the au-
thors of this monograph were interested in Kross’s literary sources. It must be
emphasized that the writer’s intertextual field of prose works is extremely
broad, reflecting his multifaceted literary erudition. At the same time, Kross’s
references to direct or hidden quotes from authors of other nationalities (in
particular, classical authors) are targeted at the inclusion not only of his own
work, but of all Estonian literature on the stage of world literature.

The quotation of works of Russian literature in Kross’s compositions “Mi-
chelson’s Matriculation”, “The Czar’s Madman”, “The Third Range of Hills”,
and “Professor Martens’ Departure” also has a special (internal) function:
it forms the reader’s impression of the depicted epoch and culture, seeming
to stylize them.
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This feature clearly manifests in “Professor Martens’s Departure” (see the
article by Lea Pild). In this piece, Kross refers to the works of Leo Tolstoy as
a great contemporary of the main character, the renowned attorney F. F. Mar-
tens. Several images of Tolstoy’s prose and journalism become key themes in
Kross’s novel, while Tolstoyan psychology (the correlation of the character’s
actions with several internal motives that arise in his consciousness almost
simultaneously) is one of the foundational methods used by Kross to build the
protagonist’s inner monologues, his penitential confession. In this case it is
appropriate to speak not so much of literary “influence”, but of Kross’s deliber-
ate inclusion of the reader in the atmosphere of the era depicted: in Russian
culture at the end of the 19" and beginning of the 20™ century, Tolstoy was the
greatest moral authority, which is precisely why Martens’s moral judgment
of himself occurs from a Tolstoyan position.

Quotes from Russian writers play a similar role in “The Czar’s Madman”,
where the action takes place primarily in the first third of the 19" century.
Quotes and reminiscences from the poetry of Pushkin and Zhukovsky-
Schiller (and other authors, not only Russians; see, for example, the quote from
“The Book of Songs” by Heine) construct the literary context that would have
been relevant for educated people of that time.

Finally, Kross’s references to many texts of world literature allow him to use
some of them as myths (regarding the neomythological elements of Kross’s
novels, see L. Pild’s article “The Poetics of the Leitmotifs in Jaan Kross’s “The
Czar’s Madman™).

As noted above, the second part of this monograph is devoted to Jaan
Kross’s translations from Russian literature. This book covers only a small
number of them: his poetry translations of Russian poet David Samoilov, who
lived in Estonia in 1975-1990 and was, for a time, friends with Kross and his
wife Ellen Niit; and his translation of Alexander Griboedov’s comedy “The
Misfortune of Being Clever”. His translation of Misfortune was published in
1964, and he translated Samoilov’s poetry from the 1960s through the 1980s.
As Tatiana Stepanischeva’s detailed analyses of Kross’s poetry translations and
their publication alongside the original texts reveal, to a large degree Kross
focuses more on the form of the translated text (that is, on the reproduction

Regarding the characteristics of several of Kross’s translations (including those from Russian), see:
Talviste, K. A Dispersed Monument: Jaan Kross’s Translations of Poetry on the Landscape of Es-
tonian Literature // Interlitteraria. 2009. 14(2). P. 369-382. Kross translated not only Russian
poetry (A. Pushkin, M. Lermontov, A. Blok, A. Akhmatova, S. Yesenin, V. Mayakovsky, D. Samoi-
lov, B. Slutsky, B. Akhmadulina, Y. Yevtuschenko, A. Voznesensky, K. Chukovsky, S. Marshak and
many others), but also prose (I. Goncharov) and drama (A. Griboedov).
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of its metrics, rhyme structure, and phonics) than on its content (historical,
daily-life, cultural, and literary realities). Another distinctive feature of Kross’s
translations is his orientation toward the Estonian reader — his translations are
characterized by a marked allusiveness to the modern historical situation. This
same characteristic is found in Kross’s translation of Griboedov’s comedy
in poetry, “The Misfortune of Being Clever”, as demonstrated by Dmitry Iva-
nov and Maria Tamm.

The authors of this monograph view the research presented herein as a part
of the greater body of research on Kross conducted over the last several years
by literary scholars in Estonia and Western Europe, and as an indispensable
dialogue with those scholars who have analyzed other or similar aspects of the
works of Jaan Kross.

Lea Pild
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POETICS OF THE LEITMOTIFS OF JAAN KROSS'S
NOVEL “THE CZAR'S MADMAN"

LEA PILD

No one has yet written about the leitmotifs' used by Jaan Kross in “The Czar’s
Madman” (nor about the micropoetics of his novels as a whole). This article
will make the first attempt at such an analysis, which will provide not only for
greater understanding of the architectonics of the writer’s artistic world as
awhole, but also for the concretization of a complete series of features related
to the composition of Kross’s works that have already been broached by literary
scholars and critics.

In accordance with literary tradition, “leitmotif” in this article is understood
as a repetitive element in the text (words, phrases, parallel scenes, etc.), which,
through its repetition many times over, forms a distinctive compositional struc-
ture in the novel. Repeating motifs (or leitmotifs) are a means of structuring
anarrative (a type of composition) that inevitably leads to the appearance
inthe text, alongside empirical imagery, of conditionally symbolic details,
scenes, or episodes.

Just such a narrative organization is found in “The Czar’s Madman”, which,
like some of Kross’s other historical novels, such as “Between Three Plagues”
and “Professor Martens’ Departure”, approaches the genre of 20" century neo-
mythology. Neomythological texts” are works into whose structures ancient or
biblical images are incorporated, constituting an independent, symbolic layer in
the text and lending an “eternal” character to its subject; “The Czar’s Madman”

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20* Century: from the Interpretation to Translation”. First version was published
in Estonian: Keel ja Kirjandus. 2012. Nr 12. Lk 889-905.

Regarding the leitmotif technique in the novel of the 20th century and its inherent connection to
the musical dramas of Richard Wagner, see: [Meaernnckuit]. Regarding the functional mecha-
nisms of leitmotif in prose, see: [acmapos].

Regarding the 20th century neomythological novel, see: [ White; Meaernsckuit; Musu .
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is included in this genre not only due to its technique of leitmotif, but also due
to Kross’s consistent reference to Old and New Testament symbolism, over-
lapping historical and conditional/symbolic layers, deepened psychology, in-
cluding descriptions of subconscious processes, and narrative focus on the
inner monologue.

This article does not touch upon the question of whether Kross was influ-
enced by his literary predecessors, those prominent representatives of this
genre in western European and Russian prose — James Joyce, Franz Kafka,
Thomas Mann, and Dmitry Merezhkovsky, among others — although this
question must undoubtedly be addressed in one way or another by literary
scholars sooner or later. This article also will not address the specifics of Kross’s
neomythology; that is, the ways in which the use of this feature in his novels
differs from that of the works of his predecessors.

The creative space itself of “The Czar’s Madman” is organized in a special
way. Although Kross describes a concrete, objective world and, to some degree,
the landscape surrounding the characters, each image in it bears a second, sym-
bolic meaning. Thus, for example, one key motif is that of the border, which is
represented in the text by the images of doors, windows, walls, hedges (hekk),
shrubbery, and so on. The narrator, Jakob Mittik, describes in his diary the
spaces that are particularly marked by their borders. Borders between different
rooms are noted not only in the descriptions of estate buildings in Véisiku and
Kivijalg® (such as the mezzanine, where Timo writes his memorandum and
Jakob his diary), but also in descriptions of the space in Moier’s house in Tar-
tu (the low ceiling), and the bath house in which important characters meet for
particularly serious discussions, etc. Bock’s estate is described as divided into
separate plots; the house as divided into separate spaces (this segmentation and
disconnection proves to be more important to Jakob than the unity of the manor
space). In part, such a perception of space by the protagonist is spurred by
Jakob’s lack of self-confidence in the unfamiliar, “gentlemanly” home in
Voisiku; thus, he wants to separate and dissociate himself spatially from the
owners: “On the first floor of the house there were sixteen rooms and the
kitchen; in the mansard were another four rooms where the servants lived and
commoner guests were housed. I asked of Eeva one of these rooms for myself.
Although she herself intended to settle me on the first floor, and even in two

In one case after another, not only the borders between spaces are emphasized, but also the divi-
sions within the rooms themselves: “One whopper of a pipe passes through the middle of my room...
I stuck my hand in a narrow hole in the ceiling and felt there a hollow space, like a box two cubits long
and two or three handspans wide” [Kross: 11]. From here on, citations of this edition of the
novel’s translation are noted by page number only.
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rooms. But I preferred to stay upstairs. Because there I was isolated... For the
sake of greater isolation: living upstairs, I did not necessarily have to, upon en-
tering the house, or leaving it, use the main entrance and make my way through
all the Bocks and Rautenfelds...” [23]. However, Jakob’s diary writing and his
subsequent discovery of Bock’s memorandum provide additional reasons for
his search for privacy and, consequently, isolation from others in the house.
Voisiku is plagued by incessant eavesdropping and spying; thus, for the inhabi-
tants of the house (and above all, for Jakob and Timo), separation from others
is of highest import*. At times the protagonist himself is compelled to eaves-
drop, hiding behind an impenetrable shrubbery: “Through the acacia thickets,
still wet with yesterday’s rain, I saw that Timo stood ten paces from the hedge.
Wearing a green housecoat, a pistol in his right hand, his hand extended, he
at that moment took aim... Through the wet bushes I saw Laming come out
from behind the trees... I did not want to be in Laming’s company. But the
conversation between Timo and the manager Iheard perforce” [46-47].
Clearly, the spatial isolation of the characters from one another is connected
with their inner lack of freedom, which, in turn, is caused by an external lack
of social and political freedom.

Finally, it must be noted that Jakob pays particular attention not only to
empirical (real, objective) space (his borders), but also to the conditional and
symbolic interpretation of space® attributable to the training he received first
from Pastor Masing and then in the army under the command of Colonel Ten-
ner: the cartography of particular locations, or else the copying of maps.
Thanks to this work, after marriage and with the help of Colonel Tenner, Jakob
obtains a surveyor’s permit® and for some time serves in this capacity.

Accordingly, the repeating images of impenetrable or closed (locked) spa-
ces in the novel are always concrete; they do not break the day-to-day or psycho-

The two lovers’ necessity of separating themselves from the others is emphasized in the words of
Pastor Masing to Eeva and Timo, who plan to marry and experience quite understandable difficul-
ties as a result: “With such trust in each other you can easily hide from all this fuss, as if, let’s say, in
a round pearl shell! Let there be any kind of storm, what can it do to your shell? It will only sway
pleasantly” [21].

Compare, for example: “Human destiny, and possibly the destiny of the whole world (if it is
indeed separable from the fate of man), is nothing but a miniscule movement in space: a stroke
of the pen, a loud word, the turn of a key, the whistle of an axe, the firing of a bullet...” [S8].

It is possible that Jakob Mittik’s occupation has a literary source. More than likely, when Kross
wrote this novel, he was already familiar with Franz Kafka’s work “The Castle”, which was pub-
lished in German in 1926 (it appeared in Estonian translation only in 1987). The protagonist
of “The Castle”, a surveyor, is reminiscent of Jakob Mittik not only in profession, but in the char-
acterization of his intellectual world: he is constantly in limbo and ignorance (“teadmatus”). Re-
garding the influence of Kafka’s work in Estonian literature, see: [ Krull].



18 L. PILD

logical plausibility of the narrative. At the same time, these images bear other,
generalized symbolic meanings, which extend beyond the merely physical.

These same two layers of meaning can also be found in descriptions of the
landscape. The novel contains essentially no developed, independent passages
depicting nature. From the first few pages the setting is extremely laconic. For
example, the protagonists’ travels from Petersburg to Voisiku at the beginning
of the story is noted by only one very short (pseudo)sketch of the landscape:
“The wagon, shuddering, moved forward, and the shadows of the wayside birches
slid across Eeva’s face” [9].

Nonetheless, the world of plants is significant both for the narrator and the
author himself of “The Czar’'s Madman”. Images of wild roses (thickets of wild
rose bushes signify the border between the old, nobleman’s home in Kivijalg
and the rest of the world)’, rowan trees®, and plum fruits are important symbols
in the novel that repeat throughout whole passages or even the whole text. The
symbolism of these images is particularly connected with Estonian folklore.
This correlation emerges most clearly in, for example, the following (“summa-
ry”) utterance by Eeva, who has recently lost her husband: “Eeva tore a branch
from the wild rose bush growing near the bench.... “Timo wanted to be an iron
nail in the side of the empire. Sometimes he spoke loud words, to prove his
right to say them... I thought: maybe I'm within my rights to want... that
Icould be... do you know what this plant is called in Estonian? It’s slave’s
whip — Sklavenrute — yes! I could be a slave’s whip to the body of the empire,
while I live...” [306]. Kross was undoubtedly aware that in Christianity,
the wild rose symbolizes Christ’s passion’, and the synonym used by Eeva (orja-
vits — slave’s whip) is found specifically in Estonian folk tales (see: [Tuisk]).

See: “The house is fifteen yards long and five wide... And all of this is right in the park under old
willows and among such thickets of wild roses that now, at this time of year, the scent of roses
takes one’s breath away” [82].

See Timo’s words to Eeva when he argues his refusal to flee the country: “I don’t know whether
you have experienced how powerful the sense of taste can be. And precisely in that moment when
the taste of oranges arose in my memory, I had in my hand rowan berries from that tree, and I un-
consciously put them in my mouth. Suddenly I felt in my mouth and throughout my whole body
their expected sweetness and unbelievable bitterness — that same flavor, only in the berries it was
incomparably more bitter and powerful... I can go nowhere because of those berries...” <author’s
italics> [248].

Christian symbolism and the image of Christ play an important role in the novel. In this regard,
Kross as a historical novelist not only precisely portrays the religious and ethical priorities of the
era he depicts, but also the realistic contours of the worldview of Bock’s historical prototype. In
“The Decembrists’ Contemporary T. G. Bock” A. Predtechensky writes: “Religion in Bock’s view
is so very sacred that he rejects any non-religious treatment of Scripture” [[Ipearedenckuit: 40].
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The image of the rowan, which in the novel symbolizes the possibility of
recovery both for Timo and, more generally, for the nation (this has already
been noted in Estonian literary criticism, see: [Kivimée: 306]), is also closely
associated with Estonian folk beliefs, in which, as in the folklore of many other
European peoples, it is ascribed magical properties (see, for example: [ Viires]).

Plums are mentioned in those episodes depicting the celebration of Timo’s
birthday and his son Jiiri’s birthday. Eeva brings dissonance into the Bock fam-
ily tradition of baking a plum cake for birthdays by her attempt to continue it
on the day of a lunch with the Bocks, the children of the Vaisiku tenant and Ti-
mo’s sister’s husband, Peter Mannteufel: “And near the end Eeva served her
that very baked plum cake, as if someone in the family were having a birth-
day” [285]. Each of the mentioned episodes portrays the Christian symbolism
of plums; the plum fruit represents faithfulness and independence; correspond-
ingly, the plum cake at Timo’s birthday is baked by Eeva, who is distinguished
by precisely these characteristics, while for Jiri’s birthday, it is baked by the
Bocks’ devoted servant Liisa'.

Leitmotif repetitions in the novel (of which there are not many overall)
consist also of images of color. A particular series of these images is represented
by the colors (or patterns) of the Bocks’ clothing and home furnishings. For
example, a plaid blanket is repeatedly encountered, as not only Timo, but also
his son Jiiri cover themselves with it (and, as it turns out, are sheltered by it):
“Timo and Eeva sat together on the couch behind a small round table....
Timo’s legs under the table were covered with a plaid blanket, Eeva poured the
coffee into cups of blue Péltsamaa porcelain” [28]; “I looked around: little,
tanned, snub-nosed Jiiri slept soundly on the seat of the carriage, curled up
under a plaid" blanket...” [9]. As is well known, in the culture of the novel’s
setting, plaid fabric was associated with noble birth.

Another set of repetitions is found in depictions of the eye color of charac-
ters both main and secondary. For example, Timo’s eyes and those of the medi-
cal student Faehlmann (whose character is based on the historical figure of the
doctor, writer, and folklorist Friedrich Robert Faehlmann) are both gray: “No,
no, no!" cried Bock, looking at his father with shining, pale, pale gray"
eyes” [14]; “Doctor Faehlmann looked at me excessively with large, dark gray

Interestingly, varieties of plum were quite rare in Livonia at the beginning of the 19th century;
according to specialists, they grew mainly in greenhouses — that is, only in the holdings of people
of means [ Viires: 178; Hueck].

In this sentence the original Estonian word, “plaid”, is used, rather than the adjective chosen by
Russian translator Olga Samma, “traveling”.

Here again the original Estonian word is referenced, as in translation it was changed to “light blue”.
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eyes” [S3]. The Biblical symbolism of this color is connected with repen-
tance (Timo, in fact, is the repentant nobleman), mourning, and death and
spiritual immortality; this color parallel implicitly underscores the similarity
between Timo and Faehlmann, who also sacrifices himself for the sake of oth-
ers and thus secures himself a place in the memory of subsequent generations".

Red is repeated in the descriptions of Anna (first Jakob’s lover, and then his
wife) and the interior of her home. Red symbolizes here not only the pas-
sion (sensual love), but also the tragedy (destructiveness) of Jakob’s relation-
ship with Anna, whom he does not truly love [170, 172].

Motifs found throughout the novel also inform the characterization of its
protagonists by pairing them with world literary traditions and well-known
Biblical stories. Thus, one of the most important recurring images, which corre-
lates primarily with the narrator, is that of the mirror (or reflection)'. Jakob
Mittik is a reflective person, analyzing not only the world, but himself as well. It
is easy to uncover the deep kinship of the meaning of “reflection” held by all
cultures (thought and mirrors are joined by the concept of cognition) and this
attribute of Jakob. From the very beginning of the novel the image of the mirror
is directly connected to the narrator, in Jakob’s diary entry of June 4, 1827:
“I went to Roika to see Mr. Amelung’s mirror factory. The director gave me (of
course, out of obsequiousness) a large mirror with a frame of stained birch” [28].
On the one hand, this characterizing theme emphasizes Jakob’s secondariness
and lack of orginality. For example, Timo wants to make him a copyist of Lehr-
berg’s biography, and while serving in the army under the command of Colonel
Tenner, Jakob copies topographical maps, rather than drawing originals'®. The
self-knowledge and understanding of the world gained by Jakob during his first
years of study under Pastor Masing become, in a certain sense, a “reflecti-
on” (doubling) of Timo’s intellectual world (and, in part, of Bock’s teacher,
Lehrberg, future academic and historian). Timo supplies Jakob and Eeva with
books that he himself read during his years of study under Lehrberg: “It be-
came clear that Timo had sent with us two or three boxes of books, the best of
his juvenile library. In the books were annotations and explanations written in
Lehrberg’s hand, and several parts were underlined. Lehrberg was a teacher and
governor to Timo and his brothers and sisters, and I knew then that Timo held

It is well known that the selfless conduct of Doctor Faehlmann during the epidemic shattered his
health and became one of the causes of his death from tuberculosis. Regarding Doctor Faehlmann,
see: [Bertram].

For another interpretation of the mirror motif in “The Czar’s Madman”, see: [Kirss; Valgemie].
Nevertheless, even before serving in the army Jakob did draw “original” maps, when he surveyed
Masing’s parsonage [20].



Poetics of the Leitmotifs of Jaan Kross’s Novel “The Czar’s Madman” 21

him in highest esteem” [19]. According to N.Lyzhin, this hero’s historical
prototype, August Christian Lehrberg, was a particular admirer of Friedrich
Schiller (see: [Apvkun: 62-63]) and introduced to him his pupil — von Bock,
Timo’s historical prototype. Kross, familiar with Lyzhin’s article (and probably
with other sources that characterized Lehrberg’s views), evidently is suggesting
in the novel, however indirectly, that both Timo and Jakob are characterized by
an interest in Schiller’s “rebellious” work'.

This involvement in Timo’s world (or Jakob’s “reflection” of Timo’s think-
ing and behavior) manifests itself in one of the most critical moments of Ja-
kob’s life: the moment when he refuses to continue his relationship with Jette,
having discovered the true nature of her informant father. This is a highly im-
portant episode, not analyzed previously in the critical and research literature,
in which Jakob repeats, in his own way, Timo’s rebellion against autocracy,
even though he as yet knows nothing of the contents of Timo’s memorandum:
“I stood on the stone slab in front of the fireplace. I closed my eyes tightly and
turned to face the fireplace. When I opened my eyes, I saw between the candle-
sticks someone’s portrait made of fragments of colorful stones in a very fine,
round, bronze frame; if I am not mistaken, it was a portrait of Peter the Great,
the Sovereign with a sharp little moustache and bulging eyes. I don’t know
when or how it got there. I grabbed it without looking. I squeezed it until I felt a
sharp pain in my hand. Then I hurled the portrait to the stone floor and
stomped on it hard with my iron-buckled heel. But it didn’t break. I pounded it
with my heel. I ground my heel into the imperial face and the iron grated
against the fireplace. I gripped the stone slab and attempted to lift it, in order to
increase the pressure. I remember gasping, ‘Let it be damned! Let it be
damned! The violence!” <italics Kross’s> until the portrait broke into crunch-
ing'” powder” [64]. This passage describes the symbolic rebellion of the pro-
tagonist against autocratic violence in the Russian government. Although Jakob
commits this act in the heat of passion and not publicly, it nonetheless main-

16 Y. M. Lotman (see: [Lotman: 69]) pointed out the Schiller theme in Kross’s novel. In his article,

“New Materials about the Beginning of the Period of Acquaintance with Schiller in Russian Litera-
ture”, Lotman writes about the perception of Schiller’s work in Russian at the end of the 18" and
beginning of the 19™ centuries: “Schiller impressed with his rebelliousness, his revolutionary pa-
thos, which allowed one to see him as a champion of the ideas of equality and brotherhood, suc-
cessor to the traditions of the 18" century and contemporary of the revolution” [Aorman: 9].
In his diary entry of June 4, 1827, Jakob notes that he had laid Schiller’s “Wallenstein” on the table
and opened the play to the third act just before Laming entered his room [17]. The reference is to
Schiller’s trilogy, written in 1797-1799; possibly, Jakob opened to the third part of the trilogy,
“Wallenstein’s Death”, which resonates thematically with the events taking place in Timo’s life.

In the original: “crunching stone powder”.
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tains its similarity to Bock’s relationship toward autocratic power. The above
quote has overt plot similarities to a famous episode from Pushkin’s poem,
“The Bronze Horseman” (1833), in which the “poor” Yevgeny threatens the
autocratic sovereign, Peter. Both Jakob’s rebellion (having transformed the
“wretched Finn, contrary to the assessment presented in Pushkin’s poem) and
the rebellion of Pushkin’s “poor” (and “mad”) Yevgeny, who has lost his belo-
ved, are directed against the violator-emperor, who symbolizes inhumane
power. Compare: «Kpyrom nmoanoxus kymupa / Besymer; 6eaHsrit obomes /
M B3opsr pAukue HaBea / Ha auk pepxaBia moaymupa. CrecHHAACH IPyAb
ero. Yeao / K pemrerxe xaapnoit npuaerao, / I'aasa moaepHyaucs TymaHod, /
ITo cepany maamens npobexas, / Bekumeaa xposs. / On Mpaden craa / IIpe
FOpAEAMBBIM HCTYKaHOM / I, 3y6bl cTucHyB, maabusl cxas, / Kak oOysHHBIT
CHAOJ 4epHOi1, /«Aobpo, crpoureas uyporBopHsiit! — / IllenHya oH, 3A06HO
sappoxas, — / Yoko tebe!..» [[Tymxun: 262].

In addition to plot references to Pushkin’s poem, the above passage from
“The Czar’'s Madman” also contains lexical allusions to it, beginning with the
bronze frame of the miniature portrait of Peter and ending with the repeated
image of “iron” in the “iron-buckled heel”, and “the iron grated along the fire-
place;” compare in Pushkin: “O powerful ruler of fate! / Have you not above
the very abyss / To the heights, with iron reins / Reared Russia to its hind
legs?” Compare also the image of the portrait crushed to smithereens'®, which ac-
tualizes, in the mind of the informed reader, the lines from Pushkin’s “Poltava”:
“Thus the heavy hammer, / Crushing glass, forges steel” [ITymxus: 169]".

In addition, the image of the mirror fulfills another important function: as
a symbol of magic, it connects Jakob with the world of his sister, Eeva, who,
despite her intelligence (rationality) and integrity, like Timo, is considered by
Jakob to be “insane”. Both brother and sister belong to the world of folk be-
liefs (Eeva to a much greater extent, Jakob less so). Jakob happens to be nearby
when Eeva brushes her hair (a famously magical activity in folklore, connected
with wish-making) and looks in the mirror before her trip to see Empress Maria
Fyodorovna: “In the evening Eeva ordered that I be called up from my bay
room to her bedroom in the main house. She sat before the oval mirror be-
tween the flames of two candles and brushed her coal-black hair, to the color
of which I still could not become accustomed” [130]. Before his trip to his
“...I stand in the

«

future wife, Anna, Jakob also brushes his hair at a mirror:

'® In the original: “crushed”.

It must be emphasized that the layer reminiscent of Pushkin characterizes not the consciousness
of the narrator, but the author’s position in the novel’s text.

19
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morning in my shirt and socks in the middle of the room...arranging my hair
with a comb and looking into the little fifty-kopek mirror hanging on the
bleached log wall... And in the mirror I see my mother paused at the threshold
of the open door, looking at me” [177]. This occurs while Jakob is visiting his
parents and distinctly realizes that he has had no real home for a long time. This
episode also portrays another symbolic meaning of the mirror: the possibility of
deepened self-knowledge. Refusing to allow his mother to polish his boots for
him, Jakob suddenly discovers with fear that the reason for his refusal is not
only the pain and shame arising from his estrangement from his parents, but
also fear that his mother will rub his boots with lard, as is customary among
peasants™: “...1 feel that her willingness to clean the boots of her once tattered
little boy is one quarter proud joy for that boy and three quarters bashful pain
for his estrangement. And right then I asked myself (the question arising sud-
denly in some latent part of my brain): in my refusal, did not some kind of vul-
gar undercurrent of apprehension flash by that she would rub my boots with
pork lard, when I myself have already long cleaned them with Schreiber shoe
polish?” [177-178].

The theme of doubt plays an important role in the characterization of Jakob,
as it is one of his dominant emotional states. Doubt arises as a result of in-
sufficient knowledge (understanding) of current events (Jakob was long in the
dark about the secret of Timo’s arrest) and as a result of the uncertainty of his
social status®. Jakob begins to keep his diary in order to better understand the
goings-on in Voisiku after Timo’s return from the fortress. Most of all, Jakob
doubts the insanity of Timo, or rather, his normality. Recall also that doubt is
the immediate cause (the psychological undercurrent) of the break between Ja-
kob and Jette: “And I felt doubt flood me <italics original>, as if my collar were
splashed with cold water and all my clothes were soaked through” [62]. Char-
acteristically, the change in Jakob’s regard toward Bock (and toward the con-
tents of his memorandum) occurs when Bock begins to need Jakob’s help and
grants him great trust: “My problem lies in the fact that Kitty believes Iam
healthy’. I replied, especially based on yesterday’s conversation, almost truth-
fully: ‘But you are in fact healthy’” [160]. After this confession, Jakob rereads

" The simultaneous description of several psychological motives for the character’s action, followed

by a “moral rebuke” from the narrator, can be traced most closely back to the psychological prose
of Leo Tolstoy [Turs6ypr: 287-288]. This same technique is found in a highly developed form
in Jaan Kross’s novel “Professor Martens’ Departure”, which gives cause to note Kross’s attentive
study of Tolstoy’s creative methodology. Regarding the “Tolstoyan” layer of this novel,
see: [Pild].

2l Regarding the uncertainty of the narrator’s social status in this novel, see: [Laanes].
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the memorandum and realizes that Timo was speaking the truth*: “I came to
the conclusion that everything that Timo writes here is pure truth, and that
truth is clear, if not to everyone, then at least to many. The lie is only what he
did with it. ... But, clearly, there was no insane act by Timo” [160]. In this mo-
ment Jakob’s doubt disappears — not so much his doubt in Timo’s sanity, but
in himself. When Jakob gives Bock the advice to believe himself healthy, rather
than ill, because it will be better for those close to him, he acquires, for a short
time, mental balance and confidence in himself: “And so I suggest to you: if you
are healthy, it will be appropriate to confirm that... If you are still ill, it will be
appropriate, with the best of intentions, to deceive the whole world, and your-
self’> [163]. Thus, in addition to bringing on agonizing self-awareness, Jakob’s
doubt also plays a constructive role as it facilitates the improvement of his intel-
lectual and emotional world.

Another important leitmotif, related to the just-discussed theme of doubt,
involves images of “swinging, swaying, and rocking”, which, depending on the
context, characterize the inner world of the narrator in both literal and meta-
phorical ways. These themes are connected by the general theme of uncertainty

*  The theme of “truth”, interwoven throughout the novel, is intended particularly as an allusion, in

the mind of the Estonian reader, not only to the title of Anton Hansen Tammsaare’s novel “Truth
and Fairness”, but also to the difficult searches for truth and fairness (historically unattainable for
the Estonian people at the beginning of the 19" century) by the main characters of Tammsaare’s
novel. It is as if in Kross’s novel, Jakob Mittik, as one of the pioneers of the Estonian intelligentsia,
continues these searches for truth and fairness during the difficult process of forming an Estonian
intellectual elite.

% Jakob’s reading aloud of Heinrich Heine’s poem from the collection “Buch der Lieder” (1827),
brought from Tartu by Eeva (see [164]), becomes the direct impetus for his courageous behavior.
Jakob quotes three lines in the original German from the second poem of the sub-cycle
“Bergidylle” (the section “Aus der Harzreise”): “Jetzo, da ich ausgewachsen, / Viel gelesen, viel
gereist, / Schwillt mein Herz, und ganz von Herzen / Glaub ich an den heilgen Geist. // Dieser tat
die grossten Wunder, / Und viel grossre tut er noch; / Er zerbrach die Zwingherrnburgen, / Und
zerbrach des Knechtes Joch. // Alte Todeswunden heilt er, / Und erneut das alte Recht: // Alle
Menschen, gleichgeboren, / Sind ein adliges Geschlecht...“ (quoted from: [Heine]). Jakob is un-
aware of Heine’s poetic world (he admits that he doesn’t remember who authored “Buch der
Lieder”). Both Jakob and Timo were raised on the texts of high Romanticism. They take seriously
all that happens and see, above all, the tragic side of events. Comedy and irony almost never de-
termine their reactions to events. Jakob is freed for some time from his worry about his socio-
cultural status not only by the real help he provides to Timo, buy also by Heine’s poem, which, on
the one hand, ridicules Christian ideas, but on the other hand, ironically ascribes people of any and
every descent to the noble class; he feels inner freedom: “I fell silent and held my breath. I heard
the sparrows twittering on the snow-covered hedge; I smelled the especially invigorating scents of
horse manure and straw wafting from the open gates of the big barn across the snowy courtyard;
morning coffee, shoveling snow, and those verses — ein adelich Geshchlecht — seemed to itch
within me” [164].
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or instability. The theme of rocking (which has a distinctly erotic connotation)
arises in the novel in relation to the appearance of Anna — first Jakob’s lover,
and then his wife. Hiding from prying eyes, Jakob and Anna glide (rock) in
a boat; surrounded by water, both the reed beds and this closed world become
aunique reflection (or adaptation) of the image already noted above of the
“pearl shell”, which, according to Pastor Masing’s words to Timo and Eeva,
symbolizes the space occupied by two people connected by love and trust who
are escaping the world of people hostile to them (in Jakob and Anna’s case, it is
also an escape from inner loneliness): “Naked in the greenish twilight of eve-
ning or night, we find ourselves in a rocking, isolated world” [180-181]. In the
dream Jakob describes in his diary on November 2, 1828, he floats (rocks) in
aboat, now not only with Anna, but with Jette and Emperor Alexander I, the
main antagonist of his love-life drama (recall that Jakob breaks up with Jette,
whom he loves, to avoid marrying a daughter of the spy Laming, Alexander I's
double; but, by a twist of fate, marries one anyway — Anna, whom he does not
truly love, is Laming’s illegitimate daughter). When he has this dream, Jakob is
not yet married to Anna and does not know that she is Laming’s daughter. The
dream turns out to be prophetic, foreshadowing later events. In describing it in
his diary, Jakob compares himself to the prophet Moses. The comparison (which,
according to his notes, came to Jakob in his dream) arises as a result of the asso-
ciation with the Old Testament story of the baby Moses floating down the Nile
in a basket, where his mother had laid him to save his life: “And then I under-
stood that it was a rectangular basket woven from green reeds. I'd never seen
one like it in my life, but I remember imagining in my childhood just such
abasket for the baby Moses, thrown into the reeds of the Nile” [193]. This
comparison to Moses is critical for an overall understanding of Kross’s concep-
tualization of Jakob Mittik’s character. The author himself wrote a statement
characterizing the protagonist-narrator of “The Czar’'s Madman”. The condi-
tional author (storyteller) of that statement describes Jakob somewhat conde-
scendingly, but Kross himself, as author of the novel (actual author), also em-
phasizes Jakob’s “metamorphosis”, the deep changes that take place within the
character throughout his narrative (see: [Kross 2003: 32]).

Thus, this character seems to be measured in two ways, the second of which,
connected with metamorphoses (that is, inner changes), gives him a certain
magnitude. The novel’s projection of Jakob onto the prophet Moses is deeply
meaningful. According to the Old Testament story, the prophet Moses, who
led his people out of Egyptian slavery, nonetheless never saw the promised
land, since God punished him for his disbelief (doubt). Possibly Jakob, too,
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is punished (by Providence?)* for his doubts in Jette (who truly loved him)
and refusal to join his life to hers. In addition, Jakob, like Moses, is undoubtedly
one of many representatives of his people who gradually “led out” (in a spiritual
sense) his people from “foreign captivity” (not only Russian), at the same time
experiencing deep doubt in his thoughts and actions. And so, the fundamental
themes characterizing Jakob (the mirror, doubt, and rocking/swaying) are inter-
nally unified in meaning, as they all interface with the image of Moses in one way
or another, on whom the character of the narrator is oriented, however opaquely.

The image of Timo, the other central character in “The Czar’'s Madman”,
is also more deeply developed as a result of the interaction of several motifs.
One in particular is presented in the very title of the novel. The word “mad-
man” and its many derivatives (“insane”, “crazy”, “out of his mind”, “idiot”,
“irrational”, “joker”, etc.) are used to characterize Timo by a wide variety of
characters (beginning with Emperor Alexander I and Peter Mannteufel, who
infuse the word with a deeply negative meaning, and ending with Eeva, sympa-
thizing with her spouse, and even by Jakob, trying to find in these terms differ-
ent faces and shades of meaning). As Jakob comes to deeply understand the
true meaning of Bock’s memorandum, his interpretation of the mental condi-
tion of its author changes®. In his diary entry of June 6, 1827, Jakob, assessing
Timo’s idea about a possible union between the Baltic nobility and local peas-
ants, calls his ideas childish and infantile. However, after Jakob learns of the
oath given by Bock to Emperor Alexander, in addition to the image of “child-
ishness” (“child”) in the original Estonian another adjective appears: “idiot™,
synonym to “madman”.

The significance of this characteristic is deepened further if one takes into
consideration the fact that Jakob and Bock heard a lecture by Professor Gustav
Ewers in Tartu about the history of medieval Europe. Accordingly, he could
have been aware of the meaning of the Greek-based word “idiot” in the middle
ages: a person endowed with ideal features and deep spirituality (see: [ Aocro-
eBckuit 1974: 394]). It is also worth noting that Jakob Mittik, like Bock, is
aman of the Romantic era. It was the German Romantics that first upheld the

*  To speak of Jakob’s disbelief (that is, his lack of faith in God) is rather difficult, despite the open
skepticism he expresses in regards to religious questions. More than likely, he should be described
as one who “doubts” (that is, who is inclined toward agnosticism).

»  Regarding the shift in Jakob’s opinion of the contents of the memorandum, see: [Kisseljova 2010:

323].

In the Russian translation, this important to Kross lexeme (italicized in the original text) is for

some reason translated as “fool”. It is rather difficult to agree with the several Estonian critics who

also consider “foolishness” to be a synonym of “madman” as it characterizes Kross’s Bock.

26
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child as the ideal creature, devoid of the defects and deficiencies inherent
in adults. The pairing of the images of “the idiot” and “the child” (of course, on
an authorial level, not in the characters’ consciousness) points to Dostoevsky’s
novel “The Idiot™. Clearly, Timo, with his high religiosity and notion of Christ
as an indisputable ideal, calls forth associations with Prince Myshkin, the
“Christ Prince”, as Dostoevsky dubbed his protagonist in his draft manuscripts
of the novel; “the positively perfect man”. “The Idiot”, like many other works
by Dostoevsky, was, of course, well known to Kross. Bock is also pulled closer
to Prince Myshkin, “The Poor Knight”, by his high opinions of the ethical and
behavioral norms guided by the ideals of medieval knighthood, as well as by the
obvious authorial projection of Bock onto Don Quixote.

It is well known that Cervantes’ Don Quixote is one of the fundamental lit-
erary prototypes of Lev Nikolaevich Myshkin®. In one of the beginning stages
of familiarizing himself with the memorandum, Jakob characterizes Timo’s

» o«

behavior as “quixotic”: “My God, did Timo really not understand that even if
he could quixotically offer some kind of protection to the peasants (until he
himself was freed), then the rest of the landowners — ninety-nine out of one
hundred, well fine, ninety-five out of one hundred — would each in his own
way be oppressor, thief, torturer and bloodsucker par excellence?” [104]. More
than likely, “quixotic” was already an abased adjective, rather than a “lofty” one,
in European culture at the beginning of the 19" century”. Jakob, having read
the works of the German Romantics, and particularly the works of Friedrich
Schlegel, would have gleaned from them an interpretation of the image of Don
Quixote that highlights the “idealism” of Don Quixote’s behavior in the serious
sense of the word. Heine® interpreted the image of Don Quixote ironically;
however, recall that Jakob “forgot” Heine’s name (that is, by all appearances, he
read nothing by Heine except “The Book of Songs”). One more possible source
of Jakob’s word choice remains: the compositions of Russian poet Gavrila
Derzhavin, which Jakob himself admits to having read, despite his poor knowl-
edge of the Russian language. One of Derzhavin’s most famous compositions is
his “Ode to Felica” (1782), dedicated to Empress Catherine IL. It is this poem

*” The connection between the plot structure of “The Czar’s Madman” and another of Dostoevsky’s

novels, “Humiliated and Insulted”, was noted in an article by Paul Rummo (see: [Rummo: 20]).
In Dostoevsky’s opinion, Prince Myshkin is Don Quixote himself, but serious, not ridiculous [ Ao-
croesckuit 1974: 312].

See: “The myth of Don Quixote is a product of the Romantic era, and above all of the German

>«

Romantics...” [Barso 2011: 34]. Regarding the reception of Cervantes’ “Don Quixote” in Russia

28
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and Western Europe, see: [Barno 1988].

3 Heine’s conception of the image of Don Quixote is presented in his “Introduction to Don Qui-

xote” (1837). For more about this, see: [Miihlmann].
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that contains the verb “to wax quixotic” («AoHKMIIOTCTBOBaTb> ), meaning
“to behave erratically, wildly, recklessly” (and formed from the noun «poHKu-
morcTBo>, in modern Russian «AoHKHXOTCTBO>): “You do not much like
masquerades. / And you never set foot inside a club; / Keeping your habits and
customs, / You never wax quixotic” [ Aepxasun: 98]

Returning now to Dostoevsky, it is of note that Kross’s novel pays attention
to the consequences of Timo’s actions, which, according to the narrator, bring
not order but chaos and destruction to the world around him (at least at first):
“...he wanted to amaze the enemy, but thereby cost his loyal man an eye. Later
he wanted to make his beloved woman unprecedentedly happy, but he made
her unhappy. And he, desiring to destroy blindness, vulgarity, and injustice in
the Russian Empire, raised his hand against the very Emperor — and instead
destroyed himself” [187]. Jakob comes to this conclusion after he finds out
from his friend Tiit, Bock’s former orderly, that he had gone blind after Bock
accidentally struck him. Approximately the same thing happens in Dosto-
evsky’s novel: the level of disharmony in their relationship increases signifi-
cantly after the Christ-Prince’s arrival in Petersburg (see: [O6aomuesckuit]).

Another correlation with Dostoevsky’s artistic world is found in two parts of
Kross’s novel (based on the repetition of several images, the metaphorical im-
age of “the baths” and the image of a “circle”) in which Timo relates the most
frightening events of his imprisonment. First and foremost, the imagery of
these passages ascends to the “hell” of Dante’s “The Divine Comedy” where
the protagonist, led by Virgil, passes through the circles of hell, meeting famous
historical figures along the way. The “circles” Timo runs around his prison cell
metaphorically correlate to these circles of the hell in “The Divine Comedy”.
Timo devises this activity in order to give meaning to his imprisoned existence,
which is profound torture for him, full of bloody horrors and nightmarish
analogies to “The Divine Comedy”, which he recalls*. Additionally, the corre-
lation of the repeating images of “baths” and “the circles of hell” remind readers

3! However, Jakob undoubted could have simply heard this word somewhere; for example,

in Moier’s house in Tartu.
> For example: “One circle is one year. I began with the birth of Christ... eight circles is one warm-
up, nothing comes to memory ... The ninth circle: the Cherusci Arminius in the Teutoburg forest
are routed by Publius Quintilian Varus... Varus falls upon his sword... yes, yes. Just like his father
in the battle of Philippi. A Varus family weakness, from which the Romanov family obviously does
not suffer. The next five circles: the last years of old Augustus. Dying, he orders that he be declared
a god. He, at least, waited to do this until his dying hour... his body begins to tingle. His forehead
dampens... Tiberius is already the emperor... Oh! Endure, endure... Seneca kills himself on the
emperor’s orders, Lucan kills himself on the emperor’s orders, Petronius kills himself on the em-
peror’s orders... Why are they all so weak? Why do they obey?!” [126-127].
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of the passage from Dostoevsky’s autobiographical “The House of the
Dead” (1860-1861), in which the actual bath house in which the convicts
bathe is likened to Dante’s hell>. The inclusion of this important subtext in
“The Czar’'s Madman” gives the novel a broader perspective in time, which
allows Kross’s contemporaries to see in Timotheus von Bock not only Dosto-
evsky, who suffered under autocratic violence and was imprisoned from the
end of the 1840s through the first half of the 1850s, but also, potentially, the
inmates of the prisons and labor camps of the Soviet regime*.

Another motif characteristic of Bock and found throughout the novel is pi-
ano playing, a metonym for the wider and more significant concept of music. In
contrast to his historical prototype®, the Timo of Kross’s novel is an excellent
musician (performer), but he does not compose. This change appears to be in-
tentional, because the talent for composition has been redirect to another cha-
racter — to La Trobe the “cosmopolitan by calling”, who expressed his readi-
ness to become a spy or informant when necessary. La Trobe is a deeply dual-
natured character. He sympathizes with Timo and his wife, but only in those
situations where he himself is not threatened. According to Kross, La Trobe’s
particular sphere of activity — music — is equally dual-natured. For example,
Eeva suggests that La Trobe play the piano to defuse a tense situation arising in
Moyer’s house in 1817 after Timo gives an ardent speech regarding the Baltic
aristocrats’ lofty calling to free the Livonian peasants: “I saw that it was un-
pleasant for Eeva to hear all of this.... She took Timo by the hand. She said,
with an almost happy smile, “Today you have paid your debt’. And turning to
the others present, ‘Gentlemen, Monsieur La Trobe would like to play his new
composition for us...” [36]. In this episode, on the one hand, piano playing is
called to soften the possible conflict between Timo and his fellow noblemen.
On the other hand, the “transcendent” nature of the pieces played seems to
negate and dispel not only the lofty register of Timo’s speech, but the very topic
of the speech, making it appear an unnecessary reminder of the pettiness of the
day-to-day.

3 For example: “When we opened the door to the bath itself, I thought we had entered hell... There
wasn’t a handspan of floor space not covered with crouching convicts, splashing out of their ba-
sins. Others stood upright between them and, holding their basins in their arms, washed standing
up, dirty water dripping from them straight onto the shaved heads of those sitting below. On the
shelf and all the ledges leading to it sat, huddled and crouched, the already washed [AocToes-
ckuit 1972: 98].

*  Regarding allusions in the novel to the 20™ century, see: [Kross 2003: 88-89].

Compare: “Clearly, Bock himself was acquainted with the works of Russian writers, artists, and

musicians (he was an avid lover of music, played the piano and composed)...” [[Ipeareuen-

ckwmit: 19].
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The duality of the image of piano playing also appears in one of the novel’s
key episodes, in which Timo relates how Emperor Alexander I “granted” him
a grand piano in his cell at Schliisselburg fortress*: “Later, when he sent me the
pianoforte, I touched it... I could not resist this temptation” [110]. Playing the
“imperial” piano undoubtedly helps Timo survive in the fortress; however, this
is the one situation in which the protagonist, characterized by outstanding
courage and resilience, succumbs to the emperor’s onslaught. In this way, the
“transcendent” and lofty realm of music becomes, for the duplicitous Emperor
Alexander (as he is portrayed in the novel), a means of manipulation and
a weapon of influence against his “up-start” subject.

Finally, the work of Ludwig van Beethoven, composer of “Missa solemnis”,
is ambiguously understood by Bock and La Trobe in a scene in which the latter
shows his true two-facedness as he tremulously tries to convince Bock to read
his denunciations — of Bock himself. While La Trobe is inclined to ignore the
“rebellious” and “heroic” essences of Beethoven’s compositions, these are the
precise elements of the German’s music closest to Bock: “And although
La Trobe said that he wasn’t particularly fond of Beethoven (‘mighty, but for
the most part rather uncouth!’), after lunch he nonetheless played us ‘Close-
ness to the Beloved’, as he said, in memory of the Great Lover””; “at which
Timo said that great lovers are also the greatest rebels, and that he wanted to
play for us in honor of Beethoven, the great rebel” [148]. Significantly, as one
of the most important realms of art, music is presented in “The Czar’s Mad-
man” in a Romantic light; that is, in the spirit of the German Romantics, it is
simultaneously attributed a connection to both good and evil. Thus, La Trobe’s
comment that “God plays Beethoven™® is called to bear witness not only to
“God’s wrath”, as if illuminating La Trobe’s human baseness, but also, possibly,
to the fact that “wrath” is realized simultaneously with both “good” and “evil”
intentions (not without reason does the resilient and courageous Timo fear

The original Estonian specifically references a grand piano.

In Russian translation: «Bausocrs Aro6umMoro» u «Beanxnit Aro6umsiit>». It appears that such a
translation of the play’s name (the title, apparently, invented by Kross) contradicts the context, as
later in the novel there is mention of the unrequited love of Beethoven for Therese von Brunswick.
As to the second phrase, in the original it is stated directly: The Great Lover (Suur armastaja).

La Trobe utters these words in an attempt to soften the impression of those around him regarding
his new role as an informant who has agreed to spy on Timo: “Uh oh, the Lord God is playing
Beethoven!” This was in reference to a clap of thunder that resounded overhead. ‘Don’t you see...
I'd like to speak with you!” He looked at Timo and Eeva” [106].
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storms). Hence follows the idea that the Divine origin is dual in nature and
inseparable from the diabolical®.

Another group of motifs that define Bock’s symbolic characteristics is re-
lated to the image of Christ. The correlation of Timo with Christ (by several

characters) is found throughout the novel*

. Specifically, there is the episode of
Jakob’s dream about the impending crucifixion, in which Jakob unexpectedly
finds himself to be Timo’s double: “If I were sure that I were he whom they
want to crucify... if I were sure, I would shove Timo away from me and yell,
what is this nonsense! But I am ashamed to shout and protest, because, maybe,
Timo is the one who should be crucified. And I, I in fact, do not know whether
it should be Timo after all, perhaps I ought to suggest that they crucify me in-
stead.... And although it would be unbearable pain and a slow death, to be
crucified is honorable*. I don’t know what to do” [229-230]. This passage
demonstrates the closest symbolic and psychological connection between the
two protagonists. On the one hand, this episode demonstrates the link to the
series of motifs describing Jakob as Moses (one of the forerunners of Christ).
On the other hand, here Jakob himself practically takes on the role of Christ,
evincing not only high nobility and courage (his readiness to take on suffering

The opinion that the nature of the Almighty is dual also characterizes Johann Kéler, the protago-
nist of Kross’s novella “The Third Range of Hills”, who begins to see clearly a demonic beginning
in Christ (for more about this, see: [Kisseljova 2011]). In this Kross follows the tradition found in
Estonian folklore and literature (see, for example: [Undusk: 393]). The idea of music’s dual
meaning and its possible connection with Evil enters the novel with Thomas Mann’s composition
“Doctor Faust”. Both the author and the narrator, Jakob, note the dual role of music in the lives of
Timo and especially of La Trobe, in contrast to Timo himself, who is inclined to ignore this con-
tradiction. Defining music as the “most ambiguous of the arts” [Mann], Adrian Leverkiihn, the
protagonist of “Doctor Faust”, expresses the opinion of the author himself, Thomas Mann, that
music can become a weapon of Evil if it is used to force the will of others to submission. The inter-
relation of Kross’s novel with the prose of Thomas Mann has already been explored in the litera-
ture (see, for example: [Laanes]). This parallel is not unfounded, but deserves thorough research,
given that Mann is one of the most famous writers of the “mythical novel” or the neomythological
novel of the 20" century (worth mention above all are the works “Joseph and his Brothers” and
“The Magic Mountain”).

By way of direct character speech, the text contains several hidden quotes from the Gospels that
further strengthen the leitmotif of Bock as Jesus Christ. For example, the scene in which the peas-

40

ants come to wish Timo a happy birthday (November 13, 1827) is projected onto the famous
commandment of Christ: “Timo stood from his chair and accepted the gift. He thought for a mo-
ment and ordered Kasper to bring a candle. Kasper retrieved a wax candle from a drawer in the
buffet. Timo lit it from the one already burning on the table and placed it in the candlestick he had
been presented. Holding the candlestick with the burning candle in his hand, he turned to the
men: “Thank you all. I promise, I will use your candlestick. Although I do not know whether it will
be of very great benefit to you or to me” [143]. Compare to: “And, having lit a candle, do not place
it under a bushel, but in a candlestick, and light everyone in the house” (Mark 4: 21).

# In the original: “a matter of honor” (“auasi”).
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in place of Timo), but also his inherent deep integrity (crucifixion is also an
honor, and in Jakob’s opinion, only Timo is worthy of honor).

The groups of leitmotifs described herein not only deepen the projection
of Bock’s character onto Christ, but also draw his character from the context
of world literature (Cervantes’ Don Quixote and Dostoevsky’s Prince Mysh-
kin), thereby expanding the historical associations of the image beyond
a certain time period and underscoring its “eternal” nature at the symbolic level
of the narrative.

As has been demonstrated, Kross has creatively interpreted the fates of both
Jakob Mittik and Timotheus von Bock in both the specifically historic dimen-
sion and in symbolic terms: all that happens to each character is projected onto
the eternal. “The Czar’s Madman” can be considered a neomythological text
precisely thanks to this quality, achieved primarily through the use of leitmotifs.
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RUSSIAN HISTORY AND CULTURE IN
JAAN KROSS'S NOVEL “THE CZAR'S MADMAN""

LJUBOV KISSELJOVA

“The Czar’s Madman”, one of Jaan Kross’s most famous novels, was published
in 1978 and has been translated into many languages. It first appeared
in Russian print in 1980 in the journal “Druzhba Narodov” («Apy»x6a Hapo-
A0B> ), and as a separate publication in 1984, as translated by O. A. Samma'.
This article is concerned with an aspect of this large and complex text that
on first glance appears peripheral, but which is closely interwoven with the no-
vel’s primary theme: the fate of Estonians under foreign oppression. The point,
perhaps, is not so much in the historical era described by Kross, when Estonia
was incorporated into the Russian empire and was divided between two Baltic
provinces, Estonia and Livonia, where the aristocracy consisted of Baltic Ger-
mans, while Estonians were, on the whole, peasant serfs. First and foremost,
Kross is interested in how the Estonian nation springs forth from a downtrod-
den, illiterate people caught between two foreign and antagonistic powers (their
Baltic landlords and their Russian governors). Thus, along with the protago-
nist, who is based on the real historical figure of Timotheus Eberhard von Bock,
a Livonian nobleman and colonel of the Russian Guard who was imprisoned in
the Schliisselburg fortress by Emperor Alexander Iin 1818 for his “outrageous”
letter, there appears a fictional narrator, Estonian Jakob Mittik, the brother

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20® Century: from the Interpretation to Translation”. First version was published
in Estonian: Keel ja Kirjandus. 2010. Nr 5. Lk 321-330.

Olga Samma (nee Levina, first married name Smolyan; 1912-1985), a German Studies specialist,
student of Y. G. Etkind, author of research on F. M. Klinger and Schiller, and German translator, was
an associate professor of Herzen State Pedagogical Institute in Leningrad until her retirement. In
1965 she married the famous Estonian literary figure Otto Samma (1912-1978) and moved to Esto-
nia. She mastered Estonian to such a fine degree that she became the foremost translator of Kross’s
works into Russian. Kross himself highly regarded Olga Samma’s translations [Kross 1982].
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of Bock’s wife, Ekaterina. Eeva, the former serf peasant who becomes Ekaterina
von Bock, has a real prototype. However, so little is known about the real Kitty,
as she was called by her husband, that this heroine can be considered the off-
spring of the author’s creativity.

When “The Czar’s Madman” was written, Malle Salupere had not yet
solved the mystery of this surprising marriage. Her research, which in many
ways clarifies and corrects the factual foundation of the novel, was published
only in 1990 ([Salupere 1990]; republished: [Salupere 1998]; in Russian: [Ca-
aynepe]). However, in a well-known article about Bock [Abpkum]?, one of those
on which the novel was based, N. Lyzhin wrote that Timotheus was in un-
requited love with a particular girl for 13 years, and compared his feelings to the
love of Novalis and Zhukovsky. Salupere has established that the object of
Bock’s desire was Julie Catherine von Berg (1786-1817), who was married to
Karl von Bock, Timotheus’s brother, in 1813, and who died in 1817 [Salupe-
re 1998: 76]. Her maid was an Estonian, Ewa, who was by no accident renamed
Ekaterina upon her conversion to Orthodoxy (her name was recorded
as Ekaterina Petrova at her marriage to Bock at the Church of the Dormition
in Tartu): her name reminded Bock of his lost love [Ibid: 81].

Kross didn’t know the name of Bock’s beloved, but the story of his unre-
quited love was known to him in general strokes. This is why his handling of
the marriage of Timo in the novel is so “ideological”, as a gesture of the proto-
type. There is no doubt that Bock’s marriage to a peasant, solemnized only
a few months after the death of his beloved lady (the death on March 14, 1817,
the marriage on October 12, 1817) and during a period of deliberation on his
political memorandum, became an integral part of his social program: “I see
a compatriot in every Estonian” [Box: 193%; from here on, citations of this edi-
tion of the novel’s translation are noted by page number only].

As author of a book about the Estonian’s lot in life, it is important to Kross
that the Estonian peasants Eeva and Jakob are able to become educated people
in ashort amount of time, and that Kitty makes herself not just a wife but
a companion to Timo, as well as a real aristocrat, possessing all the charm
of beauty, wit, and social grace, without losing her hard-working peasant roots.
She is equally open to interaction with peasant women and the university intel-

The title of Lyzhin’s article focuses on the conditions of censorship in the 1850s and is intended
to hide the name of the protagonist.

There appears to have been a change in Bock’s feelings toward his wife later. See the draft of
a letter to Alexander I, published by A. V. Predtechensky in his book on Bock: “With each day I am
more attached to my wife — she is pregnant and persecuted by all. I could disappear, and then her
fate would be terrible” [[Tpeareuernckuit: 81].
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lectual elite of Dorpat. And, of course, the Timo and Kitty of the novel are
joined by deep mutual love. For Kross, the choice made by the Baltic nobleman
for the benefit of the Estonian peasants must confirm in the eyes of the reader
apride in the Estonian people and confidence in their great potential. The
transformation of yesterday’s peasant into the peers of Parrot, Moier, Ewers,
Zhukovsky, and others is emphasized repeatedly, and the heightened reaction
of some of the characters (such as the Empress Maria Fyodorovna), who per-
ceive the transformation as an unprecedented “miracle”, can be interpreted as
ironic (see: [Kpocc: 147]).

Jakob Mittik is not at all just a “simple land surveyor”, nor is he a person
who loses his Estonian identity to gain another (as researchers sometimes
write). This serious, reflective character, in his new and ever-tenuous class sta-
tus, affirms his Estonian-ness. To Jakob (and to Timo), breaking class bounda-
ries does not mean losing one’s nationality. For exactly this reason, contrary to
historical fact, Kross’s Jakob writes his diary in Estonian. In the preface, which
relates the history of the manuscript supposedly acquired by the author from an
enthusiast of Estonian antiquity, who found it in blockade Leningrad, the ques-
tion of language is specifically addressed:

The Estonian language of the diary is punctuated with passages in other languages,
French and German <implying the copying down of sections of Timo’s writing by
Jakob. — L. K.>, these parts are translated by me into Estonian, and the whole text
has been unified, in order to make it accessible to the modern reader [Kross 1978: 6].

Meanwhile, researchers have noted that both in the beginning and in the sec-
ond half of the 19" century, German was the language of educated Estonians:

The Estonian language at the end of the last <the 19*. — L. K.> century was not
developed enough to be used to exchange ideas in science, literature, art, and so on.
Even in the Estonian students society, a stronghold of Estonian-ness, knowledge of
the Estonian language in the 1890s was “very inadequate”. The requirement to be-
come fully fluent in Estonian within the first semester was added to the constitution
of the SES only in 1900 [Karjahirm, Sirk: 194].

Of course, Jaan Kross knew all of this perfectly well, but something else better
served the concept of his novel. That is why among the characters a number
of educated Estonians appear or are mentioned: Friedrich Robert Faehl-
mann (1798-1850), a doctor and Estonian linguist and folklorist, General Karl
Tenner (1783-1860), a famous topographer, and Otto Wilhelm Masing, Esto-
nian minister and linguist (true, ethnically he was half German). Each by his
profession shows that Estonians can match the level of European education,
if only the door to learning is opened just a crack. No wonder Jakob’s percep-
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tion of Timo’s memorandum changes when he reaches the thesis stating that all
classes are equal before the law and that “knowledge equalizes the right to hold
office” [Kross 1978: 132].

How are Russian history and culture presented in Kross’s novel? In order to
answer this question, we must first understand how the historical Timothe-
us (Tumodeit Eroposuu) von Bock (1786-1836) treats them in his imagined
speech to the Livonian Parliament, which he sends to Alexander I in the form
of a memorandum.

Although Bock wrote his text in German and later translated it into French
for the emperor*, he spoke exquisite Russian (proven by his letter to Zhukov-
sky, published by M. Salupere [Caaynepe: 65-66]) and belong to a group
of Baltic-Russophiles, who called each other by names with Russian diminuti-
ves: Timosha (T.von Bock), Fedinka (the future General Field Marshal Frie-
drich Berg), and Lusha (Karl Lilienfeld) [Salupere 1998: 73]. Accordingly, the
choice of language in which to write to the emperor is also a sign of the author’s
independence, a gesture that puts him on the same level as his addressee. This
must be emphasized, because Bock sees himself as Russian, and Russia as his
fatherland®: “Livonia was always my native home, the dearest place on earth to
me, but it was never my fatherland” [193]. Bock believes that the Livonian no-
bility must become “an integral part of the Russian nobility;” if not, it will be
“just a small foreign colony”®. “We should be Russian, we can be Russian, we
will become Russian”, he proclaims to the Livonians.

This position has two explanations. The first is that this is a glorification
of the Russian people resulting from the experiences of 1812:

Even if Russia did not have a noble class, her people would all the same stand out
among other civilized peoples. Anyone who has had reason to compare the lower
classes of different countries has found that the Russian peasant holds first place in
Europe in piety, love of the homeland, good-heartedness, effort, and acumen. Un-
fortunately, we lack a third class, and as a result, despite our great efforts, we con-

The text was published in Russian translation by A. V. Predtechensky. Regarding the manuscript,
see: [191].

S M. Salupere notes that Bock attended lectures by A.S. Kaisarov at Dorpat (Tartu) University.
More than likely, he remembered the famous “Speech about Love for the Fatherland”, presented
at Dorpat and then printed in “Syn Otechestva” («Cpi Oreuectsa>») (1813. N2 27). Similarities
between the texts are clear.

BocK’s logic is truly striking. Referring to the Baltics, he says: “We who have been deprived,
because of the way things have gone, of the comfort of religion — our churches are temples
of indifference — <..> how unhappy would we have been, if we hadn’t even had a father-
land?” [193]. His criticism clarifies his idea to make of the Orthodox church dominant in a new,
reformed Russia as “a temple of the gospel, of the people, and of tolerance” [200].



38 L. KISSELJOVA

stantly fall in the mud. But what prevents us from establishing a third class? With
the Russian nation’s remarkable capacity for improvement this could be done in no
more than 20 years [194].

The use of the pronouns “we” and “us” is particularly characteristic in this dis-
cussion. Bock feels that he is a part of the Russian nation: “My heart belongs
entirely to that great people alone, in close union with whom Iundertook to
make that which is most beautiful in the world” [193].

Of course, in using the word “nation” Bock implies not ethnicity, but citi-
zenship and involvement in Russian culture. Bock demonstrates his deep
knowledge of Russian culture by admiringly listing the names of outstanding
poets (among whom he doesn’t forget his friend Zhukovsky), sculptors, artists,
composers, and actors’, and confirms the existence in Russia of “statesmen
with great merits, capable of solving tasks of a European scale” [194]. Bock
does not forget the Orthodox clergy: “And although the government has weak-
ened the clergy as a whole, the voice of Platon <Metropolitan Platon (Levshin)
of Moscow. — L. K.> is heard with all the more strength” [Ibid].

Against this backdrop, Bock’s criticism of the government, and particularly
of the emperor personally, sounds especially harsh and uncompromising. Des-
potism and slavery are the vices of Russia. Bock asserts: “Demagogy and phari-
saism have always been the first satellites of tyranny” [196], and he denounces
Alexander I for precisely these vices. In his memorandum Bock produces a lofty
rhetorical text of great accusatory strength. He calls the czar a Tartuffe: “vanity,
insignificance, and despotism are his deities, to which he brings the country as a
sacrifice” [198]. Alexander loves parades “because a parade is the celebration of
insignificance” [Ibid] — the list of such accusations in the text is quite impres-
sive. Of course, the vengeful czar never pardoned open discussion of the assas-
sination of his father Paul I, nor criticism of his military settlements, nor protest
against the mysticism of the Holy Alliance or the “prostitute” Kriidener®, nor
accusation of “betrayal of the homeland” [199] in relation to the Polish Question.

Compare: “Russians will go even further, but anyone who knows Derzhavin, Dmitriev, Ozerov,
Krylov, Batyushkov, Zhukovsky, anyone who has studied Karamzin, seen Minin and Pozhar-
sky <refering to the monument by I. Martos. — L. K.>, the works of Tolstoy, Yegorov and Utkin,
anyone who has heard the liturgy of Bortnianskiy, who has seen Shusherin, Bryansky, Semenova
and Danilova on the stage, anyone, gentlemen, would justly glorify these names, and will be all the
more willing to do so if he is familiar with the ancient world” [194].

Referring to Alexander and the Baroness Kriidener, Bock derisively writes: “Suppose there were an
emperor who was not ashamed to enter into relationship with a prostitute, or a maniac, or a pro-
fessional deceiver presenting herself as the chosen one of God....” [195].
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Let us return to the second reason that Bock calls the Baltic Germans to join
the “national nobility”. In his opinion, the Baltic nobility possesses ancient con-
stitutional rights, and can lead the Russian nobility in the fight against despot-
ism and outrage. This utopian and aristocratic position had much in common
with the views of Pushkin at the beginning of the 1830s, when Pushkin put his
hopes in the feelings of independence and honor of the old Russian nobility
and its ability to resist bureaucratic arbitrariness. Thus Bock imposes a grand
mission on the Livonians in the reformation of Russia.

The positive program of Bock is the demand for reforms that would unify
the nation: representative government, a constitution, public trials, respect for
the rule of law, etc. He sees the nobility as the leaders of reform, since “they
alone are civilized in the whole empire” [200]. In turn, the nobility “by de-
manding of the emperor justice, order, and civil freedom, guarantees these
same rights to their own subjects”, that is, to the peasants. By calling slavery
“an institution that is as senseless as it is outrageous” [192], Bock puts forward
a rather ambiguous question: “Is it in the interests of the noble class and of the
country as a whole to separate the peasants from ourselves?” [193]°.

Returning now to the novel: in his interview about “The Czar’s Madman”,
Y. M. Lotman [Lotman] has already noted several literary and historical paral-
lels that are important to Kross’s text: Pushkin’s use of historical narrative in
“The Captain’s Daughter”, Schiller’s “Don Carlos” (which is significant specifi-
cally in the Russian context), Griboedov’s “The Misfortune of Being Clever”,
and the parallel between the fates of Bock and Chaadaev. Lotman insightfully
“The Misfortune of Being Clever’ by Griboedov is Bock’s sto-
ry” [Lotman: 70]. Additionally, Kross translated Griboedov’s comedy into Es-
tonian in the early 1960s [Gribojedov], so he remembered well how Chatsky
was declared insane because of his radical views. Obviously, Kross’s translation

notes that

work informed his own creative work.

It would be tempting to presume that Kross was aware of Y. N. Tynyanov’s
article “The Plot of “The Misfortune of Being Clever” [Tomszos], first pub-
lished in 1946, in which the theme of alleged insanity received a wide historical-
political context (parallels to the slander against Byron and to Chaadaev’s situa-
tion), but we cannot confirm that he knew it. Similarly, we don’t know for sure
whether Kross read Y. M. Lotman’s 1975 article “The Decembrist in Daily Li-
fe” [Aorman], in which Bock’s memorandum is also cited. Meanwhile, Timo’s
code of conduct as it is presented in “The Czar’s Madman” has striking parallels
to Lotman’s analysis of the everyday conduct of the Decembrists.

°  Inthe novel, Jakob Mittik constantly returns with perplexity to this thesis.
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In his interview, while discussing insanity as a form of protest, Lotman re-
fers the research of Michel Foucault entitled “Madness and Insanity: History
of Madness in the Classical Age”. The book could have been known to Kross,
since it was published in 1961 and reprinted several times in many languages
before the 1970s. But, once again, we do not have the answer to this and other
questions, and we cannot rule out that even the opening of Kross’s archives
might not clarify the matter. Kross was more inclined to cover the tracks of his
creative searches than to direct researchers to their sources'’.

It seems that in the above cases we may deal only with typological parallels
that speak to Estonian novelist’s exceptional level of historical intuition and
to his deep insight in to the Russian and European context at the beginning
of the 19" century.

We turn now to how Bock’s “Notes” is reworked by Kross in “The Czar’s
Madman” and how the Russia of Alexander I and Nicholas I appears to the
novel’s reader. Interpretation is given on two levels:

1) The level of plot — the arrest of Timo, his disappearance (his family
doesn’t know where and for how long he was taken), then his release and life as
a “madman” under house arrest;

2) The level of ideology — the reception of Timo’s ideas. In the story, Ja-
kob Mittik finds a draft of the memorandum in the safe at Bock’s estate at
Voisiku, begins to study it, and copies it into his diary with his own commenta-
ry, which shifts from sharp rejection to gradual understanding of his brother-in-
law’s opinions''.

The novel’s version of Timo’s memorandum often differs from the publi-
shed original “Notes” of Bock. It was created by Kross according to the stan-
dards of the historical novel genre. Sometimes it is an arrangement of different
parts of “Notes”, but often contains significant additions and semantic shifts'?;

some very large sections are inserted by Kross from other sources, including,
»13

>«

in part, S. M. Solovyov’s “The History of Russia from Ancient Times

While speaking on “The Czar’s Madman” in his lectures entitled “Autobiography and Subcon-
text”, presented at the University of Tartu in 1998, Kross said practically nothing about his sources
for the novel. See: [Kross 2003: 84-90].

Regarding this character’s evolution during the course of reading the memorandum, see: [Laanes].
Compare, for example, Timo’s letter to the emperor [Kpocc: 93] with the text of the real
letter: [TIpeareuenckuii: 80-81].

A tour through Russian history in the era of Empress Elizaveta [Kpocc: 96-97] is copied almost
word-for-word from the corresponding chapter of S. M. Solovyov’s “A History of Russia from An-
cient Times”: “All three Lopukhins and Anna Bestuzheva punish by death, break them on the
wheel with their tongues cut out. Ivan Moshkov, Alexander Zybin, Prince Ivan Putyatin, and Sofia
Lilienfeld punish by death — Moshkov and Putyatin draw and quarter, Zybin and Lilienfeld
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Following is a striking example of semantic shift. Timotheus von Bock
writes about Paul I:

Paul paid with his life for his violence against the nobility, and if new examples
of slavery have appeared since then, the desire for a peaceful and decent existence
isfelt all the more fiercely now (when the nation has declared its unity and

strength) [194].
Here is how Kross “clarifies” this somewhat obscure passage:

... The Emperor Paul paid with his life for his violence against the rights of the
nobility and against humanity... and if since that time there is still tyranny and
slavery, then the dream of a lawful and honest life today, when the people have
realized their unity and strength, has become even more powerful [Kross 1978:
95-96] <Emphasis mine. — L. K.>.

We can see how the novelist underscores the anti-tyranny element of the text.

Let’s look at one of many examples of interpolation. Kross has added to
Timo’s text a story about the cowardly conduct of Konstantin Pavlovich before
Bautzen and his swearing at the hussars: “You bulls, the only thing you know is
fighting!” [Ibid: 96]; what is more, in the Estonian text these words are written
in Russian as follows: “Bbr, 6b1ku, Bbt ymeeTe Toabko Apatbea!” (“You, bulls, you
know only how to fight!”) '*. This phrase is necessary for the support of the per-
turbed remarks of Timo (that also exist in the original from Bock): “Gentle-
men, mud must flow in the veins in place of blood in order to swallow such an
insult <...> I ask you: who are we? The Romanov family’s cattle?” [Ibid].

The exaltation of Russian culture present in Bock’s writing is preserved in
Timo’s memorandum. Kross’s novel contains scenes with a sympathetic por-
trayal of Zhukovsky (regarding this, see: [Kuceaesa, Crenanumesa]), as well as
numerous extremely positive references to the Decembrists as honest and cou-
rageous fighters against tyranny. But on the whole, criticism of despotism and

behead for not reporting when they heard dangerous conversations. Chamberlain Lilienfeld, for
his negligence regarding what he heard from his wife, deprive of his titles and exile him to the
country; Deputy Captain Lilienfeld, Lieutenant Akinfov and Adjutant Kolychov place in the army
regiments; the nobleman Rzhevsky flog with the lash and send to the navy. The empress changed
this sentence thus: the three Lopukhins and Anna Bestuzheva flog with the knout and, having cut
out their tongues, send into exile; Moshkov and Putyatin flog with the knout, Zybin with the lash
and send into exile, Sofia Lilienfeld, while she is pregnant, do not punish, but only pronounce that
it is ordered that she be flogged with the lash and sent into exile” [Coaosbes: 228].

It appears that the source of this phrase is a scornful remark made by Konstantin Pavlovich to
the Guard Jaeger Regiment, which met the Grand Prince at the beginning of the foreign campaign
at the end of 1812 in “non-parade” clothing. The remark is related by N. Turgenev in the book
“Russia and Russians”: “These people only know how to battle!” [Typrenes: 27]. Regarding
the question of bravery and cowardice of the Grand Prince, see: [Kyuepcxas: 112].
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of the despot sooner or later turns to Russia itself, a country ruled by slavery and
repression. Accordingly, Timo, in contrast to his prototype, does not urge the
Livonian nobility to become Russian. For Kross, this is conceptually important.

From the very beginning, the narrator Jakob Mittik judges those around
him from the point of view of an Estonian peasant, for whom every nobleman,
and above all, Germans (the local landlords), is an enemy. However, little
by little he is instilled with the logic of his brother-in-law, that “thorn in the side
of the empire”, as Timo calls himself. As events unfold (the arrest, search, chase
after the freed “madman”, and denunciations), they become the impetus for the
gradual broadening of his socio-political perspective. Consequently, Jakob be-
gins to reflect on his own relationship with sovereign power, and the position
he himself, his former supervisor, the Estonian Major Tenner, and Timo and
Eeva’s son, Jiiri, should hold in relation to it.

As the narrative unfolds, Jaan Kross successively develops for the reader an
image of the empire, where not honesty is sought, but obsequiousness, where
service to the government easily turns into lies and even treason.

For just this reason, Kross makes almost no distinction between the Russia
of Alexander and that of Nicholas. The gendarmes that arrive in Voisiku to ar-
rest Timo [Kross 1978: 60] become one of the symbols of Russia. In a strict
sense this is not an anachronism. Jaan Kross relied upon a published letter of
Alexander I to the Livonian governor Paulucci, which refers to the possible
sending of, truly, a gendarme ™.

The half-squadron of Gendarme Guards, dressed in blue uniforms, was es-
tablished in 1815, and these were different gendarmes than those who later be-
came subordinates to Count A. Benkendorf; their original function was to
maintain order in the army. What is more, neither the above-mentioned half-
squadron, nor the Gendarme regiment that was soon formed, later joined the
Special Corps of Gendarmes, which arose during the reign of Nicholas I and
truly became political police. But for the reader of “The Czar’s Madman” the
word “gendarme” should bring to mind only one association, so Kross resorts to
this word many times in the novel. Not without reason “The Bee” («ITuea )
is referenced; that is, the odious newspaper “The Northern Bee” («Cepepuas
myeaa» ), although it had not yet come out in 1822, when the action takes place.
As with the gendarmes, even an educated reader of the novel who recognizes
the name of the newspaper is not expected to remember that its publication

Y Compare: “Send Mr. Bock with the messenger sent to you, giving to this last, if need be, one

gendarme to help” [Tpu mucoma: 115].
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began only three years later. It was important to Kross to fill his text with sym-
bols and signs that establish a firm impression of Russia as a police state.

We will not multiply the number of examples. In conclusion, we will at-
tempt to explain the function of this image of Russia, although it is relatively
clear. Kross’s treatment of Russia is on two levels: historical and contemporary.
Historically, the novel is about the empire during the era of AlexanderI and
Nicholas I, which truly was a despotic government. Obviously, it is significant
that imperial Russia did not arouse particular sympathy from Soviet authorities
or from the censors, and this made Kross’s fairly sharp novel more “passable”.
But, like any true historical novel, it has a second level.

Of course, as a novel about a political dissident who, having challenged the
authorities and paid for his bravery with nine years of solitary confinement and
civil death, refuses to flee the country in order to remain “a thorn in the side of
the empire”, “The Czar’'s Madman” was perceived as very topical in the USSR
on the cusp of the 1970s and 80s. Lunatic asylums where Soviet freethinkers
were imprisoned (including Estonians) for political dissent; physical methods
of abuse in these special hospitals, prisons, and labor camps; the problem of
compromise with authorities, before whom appeared, sooner or later, every
thinking Soviet citizen; the question of fleeing the country (voluntarily or un-
der duress) versus continuing life “under pressure;” the experience of inform-
ing and cooperation with political investigations — all of these Soviet realities
are easily seen in the subtext of “The Czar’s Madman”'¢.

Clearly, Kross does not utilize any primitive allusions in his novel . Rather,
as a genuine historical novelist, he uses his text to answer those questions that
concern his contemporaries and himself. The reader recalls that the Russian
empire was not eternal. This provides yet another — this time, optimistic —
subtext for the novel. It gives hope. Thus, it is certainly not an accident that
“The Czar’s Madman” pays so much attention to “the fate of Estonia”.
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WORKS OF RUSSIAN LITERATURE
AS COMMENTARY ON JAAN KROSS'S NOVELLA
“MICHELSON'S MATRICULATION"*

TIMUR GUZAIROV

Jaan Kross’s novella “Michelson’s Matriculation” was written in 1970 and in-
cluded in the collection “Under Clio’s Gaze” (“Klio silma all”), published
in 1972. With the exception of the novella “Two Lost Sheets of Paper”,
the collection presents a unified conceptual field; in each of the collection’s
remaining three works the author constructs and analyzes a conflict in the life
of a successful person representative of the Estonian people.

Kross delves into the relationship between idealism and practicality, the
limits of internal compromise with power, compromise between honor and
duty, and the impossibility of adhering to a single, immutable moral code. This
central ethical conflict is reinterpreted in each novella. Kross reveals a variety of
concepts by placing different characters from different times in various ethically
ambiguous situations while simultaneously creating a polyphonic composition
from the characters’ monologues.

This article discusses the ideological structure of “Michelson’s Matricula-
tion” from a new, intertextual point of view', via the detection and interpreta-
tion in Kross’s novella of the “code” of Russian literature.

The novella’s protagonist is Johannes/Juhann von Michelson, or Ivan
Ivanovich Michelson, a Major General from, per Kross’s conceptualization, an

*  The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20™ Century: from the Interpretation to Translation”. First version was published
in Russian: Baokosckuit coopuuk, XVIIL Tapry, 2010. C. 217-228.

Regarding “Michelson’s Matriculation”, critics focus on the overall conceptual layers of the text,
problems, and fundamental plot moves (see, for example, the following articles: Kaplinski, J. “Jaan
Krossi teine tulemine”; Ivask, I. “Jaan Kross: Eesti kultuuriruumi kroonik ehk Mitmepdollupidaja
Klio silma all” [Metamorfiline Kross]). The novella appears never to have been analyzed from
a literary perspective.
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Estonian peasant family, who has achieved a brilliant military career that began
with the suppression of the Pugachev rebellion. Michelson, former valet to the
Baltic German Baron Joachim von Rosen, is travelling to Revel with his Esto-
nian orderly and his parents, Estonian peasants, on the occasion of his personal
matriculation; that is, the inclusion of his name in the book of lineage of Est-
land hereditary nobility. The characters’ reflections on this event and on the
identity and actions of Michelson form the texture of the story.
The main moral conflict of the novel is expressed via maternal questions:

<...> how was it after all with my Juhan’s great victory over that very cursed Rob-
ber? <...> Did not my Juhan, who won victory for the gentlemen in that war, did
not he stand in that war on the wrong side? <...> what would happen if it really
came to it, and if the Empress really sent our Juhan here to put down an uprising
of the people? <...> But answer me in all honesty: are your hands clean in your life
and your affairs, is everything in order? [ Immarpukyasmms: 132-134].

The ideological structure of the novella is comprised of the dichotomy between
moral duty and military honor, and reflections on how (and whether it’s possi-
ble) to fulfill one’s duty while maintaining personal dignity and respect in one’s
own eyes and the eyes of others, all without denying one’s roots.

In his introduction to the novella, Kross indicates that his source of infor-
mation about the matriculation of Michelson was the notes of Friedrich Russov
in the feuilleton section of “Revalsche Zeitung”. Kross adds his own conflict-
producing detail to the information — that Michelson brings his parents, Esto-
nian peasants, to the matriculation ceremony in Revel. The narrative ends with
a section entitled “Explanations for those for whom commentary gives particu-
lar pleasure”.

The first part of the commentary provides translations of foreign language
phrases, explains historical facts and local place names characterized by histori-
cal figures. The second part contains a short reference to Pushkin’s “The His-
tory of the Pugachev Rebellion”, information about Count Karl Friedrich Toll
and his letter to Pushkin, and concludes with a letter from Pushkin to Toll writ-
ten just before his fatal duel, dated January 26, 1837. These sources form a his-
torical and literary “code”, a lens through which the reader is invited to com-
prehend the novella’s story and issues.

Kross has used Russian literature in other compositions as a code to indi-
cate additional overtones of meaning. Here are two examples. The first is from
the novel “Professor Martens” Departure”. Martens, a renowned attorney and
specialist in international law, while sitting in the waiting room of Chancellor
Alexander Mikhailovich Gorchakov, recalls an epistle from Pushkin to Gorcha-
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kov. Later, Kross quotes verses from Pushkin that shape Martens’ opinion (and
the reader’s) about the Chancellor’s character. The second example is from the
novella “Two Lost Sheets of Paper”, in which a student arrives in St. Petersburg
and places his notes in a basket that disappears during the flood of Novem-
ber 6, 1824. Not historical documents, but passages from “The Bronze Horse-
man”, illustrate the well-known disaster. For Kross, Pushkin’s text is a historical
source, and Pushkin’s point of view becomes an authoritative prism through
which historical facts and figures are evaluated.

In “Explanations for those for whom commentary gives particular pleasure”,
Kross indicates one source for “Michelson’s Matriculation”: “Here, I think, is
the most appropriate place to introduce the reader to one document not previ-
ously referred to concerning the protagonist. As you know, A. S. Pushkin’s “The
History of the Pugachev Rebellion” was released in 1834”. Thus the author
provokes the curious reader to look up the work by Pushkin and explore the
correlation of these two texts in their views about Michelson’s character. “The
History of the Pugachev Rebellion” and Friedrich Russov’s notes in the feuille-
ton section of “Revalsche Zeitung” are equally historical sources; however, it is
Pushkin’s text that is included in the novella. Kross presents a series of facts that
refer the reader to “The History of the Pugachev Rebellion”. The novel men-
tions General Alexander Ilyich Bibikov and Count Pyotr Ivanovich Panin, re-
flects on military tactics, and recalls military maneuvers and events (such as the
submission of Michelson’s corps to Generalissimo Alexander Vasilyevich Suvo-
rov). From a conceptual point of view, the novella’s setting is important, as it is
a creative retelling (in the form of the protagonist’s monologue) of Pushkin’s
apology of Michelson:

Kross’s Text: Pushkin’s Text:

Clouds like the thick, swirling smo- History must refute the slander which has been
ke of artillery fire <...> Exactly like frivolously repeated by Society: they affirm that
the fire in Kazan. Like that time, Michelson could have predicted the taking of
when they said that I purposefully Kazan, but that he deliberately gave the rebels
gave Pugachev time to rob the city time to rob the city, so that he could, in turn,
fully, so that there would be more profit richly from the booty, preferred over any
booty to steal from him. The mind- kind of glory, honors or imperial rewards that
set of sycophants... [MmMarpuky- awaited the savior of Kazan and the suppressor
astrpust: 80]. of the uprising! [TTymxusn: IX (1), 67].

The reference to Pushkin’s work is not dictated by the author’s need to estab-
lish an authentic and convincing historical backdrop for the novella. In Push-
kin’s mind, the main role of the historian is to restore the reputation and honor
of the protagonist. This explains one of the peculiarities of the composition
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of Kross’s commentary: the reason that Pushkin’s pre-duel letter to Toll is re-
produced at the end of the novella. Pushkin is the undeniable authority in the
laws of honor, who spoke against slander and insults coming from a foreigner.
In the passage cited above, Pushkin introduces the key theme for Kross:
the standing of one man against society as affirmation and defense of personal
dignity against “foreign” injustice.

The compositions of literary Russians, predominantly by Pushkin, but also
by Gavrila Romanovich Derzhavin, reveal underlying meanings in one of the
central scenes of the novella: Michelson’s meeting with Pugachev. The fact of
this meeting is not mentioned in “The History of the Pugachev Rebellion”.
In his text, Pushkin relates with regret that there was one source unavailable to
him, of which Kross could take advantage — “Derzhavin’s Notes”. In his letter
to Pushkin (not one presented in the novella by Kross), Count Toll quotes
Derzhavin from the poem “My Idol”: “Achievements ripen in the coffin”. This
indicates that Derzhavin’s texts were probably in Kross’s field of vision as he

worked on “Michelson’s Matriculation”. “Derzhavin’s Notes” in particular con-
firm the fact of the possible meeting between Michelson and Pugachev:

Count <Panin>, saying nothing, asked proudly, “Did he see Pugachev?” Derzhavin
answered respectfully, “He saw him on horseback under Petrovsky Bridge”. The
Count, turning to Michelson, said: “Order Emelka to be brought in”. After a few
minutes the Imposter was presented, with heavy chains around his hands and feet,
in a greasy, shabby, wretched wide coat. Upon arriving, he fell to his knees before
the Count <...> The Count asked, “Are you healthy, Emelka?” “I don’t sleep at
night, I cry all the time, Your Excellency the Count”. “Trust in the mercy of the
Empress”. And with that word he ordered that he <Pugachev> be taken back to

where he was held [ Aepsxasun: 67-68].

Kross departs from documented facts in constructing key scenes of “Michel-
son’s Matriculation”. However, it is not Derzhavin’s text, but “The History of
the Pugachev Rebellion” that is pertinent in the fictional Michelson’s recollec-
tion of the meeting between Panin and Pugacheyv, since the references to Push-
kin’s composition and the underscoring in the “Explanations” of his status as
a source of information shape and direct the reader’s perception. From Pushkin:

Pugachev was brought directly to Count Panin in the courtyard <...> “How did
you, thief, dare to call yourself Emperor?” continued Panin. “I am not a raven <Bo-
por>", protested Pugachev, playing with words and speaking metaphorically, as
was his habit. “I am but a little crow <Boponenox>, for a raven can also fly” <...>
Panin, noticing that Pugachev’s audacity impressed the people crowding near
the courtyard, struck the imposter on the face, drawing blood, and tore out a tuft
of his beard [Tymmus: IX (1), 78].
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The fundamental characteristics of the meeting between the Count and the
imposter are mutual lack of understanding and respect for each other and
Panin’s aggressive behavior aimed at humiliating Pugachev’s personal dignity.
The rhetorical aspect of their dialogue is particularly significant from both the
ideological and the historical and literary perspectives. Panin expresses resent-
ment; Pugachev either loses courage (in Derzhavin’s version) or defends him-
self by responding impertinently (in Pushkin’s version) [['ysaupos 2010: 142~
145]. On the road to Revel in Kross’s novella, Michelson recalls the dialogue
he had with the robber:

I asked him, “Emelyan, do you know me?” “No. Who are you, Your Excellency?”
“Iam Michelson”. He started. Paled. Lowered his gaze. He didn’t say a word. Then
he looked up. For a minute we looked at each other. He didn’t praise my military
wisdom. Not right to my face, not like he praised Panin’s wisdom to him. Because
he was honest with me. Out of respect. He didn’t say anything. And I was si-
lent [ mmatpuxyasums: 106].

An absence of insults, mutual understanding, and acknowledgement of one
another — these are the inherent features of the characters’ meeting in the no-
vella. Kross, by combining Pushkin’s text with his own scene, contrasts Panin
and Michelson as representatives of two kinds of behavior: that based on hu-
miliation and that based on respect of moral dignity. Pushkin’s Panin fulfills his
prescribed duty to the Empress, and his actions are motivated by desire for
glory. He seeks self-respect through the suppression and humiliation of an-
other. Kross’s Michelson, though a brutal warrior who honestly fulfills the duty
given to him, nonetheless needs internal self-respect, and this dictates the logic
of his behavior, both in his meeting with Pugachev, and in the midst of a mili-
tary confrontation:

But (whatever anyone might say), while fighting against Pugachev, I desired that
even he — hahaha — that even he would feel respect for me. And I not only won
victory over him, but also gained his respect. That I know. (I admit, galloping at full
speed in the dark, in one elusive moment, I suddenly felt that my self-respect was
still not the way I would have liked it...). The respect of Pugachev. Yes. That
Iknow <...> If anyone, anyone in the whole empire has business with him, then
that person is me! And he <Pugachev> looked at me <...> But his face looked
nothing like my father’s. Thank God... [Ibid: 105-106].

The second to last sentence, regarding Pugachev and Michelson’s father, is an
allusion to Pushkin’s “The Captain’s Daughter” (a donated fur coat and a snow-
storm appear later in the novella, obvious markers of Pugachev’s first meeting

with Grinyov). The reference to “The Captain’s Daughter” allows one to delve
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deeper into the question of why Michelson seeks Pugachev’s respect. Pushkin’s
scene, which depicts the presenting of the rabbit skin jacket, precedes Gri-
nyov’s dream:

Instead of my father, I see that a man with a black beard lies in the bed, looking at
me merrily. At a loss, I turned to my mother, saying to her, “What does this mean?
This isn’t Father. And why on earth should I ask a blessing of this fellow?” [ITym-
xun: VIII, 289].

Grinyov’s gratitude toward the coachman-Pugachev and honorable behavior
with the imposter” rescue first Grinyov himself, and then his fiancé. Grinyov’s
understanding of duty and honor arouse respect in Pugachev toward him. Each
understands the impossibility for the other to follow any other moral standard.

The conflict in the novella is increased due to the fact that both Pugachev
and Michelson (as Kross presents him) come from the peasant class. Michel-
son (in contrast to Grinyov) himself seeks respect from Pugachev, not to gain
admission of defeat by his military achievements, but for his own self-respect,
to make heartfelt peace with himself, and to find the answer to the haunting
question posed by his mother: is he fighting on the right side? Duty (his oath to
the Empress) determined his choice, but Michelson needs Pugachev’s respect
as evidence of understanding of his “honor” and the conditionality of his ac-
tions (for which the hereditary nobleman Grinyov feels no need).

Turning now to the final occurrence in Michelson and Pugachev’s meeting:

The two “bastards” looked one another in the eye. For a long time. For so long that
Runich coughed. Runich was a hereditary nobleman and in the near future would
be a senator. I turned away. I stepped away and began to study the rivet studded
iron doors. I heard how Emelka said to the guard in an undertone, “I should have
asked him for his fur coat. After all, he took more of them than he can wear”. Had
he asked me directly, I would have sent him a fur coat. Brrrr! The snowstorm had
blown up again [ mmatpukyasuus: 106-107].

This passage is built on the ideological pairing and creative reinterpretation of
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the following situation from Pushkin’s “The Captain’s Daughter”: “I was, how-
ever, vexed that I could not thank the man who helped me out of, if not serious
trouble, then at least a very unpleasant situation <...> ‘Give him my rabbit skin

jacket” [TTymxun: VIII, 291].

Grinyov declares to Pugachev: “I am a nobleman by nature, I am sworn to the reigning Empress:
I cannot serve you <...> You yourself know that this isn’t my will: they ordered me to go against
you. I'll go, there’s nothing else to be done’ <...> My honesty amazed Pugachev” [I[Tymxun: VIII,
332-333].



Jaan Kross’s Novella “Michelson’s Matriculation” 51

It is known that Grinyov and Pugachev’s relationship in “The Captain’s
Daughter” is built upon universal Christian laws, and Pushkin’s characters are
capable of following this behavioral model because, in part, each occupies from
the very beginning his own “right” (and only possible) side. Kross underscores
the impossibility for Michelson and Pugachev of achieving Pushkin’s moral
principles, (the fur coat remains ungifted). Michelson’s submission, though he
is of peasant roots, to the hereditary nobleman Runich, his choice of the “alien”,
incorrect side — this is what causes the breakdown of contact based on trust,
gratitude, and mutual understanding.

The scene of the meeting with Pugachev is contrasted with the events
at Michelson’s matriculation ceremony, which has become, in the words of the
protagonist, “a dubious triumph”. The appearance of Michelson’s peasant-class
parents and Michelson’s demand that respect be shown to him and his mother
and father by the hereditary Baltic German nobility is the former servant’s re-
venge. Michelson’s actions in Kross’s novella are motivated by ideas of what
makes up a true gentleman’s honor.

Recall that the end of the last chapter is from Pushkin’s unfinished work,
“The Guests Went to the Dacha”, from the discussion of a Russian representa-
tive of the “noble blacks” with a Spanish hereditary nobleman:

We are so practical-minded that we stand on our knees before the accident of the
moment, before success and before... well, in any case, no fascination with antig-
uity, no gratitude for past accomplishments, no respect for moral virtues exists
among us <...> Mark my word, a lack of respect for one’s forefathers is a funda-
mental indication of barbarity and immorality [ITymkun: VIII, 42].

This codex of Pushkin explains Kross’s insertion of the historically impossible
fact of the presence of Michelson’s lower-class parents at the matriculation.
In describing the historically impossible situation and thereby emphasizing the
key theme of respect for one’s roots, the author underscores the fact that
Michelson, having suffered internal conflict and compromise with himself,
is guided throughout the novella by his understanding of the laws of “ho-
nor” (although his actions may be utterly unacceptable to others).

Here arises the question of the purpose of Kross’s inclusion of Pushkin’s
pre-duel letter to Toll. The figure of Count Toll appears once in the novel,
at the reception for Michelson’s matriculation:

Jakob walks ahead. Father and Mother follow behind him. I come last. An adjutant,
Lieutenant von Toll, joins us in the corridor [ ImmaTtpuxyasums: 110].

From Toll’s letter to Pushkin, which is not cited by Kross, but which he retells
in part in a footnote, it is clear that the Count
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had the personal trust of General Michelson <...> He <Michelson> in conversa-
tions with me often told of his actions against Pugachev, and bitterly complained
about the intrigues with which they wanted to overshadow his service [ITymxun:
VIII, 219].

The absence of Toll’s letter to Pushkin in the novella is marked; it provides for
a different perspective on Pushkin’s reply: not a documentary reading, but an
artistic one, conceptually linked to Kross’s novella. From Pushkin’s letter:

I was no less pleased to hear your Excellency’s opinion of Michelson, too much for-
gotten by us. His services were eclipsed by slander <...> I regret that I was unable
to include a few lines of your letter in my book for the complete justification of the
honored soldier [Ibid: 224].

In Kross’s text, Pushkin’s answer sounds like an ethical assessment interwoven
in a complete, ideal “History”. Pushkin, on the eve of a duel (to settle a matter
of honor), becomes the moral authority Kross uses to voice two essential ideas:
first, that any deed based on the idea of “honor” is worthy of respect (regardless
of which side is chosen — thus the moral conflict of Kross’s Michelson resolves
itself); and second, that the writer’s task is to depict the conflict between “one’s
own” and “others” worlds, and to restore the reputation and historical memory
of a figure worthy of respect.

Russian literature, and Pushkin’s writings in particular, are relevant and im-
portant to Jaan Kross from both a creative and an ideological point of view, and
serve as a historical and literary code and as commentary to his text. The inter-
textual analysis of the novella “Michelson’s Matriculation” presented here al-
lows conclusions to be drawn regarding the compositional and conceptual
structure of the text. The author’s “Explanations” are an integral part of the text
as a whole, and interact in complex ways with the main narrative text: they
introduce another perspective, reveal the hidden meaning of various scenes,
introduce additional, new historical and cultural stories (such as Pushkin’s
duel) — all of which is inherent in Pushkin’s notes to “The History of the
Pugachev Rebellion” [['ysaupos].
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LJUBOV KISSELJOVA

Jaan Kross was excited about people associated with one of the most sensa-
tional actions of the period of Estonian national revival: the building of the
Kaarli church in Tallinn. Two of them — Johann Koéler, father of professional
Estonian painting, and Philipp Karell, an esteemed doctor whose treatment
methods are used to this day — were simultaneously members of the circle
of “friends of the people” or “Petersburg patriots”' and prominent individuals
in the Russian imperial court.

The basis for Jaan Kross’s historical novella (or short historical novel) “The
Third Range of Hills” (“Kolmandad mied”), published in 19757, was the docu-
mented history of the construction of the alter frescos in Kaarli church in 1879.
The main character is the frescos’ author, Johann (in Russian, Ivan Petrovich)
Koler, professor of the Imperial Academy of Art. The text encompasses many
episodes from the life of this artist, a wonderful social activist and fighter for the
rights of the Estonian people. The court doctor Philipp Karell, also depicted
in “The Third Range of Hills” and mentioned several times in the novel “Pro-
fessor Martens’ Departure” (1984), is the main protagonist in Kross’s historical
play “A Hard Night for Dr. Karell” (“Doktor Karelli raske 66. Ajalooline nii-
dend”, see: [Kross: 239-293]). The play was commissioned by the Finnish

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20* Century: from the Interpretation to Translation”. First version was published
in Estonian: Keel ja Kirjandus. 2011. Nr 6. Lk 401-415.

Regarding the activities of this circle, see: [Karjahdrm, Sirk: 26-29], and regarding Estonians
in Petersburg in the 1850s: [Ibid: 20-22].

Olga Samma’s Russian translation was released in 1976, in the year of Kéler’s 150th birthday.
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National Theater, and was first performed under the direction of Estonian
director Mikk Mikiver on the Finnish National Theater stage in Helsinki
in 1991. Three years later, in 1994, under the same director, the production
was transferred to the stage of the Estonian Dramatic Theater (starring Ain
Lutsepp), but was published only in 2000 in the series “The Looming Journal
Library”. Although they were written by Kross at different times, the plot-
canvases of these two texts are closely intertwined.

When an author writes a novel or a play, in other words, a fictional narrative,
how significant is the text’s correlation to reality outside of art? This question
inevitably arises when analyzing any artistic text, and is particularly relevant
when the text in question has a historical plot. The freedom of the historical
author or dramaturge is, by definition, conditional®, and is even more so when
the author’s setting is based on the restoration of the cultural and historical
landscape of Estonia, about which Jaan Kross writes directly in the foreword
to “The Third Range of Hills”. However, Kross purposefully stipulates that the
cultural-historical map of Estonia lacks not only objects, but colors. In “The
Third Range of Hills” he is interested in just such “colors”, in service of which
he occasionally and fully consciously sacrifices historical details*. One of the
goals of this article is to give practical commentary to several interesting epi-
sodes in the compositions of Kross. “Discrepancies” between fiction and fact
do not decrease the artistic merits of a text as a fictional narrative, and imagery
does not lose its persuasiveness and depth. Practical commentary elucidates the
poetics of historical narrative and the goals of the author. Thus, the ultimate
goal of this research is the study of the poetics of Jaan Kross’s creative works.

Strictly speaking, the action in the historical novella takes place over the course
of two days, during which Kéler’s fresco showing “Come unto me, all ye that
labor and are heavy laden...” is sanctified on July 29, 1879; however, a signifi-
cant part of the protagonist’s life passes before the reader. “The Third Range

Academic Ea Jansen wrote wonderfully about this problem as it applies to Kross: [Jansen: 136].
‘We must consider that some details, apparently, simply remained unknown to him, while others
he considered necessary to specify. For example, the protagonist opens the latest issue of “Reval-
sche Zeitung” containing articles about the trial of Vera Zasulich — but the trial had occurred
ayear and a half earlier! We propose that this is a deliberate anachronism that can be explained as
a subtle move by the author, calculated on the attentive and knowledgeable reader. Vera Zasulich
shot the governor of Petersburg, chief of police and adjutant-general F. F. Trepov. In “The Third
Range of Hills” there is a scene (with a documented basis) in which Kéler appeals to Trepov after
he is searched. Here, Kross needs an internal “rhythm” to the scenes, even if it isn’t noticeable to
all readers. In the structures of artistic works such “rhythms” play a significant role.
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of Hills” is written as Koler’s internal monologue, which immediately makes
a real historical figure into a fictional character — Kross’s Koler. Kross has crea-
ted not just a historical novel, but a modernist text about the artist and about
the nature of art. Rarely does the direct speech of other characters invade this
internal monologue. The most significant interpolation is a letter, received by
Kross’s Koler at the moment he finishes his work on the fresco, from an old
acquaintance, the landowner from Hiiumaa (Dagé) Rudolph von Gernet (the
real name of the owner of the Vaemla estate, which the real Koler indeed vis-
ited in 1863 — but the character is constructed®). The letter is the primary
complication of the novella and the source of the artist’s internal strife. It iden-
tifies the central nerve of the narrative — the struggle of two powers in the
Baltic region: its landowners, the Baltic Germans, and the resurgent Estonian
nation, of which Koler is one of the leaders and symbols.

The construction of the Kaarli church in Reval was also a result of this strug-
gle. Kross does not pause on the details of the church’s construction, expecting
that they are known, at least in broad strokes, to the Estonian reader, and
so those details recede into the subtext and the background. We will recall a few
facts. For a long time, the only Estonian Lutheran church in Reval that gave
services in Estonian was Pithavaimu (Church of the Holy Spirit); as a result,
by the middle of the 19" century its membership reached 14,000 people. Then
a large national movement to collect money to build a new temple began, and
in 1870 the first divine service was held in the not-yet-completed church. In the
understanding of Kross’s Kéler (which correlates to J. Kéler’s position), the
guarantee of the resurgence of the Estonian nation is the ability to combine
forces, thus the construction of the church becomes a symbol of the national
revival. However, the novella does not underscore the fact that representatives
of several nations and different layers of society all cooperated in this campaign.
In fact, the group of largest donors included Germans: Petersburg architect and
Kéler’s colleague at the Academy of Art, Otto Pius Hippius (1826-1883), who
designed the temple gratis, and Reval architect Rudolf Otto Kniipfer (1831~
1900), who supervised the construction gratis. Alongside them stood Estoni-
ans: entrepreneur Hans Heinrich Falck, the court doctor Philipp Karell (who
not only contributed money himself, but also mediated a large donation of
15,000 rubles from the imperial family), and court artist Johann Kéler. His fres-
co “Come unto me, all ye that labor and are heavy laden...” was a gift to the Es-
tonian nation. In Kross’s novella the cost of the gift runs throughout the text —

S Some details are true (for example, that Gernet is the president of a yacht club), but relate to

a later period in the life of the real Gernet, the son of Kéler’s acquaintance, also Rudolph.
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not only the material cost (the work was valued at 10 and even 15,000 rubles),
but its moral price. Kross’s hero constantly reflects; it seems to him that with
his work he only “bribes” his nation for his “treachery”: he broke into society
while his brothers suffered under the whips of the landlords, and his example
only serves to strengthen the social system (as if to underscore that the system
does not hinder a talented Estonian from making a career!). Practically, the
central theme of the novella is the price of compromise. From the author’s
point of view, Koler also pays his price in his art — as a court artist, he is requi-
red to idealize his models.

Kross’s Koler has two counterparts in the text — two activists in the Esto-
nian revival: the radical Carl Robert Jakobson (who at one point served at court
as German teacher), and the moderate Karell. The artist is torn between their
two models of behavior, and constantly judges himself for compromises. Doc-
tor Karell, according to Kross, acts very slowly and cautiously, is quiet and
agreeable, in order to at least sometimes achieve from the powers-that-be even
a small result in favor of the Estonians. This irritates Kross’s Koler. The doctor
is justified in the eyes of the protagonist when he decides on a “protest” act: he
refuses to perform an abortion for Emperor Alexander II's mistress, Ekaterina
Dolgorukova. Note that this scene (repeated in “A Hard Night for Dr. Karell”,
see below), while piquant, is also apocryphal. By 1879 the princess Dolgoruko-
va (who becomes, a year later, the morganatic wife of the emperor) already
lived in the Winter Palace (which the historical Kéler knew perfectly well) and
had borne four children to Alexander®. In addition, the court had an entire staff
of obstetricians for such gynecological operations. It was not necessary to in-
volve the 73-year-old court physician and Privy Councillor Philipp Yakovlevich
Karell in such a procedure (should the need for it arise!). However, here Kross
relied on a source: a book by Estonian pastor and genealogist Martin Lipp’,

Princess Ekaterina Mikhailovna Dolgorukova (1847-1922) became Alexander II's mistress in July
1866; on July 6, 1880 she was married to the widowed emperor in Tsarskoye Selo. On December 5,
1880 she received by decree the title of Princess Yurevskaya. Their children Georgy (1872-1913),
Olga (1873-1925), and Ekaterina (1878-1959) were legitimized and received the surname Yurev-
sky (Boris, born in 1876, died as in infancy). The last daughter, Ekaterina, was born September 9,
1878 (September 21 on the old calendar). It is well-known that Alexander II adored his children.
The emperor also had children from other mistresses.

See: [Lipp]. The book was written in 1919, and from its manuscript an extract was made and
published as article (with relevant citations) by A. Liiis, editor of the published version, who also
studied Karell’s activities: [Liiiis: 545-555]. Liiiis also repeated the fragment about Karell’s resig-
nation. Characteristically, Martin Lipp is the same pastor who gave the sermon at the sanctificati-
on ceremony of Kéler’s fresco in Kaarli church on July 29, 1879 (see: http://www.Kaarlikogudus.
eu/ajalugu.php?leht=Ajalugu&alamleht=Fresko, although Lipp was not pastor of that parish),
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which records oral histories that quite frequently do not trace back to Ka-
rell himself.

Let’s return to Kross’s Koler. The idea of integration with the people and
the impossibility of such integration follow him constantly. Accordingly, in his
internal monologue the hero sometimes uses the aloof and distancing pronoun
“they” when referring to the Estonian people. Creating the fresco is one of the
possible ways to overcome the separating barrier. Kross’s Koler is not a reli-
gious person, and he writes his Christ because that is what “they” need; that is,
his less-advanced brethren. At the same time his main intention is to draw a na-
tional Christ®. So Kross is interested in the fact that the model for the face of
the Savior, by the artist’s own admission, was the Estonian peasant William.
The real Koéler, in point of fact, met him at the Hiiumaa estate in 1863 and used
him as a model for his painting “Peasant with an Axe” (artistically this was an
obvious pastiche of John the Baptist from Alexander Ivanov’s canvas “The
Appearance of Christ to the People”). Precisely here Kross ties a foundational
narrative knot — the hero’s antagonist, Rudolph Gernet, having mysteriously
learned of the plan for a national Christ (this mystical moment is also reflected
by the artist), mockingly exposes the truth about his model to Kéler, which
should, he believes, lead the national project to collapse.

First, William is not totally Estonian (he has “foreign blood”), and second,
his moral character makes him unsuitable as a model for Christ. The former
Stakelberg coachman (as Kéler knew him) became a vicious manager and
a sadist who took pleasure in subjecting his fellow tribesmen to flogging. Here
Kross inserts a totally modernist complex into the action: it appears to the artist
that he has drawn a devil instead of Christ, and that the Estonians will bow to
a false Christ. Only the devil could have revealed the secret idea of a national
Christ to Gernet, an idea of which Kéler himself had not spoken to anyone. All
this throws the artist into such a depression that he even considers destroying
his work or fleeing the sanctification ceremony. Moreover, the hero him-
self (not to mention the author!) at the moment of illumination perfectly un-
derstands that in art the question of the model’s moral qualities cannot have
any meaning — but a national project is another matter.

and this fact is played up in the novella. Kross, who gives nothing by accident, thus seems to point
to one of his sources.

Regarding the importance of the plot of “The Third Range of Hills” from the point of view of
“the national project” (the lesson of the “Petersburg patriots”), its allusions to the Soviet situation
of the 1970s, Kross’s autobiographical projects, and his reflections on the mission of the artist un-
der conditions of confinement and foreign power, see: [Salokannel: 324-327].
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If we look once again at the facts, one thing is clear — the real Kéler sus-
pected nothing bad about William. Until 1972, when a note about the unchris-
tian conduct of Koler’s Christ model appeared in the journal “Kultuur ja
elu” (see: [Kruus: 304]), the Estonian literature, which contained not a word
about the coachman William®, contained no references to his cruelties. It’s
possible that Jaan Kross heard oral legends of some sort on the island of Kassa-
ri (near Hiiumaa), where the Stakelberg estate is located and where, in 1970,
the author acquired a farm.

However, it is not so important whether or not the real William Tamm was
a sadist'’; much more essential is how and why Kross uses this motif. The func-
tion of such a “shift” in the artistic world of the novel is connected, it seems, to
Kross’s interpretation of fundamental religious and philosophical problems —
in the ambivalent nature of art and religion (the interplay of good and evil,
divine and satanic beginnings) Nietzchean motives are clearly heard. The
writer refers also to the Estonian literary tradition''. As Oscar Kruus correctly
noted, the real Kéler was not concerned with the problem of Christ and the
devil'?, while Kross’s Kéler is very much so. For a long time the hero is tempted

by power, but in the end defeats it"

. Moreover, with the encouragement of his
friend, Ella Schultz, he strives to find the true faith. Ella is an ideal feminine
image'*, who bears a real name but is a construct of the author’s imagination.
We believe that at the same time Kross is inspired by her portrait, painted by

J. Kéler in 1868 (probably at the request of her father).

See a summary of the material: [Reidna: 89].

A. Kovamees underscored the connection between Kross’s character of William and the Estonian
literary tradition via E. Vilde’s steward in “War in Makhtra” [Kévamees: 115-128]. On the other
hand, we note in parentheses, Kross’s “The Third Range of Hills” itself is occasionally perceived
as a documentary source. On the website of the Kaarli church in Tallinn the story of “beautiful
William”, model for the image of Christ, follows Kross’s outline, with an extensive corresponding
quote from the text (see: http://www.kaarlikogudus.eu/ajalugu.php?leht=Ajalugu). Thus the his-
torical novella finds its neomythological potential and becomes a myth-making device.

""" O.Kruus writes about this set of problems somewhat differently [Kruus: 305]. He notes the
following of Estonian national tradition and points out a conciliatory interpretation of the rela-
tionship between God and Satan in Estonian folklore and literature. The traditional Estonian devil
Vanapagan in A. H. Tammsaare becomes the mouthpiece for positive ideas. However, it is no less
important to speak of the Nietzchean threads also found in Tammsaare (see the works of L. Pild).
O.Kruus expresses a fair supposition that the real Kéler was not concerned with the problem
of Christ and the devil [Kruus: 304-305].

'3 Regarding the interpretation of the title, we believe this is the “third range of hills” (obstacle) that
Kross’s hero overcomes.

A.Kovamees justifiably included the image of Ella in the paradigm of Kross’s idealized he-
roines [Kévamees: 115-128].
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The real Ella Schultz was the musician and composer Elizabeth
Schultz (Eausasera I'eopruesna Ilyabn, 1846-1926), who wrote under the
pseudonym Adajewsky (Ella von Schultz-Adaiewsky). The pseudonym is ba-
sed on the letter notations of timpani strikes in the overture to Glinka’s opera
“Ruslan and Ludmila” (A, D, A — Ia, re, la) ", and is not mentioned in the no-
vella. However, Kross uses several facts from her biography. Her father is fairly
ironically described — doctor, writer, and translator Georg Julius von
Schultz (1808-1975), who wrote under the pseudonym Dr. Bertram (see his
new biography: [Pirnik]). By the way, he, like the author of “The Third Range
of Hills”, translated “The Misfortune of Being Clever” (only Schultz translated
into German), and Kross mentions his other translations. “The Third Range of
Hills” also refers to Elizabeth’s early concerts (in 1862 F. R. Kreutzwald wrote
about the success of her concerts in Dorpat) and notes that she studied under
Rubinstein. Elizabeth Schultz really did study from 1862 to 1869 in the newly
opened Petersburg Conservatory, studying piano under A.Rubinstein and
A. Dreyschock, and composition under N. Zaremba and A. Famintsyn (P. Chai-
kovsky studied with them also at this time).

Anton Rubinstein became necessary in the novella for one of the most cen-
tral episodes, when Kross’s Koler and Ella are organizing help for the Estonian
peasants from Hiiumaa, who arrived in Petersburg in the summer of 1868
in hopes of being resettled in the south of Russia, but were expelled by the po-
lice back to their island and under the power of their landlords.

This egregious act of injustice truly has a place in history, but the real Jo-
hann Kéler and, more than likely, Ella Schultz did not have any connection to
these events. The document that most clearly testifies about this is a letter by
A. Yuryev that was published after “The Third Range of Hills” in Boris Enst’s
monograph about Koler (see: [Enst 1980]). Even so, this letter is preserved in
the Estonian Literary Museum in Tartu. It was known to the Koler experts with
whom the writer consulted, and through them, clearly, it was known to Kross —
the events of the summer of 1868 as described in “The Third Range of Hills”
are otherwise simply too close to the text of the letter.

These events are laid out in detail in the letter, addressed to Kéler and saved
in his archive. It was written on July 2, 1868 by a member of the circle of Pe-
tersburg patriots, official of the naval ministry Alexander Yuryev (1835-1878)

15

E. G. Shultz herself wrote several operas in the 1870s based on Russian history — “The Boyar’s
Daughter”, “The Dawn of Freedom”, and “Solomonida Saburova”. She, like her father, was inter-
ested in musical folklore (including Estonian and Greek). Kross’s Ella plays for her Janny (as she
calls Kéler) “Greek songs”; however, the Greek sonata for clarinet (or violin) and piano was com-
posed by the real E. Schultz in 1881.
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and directed to Ryazan province, to the Semenov estate Urusovo, where Koler
resided at the time.

According to the document, Russian merchants voluntarily came to the aid
of the Estonian peasants in distress, feeding the hungry with bread, and good-
hearted Petersburg residents, who donated money (especially after an article
was published about them in the “Sankt-Petersburg Gazette” («Canxr-ITerep-
6yprckue Beaomoctr>») and “The Voice” («['oaoc»). A respectable sum was
collected (472 rubles) and distributed among the peasants, who each received
3 rubles. Additionally, the collected money was used to buy provisions for the
return trip. Among the participants in this campaign were the chief of police
and an Orthodox priest.

In Kross’s novella Ella and Kéler bring 500 rubles on the boat, having bor-
rowed the money from Rubinstein. Kross chose the renowned composer not
only because of the above-mentioned biographical ties to Ella’s prototype, but
also due to his Jewish heritage. Kross’s Ella, without hesitation, reminds her
teacher that he belongs to an oppressed nation, and urges him to solidarity with
another oppressed minority group'®. Of course, such a dialogue in Petersburg
at this time in history is unimaginable; it would have been a scandalous viola-
tion of both etiquette and ethics. Nevertheless, Kross is writing a national his-
torical text in which mythologizing is one of his principal techniques.

In this regard the love story receives great importance in “The Third Range
of Hills”. Kross’s Koler is a passionate lover and the object of love for several
ladies. His main beloved, of course, is Ella. Understandably, there is no docu-
mented information about the love of the old bachelor Kéler for the musician
Ella Schultz. Researchers have established that this plot line is based on an allu-
sion made by Ella’s friend, Estonian singer Aino Tamm (see: [Soonpai: 149;
Koleri sonastik: 125]). I believe that Ella’s portrait played no less a role in
Koler’s work.

The touching affair is settled by Kross in a Romantic way — as an open uni-
on between two people of art. What is more, it is Ella in particular who, despite
her Estophilia and piety, rejects Koler’s offer of marriage and insists on free
love'’”. But Kross’s Koler, in total accordance with the Romantic canon, muses

This scene in the novella takes place in a hotel on Malaya Morskaya Street, where Rubinstein
supposedly lived. The real Rubinstein had no need to rent from a hotel, since he lived in the capi-
tal at 13 Troitsky Lane, No. 12 (see: [Aapectas xumra: 410]). The lane was renamed Rubinstein
Streetin 1929.

It is interesting to note that the real Ella Schultz never married, spent the second half of her
life (from 1882) abroad in Italy and Germany, and died alone in Bonn. She spent long years at
Neuwied castle in an aristocratic and entirely female musical-literate circle. However, this decision,
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constantly on his ugliness'® and on Ella’s angelic beauty, their twenty-year age
difference, his spiritual disharmony and her harmony.

The other love story is the already-passed affair between Ko6ler and Nadezh-
da Pavlovna Semenova, the wife of his close friend, senator and chamberlain
Nikolai Petrovich Semenov'’, and also the love for him of Natalia Petrovna
Grot, the wife of academic Ya. K. Grot.

Kross’s history of these stories also arose from the works of Kéler (who
painted portraits of all of these people more than once), from his documented
friendship with the Semenov and Grot families, and also, possibly, from specu-
lations of researchers — although we will not attempt to judge whether or not
Kross was aware of such speculations.

In 1976 (thus after publication of “The Third Range of Hills”), at an acade-
mic conference dedicated to the 150" birthday of Kéler, B. Enst presented a pa-
per [Enst 1983] in which he hypothesized that Kéler was lover to Nadezhda
Pavlovna Semenova® and even father to two of her children, Peter and Marga-
rita, and also that Natalia Grot was in love with Koler. These inferences were
made on the basis of a highly biased analysis of Kéler’s letters. The hypothesis
regarding the illegitimate son is easily refuted — Koler physically could not
have fathered Peter Nikolaevich Semenov, born on September 7, 1858, since
he was abroad from 1857 to 1862. Kross writes nothing about the birth of chil-
dren, but conjecture about the romantic relationship is played out in full*. The
researcher’s mythology combines with the writer’s and produces arich neo-
mythology (even if they are not genetically related). Nonetheless, I personally
am very grateful to B. Enst, since his mistaken conjecture (that Peter Semenov
is Koler’s son) was the impetus for my studies. Initially I sought the answer to
the authorship of an article signed “P. Semenov”, from the collection “Estoni-
ans and Latvians” (see: [Cemenos]). I did not answer that riddle, but I was

in all likelihood, was made due to financial considerations. Ella received a respectable pension

from the Russian imperial court (today we would call it a stipend), which she had the right to re-

ceive until marriage.

Kross’s verbal portraits demonstrate how attentively he examined Koler’s works and photographs

of him, and how very detailed his knowledge of Koler’s creations is.

' Allusion to this story is also found in “A Hard Night for Dr. Karell”.

2 Nikolai Semenov (1823-1904) married Nadezhda Shishkina (1836-1914) on July 9, 1854
in Yaroslavl.

2! Margarita Semenova, who died young (1880-1893), theoretically could have been Kéler’s daugh-

ter, although Enst has presented no real evidence [Enst 1983: 98]. In Kross’s novel at this time his

hero is having his affair with Ella; he speaks about his relationship with N. Semenova as ancient

history.
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immersed in a most interesting world, where the fates of Russian, Estonian, and
German artists, academics, and writers intertwined.

However, in “The Third Range of Hills”, love stories are not just another
novelistic technique. For Kross they fulfill an additional role — as a sign of
social victory, the approval of the Estonian in a society foreign and alien to him.
For this reason the hero’s objects of affection, as a rule, are socially superior to
him; the barrier increases further when it comes to married ladies. The fact that
Nadezhda Semenova is his closest friend’s wife morally complicates the situa-
tion for the hero, but also makes her more radiant. For some reason, Kross’s
Koler sees peasant features in her face (they are not evident to me in Kéler’s
portrait of her). In the case of Natalia Grot, her professor husband’s status is
not as significant as her ancestry (the noble family of Semenov arose in the 14"
century). For Kross’s concept, it is important that an Estonian, arising from
a poor peasant family, proved victorious in all spheres: in art, in his career, in
love. His successes in love are one more confirmation not only of his own great
potential, but of the potential of the Estonian nation®. In “The Third Range of
Hills” another Estonian — C. R. Jakobson — jumped higher still: he kissed the
czar’s daughter, his pupil the Grand Princess Maria Alexandrovna (for which he
lost his post as German teacher). We will not undertake to judge to what extent
this episode corresponds to historical reality, but in the artistic world of the
novel this is an important characteristic of the radical Jakobson.

Kross strove to create not historical research, but fictional narrative in-
tended to bring Estonian history to life and make it interesting, colorful, and
humanized. Jaan Kross fulfilled his main task. His Kéler, of course, differs from
the real one, but overall his character is consistent with the real J. Kéler. He
represents the great potential of the Estonian people [Jansen: 138], and Kross’s
choice of historical figure for this goal was successful in the highest measure.
Koler is presented as the talented son of his people who is victorious over every
difficulty. In just such a way his Russian contemporaries wrote about Ivan Pet-
rovich Koler-Viliandi, professor of the Imperial Academy of Art and court por-
traitist, comparing the Estonian painter with his Russian brethren at the guild:
“Many of our artists arose, like Koler, from the peasant cottage; but do many
of our well-heeled artists remember their poor families? <...> But it is as if K&-
ler <...> remained not prodigal, but a true son of his nation” [Aaexcanapos: 418].

*  Kross frequently uses this technique. He makes his general Michelson not only an Estonian,

but also the lover of Empress Catherine II (“Michelson’s Matriculation”); the peasant Eeva be-
comes the wife and ally of the Livonian nobleman and political dissident T. von Bock (“The Czar’s
Madman”).
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Doctor Philipp Karell, with whom Kross’s Koler constantly argues in “The
Third Range of Hills” and with whom Kross’s Martens constantly compares
himself in “Professor Martens’ Departure”, in the play “A Hard Night for
Dr. Karell” literally becomes arbiter of the Russian empire. Kross’s Karell gives
Nicholas I poison, putting an end to his thirty-year reign and despotism®. It’s
true that he does this at the order of the emperor himself and with the knowled-
ge of the heir to the throne, Grand Prince Alexander Nikolaevich. Andres Soo-
saar dedicated a special article to Kross’s treatment of the issue of doctor’s
ethics [Soosaar]. We are interested, first of all, in the historical sources Kross
may have drawn from in his treatment of events.

The central events of the play occur on the night of March 2, 1855. The au-
thor has translated the date from the Julian calendar (in use at that time
throughout the Russian empire) to the Gregorian. Nicholas I died the day of
February 18, 1855, accordingly his last night alive was the night of February 17,
185S. It cannot be ruled out that such a translation of the calendar acts as a sign
to today’s viewer and reader of the modernization of events, which Kross uses
in this play. It is also possible that exact adherence to the chronology was sim-
ply not a part of the writer’s task. Thus, in “A Hard Night for Dr. Karell”, the
third act (the epilogue) is dated the end of July 1879. Koler meets Karell on the
bank of the Neva in Petersburg and anxiously relates to him the news that he
has received aletter from C.R. Jakobson about the closing of the newspaper
“Sakala”. Actually, the publication of this weekly magazine was suspended for
eight months in May of 1879 (the last issue before the suspension came out on
May S, and the next on January S, 1880). At the end of July this could not have
been news for a “Petersburg patriot” involved in its publication. Additionally,
the author of “The Third Range of Hills” could not forget that in July 1879
Koler was in Tallinn working on the fresco “Come to me...”. The work occu-
pied 10 days and was completed on July 23/August 8; it was sanctified in
Koler’s presence on July 29/August 10, 1879. Moreover, as mentioned above,
the episode regarding Karell’s resignation is discussed in “The Third Range of

% As an extra touch to the characterization of Russia as a tyrannical government (with obvious

projections onto the Soviet epoch), at symbolic moments Karell notes that during the reign of
Paul I poets’ tongues were cut out for epigrams [Kross: 253]. Kross’s hero presents this as evi-
dence of the emperor’s insanity. Of course, in Paul’s time such punishments were no longer in use.
More than likely this is the author’s reference to “The Czar’s Madman”, where (also with chrono-
logical displacement), such methods are used. Regarding this, see: [Kisseljova: 326]. Kross’s poet-
ics are very much characterized by internal intertextuality; that is, cross-references to his own texts
on various levels.
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Hills” specifically in Tallinn, where Kross’s Koler learns the news about the pa-
per (he plans to go to Petersburg the next day to petition on behalf of “Sakala”).
Of course, the play contains inadvertent anachronisms that are unavoidable
in any composition about a historical topic. For example, in the play, Johann
Koler, student at the Academy of Art, pays a visit to Karell on the evening of
February 17/March 1, 1855, and they discuss the artist’s future. The court
doctor convinces the artist to thoroughly perfect his art and promises to help
his career at court in the future (for both, a court post is a means of serving the
Estonian people). They discuss Kéler’s painting “Hercules Drags Cerberus
from the Gates of Hell”. Kross knew from art history literature that in 185$
Koler was working on this painting, for which he received a small gold medal,
but the exact date of this work was unknown to him. Notably, the Academy
Council appointed the program for medal competition only on April 9, 1855%*,
so the protagonists could not have actually discussed this work on the eve of
Nicholas I's death. In that same conversation Karell predicts that if Koler works
hard, the Academy must make him a professor and then award him the title of
academic (see: [Kross: 263]). In reality the Imperial Academy of Art had a re-
verse hierarchy of titles (differing from the academic hierarchy Kross knew):
first one became an academic (Koler earned this title in 1861), and then pro-
fessor (Koler became one in 1867, evidencing his fast and successful career).
One of the main sources for “A Hard Night for Dr. Karell” was the above-
mentioned works by M. Lipp (see: [Lipp]) and A. Liiiis (see: [Liiiis]). It is
more than likely that Kross drew not only the explanation for Karell’s resignati-
on (noted above), but also the name of his faithful servant, the Estonian Nigolas
Tischler, specifically from these texts. Kross adds to a brief reference® that the
doctor met him while serving in the hospital of the Horse Guards regiment [Kross:
249], and makes Nigolas a kind of double of the emperor Nicholas: on the sa-
me night they resolve to kill themselves. Karell manages to save his servant,
pulled from the noose, and wrest a promise from him not to repeat the attempt.
After this he is called to the Winter Palace, where Nicholas demands poison
from him and threatens to hang himself if he does not receive the deadly drug.
The description of Karell’s relationship with the court physician Martin
Mandt can also be traced back to these source texts. Mandt at some point re-
commended his younger colleague for the post of court physician, later accused

*  See: [C6opruk: 236]. The medal was presented to Koler on September 30, 1855 [ C60pruk: 250].
»  Compare: “Juba noore arstina oppinud Karell iiht eesti soldatit Nigolas Tischler'it tundma ja
votnud ta enesele teenriks. Nigolas jaanud peaaegu kogu eluajaks Karellile ustavaks teeni-

jaks” [Litiis: $54].
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him of ingratitude, and other details**. However neither Lipp nor Liiiis support
the version of the poisoning of Nicholas”. To the extent that this event estab-
lishes the central plot of “A Hard Night for Dr. Karell” it is necessary to con-
sider the sources that underpin Kross’s interpretation of events.

Emperor Nicholas’s death following a short illness was a mystery for con-
temporaries, the subject of numerous rumors and speculations among his con-
temporaries and descendants, expounded upon in a series of memoirs, and
became the subject of special investigations by both historians and physicians.
Of course, Kross, knowing Russian history perfectly well, acquainted himself
with many compositions on this topic. They can be divided into two groups:
those that accept the official version of the emperor’s death from paralysis
of the lungs and those that support the version about suicide; the first hint of
this in print appeared in “The Bell” («Koaoxoa») in 1859, which traces back
to court physician Martin Mandt (1800-1858). It seems that the direct source
and, possibly, impetus for Kross could have been the article by Anatoly Smir-
nov entitled “The Mystery of the Emperor’s Death”, published in 1990 as an
afterword to the book by well-known historian Alexander Presnyakov (1870
1929) “Russian Autocrats” [[Ipecusxos]*.

A. F. Smirnov (1925-2009), having taken a fairly characteristic path from
employee at the Academy of Social Sciences under the Central Committee
of the Communist Party of the Soviet Union to lecturer at the Sretensky Theo-
logical Seminary, having long studied the history of the revolutionary move-
ment in Russia and then authoring a book about Karamzin (2006), supported
the version of the emperor’s suicide. In his article he widely used the memoirs
of the Polish revolutionary Jan (Ivan) Sawicki (1831-1910), who bore the
pseudonym Stella. The recollections were written in old age, published after
the author’s death?’, and are not to be found in Estonia’s libraries. Smirnov

% Among the details that are important to Kross are the overwrought nerves of Karell’s daughter

Maria (she really did die of mental illness) and the story of how Karell and Nicholas I met (the
emperor learns that he is Estonian and is pleased by this). This last fact was utterly transformed by
Kross, for whom the czar was an unbounded ruler who despised his subjects. Thus his Nicholas
reminds the doctor of his heritage (“pirisorjast toapoisi poeg” — [Kross: 273]), to force him to
unquestioningly obey orders. Generosity and respect for others are lacking in Kross’s sover-
eigns — not only in Nicholas I, but also in Alexander II.

What is more, M. Lipp does this on the basis of the recollections of the doctor himself, which were
written down and analyzed by one of the informants, A. Trumm [Lipp: S1-52]. Unfortunately,

27

the memoirs were not published, and Karell’s archive and library were not preserved.
*  The publication is a reprinting of the historian’s work that was initially published in the 1920s,
including his famous short monograph “Height of Autocracy: Nicholas I” (Leningrad, 1925).
A. Smirnov’s afterword occupies pages 435-462 of the book.

»  See: [Stella-Sawicki]. There are no references to this publication in Smirnov’s article.
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knew them through his study of the Polish uprising of 1863 and its leaders™®.
Alarge part of his article is a translation from these memoirs, although impre-
cise and with large semantic shifts and his own interpolations. In order to make
Sawicki a witness to the events that, in the best case, he could have known only
through hearsay, Smirnov’s outline of his biography is, to put it mildly, biased,
although he had at his disposal accurate biographical data compiled from ar-
chive materials (see: [ AbsixoB: 153-154]).

Sawicki is a complex and contradictory character. He graduated from the
General Staff Academy (1854) and served at the headquarters of the Separate
Guard Corps, but he was not an adjutant to the Grand Prince Alexander Niko-
laevich, nor his childhood friend (their difference in age was 13 years!), since
he did not study in the Corps of Pages, etc. [Cmupros 1990: 453]. The real (not
mythological!) Sawicki built a good career, rose to the rank of colonel, retired
in 1863 and participated in the Polish liberation movement. Thereafter he lived
outside the Russian Empire, maintaining a correspondence with Herzen. While
still in Petersburg he developed a fairly close relationship with N. Dobrolyubov
and N. Chernyshevsky, and was even for some time the lover of the latter’s
wife [AH: 434]. This is not the time to delve into the details of his life and his
recollections. For this article it is important only that he colorfully and in detail
describes the scene in which Nicholas forced Doctor Mandt to give him poison,
which the former court doctor himself supposedly described to Sawicki abroad.
The following quote is from the conversation between Nicholas and Mandt,
which, it seems to us, was used by Kross (although he made Karell the main
actor’'):

— You were always my faithful subject, and that’s why I want to talk to you confi-
dentially — the course of the war exposed the error of all my foreign policy, but
Idon’t have the strength or the desire to change and take a different path that
would contradict my convictions...

— Your Majesty, I answered him, the Almighty gave you good health, and you have
the strength and the time to correct matters.

— No, I am in no condition to correct matters for the better and I must leave the
stage, which is why I summoned you, to ask you to help me. Give me poison that
would allow me to depart this life without excessive suffering, relatively quickly but
not abruptly (to avoid arousing gossip).

See, for example, his monograph: [Cmupros 1959]. Sawicki was a member of the Sierakowski
circle.

Kross has both physicians prepare the poison, but Nicholas I prefers to take it from Karell, since he
was his subject.
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— Your Majesty, I am forbidden from fulfilling your command by my profession
and my conscience.

— If you do not do this, I will find it possible to perform my intention, you know
me, despite everything, at any price, but it is in your power to rid me of unnecessary
suffering. That is why I command and ask you in the name of your devotion to ful-
fill my last wish.

— If Your Majesty’s wish is unchangeable, I will fulfill it, but allow me all the same
to inform the Sovereign Heir, else they will inevitably accuse me, as your personal
doctor, of poisoning.

— So be it, but first give me the poison [ Cmupros 1990: 454-455].

In this passage Kross may have been interested in the arguments impeding the
doctor from committing such an act (profession and conscience) that, none-
theless, he discards the idea of the heir’s participation in events. All these mo-
tives are developed in detail in “A Hard Night for Dr. Karell” in accordance
with the play’s concept.

The protagonist is one of Kross’s typical reflective characters that is at-
tempting to solve an agonizing problem: having agreed to give the czar poison,
he acts as a freedom fighter and savior of his fatherland, like a slave or like
a humanist®. In the next frontier situation Karell doubts no longer and does
not give in to provocation — he firmly rejects czar Alexander II’s proposal to
violate physician’s ethics and criminal law (abortion in the Russian Empire was
a criminal offense, although the means of punishment have been exaggerated
slightly by the author). Doctor Karell finds freedom — freedom from com-
promise®.

The finale is very symbolic and echoes the finale of “The Third Range of
Hills”: Karell goes to the church® with his wife and Kéler to listen to Bach. The

32

Kross’s hero is pulled from this state by his wife (per tradition — the good angel of the doubtful
character), who amazingly steals into the Winter Palace at night, hears her husband’s confession
and witnesses the preparation of the poison. Of course, this is fiction, but highly effective on stage.
Compare to Lipp’s treatment of Karell’s conduct before Alexander II [Lipp: 47]: a courageous,
heroic deed, comparable to the conduct of Biblical heroes — Nathan before David and John the
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Baptist before Herod! Kross uses the same model of comparison here, but in a different situation.
His Karell compares himself on the fatal night of NicholasI's poisoning to the libertine Pha-
on [Kross: 279]. It’s no wonder that Kross’s Karell confuses the name of the ancient character,
since he means a different libertine — Epaphroditos, who held a sword to Nero on Phaon’s estate
and helped the emperor kill himself in order to avoid shameful and torturous punishment. The
hidden parallel between Nicholas and Nero, of course, is important to Kross.
3 To which church precisely is not said, but the Estonian reader can guess that it is to the Estonian
St. John the Baptist Church (it's no wonder the way from the palace lays along the bank of the
Neva). Under Soviet conditions, when this church in Leningrad was devastated and initially
turned into a warehouse, then into a residential building, this was one of the allusions with which
the “secret” national history was written, so well appreciated by Kross’s readers. Court physician
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doctor admits that Bach helps him overcome doubt in the existence of God,
and Bach’s toccata sounds. The consecration of Kéler’s fresco in “The Third
Range of Hills” occurs to the sound of a Bach prelude (Kross even includes

» o«

notes!) — “those high ceremonial sounds”, “a mighty thundering waterfall”.
If Bach’s music does not make Kross’s Koler into a believing Christian it does,
in any case, inspire a prayerful appeal to Christ, helps him withstand the cere-
mony, and overcome his fear about the exposure of his secret — that he de-
picted in the image of Christ a vicious and cruel person, a devil even. Thus
Kross returns the reader and the viewer to one of his favorite themes — the
theme of art and its overwhelming power. The highest art, according to Kross,
is capable of defeating its own duality, and subordinating a diabolical beginning
to the divine.

Practical commentary clarifies much in the nature of Jaan Kross’s historical
narratives. His works are neo-mythological, allusive, require the utmost con-
centration from readers, and set forth many riddles, the deciphering of which is
exceptionally interesting.
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THE TOLSTOYAN TRADITION AND
ESTONIAN THEME IN JAAN KROSS'S NOVEL
“PROFESSOR MARTENS'S DEPARTURE"

LEA PILD

Jaan Kross’s novel “Professor Martens’ Departure” (1984) is about ahero
whose prototype was famous attorney and diplomat, premier specialist in inter-
national law, and author of the seminal work “Collected Treaties and Conven-
tions concluded between Russia and Foreign Nations” Friedrich Fromhold (or
Fyodor Fyodorovich) Martens (1874-1909). Professor Martens was born on
August 15, 1845 in Pirnu and died in Petersburg on June 7, 1909 (regarding
the ancestry, biography, and diplomatic and scientific work of Martens,
see: [Buorpaduueckuit caoBapp: 6-12; I'pabapp: 306-313; Kypc MesxayHapoa-
Horo mpasa: 288, 290-297; Leesment: 354-355; Paxymaa, ApBenaaiia: 68-76;
ITycrorapos)).

The action of Kross’s novel takes place on the last day of the protagonist’s
life. The novel has almost no external chain of events: Martens is traveling from
Pirnu to Petersburg, but only makes it to the station at Valga; the novel ends
with his death. The main part of the book is dedicated to describing the events
of Martens’ internal life: the protagonist “practices” his future confession — an
open discussion with his wife that is to occur upon his arrival in Sestroretsk (his
dacha outside Petersburg). The compositional unity of the text is built on the
development of several micro-plots (repeating or parallel from the point of view
of the events described), a series of intersecting motifs, and a particular pattern of
character structures (the main character is juxtaposed with “foil” characters that
give shade and definition to one aspect or another of his inner world).

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20® Century: from the Interpretation to Translation”. First version was published
in Estonian: Keel ja Kirjandus. 2011. Nr 6. Lk 416-422.
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The repeating micro-plots are made up of Professor Martens’ life events, to
which he returns several times in his memories. These include the so-called
Vodovozov plot (Martens’ musings about the “libelous” article about him by
the journalist Vasily Vasilyevich Vodovozov in the second additional volume of
the Brockhaus and Efron Dictionary)'; the recollection of the signing of the
Portsmouth agreement between Russia and Japan in 1905 and Martens’ par-
ticular role in the drafting of that agreement; and the recollection of Martens’
acquaintance and subsequent increasing intimacy with his future wife, the
daughter of Senator Tur.

The parallel micro-plots overlap in part with the repeating ones; they are
connecting simultaneously with both the protagonist and his counterpart-
namesake, Georg-Friedrich Martens, a German diplomat, attorney, and profes-
sor at Hettingen University, who died in 1821°. For example, both Martenses
encounter arsonists under similar conditions, the younger Martens in 1863
in Petersburg, the senior Martens in 1774 in Hettingen. Each man survives the
threat of death: the senior Martens nearly drowns, thrown to the fates by local
artisans in Hamburg during a flood, while death comes to the younger Martens
in the form of his arrested nephew, the Social Democrat Johannes; both cases
emphasize the socio-cultural contradictions between the threatened protago-
nist and those at fault for his potential death. However, the parallel plots some-
times act as “sources” and parodies of the novel. For instance, Martens’ story in
the 14™ chapter about his “main” or “general” idea (an unquestionable refer-
ence to Chekhov’s “A Boring Story” (1889), whose main character, the interna-
tionally-known scientist and privy councilor Nikolai Stepanovich, suffers deep

See: [Kross: 42; from here on, citations of this edition of the novel’s translation are noted by page
number only] and compare to [Boaososos: 1450]. The article about the hero’s prototype,
F.F. Martens, was published in the third additional half-volume of Brockhaus and Efron’s Ency-
clopedic Dictionary (that is, in the second additional volume, precisely as stated in the novel). The
article’s author wrote: “In February, 1904, M <artens> wrote in ‘Novoe vremya’ an article about
the opening of military actions against Russia by Japan, in which he argued that Japan violated in-
ternational law by beginning a war without declaring military action. The self-contradiction into
which M — fell was noted in print, having, in his composition about the Eastern War, derided
Turkey for its archaic protest against the opening of military action by Russia in 1877 without
a preliminary announcement of war, and having asserted (as in his course on international law)
that formal notice, as a mandatory requirement, had faded into history as completely useless.
It was also noted, that M — could not have known of the note from the Japanese government
dated January 24, 1904 (not officially published in Russia), that was an unquestionable declaration
of war” [Ibid].

This publication must be considered one of the novel’s many documentary sources. However,
this article, with rare exception, will not concern itself with the sources of “Professor Martens’ De-
parture”, as such extensive and diverse topics, without a doubt, are worthy of a separate study.
Regarding the relationship of these two characters see: [Jogi, O.: 419].
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doubt regarding the meaning of his life and academic work and believes the
reason for this doubt to be a lack of a “general idea,” see: [Uexos]) is parodied
in chapter 22 (in Professor Martens’ dream about the naval battle, in which all
his “main” ideas are devastated and turned inside out).

The intersecting moments of the novel include, first and foremost, the themes
of liberation and fear of death. (Compare, for example: “And when you go out of
the gate onto Gartenstrasse — whether with Katya or alone... Total, well al-
most total liberation. Exactly as if you’re returning to childhood carefree-
ness” [11]; “T was seized by such a joyful feeling of liberation, and at that time
I experienced such a rush of energy, such that I haven’t felt in ages” [110];
“Complete candor — why? Tl tell you why: from fear of death” <italics mi-
ne> [43].) The semantics of these themes change depending on the internal
state of the protagonist; nonetheless, they always maintain a certain steady
semantic core.

Finally, in the role of the protagonist’s “foils” appear those characters with
whom he compares himself, including not only the senior Martens, but also the
protagonist’s brother August, a doctor on the isle of Madera, in honor of whom
the island’s residents erected a statue during his life; Alexander Mikhailovich
Gorchakov, state councilor and addressee of Pushkin’s epistles; Russian prime
minister Sergey Yulyevich Witte; Estonian composers Alexander Saebel-
man (Kunileid) and Artur Kapp; attorney and musical critic Platon Vaxel; Alf-
red Nobel, founder of the Nobel Prize; and, finally, Leo Tolstoy, about whom,
incidentally, the novel says very little directly.

In this way, Martens’ recollections of his past and life’s latest events unfold
as a series of micronovellas or microplots, and their repetition in the novel’s
stream of consciousness is caused (at the level of plot) by the protagonist’s
striving for the limits of openness. It is difficult for Martens to admit the ambigu-
ity of his thoughts and actions; thus, in practicing his future confession, he
doesn’t tell himself and his imaginary interlocutor (his wife Katya) everything
at once, but piece by piece, returning repeatedly to the facts already laid out
and gradually deepening his level of openness. The initial impetus to confession
was the previously-mentioned article by Vodovozov, in which the author,
in particular, caught Martens in inconsistency and in an outright lie. So,
in 1879 (after the end of the Russo-Turkish War) Martens published a book
entitled “The Eastern War”, in which he rather arrogantly responded to Tur-
key’s statement to Russia, who supposedly attacked Porta was without warning.
From the point of view of modern international law, wrote Martens, an official
declaration of war is not necessary; furthermore, the Turkish government, on
whose orders practically the entire Bulgarian population was destroyed, had no
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right to point fingers at the more civilized country of Russia. Meanwhile,
in 1904, when the Russo-Japanese War began, Martens published an article
in the newspaper “Novoe vremya”, which blamed Japan for starting a war with
Russia without warning. From Martens’ point of view, Vodovozov not only
erected yet another serious barrier to his becoming a potential Nobel laureate,
but also deliberately ruined his reputation in the eyes of posterity (the article in
the “Encyclopedic Dictionary” does not assume, according to Martens, a jour-
nalistic or polemic orientation). Martens is stung by Vodovozov’s accusations,
but also admits his guilt (showing his equivocal conduct), and is recently out-
raged by Tolstoy’s “denunciation” of the government: “...I myself know that
there are people of various moral levels in high places. Let’s say, from Stolypin,
well... even to Tolstoy... Although I cannot one hundred percent believe his
last. No! He allegedly published another brochure, ‘I cannot remain silent” or
something like that. And I ask, why can’t he keep silent, if everyone else can?
Mm? I can completely” [110]. In the end, Martens declares that he can’t and
doesn’t want to keep silent: “But I don’t want to anymore, Katya, you hear?
I don’t want to anymore. Let it be not before the whole world. But before you,
at the very least. Though I ought to have laid out all my cards before the
world” [161]. (Compare to Tolstoy’s 1908 article “I cannot remain silent”:
“But this is terrible. It should not be, and one cannot live like that. I, at least,
cannot live like that, I can’t and I don’t want to and I won’t” [ Toacroit]).

Martens’ confession is that of a man left an orphan in his earliest years who
has decided, come what may, to achieve brilliant professional achievements
through his own efforts and to earn himself a place among nobility. Martens’
internal monologues, which become more and more honest as a result of the
hero’s difficult struggle with himself, reveal the basic contradiction in his life,
which, as Martens sees it, lies in the fact that his efforts to serve the government
and czar in diplomacy and science have always run counter to his never out-
wardly expressed critical attitude toward the Russian emperors and those close
to them.

The key to interpreting Martens’ confession becomes the ethical position of
late Tolstoy®. In part, this circumstance explains the author’s choice of plots for
his hero’s confession. (It is widely known that in the 1900s Leo Tolstoy wrote
aseries of passivist articles; the most famous of these was “I cannot remain

The question of the reflection of the Tolstoyan tradition in the novel was raised in the review of its
Russian translation; see: [Hemsep: 56].Compare also: “Professor Martens” Departure’ <...>won-
derfully combines with the narrative tradition we have come to associate with Russian writers
of the 19" century” (“Arbetarbladet” 29.VII 1986), quoted by: [ Saludar: 1428]). Regarding the in-
terconnection of the Tolstoyan theme with the context of Estonian culture, see: [Haug 1990: 4].
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silent”, which Martens could have read in one of the many foreign languages he
knows)*. Martens torturously reflects on the most important episodes of his
diplomatic, scientific and publishing work, which are related to the theme
of war: his contradictory coverage of the events of the Russo-Turkish War
of 1877-1878 and the Russo-Japanese War in his research and publications on
international law; his participation as an expert at the signing of the peace treaty
between Russia and Japan in 1905. Although the hero’s historic prototype, the
world-renowned attorney Martens, did much to curb war and establish peace-
ful relations between countries (regarding this, see: [ITycrorapos: 145-196]),
this aspect of the real Martens” work is not so important to the author in the
protagonist he has constructed.

Another significant and repeated theme in the hero’s thoughts is the lie
in his family life, the Tolstoyan overtones of which need no special evidence.

The author refers to the plots and images from an entire series of publica-
tions, and not only from Tolstoy’s later works (“Memoirs of a Madman”,
1884-1903; “The Death of Ivan Ilych”, 1886; “The Kingdom of God is Within
You”, 1893; “Master and Man”, 1895; “Ressurection”, 1899), but also, for ex-
ample, to the symbolic imagery of “Anna Karenina” (1875-1877). The correla-
tion can be seen most clearly with “Memoirs of a Madman” and “The Death of
Ivan Ilych”. By all appearances, Kross did not choose these works merely by
accident. The protagonist in both stories is not only an official, but an attorney,
a specialist with a law degree. They both come to an understanding of moral
truth, like Martens, gradually and thanks to illness (Fyodor, the hero of “Me-
moirs”, begins his confession while residing in a madhouse). It is Fyodor of
“Memoirs” who bears the closest resemblance to Martens, and it is this text that
Kross’s novel most closely mirrors. The hero of “Memoirs” undergoes changes
while on a journey, and he begins to experience fear of death while in a hotel
room (fear of enclosed spaces plagues him as it does Professor Martens, who is
situated in a train compartment for the duration of almost his entire confes-
sion): “Terror, fear! It seems as though death were terrible, but when one recol-
lects, when one thinks of life, itis the agony of life that overwhelms” [Toa-
croit XII: 48]. As in Kross’s novel, the symbolism of color becomes just as im-
portant to the hero of “Memoirs”: horror materializes for Fyodor in the form
of a “red and white square” (a room), while Martens’ attention is drawn to the
light brown walls and dark violet upholstery of his train compartment, to the
shades of color and other details of the compartment’s interior. As in Kross’s
novel, Fyodor’s sole confidant is his wife (although, as already noted, Martens’

*  In 1908 Tolstoy’s article was published in Russian only in fragments.
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interlocutor is imaginary, while in Tolstoy’s story she is completely real). Both
characters, having decided the fates of other people from the heights of the law,
now subject themselves to moral judgement.

Recall that fear of death is one of the themes found throughout the novel.
The hero begins to experience fear, having felt the unrighetousness of his life:
“Complete candor — why? I'll tell you why: from fear of death” [112]; “But you
know why I want to change. I told you, because of fear. Let’s not repeat of what
the fearis...” [234].

While Tolstoy’s hero turns to the lives of the saints and the Gospel to over-
come his fear, and finds in them the answers to his doubts®, Professor Martens
associates the Gospel with falsehood and the vanity of modern Christians® (at
the same time, it must be noted that the hero’s position coincides with Tol-
stoy’s in its criticism of modern Christanity). Kross’s hero, more than likely,
denies or doubts in the existence of God (just like the hero of “Memoirs
of aMadman”); however, during the course of his confession the concept
of “sinfulness” becomes clear to him. The origins of this clarity date back to
childhood impressions of religious faith: “... my sudden self-criticism is nothing
more than the naive, Early Christian hope, arising from fear, that honesty pro-
tects one from death [171]. Thus, in this statement by Martens, modern Chris-
tianity is utterly unobtrusively (implicitly) contrasted with Early Christianity,
upon which Russian religious reformers at the beginning of the 20" century
based their ideological constructs.

Another difference between Martens’ fear of death and subsequent spiritual
transformation and that of Tolstoy’s corresponding characters (Fyodor and
Ivan Ilych) is the lack of direct compassion or pity for his loved ones (his wife,
children, serfs, etc). Martens needs the wife to whom he confesses in his mind
and whom, from time to time, he sees before him, for moral support. Martens
feels guilty before her and experiences tenderness and gratitude toward her, but
does not feel compassion. The depth of his repentence does not extend to the
discovery of the existence of the gravitational pull of a loved one. In fact, until

From “Memoirs of a Madman”: “From that moment I began to read the Holy Writ. To me the
Bible was incomprehensible and alluring, the Gospels softened me. But most of all I read the lives
of the saints” [ Toacroit XII: 52].

Compare: “And now the problem of those who humiliate, or self-abase. By the way, the Christian
religion exists in a large part for such types. In it they have their organizations, sects, movements:
all those saints, wretches, holy brothers, dogs of the Lord and so on, right down to the eunuchs.
And they all strive nota bene — meaning toward the opposite of the goal which Matthew states di-
rectly in the Gospel: he who humbles himself will be exaulted” <Kross’s italics> [401].
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the end of the novel he remains an individualist, a man pursuing first and fore-
most his own interests’.

Another of the novel’s themes, which also correlates to the publications and
fictional prose of later Tolstoy, is that of liberation (it’s possible that Kross was
familiar with Bunin’s book about Tolstoy, the title of which includes this the-
me)®, which arises at the very beginning of the first chapter. The theme has
several meanings, each depending on the content the hero puts into it. At first
liberation is just a holiday in Livonia, his homeland, far away from work, myriad
responsibilities, the conventionality of life in society: “And when you go out of
the gate onto Gartenstrasse — whether with Katya or alone... Total, well al-
most total liberation. Exactly as if you're returning to childhood carefree-
ness” [234]. Once Martens considered liberation the completion of academic
work (the disappearance of doubt in his own creative and intellectual abilities); his
infidelity to his wife with Yvette became “liberation” from societal conventions.

The semantic content of this image gradually deepens. Martens begins to be-
lieve that liberation is initiation to “his own” national culture (Estonian). He
recalls prominent representatives of the nation, who were able to lay the foun-
dation of a national tradition in several areas of culture and science: Hella
Wauolijoki, the first female of Estonian descent to receive a Masters degree and
who studied Estonian folklore at the University of Helsinki; Alexander Saebel-
mann (pseudonym: Kunileid) and Artur Kapp, founders of professional Esto-
nian music; and Ludvig Puusepp, founder (along with V. M. Bekhterev) of the
world’s first psycho-neurological hospital at the Psycho-neurological Institute.
Each of these acquaitances of Martens is not ashamed of his Estonian and de-
mocratic heritage; to the contrary, they emphasis it (this undoubtedly is ex-
plained by the time — in the 1900s the national liberation movement was be-
ginning in Estonia). Martens himself, having built his career predominantly
during a period of Russification of the Baltic provinces, never highlighted his

Regarding this side of Martens’ character, see: [J6gi, M.: 90]. Note also Kross’s own characterizati-
on of the novel’s hero, who deserves, in his words, “respect,” but not “reverence” [Kross 1984: 7].
In Bunin’s 1937 essay “The Liberation of Tolstoy”, Tolstoy’s death, in particular, is treated as “li-
beration” from the sins of life, or moral enlightenment. This interpretation is based on the ideas
of Tolstoy himself, as laid out in several fictional works. Compare, for example, the description
of the hero’s death in Tolstoy’s story “Master and Man”: “He understands that this is death, and
is not the least bit distressed by this... ‘I'm coming, I'm coming!” joyfully, emotionally says his en-
tire being. And he feels that he is free and nothing more holds him back” [Toacroit XII: 339].
Kross may also have been familiar with Tolstoy’s “My Life” (1892), in which this notion is given
abroader interpretation: “Not only are space and time and reason forms of thought, and the es-
sence of life is outside these forms, but all our life is ever-growing submission to these forms and
then liberation from them” [ Toacroit X: 500].
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Estonian-ness in aristocratic circles; moreover, he presented himself as a Baltic
German. During the course of his confession, he admits to this lie to his wife.
Liberation, by means of the deepening of Martens’ confession, becomes libera-
tion from lies in every aspect of his life. Characteristically, all of the above-
mentioned Estonian cultural and scientific figures are depicted in the novel as
serving the cause of their nation, and not the cause of the empire. Their goal
becomes not a personal career (what Martens has), but the construction of
a national culture. They are oriented on the nation as a whole, counting them-
selves and their work simply a part of that whole. The correlation of all of these
secondary characters with beloved Tolstoyan protagonists (especially in “War
and Peace” and “Anna Karenina”) who feel themselves a part of a whole (whe-
ther of family, a nation, or peasant society) is completely obvious. Not by acci-
dent did Kross include a character in his novel by the name of Platon, behind
which (as in the majority of cases) is hidden a real historical figure: the Doctor
of Law and head clerk of the office of the Ministry of Foreign Affairs, musical
critic Platon Alexandrovich Vaxel. He is Martens’ only close friend, and this
special status alone distinguishes this character among all others in the novel. It
is to him that Martens, at the edge of despair, writes a confessional letter from
Portsmouth in 1905 and admits that he is ready to seek a position as professor
in the universities of Wester Europe (a letter similar in content was written by
the real Martens, though not to Vaxel, but to the Minister of Foreign Affairs
Lamsdorf — regarding this, see: [ITycrorapos: 232-233]). Vaxel’s conduct is
not oriented so much toward career successes, as toward establishing and
strengthening friendships (it is he who acquaints Martens with the Estonian
composer Artur Kapp, and he is the link between Martens and Martens’
brother, August, who lives on Madera). This character values human connec-
tions much more than advancement on the career ladder. Martens turns to
Platon Vaxel during one of the most difficult moments of his life for just this
reason. Nonetheless, Vaxel seems similar to Tolstoy’s Platon Karataev only in
part: Platon Vaxel is noble by birth, he is no stranger to career success (he is
head clerk of the office), and his propensity toward building friendships and
enjoying music in salons, Martens himself explains, is due to the needlessness
of forging a path upwards from his earliest years. It is worth noting that Vaxel is
one of Martens’ many foils in the novel, as he believes that if his life had turned
out differently he would have become a musician. (The theme of music in the
novel directly relates to “liberation” as moral enlightenment’.)

°  Compare, for example, the hero’s denial of Nobel’s “anti-musical” stance: “Well, from a simply

humanistic point of view, and overall, perhaps the inventor of nitroglycerin and dynamite didn’t
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Finally, as already noted, several coloristic images become overarching into
the motifs in the novel. First and foremost is the combination of dark violet and
light brown (the colors of the upholstery and walls of Martens’ train compart-
ment)'’. Here one can glimpse a reference not only to “Memoirs of a Mad-
man” (the depiction of Tolstoy’s hero’s worries as he sits in a hotel room is
supplemented by its visual impressions: he notices the red and white colors),
but also to “Anna Karenina” (those same red and white colors are noted by the
narrator in describing Anna’s trip to Petersburg on the railroad; Anna’s red bag
appears, in particular, in the scene of her suicide). However, it is not merely the
repetition of the motif of color on the background of the heroes’ psychological
stress that points to the similarity of Tolstoy’s texts to Kross’s novel. The color
violet, that in particular symbolizes repentance and mourning, also appears
in “Anna Karenina”: Kitty, desiring that Anna go to the ball in violet, turns out
to be deceived not only by Vronsky, but deceived even earlier in her desire
to see Anna in violet; Anna appears at the ball in a black dress, foreshadowing
thus the totally unambiguous symbolism of this color in not only the outcome
of the ball for Kitty, but also her own death. As has been shown, the events
taking place with Kross’s protagonist agree completely with both symbolic
meanings of the color violet: repentance and death are the very two most impor-
tant events that characterize the last day of the life of professor Martens.

If the novel’s protagonist primarily sees Leo Tolstoy as a rival'' and is un-
aware that, on the last day of his life, he is thinking almost exclusively in Tol-
stoyan terms, then the novel’s author, evidently, absolutely deliberately pro-
jects everything that happens to his hero on the Tolstoyan tradition. Like Tol-
stoy’s heroes Ivan Ilych and Anna Karenina, Martens redeems his sins and
dying suffering with death, following after a torturous acknowledgement
to himself of unjust deeds (the novel depicts the Tolstoyan notion that govern-
ment service in the Russian empire precludes the possibility of a humane
treatment of others), which either hastened the march of death or even caused
it directly. Martens’ death occurs in the last — 33" — chapter of the novel,
a symbolic number that alludes to the death of Christ'’. According to the au-

believe in God (or, maybe, he began to believe when he fought with death at San Remo, how
should I know?), but he should have believed in sin” [414].

In his review of the novel, Toomas Haug noted the particular tangibility and materiality of the
fictious world of the novel (see: [Haug 1985: 493]).

Compare: “...I was almost awarded the Nobel Prize... (It’s strange to think of this, but in ninety-
two this honor was closer to my grasp than, say, even to Tolstoy)” [340].

The belief that Jesus Christ died at the age of 33 has remained the most widespread version of all
the views of Christ’s death in the cultural consciousness of the masses.
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thor’s conception, the death of Martens symbolizes the end of an entire histori-
cal era. If Martens, being a native of the lower classes, ambitiously paved him-
self a road to success and achieved international acclaim, but in doing so forgot
his roots, then the next generation of his compatriots, as shown in the novel,
already think not only of themselves, but first and foremost of the fate of the
entire Estonian nation. Thus the novel contains yet one more justification
of the historical Martens: the 1900s, understandably, was a much more favor-
able period for nation-building than the last third of the 19" century, when
Martens made his name. As already mentioned, the national (Estonian) theme
of the novel is closely intertwined with several key images from Tolstoy’s prose.

Tolstoy and the Tolstoyan tradition (much like Martens’ young compatri-
ots) are contrasted in the novel with imperial life and the empire itself, which
is represented, essentially, by secondary characters — not only by czar Nicho-
las II, but also by members of the Russian government and diplomats, includ-
ing, among others, Sergey Yulyevich Witte, chairman of the Committee of
Ministers; Pyotr Arkadyevich Stolypin, minister of internal affairs; Alexander
Petrovich Izvolsky and Vladimir Nikolaevich Lamsdorf, both ministers of for-
eign affairs; and Baron Roman Romanovich Rozen, a diplomat. All of the-
se (with the exception of Witte) are depicted schematically, without a hint
of any kind of psychological depth. This is a deliberate technique employed by
the author; Kross denies the above-mentioned characters the complexity men-
tal life and moral dilemmas, depicting them in the manner of late Tolstoy ex-
clusively as ambitious careerists. Such a high regard by the author for Tolstoy
and the Tolstoyan tradition can be explained not only by the similarity of the
creative settings of Kross’s prose to Tolstoy’s, but, evidently, also by the height-
ened attention given to the figure of Tolstoy after his death (“departure”) in
Estonian publications'. Clearly, the “departure”’* (death) of Martens, after
admitting to himself the ambiguity and dualty of his work as an academic, a dip-
lomat, a teacher, and a published writer, is the only means of attaining freedom,
freedom from lies. That is why the death of the novel’s protagonist can be in-
terpreted as an act, similar to that implemented by the Russian author in 1910
near to his death (“departure” as “liberation”).

13

Regarding this, see: [Palamets].
' Compare the title of the Russian translation, “Professor Martens’ Departure”, which is consciously

focused, by all appearances, on the death of Tolstoy by the novel’s translator, Olga Samma.
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THE PORTRAYALS OF S. WITTE
AND F. F. MARTENS IN JAAN KROSS'S
“PROFESSOR MARTENS'S DEPARTURE"

TIMUR GUZAIROV

This article will study the function of the character of S. Y. Witte in the charac-
ter structure of Jaan Kross’s “Professor Martens’ Departure” (1984). The figure
of Witte (derived from a historical prototype — the famous Russian govern-
ment official Sergei Yulyevich Witte) is an important element of the novel’s
plot and thematic domains, and in particular, is called to accent and shade the
peculiarities of the character and worldview of the novel’s protagonist, F. F. Mar-
tens. This article will attempt to demonstrate which methods and type of trans-
formation of historical facts related to the biography and activities of Witte and
the outstanding attorney Fyodor Fyodorovich Martens are used, as well as to
identify the points at which the images of these two characters intersect.

The action of the novel unfolds on June 7, 1909, the day of the death of the
main character, Russian attorney and specialist in international law F. F. Mar-
tens. On his way from Péarnu to Petersburg, the protagonist recalls the events of
his personal and professional life, evaluates his own actions and compares him-
self with prominent government and social figures. Martens dies at the last
Livonian railway station, Valga.

One of the compositional peculiarities of the novel is its repeated and/or
varying fragments, which carry important meaning (regarding this, see: [Pild]).
One of these, for example, is Martens’ recollections of the Portsmouth confer-
ence at the beginning, middle, and end of the novel (chapters 2, 12, and 26).
The novel’s description of this forum is built around the depiction of Witte’s
and Martens’ relationship, and their roles in settling the Russo-Japanese peace
agreement in 190S.

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20" Century: from the Interpretation to Translation”.
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Since the author’s archive is currently inaccessible, it is impossible to de-
termine precisely every historical source used in creating the characters and the
story about the Portsmouth conference. Thus, the present analysis of proto-
types and characters in the novel will refer to texts that hypothetically could
have been in Kross’s range of reading. This includes, for the most part, Russian-
language brochures and research, as well as encyclopedic articles published
before novel’s release in 1984.

*

S.Y. Witte (1849-1915) was born in Thilisi, on the southern edge of the Rus-
sian Empire. His father, the German Christoph Heinrich Georg Julius Witte,
received his education at Dorpat University and in Prussia. Witte’s mother, nee
E. A. Fadeeva, came from the noble Russian line of Dolgoruky princes. Despite
such kinship, Witte, upon completing the Department of Physics and Mathe-
matics at the University of Novorossiysk, began his career on the Odessa rail-
road as a cashier in the ticket office. Thanks to his industriousness and deep
study of everything regarding the running of the rail lines, he quickly proved
himself an invaluable worker. In 1889 Witte was named director of the De-
partment of Railroad Affairs and promoted to the rank of Actual State Coun-
cilor; by August 30, 1892, he became minister of finance. During his tenu-
re (until 1903 ), the average annual growth of the Russian budget was 10.5%.

In 1906 M. I. Grant, who was critical of Witte’s policies, admitted his outstan-
ding abilities:

Undoubtedly gifted by nature with brains, sound knowledge, practical shrewdness,
and amazing industriousness, this man quickly stood out against a backdrop of gen-
eral incompetence and bureaucratic sloth <...> The appearance of a new man in
the post of minister, someone who had independently achieved his ministerial port-
folio, was exceptional in the Russia of that day <...> Witte was in the fullest sense
a “homo novus” [['panr: 7].

In 1918 the author of the brochure entitled “The Secret of Count Witte” un-
derscored that Witte was a genuine and effective specialist:

No one could compare to Count S.Y. Witte, there was not a single government fig-
ure who could keep pace with him, with his rapid thoughts, with his startling ability
to quickly and accurately master the main point of a phenomenon, the essence
of the subject [Aeo: 8].

Witte led the modernization of Russia according to the European model, which
shaped the specifics of his views on the Eastern Question. According to his
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economic program, the construction of the Trans-Siberian railroad was to
promote the development of Russian lands in East Asia. Witte assigned Russia
the role of middleman, through whom goods would be carried between East
Asia and Western Europe. He emphatically protested the endeavor to join
Northern Manchuria to Russia, as well as activities that could have led to con-
flict with Japan’s interests in Korea. As an opponent of territorial conquest,
Witte confronted the Minister of War, General of Infantry A. N. Kuropatkin,
and the Secretary of State, Colonel A. M. Bezobrazov. The finance minister’s
firm position drew the displeasure of Nicholas II, and on August 16, 1903,
Witte was dismissed from his post and reassigned as chairman of the Commit-
tee of Ministers. However, this formal promotion was a defeat for Witte in the
Eastern Question. On June 30, A. M. Bezobrazov was named governor of the
Far East and given a credit line of 2 million rubles; now he answered exclusively
to the czar, and not to the prime minister (see: [Tapae; Kopeaun, Crenanos;
Ananbuy, laneann; Ofte]). In 1922, B. A. Romanov stated that, “no one put so
much effort into the fight to prevent it <the Russo-Japanese War> than he,
Witte” [Pomanos: 140].

In comparing the biographies of S. Y. Witte and F. F. Martens, many paral-
lels are evident: both were born on the edges of the Russian Empire, distin-
guished themselves with remarkable industriousness and high professionalism,
had passionate personalities, and built themselves careers contrary to the exist-
ing order and bureaucratic system. Let us turn now to those facts from the bi-
ography of the prototype for the novel’s main character that are the most im-
portant for the novel’s character structure.

F.F. Martens (1845-1909) was born in Pirnu on the northwestern edge
of the Russian Empire. In January 1855 he was sent to the orphanage estab-
lished near the Lutheran Church of St. Peter in Petersburg. Martens finished
the Main German School of St. Peter and then the Law Department of Peters-
burg University, where he later became a professor of international law.
A member of the Council of the Ministry of Foreign Affairs of Russia, vice-
president of the European Institute of International Law, and member of the
Permanent Council of Arbitration in The Hague, Martens was author of the
fundamental works “Modern International Law of the Civilized Peoples and
Collected Treatises and Conventions between Russia and Foreign Po-
wers” (see: [['pabapy; Britannica 1911: 786; ITycrorapos]).

Martens’ origins remain debatable. As noted by the modern scholar
V. V. Pustogarov, there are two theories about this. German scholars believe
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that Martens is descended from a poor Baltic German family'. According to
Estonian scholars, Martens was an Estonian (see, for example: [ Aecment: 354~
355]). As Pustogarov established, Martens himself did not write about his ori-
gins in his diary, nor provided information about his parents in the document
sent to the compliers of the “Biographical Dictionary”, published in 1898 (com-
pare: [BC: 6]).

Martens’ lack of knowledge about or his attempts to not reveal his true ori-
gins is reflected in the content of biographical articles about him: information
about his background is absent from nearly all encyclopedias (compa-
re: [['pabapy; Britannica 1911: 786; Britannica 1929: 982; Enciclopedia 1934:
435; BCD 1954: 394]). The one exception in this series of resources is the
Estonian encyclopedia published during the time of the first Estonian Republic
and during Soviet times; the authors of this article indicate that Martens was
Estonian (see: [Entsiiklopeedia 1935: 1007; ENE 1973: 85]). For Kross, Mar-
tens’ belonging to the Estonian nation is one of the key elements that under-
pins the ideological structure of his novel.

The question of Martens’ origins led to the creation of important plot and
thematic fields in the novel. Depending on the situation, Martens either agrees
that he is a Baltic German (at the audience with Chancellor A. M. Gorchakov),
or underscores his Estonian roots (in his conversation with the American jour-
nalists). The author reveals the psychological difficulties and contradictory
internal positions of the protagonist, accenting in his thoughts and actions his
constant balancing between identifying with “his own” and “the other”.

One of the novel’s compositional features is the motif of the self-made
man (a person who has independently broken into society), which unites the
beginning and the end of the work. In the first chapter, Huik, the station mas-
ter, hurries to the ticket box to obtain a ticket for a Privy Councilor and, as
Martens notices, “his readiness to serve was mixed with genuine respect, re-
spect for the self-made man, which I am in his eyes (and in my own eyes, sta-
tion master or no)...” [Kpocc: 322]. In the last chapter, it seems to the dying
Martens that “Mister Huik, the son of my father’s friend, is a self-made man,
like me, is waving a red disk, for some reason running toward me...” [Ibid:
588]. The designation of self-made man unites the main and secondary charac-
ters who, while occupying different rungs of the social ladder, have the same

Unfortunately, one of the shortcomings of Pustagarov’s book is the lack of reference to specific
biographical articles or books by German authors. In the fundamental reference book “Allgemeine
Deutsche Biographie” is found the name Martens, Friedrich, with a date of birth given as 184S and
occupation given as Jurist; Volkerrechtslehrer; Publizist [ADB]. This reference was published
from 1875 through 1912 and totals 56 volumes.
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ethnic roots. Tellingly, Kross does not give this highly valuable characteristic to
Witte, thereby excluding from his character an important feature of Witte’s
historical prototype: the independent path of the industrious and outstanding
man to achieve deserved recognition and a government position.

The theme of the Russian governmental elite’s hostility toward the profes-
sional who independently built a remarkable career links a number of Martens’
arguments in the novel:

Mister Minister <P. A. Stolypin> did not deign to take me with him... <...> if,
in Russia, you are not the bastard son of a grand prince, a count, a millionaire,
a crook who is considered a miracle-worker, but simply the best specialist in the
world, then here you are no one all the same [Kpocc: 337].

I graduated among the highest ranks of international scholars. But the clan of he-
reditary diplomats from noble families nonetheless resented me: really, who did
I think I was?! Whence, how, and with whose permission did I appear?! In Russia,
after all, one can rise only with someone’s permission ... [Ibid: 388].

These thoughts present an interesting parallel to the diary entries of the real
F. F. Martens, which are preserved in the Archive of Foreign Affairs of Russia®.
Having studied these archival materials, V. V. Pustogarov noted that Martens
“was outraged by service careers that owed their success to gentility and secular
connections”. He spoke out sharply against the sons of minister N. K. Giers,
who successfully climbed the career ladder; for example, Giers’s youngest son,
Mikhail, he characterizes as “akind man, still a youth in school, completely
uneducated” (quoted from: [ITycrorapos: 198]).

Kross consistently omits historical facts from Witte’s biography that other-
wise would have drawn him closer to Martens. The author does not mention,
for example, the negative characterization of Witte’s prototype that prevailed
among his contemporaries (that Witte was an upstart): “he is no kind of gov-
ernment man”, “a tiny little soul, capriciously sliding into a large shell” [Bass:
13; 55]. It is interesting to note that the real F. F. Martens wrote contemptu-
ously in his diary about S. Y. Witte’s appointment to the post of chairman of the
Committee of Ministers: “the former station attendant!” (quoted from: [ITyc-
torapos: 198]). The relationship between the real Martens and Witte changed
after they became personally acquainted in 1905; the diaries of this period ex-
press a positive evaluation of Witte®.

2 Itis known that Kross was not acquainted with these diaries.

3 Compare to Martens’ diary entry written after the news of Witte’s dismissal in 1906: “Witte and

Goremykin. One is a most capable man, the other is all-around mediocrity... Witte will have
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Kross characterizes the governmental and political activity of Witte very
sparingly. Thus, for example, Martens, in describing the reception held by the
Mayor of Portsmouth, notes that “He greeted Witte as the most honored re-
former of the Russian economy (well, one can agree with that to some extent,
no?)” [Kpocc: 424]. The positive assessment of Witte’s economic policies is
contrasted with the protagonist’s critical opinion of P. A. Stolypin’s reforms*:

I think nothing good awaits the government from this prime minister, this cadet of
the bayonets, as he was supposedly called even by Witte, no matter how loud-
mouthed his agrarian reform may seem <...> I remember how Stolypin followed us
with his usual dissatisfied expression from under his yellow, bald forehead and black
eyebrows with that stillness <...> in Stolypin’s presence such amicability could
even be dangerous... [Ibid: 337; 340].

Kross paints a repellant, inhuman portrait of Stolypin, who, in his opinion,
became famous solely due to political repressions. The author expresses his
position from the point of view of his protagonist. In the novel’s eighth chapter,
in which Martens meets Johannes, who has been convicted of revolutionary
activity, Martens muses:

And now <...> I, shivering, think <...> In a dark, narrow “stolypin”. Yes, yes: the con-
vict rail cars with bars on the windows and locked compartments, which now occur
in half of the trains, the people call by the name of the prime minster [Ibid: 372].

In Kross’s novel, the “stolypin” car symbolizes the repression of personal and
national freedom®. Through the prism of Martens’ negative attitude toward
Stolypin, the author expresses his opposition to the policies aimed at strength-
ening the empire (Russian statehood) and at the suppression of revolutionary
movements (in the Estonian context, national freedom movements). The au-

monuments raised in his honor; Goremykin will be forgotten on the day of his death” (quoted
from: [IIycrorapos: 221]).

*  P.A. Stolypin was, in fact, S. Y. Witte’s political heir. From 1903 to 1906 Witte headed the Com-
mittee of Ministers of the Russian Empire, then, from October 24, 1905 through April 22, 1906
was prime minister of the Russian Empire. Stolypin became chairman of the Committee of Minis-
ters on July 8, 1906, replacing I. L. Goremykin in the post.

$  In his memoirs, Kross, telling the story of his own arrest and dispatch to a GULAG (1946-1947),
cites a passage from his novella “The Ashtray”, published in the 11th issue of “Looming” magazine
of 1988: “The compartment into which they stuffed me was a regular ‘stolypin’; yellowish wood of
the third sort, turned grey from use, bars on the doors and windows. Many of my generation knew
that car window with the bars; I want to say that not only from personal experience, but, of course,
from the albums of postcards from my parents or from czarist times “History of Russian art” <...>
And, of course, political protest against the spirit of the time, against the wagons that embodied
that time, which prime minister Stolypin began to use in Russia after 1905” [Kross: I, 249].
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thor thus indirectly contrasts Stolypin’s harsh domestic policies with Witte’s
liberal concessions®.

*

Let us turn now to Kross’s description of the events of the Portsmouth confer-
ence. The scene of the reception of the Russian delegation by the mayor of
Portsmouth comprises Martens’ second recollection of the Russo-Japanese 1905
peace negotiations (chapter 12). Kross clearly uses the memoirs of S. Y. Witte,
who wrote:

The public stood everywhere on the streets, and in the main part of the city stood
troops in columns. The public paid attention to the Japanese authorities, who trav-
eled in the first carriage, but then, upon seeing us, renewed with great strength the
signs of their sympathy <...> We were brought into the town hall. Here we were
met by the governor with all the members of the city administration. The governor
gave a speech, and then the group photo was taken. The ceremony thus fini-
shed... [BurTe 1960: 426].

Witte depicts the diplomatic meeting of representatives from three powers and
sees himself as an exclusively honorary head of the Russian delegation with
great international authority. He emphasizes:

At that time all the European powers for some reason had a high opinion of me, and
with one voice all the governments expressed the opinion that if any-one could se-
cure the peace agreement, then it could only be Witte [Ibid: 410].

In the novel’s depiction of the city reception, the Japanese side’s participation
in negotiations is not described. The author emphasizes that, from the point of
view of the Secretary of State and of Martens himself, Witte held the authority

The protagonist Martens recalls: “At the beginning of October, 1905 <...> the liberals were more
vocal than any time before. The black-hundredists also. And the rabble began to break into arms
stores. But that had nothing to do with me. Witte knew this. When the emperor made him a count
and put him at the head of the Committee of Ministers. Thus he was compelled to begin the pro-
ject of creating an imperial manifest” [Kpocc: 327]. Martens is speaking of the Manifest of Octo-
ber 17, which announced the establishment of the State Duma, and also proclaimed civil rights
and freedoms. The emperor was obliged to give concessions as a result of political strikes all across
Russia. In this same chapter, Kross describes the strike of the Estonian railway workers and Mar-
tens’ first meeting with his nephew. The protagonist, an attorney in service to the imperial powers,
does not approve of the on-going events. But as Johannes’ relative and as an Estonian, Martens
feels sympathy for him. At their second accidental meeting, he passes a file to the arrested man to
help him escape from the “stolypin” car. Throughout the course of the novel the hero struggles
between national feeling and imperial loyalty.
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of an economic reformer’. Kross declines to depict a positive impression of the
Russian politician who defended imperial interests. Not by accident did the
author exclude facts from Witte’s biography that characterize him as an oppo-
nent of the Russo-Japanese War and a supporter of the peaceful economic de-
velopment of East Asia.

The first recollection of the Russo-Japanese negotiations, in chapter two,
characterizes the true conditions advanced by the Russian delegation at the
Portsmouth conference, precisely conveying the sense of achievement felt by
the Russian side. Martens recalls:

That is, Witte knew all along what he wanted. No contributions to Japan. Not a sin-
gle war ship taken refuge in a neutral port. No territorial concessions. At the very

most, half of the island of Sakhalin. All of this he had perfectly fixed in his bullish
head. But how to achieve it <...> Witte had not the slightest idea. And I had to
write it all and drive it into his head [Kpocc: 326-327].

The protagonist’s point of view is similar to the diary notes of the real Martens,
and includes a characterization of the responses of his contemporaries who
were dissatisfied with the “shameful” peace.

Evaluating Witte’s role in the Portsmouth conference, the novel’s protagonist
pejoratively speaks out about his diplomatic abilities, so necessary in conduct-
ing successful negotiations. The fictional Martens” evaluation resonates with
the arguments of the real-life Witte’s opponents. In 1906 the author of an arti-
cle in “Russkoe slovo” wrote:

Legends ascribe him an unusual dexterity in his defense of Russian interests. In rea-
lity, Witte and other Russian representatives were the most vulnerable [K mpea-
crosmemy: 3].

Although the real Martens noted certain errors by Witte in his diary, he was not
unequivocally categorical with respect to the head of the Russian delegation:

7 An unknown author wrote in a 1905 book about Witte that: “America gave him a triumph that,
seemingly, had never been awarded to a single foreigner. President Roosevelt told Witte that if he
were to live in America for three years, then in three and a half years he would be elected presi-
dent” [TCIOB: 17]. Kross recreates the historically accurate benevolent atmosphere that sur-
rounded Witte. The difference between Witte’s memoirs, the brochures written by his contempo-
raries, and Kross’s text is in the emphasis. Kross highlights many of Witte’s accomplishments in his
version of the character, but not the political and diplomatic contributions thanks to which Witte
earned his popularity in the USA.
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Witte — is a very smart man, but he does not know diplomatic practice. One can be
a great minister of finance and all the same know nothing about conducting diplo-
matic matters (quoted from: [ITycrorapos: 235]).

After his return from Portsmouth in autumn 1905, Martens noted in his diary:

Only S.Y. <Witte> has a genuine governmental mind, and he is a man of great
character and tremendous force of will. None of our ministers can compare to
him (quoted from: [Ibid: 221]).

In the novel, Kross portrays the negative information he had gathered from
historical sources, while excluding those statements by Witte’s contemporaries
that gave a positive impression of him as the head of the Russian delegation®.
Recalling the return of the Russian delegation to Petersburg, the novel’s pro-
tagonist feels personally offended by Witte’s refusal to share a deserved success:

<...> official Petersburg met us with delight. As if we formalized the Portsmouth
agreement not as a defeat for Russia, but as her victory. And of course, Witte <...>,
taking it for granted, took all the recognition for himself. With his banker’s con-
science and engine driver’s intellect... [Kpocc: 327].

The source for the construction of this perspective in the novel could have
been certain statements by Witte’s contemporaries. In a brochure of 1906 an
author fumed:

He <Witte> always moved at the expense of the creations of “others”, and at the
same time made it look as if everything he did, said, and wrote were of his own pro-
duction’. <... > the two-faced Janus purposefully hushed up everything that others
did, in order to have the chance to accredit himself with all the successes of the
Portsmouth negotiations [ Small: 88-89].

In his diary the historical Martens also resents the lack of genuine gratitude to
him. However, in contrast to the novel, in reality Martens’ main reproach was
aimed at the czar, who, at the reception after their return to Petersburg, limited
himself to words of gratitude. Martens wrote in his diary, “It’s terrible to live
under such a regime!” (quoted from: [ITycrorapos: 207]).

Compare the opinion of the great Russian attorney A. F. Koni about S.Y. Witte: “A powerful and
influential government figure and a skillful diplomat, who has been of greatest service to his home-
land in a time of shame and humiliation” [Komnu: S].

In 1922 book, 1. Vasilevsky, famous journalist, emphasized in Witte’s conduct “an unpleasant
smugness and narcissism” after his arrival from Portsmouth [Bacuaesckmit: 62]. At that time Va-
silevsky planned to go back from Berlin to Moscow. I suppose that his notion on Witte’s conduct
polemically refers to S. Y. Witte’s memoirs, published in Berlin in 1921 by I. V. Hessen, the former
member of The State Duma, emigrant, and politician. In Soviet Russia Witte’s memoirs were pub-
lished in 1923.



The Portrayals of S. Witte and F. F. Martens 91

The displacement of emphasis from Nicholas II onto Witte was, above all,
due to the author’s plot and thematic goal of constructing an opposition be-
tween the two characters in his novel. The historically based but one-sided
depiction of Witte is intended to emphasize Martens” professional merits. By
downplaying Witte’s historical role at the Portsmouth conference, the author
reveals Martens’ “true” (leading) role.

The first widely distributed source highlighting Martens’ significant contri-
butions to the signing of the Russo-Japanese peace agreement is the “Encyclo-
paedia Britannica” (1911):

He played an important part in the negotiations between his own country and Ja-
pan, which led to the peace of Portsmouth (Aug. 1905) and prepared the way for
the Russo-Japanese convention [Britannica: 786].

This perspective on Martens’ role contradicts the assessment given by Witte
in his memoirs. At the Portsmouth conference Witte used Martens, above all,
in revising the text of the peace agreement. Martens himself, according to mod-
ern researcher Pustogarov, “had no influence on the achievement of agreement
on important questions. That is why <...> he never publically mentioned his
participation in preparing the peace agreement” [IIycrorapos: 238].

In Martens’ third recollection of the Russo-Japanese negotiations, in chap-
ter 26, the author first describes Martens’ excommunication from participation
in the conference. Kross reconstructs the inner world of the protagonist, who
feels betrayed by “his” colleagues:

Mister Martens, a short interview! Haven't the negotiations already begun? They're
already in progress? And why are you not participating? <...> why has your Mister
Witte allowed this? <...> However you, as a Russian... Oh, you are not Russian?
That means you, as a German, is it not true that... Ah, you are not German? What
are you then? Eskimo? No? Estonian? What is that? [Kpocc: 538]

In the first part of the above quote, the American journalist asks Martens ques-
tions as a member of the Russian delegation; in the second, he addresses Mar-
tens as an individual. The protagonist conveys an “other’s” perspective of him-
self (hence only the journalist’s speech is given, while Martens’ answers are
absent). The experienced sense of humiliation leads to an internal protest in
Martens. He decides to leave Portsmouth. However, while saying goodbye to
Witte, the protagonist learns of the restoration of his status as participant in the
conference and is asked to draw up the final version of the agreement:

What else can I do? Maybe I should have refused. In the name of human
sovereignty. But I didn’t refuse. I don’t know, was I glad or not that they picked me
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out of the bottom of the gutter for the sake of governmental necessity? Oh God!
Yes, Iwon’t hide it, all the same I was pleased that in the riskiest moment for
Russia’s interests they gave me the chance to walk into the fire [Kpocc: 543].

Thus, Martens agrees to compromise with himself. Russian interests and his
ambition deprive the protagonist of a true sense of freedom and personal dig-
nity and cause him to deny “his own” national identity (“But all the same in
high society I never blubber about my Estonianness” [Ibid: 528]).

*

To Martens’ final story about the Portsmouth conference (chapter 26) Kross
contrasts the last (27") “Estonian” chapter. The text begins with Martens
mumbling, “Kuni-kuni-kuni-kuni”, which recalls in the character’s mind the
surname Kunileid. He remembers his meeting with the composer Kuni-
leid (whose real name was Aleksander Saebelmann), who spoke “good, un-
mangled, pure Estonian” [Kpocc: 547]. Martens’ attitude toward his guest is
marked by condescension and irony (“I'm afraid that this was not totally kind
courtesy”). Kunileid tells Martens about his life’s goal: to compose a national
Estonian opera and “dislodge from Estonian music the German flavor currently
reigning therein” [Ibid: 550]. The novel indirectly contrasts this lofty goal to-
ward nation-building with Martens’ scholarly efforts which, in Kross’s opinion,
contribute to the justification and strengthening of imperial politics:

I wanted to prove a special position in international law of the so-called civilized
governments in comparison to the half-civilized governments'®. <...> But what
kind of further aim could there be in the musical works of that boy from Zimse
seminary? <...> such a strange feeling followed me <... > a strange mix of nostalgia
and envy [Ibid: 549-551].

In the second part of chapter 27 the protagonist recalls an evening at his col-
league’s, at which a Russian singer and an Estonian composer were also pre-
sent. I. V. Tartakov sang P. Tchaikovsky’s romance “I bless you, forests” and
the Demon’s aria from A. Rubinstein’s opera “The Demon”. Then Artur Kapp
approached the piano (in his character the author emphasizes “skittishness and
bad knowledge of the Russian language”). The musician performed an im-
provisation that was received with enthusiastic cheers: “Platon shouted, ‘Brav-
issimo!” The depiction of the superiority of the Estonian composer over the
Russian singer has several functions in the novel. Kross reveals the inner

' Martens’ idea was used by N. M. Przhevalsky (1839-1888), East Asia scholar and author of the
secret document “New Considerations About the War with China”, as an argument against oppo-
nents of the annexation of Far Eastern territories [ Oite: 50-51].
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strength and cultural richness of Estonians on the backdrop of the greatest
achievements of “other”, “large” (imperial, in the political sense) nations. The
world of art turns out to be the field in which representatives of titular and non-
titular nations can be equal. Martens’ meetings with the Estonian composers
make him reconsider the value and uniqueness of “his” national identity.
Throughout the novel, Martens changes internally; in particular, he becomes
closer to his nation'.

Kross contrasts Martens’” government service to the interests of the empire
and Kunileid’s spiritual ministry to the Estonian people. In response to Mar-
tens’ question about Kunileid, Kapp calls him a genius: “He has the rare happi-
ness <...> of being the first national composer of his people” [Kpocc: 559].
At the conclusion of chapter 27, Martens recalls that his opponent Vodovozov
had just “called ingenious my latent comparison of Russia with the barbarian
tyrants <...> this praise probably sounded like mockery from his lips” [Ibid:
560]. The author uses his protagonist to demonstrate that career achievements,
world fame, and the world-wide political importance of scientific works do not
have absolute, supreme value if a person’s actions turn out to be useless for “his
own” Estonian people, if they do not contribute to national awakening and
liberation. (It is indicative that Martens feels envy towards Kunileid.)

*

In “Professor Martens’ Departure” Jaan Kross analyzes the limits of internal
compromise and explores the relationship between the inner freedom and
governmental service of a representative of a nontitular nation. One of the
creative techniques used to explore these issues is the construction of an oppo-
sition between the two characters of S. Y. Witte and F. F. Martens. Through the
prism of Martens’ and Witte’s relationship the author expresses his views on
Witte, a representative of the German and Russian nations, the historical con-
querors of the Estonian people'?. It must be stressed that Kross excludes the

See the protagonist’s words that precede the description of his death in the last chapter: “...T will
go out of the car for a minute. I will go out and take a deep breath. Well, as if to say, I will breathe
in the country where I was born. Wait for me” [Kpocc: 587]. It is no accident that the novel ends
with Martens’ death at the railway station in Valga (Walk), in Livonia, right on the border with the
Petersburg province. It is important to Kross and sufficient to show that the hero had returned to
“his own” national origins and remained in “Estonian” space. It is telling that Kross abstains from any
authorial afterword or commentary. (These compositional features were characteristic of two others
of his works that depict events from Russian history, “The Czar’s Madman” and “A Rakvere Novel”.)
S. Y. Witte was married to the divorced Jew M. I. Lisanevich. The scandalous marriage worsened
high society’s attitude toward Witte. His opponents created around him an image of the Jewene-
my. In the novel “The Town of N” (1935) L. I. Dobychin conveys the characteristic hostility to-
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“Jewish” code in his portrayal of Witte. The writer’s concern is to illustrate the
conflict between a representative of the highest authorities of the Russian state
and a representative of a nontitular, conquered nation.

Thus, Kross reveals the relationship between a person’s denial of his na-
tional identity and the loss of inner freedom". The writer confirms the idea
that the inner liberation of a person and the confirmation of the authentic “Self”
depend on his spiritual comprehension of the uniqueness of his national iden-
tity and culture.
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ACTA SLAVICA ESTONICA I1.

Tpydet no pycckoii u caagsHckoti pusorozuu. Aumepamyposedenue VIII.
Jaan Kross and Russian Culture.

Tartu, 2012

THE TWO STORYLINES OF THE COLLECTION
“‘BOTTOMLESS MOMENTS”

(«BE3AOHHbIE MTHOBEHDbS / POHJATUD
SILMAPILGUD») BY DAVID SAMOILOV

AND JAAN KROSS"

TATIANA STEPANISCHEVA

“Bottomless Moments”, the collaborative collection of David Samoilov and
Jaan Kross published by “Eesti raamat” in 1990 [BM/PS], is mentioned in the
biographies of both poets, but until now has not been the subject of study.
Books published in “miniature” format, such as this collection, are more often
looked upon as souvenirs, objects of art, or collectibles, but not as “real” books.
Of course, one should not claim that the miniature publication from the
“Handshake” series («Pyxonoxarue / Kiepigistus») held great ideological
significance for the authors. Nonetheless, the contents and composition of
Samoilov’s and Kross’s book deserve exploration and interpretation.

For the literary historian, the study of poetry collections is a rewarding task.
There exists a long-standing tradition of such studies, and works on types of
supertextual units and forms of intertextuality are numerous. But this is not the
case in regards to bilingual texts. There are few such texts, and even fewer in
which the authors translated each other’s work. Indeed, the interests of poets
do not often coincide, and the translation of an author’s own work does not
always incite him to want to translate the translator’s original work. Finally,
there is the language barrier to consider.

Nevertheless, suitable conditions arose in Soviet literary life for the emer-
gence of mutual translations. The principle of socialist internationalism, com-
bined with governmental orders regarding literature, made translation work

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20" Century: from the Interpretation to Translation”.
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not only practically unavoidable for writers, but often desirable because it was
profitable. Russian poets and writers translated authors from “brother repub-
lics” and “countries of the socialist camp”. In turn, the “national staff writers”
received orders for translation of Russian and Soviet classics into their own
languages so that their peoples could come to know “great Russian literature”.
Publication plans also included translation of contemporary authors.

Examples are extremely rare of direct dialogue between two poets within
one book, of mutual translations within one dust jacket; thus, the “Handshake”
series, released by Estonian Republic presses in the second half of the 1980s,
can be considered unique. The history of this series reflects the decline of the
Soviet book-publishing system.

In 1984, the “Eesti raamat” publishing house produced the miniature book
“Handshake” («Pyxonoxarue / Kiepigistus» ), edited by M. Korsunsky [P/K].
The book includes the poems of Vsevolod Azarov and his translations of Ralf
Parve’s poetry. The translations are published side-by-side with their source
texts. The poems and the translations are preceded by introductory notes by
both authors. The visual layout affirms the principle of “artistic reciprocity”: the
book includes photographs from 1945 of Azarov and Parve in military uni-
forms, as well as two photographs of them together, from 1945 and 1983. The
choice of photographs and the contents of the author’s notes paint an optimis-
tic picture of international friendship. The release of the predominantly war-
themed book coincided with the anniversary of the victory in World
War II (the connection between the echoing dates of 1945 and 1985 was used
in the book’s design). In the Estonian Republic a year earlier, the anniversary of
the Tallinn Operation was celebrated, thereby connecting the book to two mili-
tary anniversaries. Azarov and Parve both fought in the war, and they both
wrote about it, making their poetic dialogue quite appropriate for the com-
memorative book-publishing program. This collection makes no mention of
belonging to a series; the idea of serial publication most likely arose later".

M. Korsunsky was in the navy, and worked for the newspaper “Strazh Baltiki” («Crpax
Baaruxu» ), which published Azarov, who was the director of the literary group “Way to the
sea” («IlyTp Ha Mops»), from which arose many “sailor poets”; this, most likely, explains the
choice of author. Moreover, Korsunsky was a passionate fan of miniature books, which is evident
in the format of “Handshake”.

Korsunsky wrote a series of books about naval history, revolutionary figures, and war: “My
Friends, the Military Engineers”, “On the Shores of Estonia: Pages from the History of the Dest-
royer ‘Karl Marx’”, “The Three Lives of the Smith Lees: the History of One Destiny” (about
R. Lesov, a worker in the Leningrad shipyard), “Called to Revolution...”, and “Fritz from Friend-
ship Street”. Korsunsky also self-published a 1993 narrative essay entitled “About Korinfskies,
Olderogge, and others...”.
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With the start of Perestroika, book publishing in the Soviet Union expe-
rienced a noticeable revival (needless to say, the politics of publishing changed
dramatically during this time). The series of miniature bilingual collections
were published in Tallinn during this wave. The title of the 1984 book “Hand-
shake” («Pyxonoxarue / Kiepigistus») became an apt metaphor to describe
“creative dialogue”. In 1987 two books were released simultaneously: “The
Time Has Come” («Bpems npumao / Aeg tuli») by Anna Akhmatova and De-
bora Vaarandi [BII/AT], and “Feedback” («O6parnas cssp / Tagasiside»)
by Yevgeny Yevtushenko and Arvi Siig [OC/TS]>.

It is clear from the third book that the Soviet book publishing system was
rapidly deteriorating. The Akhmatova-Vaarandi collection, submitted to the
press in November, 1986 and released in the beginning of 1987, is a good-
quality printed product. The same cannot be said for the next book in the se-
ries. It lacks necessary technical information and data about the edition. Very
likely, the names of the editor and proofreader are not listed in the technical
information about the book because they did no work on it: the text is full
of mistakes. The publisher attempted to preserve the appearance of the series:
both texts published in 1987 contain photographs of the authors, as well as il-
lustrations. However, of greater interest is the books” composition; that is, the
principles that guided the formation of the collections.

The first book in the series is commemorative and was released according
to an official date; it is of less interest. Its history and composition were com-
pletely determined by the official culture of the late Soviet era. Azarov was a to-
tally “safe” Soviet writer. He was born in 1913 and completed a philological
degree at Leningrad University. After the war he served in the political man-
agement of the Baltic navy. His poems were published in periodicals and collec-
tions. He was acquainted with E. Bagritsky, A. Grin, N. Tikhonov, and V. Lu-
govsky, considering them his poetic teachers®, and wrote the play “Wide is the
Sea” with Vs. Vishnevsky and A. Kron. Ralf Parve was an officially recognized
Estonian Soviet poet, and lived a long life (1919-2011). Before the war and
just after it, Parve worked as a journalist, later taking up literature. He became
amember of the Estonian Writers” Guild in 1945, joined the Communist Party

One might suppose that the series was continued for economic reasons. However, an edition
of 1,000 copies, as the first, second, and fourth books of the series were released, could not have
turned a profit. N. D. Abashina, who worked at “Eesti raamat” in the 1980s, explains that the edi-
tor and compiler, Korsunsky, “strong-armed” the series into publication due to his great love
of miniature books.

The name of the poetry cycle “The Boy’s Magical Horn” and the epigraph from Baratynsky exem-
plify Azarov’s taste and scholarship.



The two Storylines of the Collection “Bottomless Moments” 99

in 1947, and in 1959 received the title of Distinguished Writer of the Estonian
Soviet Socialist Republic. His wife, Lilly Promet, was a well-known writer and
author of a series of stories, including some about the war. According to the
foreword to “Handshake”, it was Promet herself who wrote the crib notes to
Parve’s poems that Azarov used in his translation of them.

The two books released in 1987 are more interesting in regards to editorial
strategy. The documentary history of the publication has yet to be researched;
the reconstruction presented here is only preliminary. For the beginning of the
series, editor and compiler Mikhail Korsunsky chose big name poets: the abso-
lute pinnacle of poetry, Anna Akhmatova, and the USSR-wide celebrity, Yev-
geny Yevtushenko. Moreover, Yevtushenko was an officially recognized poet of
the Soviet Union, Akhmatova was practically so, and she was given the addi-
tional “weight” of Debora Vaarandi and her role as the “Soviet Koidula” (a title
resulting from some superficial similarities, her official recognition, and her
marriage to Juhan Smuul, which brought the spouses the status of “first couple”
among writers of the ESSR).

It must be noted that the history of Akhmatova’s translations of Debora
Vaarandi requires additional research. The University of Tartu library houses
four collections containing translations of Vaarandi into Russian: “Verses and
Poems” («CruxoTBopenus u nosmsi») [Baapamam 1956], “Dreamer at the
Window” («Meutareap y oxua») [Baapanau 1960], “Bread of the Coastal
Plains” («Xae6 npu6pesxxHsix pasHuH>) [Baapanau 1967], and “People Look
at the Sea” («Aroau cmotpsT Ha Mope> ) [Baapanau 1968]. The first contains
no translations signed by Akhmatova; the second contains only one. The 1967
collection includes five translations, but does not include the one first publi-
shed seven years earlier. Thus, six of the seven translations included in the mi-
niature “The Time Has Come” appeared in print only after the death of
the translator. “The Time Has Come” also contains a poem not found in
the above-mentioned collections, “Sunset Reddens the Evening...” Moreover,
the bilingual poetry collection lacks any introductory notes by the poets about
each other; there is only an afterword by Jaan Eilart. Of course, Akhmatova
could no longer have written anything, but Vaarandi was still living. In sum-
mary, this historical and literary story requires additional research.

In contrast to the second tome of the “Handshake” series, the third book
has a transparent history. Arvi Siig (1938-1999) was an officially recognized
writer (evidenced in part by his role as deputy in the Supreme Council of the
ESSR), but he was also highly regarded in Estonian cultural circles, far from
official life. Later appraisals by his contemporaries presented Arvi Siig as a Beat-
nik singer, a cult poet of the liberal youth of the 1960s, and a forerunner of Es-
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tonian rock and punk [Kallas]. He was set apart by his obvious interest in the
literary life of Moscow, from which many of his Estonian peers deliberately
distanced themselves. Siig was a venerable translator of 20" century Russian
poets, from Mayakovsky to Yevtushenko and Voznesensky. Siig knew Yevtu-
shenko personally, and accompanied him when he visited Estonia. His transla-
tions of Yevtushenko had already been published separately (“Loits” [Jev-
tusenko 1977] and “Kolmas milu” [Jevtudenko 1985]), so appropriate verses
needed only be selected for the miniature book. The first three poems in the
booklet were translated before the rest (and were included in both the 1977
and 198S collections), followed by poems from the 1985 collection. The book’s
composition was formulated by the translators, not the editor: in the introduc-
tion, Siig describes in detail how Yevtushenko came to Estonia in 1980 (nearly
seven years earlier) and Yevtushenko, apparently, specially translated his po-
ems — admitting, in the introduction, that translating the work of a poet whose
language one does not know is difficult even with excellent crib notes.

Thus, the second and third books of the “Handshake” series were com-
posed in different ways. “The Time Has Come” is more of an editor’s collec-
tion: one of the authors was already deceased at the time of publication, and
the other kept silent about the first (including no introduction). However, the
significant number of poems — 22 translated by Vaarandi versus eight trans-
lated by Akhmatova — and the breaking of chronological order point to Deb-
ora Vaarandi’s participation in the poem selection process; possibly, the poems
were arranged not at the time of publication, but at the time of translation. On
the other hand, the collection of mutual translations by Yevtushenko and Siig,
“Feedback”, can certainly be considered an author’s collection.

Turning, at last, to the fourth book in the series, the collection of transla-
tions by Samoilov and Kross, “Bottomless Moments”. There is almost no do-
cumentary information regarding the history of this booklet. One may only
guess the extent to which the poets participated in the compilation of the book;
both authors lived in Estonia at the time, so contact with one another and dis-
cussion of the contents was possible. However, there is no mention of prepara-
tions regarding the book in available in any of Samoilov’s writings, nor in “Daily
Notes” [Camoiiros 2002], nor in the published correspondence between Sa-
moilov and L. K. Chukovskaya [ITepenucka]. To this day the full corpus of Sa-
moilov’s translations has not been compiled, so it is impossible to reconstruct
the procession of work on them. There is no record of Samoilov translating
into other languages. For these reasons, the conclusions reached herein are
based only on the printed materials available and make no claim to constituting
a final, reliable evaluation.
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The following poems, originals published side-by-side with translations,

constitute the bilingual collection “Bottomless Moments” («Besaonmbie MrHo-

Bennus / Pohjatud silmapilgud>):

By David Samoilov
Aom-myseit
Cwmeprs ViBana
Baasapa o HeMenkoM IjeH30pe
3aBcerparai
Puxrep
«/A\epeBbs AOAXKHEL... >
Adanacuit Qer
CanppraboHa
3aauB
Mysa
«ITaxao coromoli B capae...»
DacTumaa

By Jaan Kross

Laul seitsmest lukust votmetega

Uks

The Museum

Ivan’s Death

The Ballad of the German Censor
The Frequenter

Richter

“The Trees Should Be...”
Afanasy Fet

Cendrillon

The Gulf

Muse

“It Smelled of Hay in the Barn...”
Eestimaa

Laul pimedale trofeehobusele telliskivivabrikus

“Ohus dmblikléngade lend on...”
“Mu noorus, sulipoiss — sa kaod?”
“Luiteliivadel joostes...”

Tallipoisi laul

Korgmaiestik

Ehitusmeistri motted

Lookesed

Veebruari kevad

Ohtu ja hommik

Siilimine

“Luule on...”

“Sellega, kes on ndinud tuhandeid...”
“Hakkas juba oskama niha...”
Autobiograafia siivitsi

“Mu sobra avatud akna all...”
Pohjatud silmapilgud

The introductory notes each poet wrote about the other make no mention

of who selected the poems; they speak more about their friendship than about

the verses and translations (in the case of Samoilov, it’s a friendship that is very

nearly in the past).
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Samoilov’s translations of Kross’s poems — with two exceptions, “Auto-
biograafia siivitsi” and “Mu sobra avatud akna all...” — had all been published
previously in the authorial collections “Notches in the Cliff” [Kpocc 1962] and
“Stone Violins” [Kpocc 1973]. From this information one may conclude that
Samoilov did not translate anything specially for this new collection; the selec-
tions were practically ready to simply be placed in the new book.

The situation is more complicated regarding Samoilov’s own poetry. His
poems were written in different decades, from the 1940s to the 1980s, and
Kross’s first translations that made their way into this collection were done at
the beginning of the 1960s.* The selections are not presented in chronological
order, so it is possible to view them as a supertextual unit, deliberately ordered,
presumably with an internal story. The question of the authorship of this
supertextual unit will be set aside for now.

The selection of Samoilov’s poetry opens with “The Museum”, the author’s
somewhat ironic manifesto. As a first text that establishes the tone of the texts
that follow, “The Museum” can only be imagined in a “non-serious” publica-
tion. Samoilov’s collections came out rarely and with difficulty; for them,
of course, the author chose different key texts. But here, in the miniature publi-
cation, “The Museum” is placed at the beginning, where its obvious facetious-
ness is a perfect match for a booklet somewhat comedic in the sophistication
of its format.

On the other hand, the ideological implications of “The Museum” point the
reader to what could be called Samoilov’s political/historical or historio-
sophical line of poetry. This line is represented later in the collection by two
nearly contrasting poems: “Ivan’s Death” and “The Ballad of the German Cen-
sor”. The protagonist of “The Museum” is endowed with a range of Pushkin-
esque characteristics — but not only Pushkin-esque; they are mixed with char-
acteristics of the “universal poet of the 19" century”. Near the end of the poem,
chronological markers become few, while details arise that are more closely
associated with modernity and with Soviet realities. As a result, the figure of
a “transformed Pushkin” arises in the poem, the real poet’s twin, whose biogra-
phy is the inverse of Pushkin’s fate. The irony, then, has two-fold direction: it is
aimed not only at the protagonist, but at any poet, including the author himself.

See, for example: Samoilov, D. Kahekiimnenda sajandi puud; Ballaad saksa tsensorist // Looming.
1962. Nr 10. Lk 1504-1506; Samoilov, D. Maja-muuseum // Virsipoimik. Tallinn, 1965. Lk 120-
121. For a full list of translations, see: Kross, J. Bibliograafia / Koost. V. Kabur, G. Palk. Tallinn,
1997. 1Lk 93.
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“Ivan’s Death”, from the cycle “Poems About Czar Ivan”, gains new mean-
ing when taken out of the context of the cycle as a whole. Its first layer of mean-
ing is revealed in the juxtoposition of Ivan the Terrible with “the young
bellringer”:

ITomupaer 11apb, IpaBOCAABHBIM I1APb!

The czar is dying, the Orthodox czar!

KoA0OKOA CTO3BOHHDII packada 3BOHapb.

The ringer has rocked the hundred-ring bell.

Ot 6acoBoit MeAU 00AAKa TYAYT.

The clouds hum from the bass copper.

Co6paancs 60s1pe, APCKOI CMEPTH KAYT.

The boyars have gathered, awaiting the czar’s death.

Caymraor 60sipe KOAOKOABHBII IPOM:
The boyars listen to the thunder of bells:

Kro-T0 OyaeT HbIHYe Ha Pycu napem?
Who will be now the czar of Rus?

A Ha KOAOKOADBHE, YCTaBACHHOI B 3apI0,
And in the belltower, up at dawn,

Beceno, BeceAO MOAOAOMY 3BOHAPIO.
Merry, merry is the young bellringer.
I'yaxas mepp,

Resounding bronze,

3BOHKasI MEAD,

Ringing bronze,

Kaxk oH 3axouer, Tak 1 6yaeT rpemers!
As he desires, so it will thunder!

Thus “Ivan’s Death” extends the theme of “the poet and the czar” hidden in the
subtext of “The Museum”:

Bor mucemo: «Ilpumnasaro x cromam...>»
Here is the letter “Clinging at your feet...”

Bor orBeT: «Paspernaro BepHyTbCA...>

Here is the answer: “You are allowed to return...”
<o>

3aBUTYIIKY U IPO6BI ITepa.

Flourishes and the first attempts of writing
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BapuanTb moamsr «Ypal>
Variations of the poem “Hooray!”

W rpasiopa: «Bpyuenbe mepann>.
And an etching of “Presentation of a medal”.

The young bellringer’s “self-will” elevates him above “the old poet”, that “lover of
the quiet life”. The “small man”, having broken with “the large world”, turns out
to be stronger than he, although death awaits him all the same — just as in “The
Ballad of the German Censor”, which follows “Ivan’s Death”. These two poems,
which had never been published together in one collection before, here form
a storyline sequence which presents different possible fates for the protagonist.
Moreover, “Ivan’s Death” and “The Ballad of the German Censor” repre-
sent the type of lyricism toward which Samoilov gravitates: narrative, verging
on epic’. The latter text’s name includes a genre, the ballad, so in this case there
can be no doubt as to its narrative nature. “Ivan’s Death”, with its extended plot
and song-like refrains, is clearly reminiscent of traditional historical poems (he-
re it recalls songs, and thoughts, and Lermontov’s poem-“song”). David Samoi-
lov, as A. S. Nemzer® has observed, thought of the narrative poem as the pinna-
cle of poetic creation (as indicated by his long and hard work on narrative po-
ems versus other types of texts). Samoilov wrote many poetic texts that could
be classified as “epic verses”. They are denoted by extended plots, and their
heroes are markedly separated from the narrator. It is not precisely a dramatic
monologue in the style of Nekrasov, but it is similar; the closest parallel here
from the poetry of Nekrasov would be not “The Gardener”, but “The Pupil”.
Potential genre prototypes for Samoilov’s poems of this type could be Baratyn-
sky’s inscriptions in verse to portraits of the classical period (Pushkin’s era),

> Fromapoem of 1972:
Mens Auna AHppeBHa AXMaTOBA Anna Andrevna Akhmatova
3a mpHUCTpacTbe K CIOXKeTaM KOPHAA. Reproached me for my addiction to stories.
W3z6erars 6bI CIOXKETa IIPOKASITOTO Would that I flee the cursed plot
W nmcath — Kak OHa TOBOPHAQ. And write as she said.
A sl IeAyI0 Kydy CIOXKeTOB But I spun a whole pile of
Hasasa. Y mpucTpacTeH K croxeTam. Stories. I am partial to plots.
O, xaKoe 6bITh CIACTbE TOITOM! O what happiness to be a poet!
Hukoraa He IpO6UTHCS B IIOTHL Impossible to break into the poets.

See also the diary entry: “Anna Akhmatova reproached me for my predilection for plot. I didn’t
completely understand what was the matter. Now I understand” [ Camoiiaos 2002: 11, 284].
Regarding this, see: “... his faithfulness to the narrative poem genre (predominantly, though after
“The Last Holiday” only to “story poems”, which unite the Samoilov narrative poem to his smaller
“epic” verses, where purely lyrical lines are removed to the subtext) sharply separates the author
from the majority of his contemporaries (both his peers and those that followed him)” [Hewm-
3ep 2011:271].
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such as “Look upon this cold face...”, or the beginning of the message from
P. A. Vyazemsky to F. Tolstoy, “The American and the Gypsy...”.

There are several such “epic verses” by Samoilov in “Bottomless Moments”.
After the balladic “Ivan’s Death” and “The Ballad of the German Censor”, there
follows “The Frequenter”, “Richter”, “Afanasy Fet”, and “Cendrillon”. These
four can clearly be divided into two pairs — poems about “artists” and poems
about “protagonists” from “foreign” spaces.

After the fictional bellringer of “Ivan’s Death” follows Richter, marking the
appearance of the theme of music’; after the obscure German censor follows
Afanasy Fet. Thus there are two “players” and two “writers”, and to their num-
ber one can add the “old poet” from “The Museum”. The theme of creativity is
developed throughout these epic poems and continued in the lyrics of the last
part of the selection.

The poems about “protagonists” from “foreign” spaces introduce the theme
of Estonia in the selections from Samoilov. “The Frequenter” is a poem about
ameeting between a poet and his acquaintance, a student, who is given such
Mephistophelian characteristics that the poet’s meeting with him is appears to
be a visit to “another world”, a meeting with the devil. The setting of this text is
marked by an Estonian toponym. In a small town marked by its “Germanness”,
even the “cross-eyed devil” turns out to be harmless; “mephistopheles” (with an
intentional lower case letter) sits in a brewery, where the waiter is friendly to him:

Bropast Kpy>KKa AASL CTYA€HTa, A second mug for the student,
Kocoro apsiBoaa u3 Taprty, That cross-eyed devil from Tartu,
KoTopsit ABOXXADI BBIIIUA TAE-TO Who twice drank somewhere
U nounHaeT TpeThio KBapTy. And now begins his third quart.
OH B cepoM cBUTpe Ipy0O¥l B3KY, He’s in a coarse knit sweater of gray,
ITo Bupy — xBar u 3a0usiKa, By the look of him, a gallant and a bully,
OH mbeT U KaK-TO 3aANXBATCKH He drinks and somehow dashingly
PasaampiBaert mmefiky paxa. Breaks the neck of cancer.

<>
OH MeduCTOPeAb U IIpUsITEAD He is a mephistopheles and the friend
Byderunist 1 cyAOMOexK. Of barmaids and dishwashers.

<>
Ou He omace. ITycrs oH mmapur He isn’t dangerous. Let him yammer his
ABycMBICAEHHbIE TAPAAOKCHI Double-meaning paradoxes

7

For more about this poem, see the article in this volume by L. Pild: pp. 138-145.
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U mycrp cebe Boobpaskaer, And let him imagine

YT0 OH CHA€H B cTUXaX U B HOKCe. That he’s good at poetry and at boxing®.

The connection to the Estonian theme in “Cendrillon” becomes apparent only
in the finale: “High above the gray sea / Seagulls, stormclouds, ships”. The girl
from the cobbler’s workshop who awaits her knight in shining armor is not
even called Cinderella, but the French name Cendrillon (her “prince” in the
“Lada” is called “Cendrilloner”). The heroine’s exotic name can be interpreted
here as a poeticization. By using the French variant of her name, its etymology
is obscured, thereby “elevating” the heroine. This technique reflects the struc-
ture of the entire plot: an ordinary occurrence in the lives of ordinary characters
grows as the action progresses into a fantastic, miraculous event:

CaHApHABOHA XAET KapeTy,

Hunno kypum cuzapemy,

JKaet, 4T06 mpubsIA candpuiboney

U3 xomnanuu 2yrax —

C Tydeanbkoit, Ha «Kuryasx>.
<>

B neii e cyacTbe, He cTpapaHbe,

Bce — cmaomuoe oxupanbe.

HaxkoHerj mpuxoAuT OH.

U, ¢ 3apymuuBBIM cOCEAOM
He npocruBmucs, BEIAET CACAOM
3a naesucmoim canopurLOHyem

H3 canoxcnoii macmepckoil.
<o>

W yeaer CaHApHAbOHA,

C Heit — BOAOC ee KOpoHd,

Bumecre ¢ 20pduim modesvepom

Ha mammne «XXuryams.

Cendrillon awaits the coach,

Primly smokes a cigarette,

Awaits the arrival of her Cendrilloner
From the company of revelers

With a little shoe, in a Lada.

In her there is no happiness, no suffering,
Nothing but pure expectation’.
At last he arrives.

And without saying goodbye

To her pensive neighbor, she leaves

Following her broad-shouldered
Cendrilloner

From the cobbler’s workshop.

And Cendrillon drives off,
Her hair as her crown,
With her proud designer
In a car called Lada.

It is of note that almost all the protagonists of Samoilov’s “epic poems” in this
collection are foreigners, strangers.

After “Cendrillon” follows a widely-known text, accepted as Samoilov’s
poetic and biographical manifesto: the poem “The Gulf”. This poem begins

More about this poem and about the Pasternakian subtexts of its Mephistophelian theme, see
A. S.Nemzer's article “The Two Estonias of David Samoilov” («Ase Dcrouun Aasuaa Camoiiao-
Ba») [Hemsep 2010].

This phrase, it seems, plainly alludes to those famous passages from Tolstoy’s “War and Peace”
dedicated to Natasha Rostova.
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a strictly lyrical procession of poems: “Muse”, “It Smelled of Hay in the Barn”,
and the concluding “Eestimaa”.

And so, the collection begins with the theme of “the poet and authority/the
world”, tinted with alarming irony (“The Museum”). It continues with the
theme of history both “long” and “short”, as developed in the two balladic po-
ems of “Ivan’s Death” and “The Ballad of the German Censor”. These poems
take up the story of “the artist and the world” introduced in the first text, and
present variations of the fate of the protagonist who has been freed from pres-
sure: either a rupture and a departure, “Get ready, libertines, to the Don, the
Don!” or a rupture and a rebellion: “He underlined everything truthful and
crossed out everything else”. “Afanasy Fet” develops something closer to the
first variant of this story (the protagonist bifurcates into Shenshin and Fet, which
becomes its own type of departure). “Richter” presents a variation on the ideal
destiny of an artist, attainable, apparently, only by a musician and by art beyond
words. The protagonists observed by the poet in two poems are marked by
signs of “Estonian” space, and find themselves raised above the commonplace
thanks to literary allusions that ascribe the “little person” to the high world; this
same technique is used in “The Ballad of the Censor”. In this way the space to
which the lyrical hero of “The Gulf” “emigrates” appears as already poeticized,
inhabited, and mastered by the protagonist-poet by means of cultural codes.

It is remarkable that “Muse”, a fundamental poem for Samoilov, is found
specifically in this lyrical section of his collection. The appearance of the Muse
in “the dreams of infantrymen” turns soldiers into poets:

U xorpa ocuHeeT U IapaeT 3aMepPTBO
And when day turns blue and falls down dead

AeHb 32 CTpeAKH B ITyCTble Kapbepbl,
Behind the arrows and empty mines,

OIeAOHbI BBICTYKUBAIOT [€K3aMETPbl,
Echelons tap out hexameters,

W B mmuean ykyroiBarorcs ['omepsr
And Homers bundle up in greatcoats.

This verse, it may be supposed, explains the absence of Samoilov’s most well-
known poems from the collection, those about war, such as “Fatal For-
ties” («CopokoBbie, pokosbie ... » ). “Muse” speaks to the victory of poetry and
harmony over tragedy. The placement just after “Muse” of “It Smelled of Hay
in the Barn...” is completely justifiable, given the inclusion in its finale of
the persistent wish to “freeze the moment”, to preserve an achieved harmony.
In “Eestimaa” the plot of the collection concludes: the historical theme circles
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back through an indirect mention of Czar Ivan, via a mention of “Russes”
among those who came to make war with the Ests (Ivan IV lay siege to Tallinn
in 1577):

AatdaHe, IBeAbI, HEMIIBI, PYCCbl, AATBI
Danes, Swedes, Germans, Russes, Lats

Cbusaru ux, Kax macao B DCTUMaa.
Were churned like butter in Estimaa.

OHH B rAyIIM XPaHHUAU CBO# 06bI4ail
They kept their traditions in the wilderness

U cBoit A3bIK, KaK APArOIeHHBIH KAAA,
And their language as a precious treasure,

B KOTOpPOM AAMHHBIX TAQCHBIX Ije6eT UK,
In which long vowels twitter like birds,

CoraacHbIX — TBEPAOCTb KAMHS M PacKar.
And consonants roar with the hardness of stone.

In this collection of Samoilov’s poetry, Estonia is featured by the poet because
it has preserved its language (along with singing: “long vowels” and “twittering
birds”). That is, the space which the poet-protagonist tests out, makes his own,
and experiences was intended for him by history itself, since the people living
on that land repeated the destiny of Samoilov’s poet-artist, having saved, de-
spite enormous pressure, their “precious treasure” — their language.

Returning, at last, to the question of the “two plots” within the collection.
Two different storylines are discernable in this collection, depending on
whether one looks at the selections as the result of the author’s work, or the
result of the translator’s work (or the editor’s). If one credits the author with
constructing this meaningful composition, then it can be interpreted as a kind
of alternative variant of poetic autobiography. Samoilov’s fully developed auto-
biography came into being in other genres, and was developed already in part
in his better known books. It is in those books that the military phase of his life
is creatively relived, his difficult life is poetically reestablished and re-
experienced with all its external details and internal collisions. The plot laid out
in the miniature publication obscures or eliminates the darkest periods of the
lyrical hero; war, creative crises, the deaths of his mentors (“Well that’s it, the
eyes of geniuses have closed...”), etc. are only hinted at in the stories of the
selection. In this way the protagonist moves “toward light”, and happiness sig-
nifies the conclusion of his creative biography. In the cultural space of the
20" century, the idyll can be perceived as nothing other than a lighthearted,
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playful genre, making the booklet form of “Bottomless Moments” the most
appropriate place for its use.

If, on the other hand, the selection of poems is attributed to the translator
and/or the editor, then the biography becomes one of a poet approaching
anew homeland. In just this moment the concept of “alienness” plays its role,
as the foreign origins of Samoilov’s characters indicate the European-ness of his
poetic protagonist and his potential inclusion in a foreign, non-Russian space.
This potential inclusion becomes, in the end, a real inclusion, as the Russian
poet “chose the gulf”, and obtained a new home in Estonia, where he met an-
other poet who speaks the language the Ests rescued long ago as a “precious
treasure” from multitudinous conquerors.

The storylines pointed out in this article from Samoilov’s selections in “Bot-
tomless Moments” are quite similar, but have varying centers of gravity. If three
parties were involved in compiling the collection — both authors and the com-
piler — then the meaning of this group of poems could be different. Recon-
struction of the compilation process would require documental research. For
now, analysis is limited to personal interpretation.
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The present article is concerned with Samoilov’s first text in the collection and
its translation: the poem “The Museum” (1961), first published in 1963 in the
journal “Novyi mir”. Its placement as the first text ofthe compilation was
clearly not accidental. The volume includes too few of Samoilov’s works to pro-
vide an impression of the author’s creative evolution. Nonetheless, “Bottomless
Moments” is generally, though not strictly, organized chronologically: “Ivan’s
Death”, before 1953; “The Ballad of the German Censor”, 1958; “The Fre-
quenter”, 1978; “Richter”, 1981; “Afanasy Fet”, not later than 1980; “The
Gulf”, 1978, and so on. One exception is “The Museum”, which is definitively
situated “out of order”. In its time, after its first publication, it was understood
as a satirical piece (regarding this, see: [Hemsep, Tymapxun: 668-669]), and
later was regarded also as a parody (regarding this, see: [ Coaxennup]). The
next poems in the compilation are totally lacking in parodic overtones (“Ivan’s
Death” and “The Ballad of the German Censor”), a further reason that the
placement of “The Museum” at the beginning seems rather unusual. It may be
assumed that something else dominates the meaning of this poem, something
that allows it to dictate the tone of the entire collection. This article will at-
tempt to determine what this dominant element is.

The ironic premise of “The Museum” arises from the theme of doubt in the
necessity of museums dedicated to poets or writers; dusty collections of mun-
dane objects have been long-running cultural and literary motifs (examples can
be found from Pasternak to Dovlatov). The quote in the epigraph, supposedly

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20" Century: from the Interpretation to Translation”. First version was published
in Russian: Baokoscxnit c6opruk, XVIIL Tapry, 2010. C. 185-202.
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from a “book of reviews”, immediately sets the genre and style tone of the text:
“...it produces profound...”. The first epigraph, “from an old poet” (a pseudo-
quote, full of recognizable poeticisms and referring to a catalog of poetic works
familiar to the reader) is rendered ironic by the second epigraph, and the poeti-
cisms in it acquire a comedic, nearly clownish, undertone.

Behind the external parody, it seems, few have paid attention to the next
layer, the internal plot of the poem: the fate of the poet, presented by a narrow-
minded, though attentive, tour guide.

That the employees of the Apartment Museum of Pushkin attribute the
poem to their own account has textual foundation. References in “The Mu-
seum” to Pushkin’s fate are frequent and recognizable. In addition to the allu-
sions noted by commentators to the posthumous fate of Lensky in the line “A ca-
rol? Or candy?” [Hemsep, Tymapkun: 669] and the quote from Lermontov
at the end of the poem (“The death of a poet is the last paragraph”, see: [Hem-
3ep 2006: 166]), a number of other allusory details can be pinpointed.

For example, the “poet’s couch” can be compared to the leather sofa in
Puskhin’s office in his Apartment Museum at 12 Moika.

The portrait (“here the poet is fourteen years old. / For some reason he was
made a brunette”) recalls Pushkin’s portrait, found in the 1822 publication of
“The Captive of the Caucasus” and printed with the engravings of Y. Geitman.
The “anonymous” portrait in Samoilov’s poem corresponds to Pushkin’s his-
torical image: arguments about the “original” Geitman used for his engravings
and speculations about the author of that original have long occupied the spare
time of Pushkin scholars, who have suggested that the portrait’s author may
even have been Karl Bryullov. Some scholars consider the image a “childhood”
portrait of Pushkin (Vengerov, Ashukin; regarding this, see, for example: [Bop-
ckuit: 961-962]). Thus, Ashukin suggested that Pushkin is depicted at “bet-
ween 12 and 24 years of age”, “in a shirt with an open neck, with dark, curly
hair” [Amykun: 22]. In the Russian cultural consciousness the “Moor” Pushkin
is considered to be, of course, a brunette. For now, there is no evidence that
suggests that Samoilov recalled (or even knew of) Ashukin’s work. But the
“youth” of the poet, the manner in which the portrait does not correspond to
the realities of the subject’s physical features (“was made a brunette”), and the
discussion surrounding the portrait (“all the scholars argue about this”) all re-
call the iconography of Pushkin.

There is, apparently, no equivalent in the iconography of Pushkin to the
“dashing” (udaloi) portrait in “The Museum”. In this epithet one can see me-
tonymy, marked by the author’s irony, with the “Romanticism” of Pushkin
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in his “Liudmila and Ruslan” period'; it can also be supposed that this charac-
teristic developed under the influence of the recollections of Pushkin’s con-
temporaries about him”.

The exile “to Kaluga” due to “the ode ‘Down with™” can be interpreted as an
allusion to a series of events in Pushkin’s biography. The Linen Works estate,
located in the Kaluga province, was received by N.N. Goncharova as dowry;
Pushkin spent time there at least twice, in 1830 and in 1834. The ode “Free-
dom”, which became one of the reasons for Pushkin’s exile to the south, does not
contain the words “down with” (they appear only three times in the entire body
of Pushkin’s work), but can be read as a call “to strike the defect on the throne”.

The frock-coat in “The Museum”, shot through with a bullet from a duel,
needs no further “Pushkinist” interpretation — this particular item (along with
the sofa) comprises the center of the exposition in the Apartment Museum on
the Moika. The frock-coat in which Pushkin went to the place of the duel was
later given to V. I Dahl, who described it thus: “...I obtained from Zhukovsky
the final clothing of Pushkin, after which they dressed him only to put him
in his casket: a black frock-coat, with a small hole the size of a fingernail against
the right abdomen” [Bepecaes: 1I, 456]. In the recollections of his contempo-
raries about him, Pushkin’s frock-coat figures repeatedly; for example, recall the
story with the wedding frock-coat, borrowed from Vyazemsky.

Here begin the dissimilarities — Samoilov’s poet does not perish in a duel,
his life story ends in another way. In addition to allusions to Pushkin, there are
other allusions connected to different Russian poets and writers. The biogra-
phy of the protagonist of “The Museum” becomes, in the end, a kind of invari-
ant fate of the Russian writer.

“The Museum” can also be connected to the theme of Anna Akhmatova
in Samoilov’s poetry, much like, according to A.S.Nemzer [Hemsep 2007:
159-160], the 1962 poem “Old Man Derzhavin” and the poem written

In the beginning of the 1960s no doubt arose among scholars of the Romantic nature of Pushkin’s
first poem; other interpretations appeared much later. In it, the term “dashing” is encountered
three times, and in the slightly later poem “The Robber Brothers” it appears twice; in much later
verses it appears, understandably, in connection with the “national” theme or stylistics (see “On
the statue playing knucklebones”, “In the field of pure silver...”, and “Delibash”).

See the memoir of Pushkin’s appearance “in a red cotton shirt” at the Svyatogorsk fair, from the
diary of petty bourgeois I. I. Lapin: “1825. On May 29 in the Holy Mountains at the ninth hour on
Friday... here I had the pleasure to see Mr. Alexander Sergeevich Pushkin, who seemed in some
way strange in his dress, and at first he was wearing a straw hat on his head, in a red cotton shirt,
tied round with a light blue ribbon. In his hand he held an iron cane, and he wore very long black
mutton chops, which looked more like a beard. He also hand very long fingernails, with which he
peeled oranges of which he ate, with great appetite, I think about half a dozen” [ITymxun
B BOCIOMMHAHUAX: 517].
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at Akhmatova’s demise, “Death of a Poet”. Nemzer referred to the work
of R. D. Timenchik, who described the technique used to construct the image

» o«

of the poet in “Poem without a Hero”: “...the opposition of these archisemes,
“poet-symbolist, poet-acmeist, poet-futurist”, define a higher level archiseme:
a “turn of the century poet”, which, by coming into opposition with other archi-
semes that stand out in the depths of the same text, at last defines the archiseme
of the “overall poet” or the “universal poet” [Tumenunx: 280; see: Hem-
3ep 2006a: 380]. Samoilov used this “principle of juxtaposing different proto-

i

types in his depiction of ‘Old Man Derzhavin™ (in the title hero one sees not
only Derzhavin, but also Akhmatova and Pasternak) and in composing “Death
of a Poet”, where Akhmatova and Pasternak are the prototypes behind the
character of the poet [Hemsep 2007: 159-160].

“The Museum” was written in 1961, earlier than the poems mentioned
above, but “Poem without a Hero” was already known to Samoilov at that time.
The archiseme of the universal poet in “The Museum” takes shape gradually:
toward the end of the text the density of allusions to Pushkin decreases and
references to the lives of other writers are introduced, as well as details that find
no equivalents in Pushkin’s biography. The quasi-Puskhin gradually transforms
into a universal poet.

Let’s return to the allusions to Pushkin in “The Museum”. “The landscape
‘Under the Cliff” also recalls later iconography of Pushkin (see, for example,
Aivazovsky’s painting “Pushkin on the shore of the Black Sea” (1887), and
“Pushkin in Crimea at the Georgian Cliffs” (1899), as well as the famous canvas
by Aivazovsky and Repin “A. S. Pushkin’s Farewell to the Sea” (1877)). In ad-
dition, a quotational reference to “Arion” is also connected to this theme: “And
my damp robe / I dry in the sun under the cliff”.

The poem “The Beginning of a message “To my friend”” in Samoilov very
likely refers to an entire genre-thematic complex related to Pushkin’s creative
work and to poetry as a whole at the beginning of the 19" century — the “epis-
tle”. This line, and the neighboring line “Here is the letter ‘Clinging at your

25

feet...” / Here is the answer: ‘You are allowed to return...”” allow the reader to
interpret this passage (in the context of the preceding subtexts and allusions to
Pushkin) as a reference to a critical period in Pushkin’s life, the mid-1820s: his
non-participation in the speeches at Senate Square, the beginning of Nicholas’
reign, his return from exile upon the personal order of the emperor, Pushkin’s
conversation with him, and the poems “In hope of glory and kindness...” and

the later “To friends” (“No, I am no flatterer...”).
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The dissimilation noted above between the lives of the poet of “The Mu-
seum” and Pushkin here deepens further. It begins with the introduction
of realities that are anachronistic to Pushkin’s epoch®:

Bor noara arobumoe 6aroare, Here is the poet’s favorite saucer,

A BOT 9TO AIOOGUMBIN CTaKaH, And here is his favorite glass,
3aBUTYIIKU 1 IPOODI IIEpa, Flourishes and first attempts at writing,
BapuaHTsl moaMsI «Ypa!>» Variations of the poem “Hooray!” *

U rpasiopa «Bpyuense Mepaan>».  And an etching of “Presentation of a medal”.
IToBupasu? OTnpaBuMCS AaAee. Seen enough? Letus go on.

The glass and saucer are features of everyday life more appropriate to
the 20" century than to the beginning of the 19*. Medals gain significance as an
award only during the Soviet era; in the 19" century being granted an order was
the highest award. Further on, the archaic backdrop of daily life is preserved,
and even keeps a Pushkinesque tinge: “Flourishes and first attempts at writing”
are memorable visual images of Pushkin’s manuscripts.

The velvet blouse of the old poet is most likely associated with the dress of
the Romantic artist, but does not contradict the overall picture. Daguerreo-
types are a slightly later invention, appearing in Russia at the beginning of the
1840s. The appearance of the man printed in the daguerreotype — “bald, eld-
erly, in a velvet blouse” — is reminiscent of textbook depictions of Tyutchev.

The poet of the second half of “The Museum” slightly resembles Pushkin.
Specifically, his fate is a variation on the life of Pushkin, “if there hadn’t been
the Black River” (that is, if there hadn’t been the last rebellion and rush toward
freedom). Samoilov finishes writing the “ordinary destiny” of the poet that
Pushkin predicted for Lensky. The poet’s biography more and more resembles
the model biography of a successful writer: after the poem “Hooray!” follows
“Presentation of a medal”, travels, personal attacks (apparently, from fellows of
the guild) and responses to them, then the article “Why do we play the fool?”
“Simple” rhetoric and plebian vocabulary are emphasized; here the rhetorical
question with “we” might be associated by the reader with the forced and vol-
untary self-exposure of “oppositionists” of the 1930s. From this moment the

Compare to that which occurs with Pushkin in “Free verse” (“In three millennia...”, 1973).

Possibly, this title, in light of previous ones, corresponds to Pushkin’s poetic responses to the
Polish uprising in the verses “To the Slanderers of Russia” and “The Anniversary of Borodino”.
Published in the brochure “At the Taking of Warsaw” (which also included Zhukovsky’s “An Old
Song on a New Fret”), these poems were received as their author’s rejection of previously held
freedom of opinion by not only the new generation, the student-proletarians (regarding this, see,
for example: [ Ocnosar: 45-47]), but also by the poet’s friends (compare to Vyazemsky’s opinion).
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life of the poet stops being interesting to the visitors of the museum: “Are you
tired? We're nearly done”.

The last developments in the biography seemingly represent a return to the
true poetic path: the “laurel wreath” and “faded daguerreotype” of the poet,
drawn with emphatically sympathetic details (that elicit affection): “bald, eld-
erly, in a velvet blouse”. The last hemistich stanzas even hint at a tragic end:
“That... daguerreotype... was the last. Then he died”. But the hint results in
the quite prosaic beginning of the penultimate verse:

3aech oH ymep. Ha ToMm kaHare... Here he died. On that settee....

The following lines return to the earlier poet, the author of “the ode ‘Down
with!” But this return is mediated by the ironic-parodic tone of the text as
awhole and the incompleteness of the poet’s own words, introducing the the-
me of incomprehensibility:

Iepea TeM mpoIeNTaA U3peUeHbE Just prior he whispered utterances
Henounsitroe: «XoueTcsi e ... >» Incomprehensible: “Iwantca...”

To au mecen? A TO A TTeYeHbs? A carol? Or candy?

Kro y3Haer, 4ero o xorea, ‘Who will ever know what he wanted,
ITOT CTapHIil 03T HepeA rpobom! That old poet before his coffin!

Precisely in connection with the “twice-read last words of the poet” commenta-
tors have recalled the two variations of Lensky’s fate [Hemsep, Tymapxun:
669]. The corresponding stanzas of “Eugene Onegin” (XXXVII-XXXIX
of Chapter VI) are the subtext for Samoilov’s entire poem and, possibly,
the inspiration for its plot. Wavering between ironic-parodic and tragic intona-
tions, the poem also references the depictions of Lensky’s fates. The play on
epigraphs (the clash of their meanings, stylistics and fictional sources) confirm
the significance of the Pushkinesque poetic complex in the construction
of “The Museum”.

The conclusion of Samiolov’s poem is, perhaps, just as pessimistic as the dual
description of Lensky’s fate in “Onegin”. This pessimism is indicated by the co-
medic, reductive rhyme of “rpo6om — rapaepo6om” (“coffin” and “coatroom”):

Ko y3Haer, 4ero oH xotea, Who will ever know what he wanted,
ITOT CTaphIil I03T IepeA rpobom! That old poet before his coftin!
CwmepTs moata — mocaeaHuit pasaes.  The death of the poet is the final act.
He Toanurecs mepep rapaepooom... Don’t crowd the coatroom...

The Lermontov’s “Death of a poet” quoted here sets an accusatory tone toward
the museum’s visitors — they themselves are the “arrogant descendants”. After
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the “death of the poet” his biography ends, blatantly contradicting the epigraph
“from an old poet”:

IToTOMKOB POIIOT BOCXHILEHHBI, The descendants’ murmur of admiration,
Baaxxernoi caassl [Tappenon! The Parthenon of blessed glory!

A “murmer of admiration” is not heard in the poem; on the contrary, the visi-
tors’ irritation is reflected: “Seen enough? Let us go on... Are you tired? We're
nearly done... Don’t crowd the coatroom”. This parataxis, and the juxtaposi-
tion of the epigraph with the text, reveal another layer of the plot: the “Parthe-
non of blessed glory” turns out to be a boring museum, which the visitors aban-
don immediately after the “death of the poet”. After this act there is nothing —
no praise and no admiring descendants; thus the second epigraph, “it produces
profound...”, underscores the pessimistic version of the fate of the poet. Of the
poet nothing remains but the parodic patter of the tour guide, behind which the
author’s voice can be discerned. In “The Museum” Samoilov has done a varia-
tion on the theme which occupies perhaps first place in his thoughts about po-
etry: the right of the artist to his own path and own vision of the world, the right
to answer or not answer the call of modernity, and the ability to equate service
to the Muses and a desire for privacy with worldly happiness.

A.S. Nemzer justly takes note of the “anti-domestic energy of the po-
em” [Hemsep 2007: 161]. There is also a skeptical “anti-poetic” note worth
pointing out. The author’s voice in “The Museum” does not come through
clearly, it is hidden behind the speech of the tour guide (and, it seems, there is
no basis for fully equating the tour guide’s speech with the voice of the author).
The “vulgar voice” presents the old poet to the visitors/readers as a “lover of
the quiet life”, but his biography as following the path of gradual “reconciliation
with reality” and “the rule of law”. At first glance, the line “The departed / valu-
ed the quiet life”, which is inconsistent with widespread notions about Pushkin,
finds a parallel not only in the later biography of Pushkin (in his notions about
privacy), but also in his poetic stories of an earlier era; for example, in these
lines from “Onegin’s Journey”: “A housewife now is what I treasure; / Ilong for
peace, for simple fare: / Just cabbage soup and room to spare”. Here Samoilov
demonstrates how one can draw out a single plot from the complex biography
of a writer with many different potential plot lines, straightening the intention
and defining the tendency (and Samoilov’s irony is above all directed at just
such an impoverished interpretation). Pushkin’s biography in the context
of Russian culture naturally became the first subject of similar interpretations;
this explains the author’s choice of Pushkin as the basis for the semantic struc-
ture of “The Museum”.
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The parody of the speech genre (the “museum of literary history”),
of course, is a means of creating distance between the author and adherents
of that genre. But the poet’s life story as presented through his own works —
“the ode ‘Down with!”, “The Beginning of a message “To my friend”, the
completed (judging by the answer) letter “Clinging at your feet...”, followed
by the poem “Hooray!” and the article “Why do we play the fool?” — is beyond
parody and truly shows “reconciliation with reality”. Following in the footsteps
of predecessors in using the concept of the archiseme, one ventures to say that
the juxtaposition of allusions to different prototypes in “The Museum” forms
the archiseme of a “pseudo Pushkin”, a negative twin of the poet, whose biog-
raphy is the inverse of the life story of a successful writer. As the plot progresses,
the parodic vulgarity of the excursion through the apartment-museum acquires
and the article “Why do we play the
fool?”, having earned his apartment museum, has also earned a diminished in-

1

another rationale: the author of “Hooray

terpretation of his life and the bored inattention of the listeners. Behind the
parody of the Pushkin museum lies the parody of the pseudo Pushkin. The po-
litical implications of this poem, possibly, conditioned its placement at the be-
ginning of the collection and, moreover, determined the translation strategy
employed by Jaan Kross.

Kross translated “The Museum” into Estonian in the 1960s, and the transla-
tion was published in the collection “Virsipsimik™ in 1965. The poets them-
selves first became acquainted in the 1960s, in Moscow, and they continued to
socialize thereafter in Tallinn. When Samoilov moved to Piarnu, Kross himself
noted how their meetings became altogether rare: “Hiljem, kui temast sai pirna-
kas, oleme puutunud tegelikult iisna harva kokku” [PS: 6]. Thus, it is difficult to
say whether the translations were fully “authorized”. However, the long acquain-
tance of the two poets and their mutual interest make authorization very likely.

In his translation of “The Museum”, Jaan Kross accents those archisemes
that appeared in the original text while deemphasizing those particular allu-
sions that would have held little meaning to the majority of Estonian readers.
He strives for poetic preciseness, unwaveringly preserving the strophic division
and rhyme scheme (which, in his own poetry, is uncharacteristic; on the whole,
rhyme has an insignificant role in modern Estonian poetry).

Kross even translates the first epigraph in verse:

Kiib jarelpolve harras melu,
kus au ja sira Parthenon...

> Samoilov, D. Maja-muuseum// Vérsipoimik. Tallinn, 1965. Lk 120-121.
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The first stanza of the poem is translated fairly precisely, and Kross makes no
reductions. The only change of note in the first stanza is the shortening of the
phrase «3JTo mTopa — oxHo mpuxpsBatb» (“This is the curtain that covers
the window”) to “Aga see — tema aknaruloo” (the visual imagery of the phrase
is nonetheless maintained). The reduction is made up for in the next line:
“Lemmiktool. Siin ta istus thtlugu” («Axo6umsrit CTyA. 3A€Ch OH 4acTo CH-
Aea» — “His favorite chair. Here he often sat”) instead of the original «Bor
noara Aobumoe kpecao» (“Here is the poet’s favorite chair”). The addition
of information not found in the original is motivated by the reduction in the
previous line. The line of the translation is composed of two sentences
of equivalent meaning (a “favorite chair” being one in which one often sits
or uses). The redundancy of this line is the functional equivalent of Samoilov’s
“This is the curtain that covers the window” (covering a window is the one and
only purpose of a curtain). By applying this technique to another object, Kross
changes neither the plot, nor the intention of the original.

At the end of the first stanza, a pun is absent from the translation (as well
asa pun rhyme): instead of «I[TokoMHBI 6bIA HEHUTEAEM >KU3HU CIIOKOi-
noit» (“The deceased valued a life of peace”), the translation is “Vaiksest elust
ta pidas suurt lugu” (“He deeply respected the peaceful life”). The Estonian
language does not have an appropriate synonym for “deceased” that would
have lent itself to an equivalent play on words. But the punning rhyme is con-
veyed by Kross via the unusual rhymes of this first stanza: “see siin — kanapee
siin, iihtlugu — suurt lugu”®. Composite rhyme is more frequently found
in comedic poetry. Kross does not include the original pun, but he does utilize
composite rhyme (in the first case, almost a redif), which creates an analogous
effect of “unambiguous” word play (in the original, the pun is a part of the
parodic speech of the tour guide).

In the second stanza of the translation Kross is less precise, but his depar-
ture from the original seems to be an intentional technique intended up to lay
open the meaning of the poem to the Estonian reader, without any attempt
to preserve the associations that would arise in the mind of a Russian reader.

The portrait as described in the translation lacks any sign of anonymity, but
becomes “one of many” (“iiks paljudest neist”). The addition of the poet’s age
in the translation (“Here the poet is fourteen years old” — “Siin poeedil on aas-
tat viisteist”) arises due to restrictions of meter (“neliteist” is longer by one syl-

¢ Itmay be assumed that this rhyme is a phonetic allusion to the original rhymed pair of «Kaayry —

Apyry>. The translator did not preserve the toponym, but preserved its sound in another passage
of the poem, a technique not often encountered in poetic translation.
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lable). “The later portrait is dashing” is deprived of its adjective in translation:
“Siin — tiks hilisem pilt. Pole paha?” Instead of a particular characteristic, an-
other address to the tourists is inserted, using an assertively conversational, fami-
liar construction which becomes the stylistic equivalent of the skipped adjective.

Instead of to Kaluga, Kross sends his poet simply “to exile” (“maapakku”),
making this section less specific, as the significance of exile to Kaluga would be
totally unobvious to readers outside of Russian culture’.

Historical realities also become less definite. The “frock coat” Kross trans-
lates as “kuub”, which can mean frock coat, or dinner jacket, or caftan, or even
“apparel”. The “frock-coat with a hole” of the original recalling first and fore-
most Pushkin’s own frock-coat and, accordingly, alluding to Pushkin’s life,
in translation loses this connection. “An epistle to a friend” is translated simply
as “A message” (“Likitus”), while the “flourishes and first attempts at writing”
become “a few leaves of squiggles/curls” (“kriksadulle paar lehte”).

In the fifth stanza, the translator transposes the order of two scenes:

T'oap! crpancrsuil. Benenus. Pum. Years of pilgrimage. Venice. Rome.
AneBHuKu. 3amMevanbs. Terpasku. Diaries. Observations. Notebooks.
Bot 6AecTsimuit OTBET Ha HAIIAAKH. Here is his brilliant response to the attacks.
U crarbst «IToyemy Mb1 Aypum? > And the article “Why do we play the fool?”

Pievaraamatud. Siin — tlipeen
vastulook tema labastajaile.
Rinnuaastad, teed mitmeile maile
ning artikkel “Miks narrusi teen?”

In translation the “attackers” are concretized, becoming “labastajad” (“vulgari-
ans”), but at the same time the geographical names and destinations of “pil-
grimage” are removed (in place of Venice and Rome, there is “mitmed maad”).
For Samoilov, the naming of cities is likely more symbolic than concrete; Ven-
ice and Rome are markers of high European culture. At the same time, it is sig-
nificant that these cities metonymically indicate Italy, whence many Russian
writers and artists in general went for inspiration. The translation lacks this
symbolism, as well as the original poem’s contrast of Kaluga with Venice and
Rome. Among all the geographical names, only Toulouse remains in the trans-
lation, a city which appears to have no symbolic or metonymic significance
in the original poem.

7 Notably, people were not often exiled to Kaluga. Among well-known persons of Russian history,

only Shamil and A. V. Lunacharsky were sent there.
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It is of note that in Kross’s translation the title of the poet’s article is trans-
formed: in place of the pronoun we there is I; this clarifies the “repentant”
meaning of the title.

The translator diverges from the original most noticeably in the final stanzas
of the poem. First, the contradiction disappears between “then he was killed. //
Here he died. On that settee” («motom on nozub. // 3aech on ymep. Ha Tom
KkaHare>» ). Kross totally avoids using verbs and their corresponding semantics:
“see pleekinud pilt ... temast viimaseks jai. // Surising. Jah — siin see kanapee”.
The tension disappears between “was killed” (“the poet was killed” — see
“Death of a Poet”, below) and “died. On that settee”, and with it the quota-
tional reference is disrupted. “Death of a Poet” becomes just “death” (“Surm
ongi viimane osakond”).

The death of the protagonist in translation is more picturesque and less
evaluative: it contains no oxymoronic “incomprehensible utterances”; rather,
just before death the poet lifts his head slightly and whispers (“Enne seda siit
kergitas pea ta / ja veel sosistas...”).

The translation of this deathbed utterance must have been particularly
troublesome for the translator, as it requires the matching of a most “common”
anaphora with a most “poetic” one. Translation of the required repetition
found in “necen — neuenps” (translated above as “carol — candy”) was impos-
sible, so for this construction Kross uses an object he had inserted into the text
earlier: instead of the poet’s “favorite glass”, the museum houses his “favorite
tea glass” (“lemmik teeklaas”), with which he “moistens his tongue” (“keelekest
kasta”). Instead of “meuenns” (“cookies”), tea (tee) appears in the translation,
and “necun” (“songs”) are exchanged for “knowledge” (teada). “Knowledge”
appeared, probably, as a result of a transfer; Kross moved the equivalent word
from the tour guide’s speech to the direct speech of the protagonist: “Who will
ever know what he wanted”, in translation becomes “Kes see delda vaib, mis ta
just tahtis” (“Who can say what he wanted”); then, correspondingly, made re-
placements in the dialogue:

«Xouercsime... » “Iwantca...”
To Au neceH? A TO AU TI€4eHbsI? A carol? Or candy?
“Tahaksin te-”" —

pole selge, kas “teed” voi kas “teada”

The last thyme in Samoilov’s poem, the lowering style thyme of “rpo6om —
rapaepotom” (“coffin — coatroom”), is absent from the translation, and garde-
roob (coatroom) moves to the beginning of the line. However, the reductive
effect is transferred to the verb phrase of the last sentence. The museum visitors
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in Samoilov “crowd” (“roansrcs”) before the coatroom; in Kross they “run” to
it (“Garderoob (irge jookske!) on lahti”).

Of course, to draw conclusions about the translation tactics used by Kross
based only on the examples above would be to take inexcusable liberties.
The collection “Bottomless Moments”, its composition, and its poetics deserve
holistic analysis and consistent interpretation. Furthermore, a broad authorial
context is essential, as this would provide for the correlation of Kross’s transla-
tion practices with his own poetic works, thereby allowing a more precise de-
termination of the significance of his translation techniques and evaluation
of his direction and intentions in any deviations from the original text.

This article has attempted only to demonstrate that in translation, Kross, at-
tempting to follow the original, transformed the text in order to reveal its po-
tential meaning to his audience. Jaan Kross’s translation of David Samoilov’s
“The Museum” lost its layer of allusion associated with Pushkin (due to the
reduction of the number of historical and biographical associations, etc.), but
thereby gained a broader meaning: no longer the biography of “the Russian po-
et” (presumably of the 19" century), but the biography of “the universal poet”.
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“AND RUSSIA SEEMED TO HIM...":
DAVID SAMOILOV'S BALLAD AND
ITS TRANSLATION BY JAAN KROSS"®

TATIANA STEPANISCHEVA

“The Ballad of the German Censor” is not one of the David Samoilov’s most
famous texts. One reason is that it is not entirely certain even which genre it be-
longs to, despite the clear title. “Ballad” is considered either a part of a poem,
ora “small poem”. While it has been included as part of the poem “Nearby
Countries”, it was not so in the first edition in 1958. After its separate publicati-
on in 1961 in the journal “Novyi mir”, “Ballad” was published as a part of
“Nearby Countries” (which was first included in the 1971 book “Equinox:
Verses and Poems”).

The mercurial genre status of “Ballad” is a sign of fluctuations in meaning.
Y. Yevtushenko pointed to this in his short characterization of the poem:
“The small poem ‘The Ballad of the German Censor’ was, essentially, a mock-
ery of our own Soviet censorship” [Crpodsi: 471]. Yevtushenko considered
the German residence of the censor a convention. Even if the allusion did not
occur to the author, Yevtushenko’s comment gives a sense of readers’ recep-
tion, which highlights this particular component in the text. Possibly, this allu-
sion in “The Ballad of the German Censor” could have been the very thing that
drew the Estonian translator, Jaan Kross, to the text.

Kross’s translation was printed in the collection “Bottomless Moments” («Bes-
poHHbie MrHoBeHbst / PShjatud silmapilgud> ). It is interesting to note that the
theme of war, so meaningful in Samoilov’s works, is represented in the
collection by just two poems, “Ballad” and “Muse”. The second poem, which
reflects Samoilov’'s own experiences in war, was published in the selected
“Verses from the Front” in the journal “Yunost” (1979, N2 10), and then in the

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20" Century: from the Interpretation to Translation”.
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collection “The Gulf” (1981), dated 1944. “The Ballad of the German Censor”,
stylized and, as will be demonstrated below, filled with literary subtexts,
contrasts with “Muse”, and this might be an indirect confirmation of Yevgeny
Yevtushenko’s interpretation of the ballad as allusive and, in fact, anti-Soviet.

As noted above, “Ballad” never became the subject of close literary analysis.
Therefore, before turning to the Estonian translation, several observations
about the original text must be noted, which will be critical to the interpretation
of the translation.

There are two sections of “Nearby Countries” whose titles include the name
of a genre: in addition to the ballad about the censor, there is also “The Ballad
of Hitler’s End”. Neither text appeared in the first edition. While the exclusion
from the 1958 edition of the poems “An Engagement in Leipzig” and “I spend
tonight in a demolished house...”, as well as several key lines from “On the Far
Shore”, dedicated to the Warsaw Uprising’, have logical explanations — ideol-
ogy and censorship — the reason for the absence of the ballads is not so clear.
The most obvious explanation is that these verses were written later that the
other texts of “Nearby Countries”. “The Ballad of a German Censor” was first
published in 1961, while “The Ballad of Hitler’s End” was not published until
1971; that is, before the appearance of the full text of “Nearby Countries” in the
collection “Equinox”. Thus, it can be presumed that it was written later that the
rest of the poem’s constituent parts. It is also possible that before publication
of the poem in its entirety, the author gave the press only the most essential
parts (in terms of the whole).

There are additional possible explanations. A. S. Nemzer in a lecture once
made note of the balladic subtext of the poem “An Engagement in Leipzig” (the
march of the Potsdam groom to his bride, his travels reminiscent of the ride
of the groom in Zhukovsky’s “Ludmila”; see this comparison in the afterword
of [Hemszep: 383]). The most central plot line of “Nearby Countries”, the end
of the war and the hero’s return home, parallels “Ludmila”. If the cuckolded
groom of “Friulein Inge” is the hero’s foil (they both sit near Inge), then a par-
allel can be drawn between our hero’s way home from war and the path of the
groom of Ludmila/Lenora. In addition to the farcical love story (of Inge, who
did not remain faithful to her faraway fiancé, and the “young bookseller from
Potsdam” coming to her through Germany), the poem contains a tragic sto-
ry — the heroes Leshka Bykov and Yadviga are killed like lovers in a ballad.

! The hero stands “on the far shore” and watches the desperate resistance of the rebels: “I see them!

I'see them perfectly! / But I am silent. But I cannot help... // We stood on the far shore”.
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The ballad genre is embodied in the very theme of the poem. The action
of “Nearby Countries” takes place in the “alien” lands of Germany and Poland.
The hallmark feature of a ballad, besides its plot dynamics, is exoticism — the
action takes place in an exotic and alien environment (geographically
or historically). In this way the balladic associations, strengthened by the intro-
duction of two ballads with genre titles into the structure of the poem, become
thematic in nature. The hero goes to war in Germany (or on “German” terri-
tory in Warsaw) and finds himself in an alien and frightening world; thus, the
appearance of the “frightening German ballad” is logical.

It appears that direct textual references to Zhukovsky’s ballads (the most
famous of which he translated from German, from Goethe and Biirger) or
to other German ballads, whether in translation or in the original, are not to be
found in Samoilov’s “Nearby Countries”, and one must not assume that these
ballads are subtexts. Rather, important here is the overall impression of the
genre, and not specific texts (although initial examples of the Russian Romantic
ballad are still, perhaps, significant).

It is obvious that in “Nearby Countries” Samoilov takes advantage of
a strange characteristic of the ballad: the comedic-farcical potential of a tragic
plot. Thus, “The Ballad of Hitler’s End” alludes to Zhukovsky’s and Lermon-
tov’s poems about the dead emperor (“The Midnight Review” and “The Flying
Ship”), though the allusion is complicated by the “fantastical” association of the
title character with the folkloric antagonist Koschei the Deathless. Still alive,
but sitting in an underground bunker, the ruler calls up his army, which no
longer exists — the soldiers are dead, and the microphones he yells into have
been long turned off”. These deactivated microphones give the second ballad in
“Nearby Countries” a farcical nuance. It can be presumed that this fable-like
episode might have arisen under the influence of Soviet caricature of the war
era, or satirical poetry of those same years. Compare, for example, to S. Y. Mar-
shak’s poetic feuilleton “The Corporal’s Farewell to the General’s Uni-
form” (1944): “Goodbye my uniform, my faithful servant / The moment of se-
paration approaches. / Goodbye forever!.. No more will march my leg / in my
General’s trousers!”*

“The Ballad of the German Censor” [BM: 24-33], also alludes to another
circle of texts: the classic Russian tales about “little people”. The key to this
association is found in the very first line of Samoilov’s ballad: “Once there lived

There are other parallels between Samoilov’s ballad and two Russian transcriptions by Zedlitz: the
circular composition of the text itself, and the circular movement of the protagonist (the corpse
rises from the grave and later returns to it); the adjutants do the same in “The Midnight Review”.
Thanks to A. S. Nemzer for this example.
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in Germany a little censor”. Later, this defining characteristic of this protagonist
develops further: “he was born a pedant”, and “a puny little man, small as
switchgrass!” It’s possible that later commentators will complete the picture,
but this paper will discuss only those precedents that are reflected in Samoilov’s
ballad at the thematic-lexical level: “The Overcoat”, “The Bronze Horseman”,
and, obviously, “A Weak Heart”. Moreover, as with the ballad, it is better justi-
fied to discuss the thematic, fable-like parallels of these texts, rather than sub-
texts. Examples of these parallels follow.

For the “little” German censor, work is the only thing of value; only in his

work does he see a purpose to life (italics within quotes from here on are mine):

OH BbIMapbIBaA, YUPKAA U pe3aa He edited, struck, and sharply cut
U ne sedan unozo npussanvs. And knew no other calling.

<>
A pabora? PaboTsI A0 yepTa: But work? He had work up to his ears:
Hado pesams, u HupKamv, u Ma3ame. He must cut, and strike, and smear.
Ilepea HUM GBIAM IIHICEM 3aBAABL, Before him lay piles of epistles,
BykBbI, CTpOYKY — IIPsIMbI€E, KPUBbIE. Letters, lines — straight, curved.

<>
OH uuman 4ymo He Kpyavle Cymxi, He read near round the clock,
3abveas noecmo u nobpumucs Forgetting to eat and shave.

[BM: 24-28].

This, of course, is reminiscent of that toiler with pen and ink, Bashmachkin*.
The censor’s diligent execution of his duties find a parallel, as with the story of
Gogol’s hero, also with Vasya Shumkov, protagonist of “A Weak Heart” (Vasya
“accelerated his pen” for the sake of fulfilling his superior’s orders, and then, al-

Compare: “Hardly anywhere could one find a man who so lived in his work. Suffice it not to say
that he worked fervently, no, he worked with love. There, in transcription, his own varied and
pleasant world appeared to him. Pleasure wrote itself on his face; some of the letters were his fa-
vorites, if he arrived at them he was not himself: he giggled and winked, and worked his lips, so
that it seemed one could read on his face every letter that swam before him. Had they awarded him
commensurate to his zeal, he, to his own amazement, perhaps, might even have become a state
councilor; but as those wags, his comrades, expressed, he curried favor with a buckle in his button-
hole, and had amassed piles in his backside. However it cannot be said that no attention was given to
him at all. One director, being a good man and desiring to reward him for his long service, ordered
that he be given something more important than common correspondence; precisely from the
cases already finished he was ordered to work on a memo to another public office; the whole affair
consisted only in changing the main title and converting some verbs from first person to third.
This caused him such an effort that he broke out in a total sweat, wiped his brow, and at last said
“No, better to let me copy something”. Since then they left him forever to transcribe. Beyond tran-
scription, it seemed, nothing existed” [T'oroap: 144-14S].
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ready in a confused state of mind, informed on himself*). To the motifs arising
from Gogol’s “The Overcoat” must be added the cold and the hero’s lack

of warm clothing:

Bs1a0 x0400H0 exatb Ge3 utybut
<>
To, 9TO OH Ha3BIBAA «HOCTAABIHSI>,
B51A0, B CYIHOCTH, CTPaxoM U chiysceil
<o>
OH IIPOCHYACSI OT CTpaxa ¥ CHyxu...

It was cold to ride without a coat
<>
That which he called “nostalgia”
Was, in fact, fear and severe cold
<..>
He awoke from fear and severe cold... ¢

The daily poverty of the censor and the closed nature of his life also point to
the relationship of the hero to other poor clerks from classic tales about “small
people”: “Three walls, and the fourth a window, / Table and chair, and an
iron bed”.

Like the hero of “A Weak Heart”, the censor goes mad due to an overly
zealous attitude toward his work:

And in his confused state of mind
Something strange began to happen.
<> <>

W B ero yroMaeHHOM paccypke
YT0-TO CTpaHHOE CTAAO TBOPHUTHCSL.
MBbICAU AAUHHBIE, CAOBHO 0603BI, Long thoughts, like convoys,
3ae3)XaAU B YTABI MO3TOBBIE, Rode into the corners of his mind,
And the convolutions of a weak brain

Shook like a bridge.

U usBuAuHbI cAab020 mo3za
CoTpsICaAnCh, Kak MOCTOBbIE.

The censor is overwhelmed by nightmares, visions in which reality undergoes
a startling metamorphosis:

That which by day he edited and struck,
Came and tortured him by night

To, 4TO AHEM OH BRIMapBIBaA, YUPKAA,
ITpuxoduro u myuuro Houvio
V1 KaKUM-TO He6UOAHHBIM YUPKOM And in an unprecedented circus

Ilepea HUM IIPeACTaBAAO BOOYBIO. Personally appeared before him’.

It is worth noting here that for Soviet readers, self-incrimination and “disarmament before the
party” might have been more reminiscent of recent history than of Dostoevsky’s story.

The action of “A Weak Heart” also takes place in winter; compare, for example, the description in
the finale: “Night lay over the city, and the wide plain of the Neva, swollen with frozen snow, was
shining in the last gleams of the sun with myriads of sparks of gleaming hoar frost. There was a
frost of twenty degrees. A cloud of frozen steam hung about the overdriven horses and the hurrying
people. The condensed atmosphere quivered at the slightest sound, and from all the roofs on both
sides of the river, columns of smoke rose up and floated across the cold sky...” [ Aocroescxuii: 48].
Compare to Bashmachkin’s dying delirium: “Visions incessantly appeared to him, each stranger
than the other. Now he saw Petrovitch, and ordered him to make a cloak, with some traps for rob-
bers, who seemed to him to be always under the bed; and cried every moment to the landlady to
pull one of them from under his coverlet. Then he inquired why his old mantle hung before him
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The German censor is likened to the hero of “The Bronze Horseman” through

insanity and a revolt against the array of things that drove him mad, as well

as his posthumous anonymity and unmarked tomb:

OH cTaA rpy6, HEAIOAMM U IIe4aAeH
U ¢ npusTessiMu HenmpuATeH.

OH 6bIA HECKOABKO AHE! T€HHMAAEH,
A IIOTOM HaAOPBAACS U CILITHA.

OH IPOCHYACS OT CTpaxa U CTYXU

C AMIKIM 9yBCTBOM, TOAOOHBIM YAYIIBIO.
<>

U B py1ie ero uepHas IpaBaa

Y1BepauAach Hap 6€AO AOXKBIO.

He became rude, unsociable and melancholy
And unpleasant to his friends®.

He was brilliant for several days,
But then overexerted himself and went mad.

He awoke from fear and severe cold

With a wild feeling, like suffocation.
<>

And in his soul the black truth

Affirmed itself over the white lie.

The censor’s protest, like Evgeny’s revolt in “The Bronze Horseman”, is brief

and doomed:

A HayTpPO OH B35ACS PETHBO

3a cBoe... HeT, CKopeil — 3a HHOE:
OH noauepKHBaA BCe, 4TO IPABAUBO,
U Brr4epKuBaA Bce OCTaAbHOE.

Beanbrit ieH3op, AMImeHHbIN paccyakal
YeaoBeynmka MEAKHI, KaK ITpoco!

Ha cebst oH poHecC uepes cymicu

V1 6b1A B3SIT B pe3yAbTaTe AOHOCA...

Toward morning he zealously undertook
For himself... no, rather for another:

He underlined everything truthful,

And crossed out all the rest.

Poor censor, deprived of reason!

Puny little man, small as switchgrass!

He informed on himself a day later

And was arrested due to the denunciation...

The final stanza of the ballad, which includes a partial repetition of the opening

lines, summarizes the story of the “small man” whose life and death left no trace:

JKua-6b1a Marenbkuit nien3op B 'epmarnu  Once there lived in Germany a little censor

Hesbicokoro urHa u 3BaHus.

OH noru6, u ero 3aKormMaau,
A MOTHAY €ro 3araxaAu.

Oflow rank and title.

He died, and they buried him,
But his grave they plowed.

when he had a new cloak. Next he fancied that he was standing before the prominent person, lis-

tening to a thorough dressing-down, and saying, “Forgive me, your excellency!” but at last he be-

gan to curse, uttering the most horrible words, so that his aged landlady crossed herself, never in
her life having heard anything of the kind from him, the more so as those words followed directly

after the words “your excellency”. Later on he talked utter nonsense, of which nothing could be

made: all that was evident being, that his incoherent words and thoughts hovered ever about one

thing, his cloak” [T'oroas: 168].

Compare to the state of Arkady Ivanovich Nefedevich after Vasya’s illness: “He has become

boring and gloomy, and lost all his joviality” [ Aocroescxkuit: 48].
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The formula of the fairy-tale invocation, it seems, adds a Russian note to
the ballad (and the “naiveté” and simplicity of the story is accented by paired
verb rhymes).

Of course, these observations regarding the poetics of Samoilov’s “Ballad
of the German Censor” are fragmentary and oriented to the task of comparing
the ballad to its translation. Nonetheless, it is worthwhile to draw a transitional
conclusion regarding the author’s overall concept: in “Nearby Countries”
the German theme is clothed in the uniform of a genre with a clear German
halo, yet also with a strong Russian tradition, while the ballad’s thematic com-
plexes, as parsed above, were built on Russian prose sources’.

We turn now to the treatment of this text by translator Jaan Kross, renowned
poet and author of historical novels (including those on Russian history). Kross
completed his translation of “Ballad” in the early 1960s, at the beginning of his
friendship with Samoilov. The translation appeared in print three times before
“Bottomless Moments” was published, in 1962, 1965, and 1976, and so was
well-known to Estonian readers.

In his translation, Kross preserves the original rhyming structure (cross-
rhyme, with the exception of the last stanza, which has paired rhymes), despite
the fact that his own poetry is usually free of rhyme (that is, Kross strives to
preserve the features of the translated verses; David Samoilov also translates
Kross’s poems in this way — in free verse, like the original). In the last pair of
lines, he even preserves the lexical content of the rhyme (paired verbs).

The ballad becomes shorter (18 quatrains instead of 21). Generally, any
Russian text becomes somewhat shorter when translated into Estonian. But
Kross translates “Ballad of the German Censor” with several omissions and
substitutions which shift the plot and change the meaning.

Russia, whence the “little censor” is sent, looks different in translation.
Samoilov’s censor peered from the train window “at snow, at fields, at church-

In “Nearby Countries” as a whole, it is interesting to note the consistent connection of the
German theme with literature: “years of wandering and years of study” for the hero specifically
pass at war; the Potsdam bridegroom of “Friulein Inge” is a bookseller; Inge shows her suitors her
albums of records; in “Ballad of a German Censor” the protagonist is fully occupied with the
letters he reads in the course of his work, in the end, goes crazy from “text” (“Text composed itself
in black mosaic...”), and before death writes everything down in “a small notebook” “with talent”;
that is, he becomes a writer.

Samoilov, D. Kahekiimnenda sajandi puud; Ballaad saksa tsensorist // Looming. 1962. Nr 10.
Lk 1504-1506; Samoilov, D. Kahekiimnenda sajandi puud; Ballaad saksa tsensorist; Iivani surm //
Vene néukogude luule antoloogia. Tallinn, 1965. Lk 460-464; Samoilov, D. Ballaad saksa tsenso-
rist // Parnu Kommunist. 1976. 7 okt.
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yards”'". In Kross: “silmitses vaguni aknast / maju, haudu ja teeviidaposte” (“he
examined from the train window / houses, tombstones, and sign posts”). Of
the three components, the translator preserves one, and that via meto-
nymy (tombstones in place of churchyards). The alteration, was possibly due to
the necessity of preserving the barbarism of “nach Osten”, found at a strong
point in the second line and semantically accented. Thus the churchyards are
replaced with the word teeviidaposte, which, though totally unrelated semanti-
cally, rhymes with “nach Osten”.

In the source text, the censor travels “past villages with neither houses nor
people”™. In translation this all disappears, and the translator focuses on the
hero himself: “Rebis endasse pakane 66 ta. / Nagu jddtava tuule kies kor-
bes” (“The frosty night sucked him from himself. / As if he was burning on an
icy wind”). At the same time, the “overcoat” disappears from the stanza, with-
out which it “was cold” for Samoilov’s censor. In the original, the “little”
hero (fitting the motif), cold and freezing without warm clothing, has been sent
after several key literary texts (here it is not so important that the texts are “Pe-
tersburgian”, but rather that they narrate of “the small man”). In the translation,
the literary reference to Gogol’s “The Overcoat” (via the censor’s missing over-
coat) disappears.

Kross emphasizes darkness in his version of the ballad: while in Samoilov,
the censor was sent to Russia “on a winter day in '43”"; the translator removes
the day, leaving “the third winter of the war”. Then, the undefined time of day
becomes “a freezing night”. In the source text, that day gave way to night is not
arealistic detail, but rather a fully symbolic plot move: the change of day
to night is connected to the theme of color; the lie in the ballad is “white”, while
the truth is “black”, and specifically at night “the black truth affirmed itself over
the white lie”"* in the hero’s soul. Kross, having generalized the time of day
at the beginning of the action, has changed the plot and highlighted just one
of the opposing elements, night. Finally, Kross adds a line that has no equiva-
lent in the original: “ei siin soendanud ainuski tuli” (“not a singled flame glim-
mered there”).

In the translation, Russia does not “seem to be a steppe, Asia”"

S sy s«
, it is “Scy-
thian” and “harborless” (“Oli Venemaa kéle ja skiiiitlik”, literally “Russia was

dank / harborless / a desert and Scythian”). Harborlessness, as a characteriza-

«Ha CHera, Ha IIOAsI, Ha TIOTOCTHI>».

«MHMO CEA, TAE HH AOMA, HU AFOAQ>>.

«B 3UMHHI A€Hb 43-TO TOAQ>.

«4epHasi [IPaBAQA YTBEPAHAACH HaA OEAO0 AOXKBIO>.
«II0KA33AACh CTEIbI0, A3Uei>.
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tion of Russia, appears again in the direct speech of the censor (which, in Sa-
moilov’s version, is written as indirect speech):

Ax, B Poccun He 3Ha10T KoMdpopTa Oh, in Russia they know not comfort

U npumaocs o cyrpobam moaasars.  And one has to climb through snowdrifts.
A pabora? PaborsI A0 yepTa: But work? He had work up to his ears:
Haao pesarb i unpKaTh, 1 Ma3aTs. He must cut, and strike, and smear.

Compare to the translation:

“Oh koledust!” ohkas ta valju,
“roni hangedes... moelda ei véiri!
Ja t66d on nii kuradi palju...”
Muudkui 16ika ja kraabi ja méari.

In particular, one notices the section comprised of two stanzas that describes
the censorship of letters from the front — in translation, they are shortened
and result in one stanza:

ITepea HUM GBIAK IIHICEM 3aBAABL, Before him lay piles of epistles
bByxssl, crpouku — npsiMble, KpUBBIE. Letters, lines — straight, curved.
U mucaam Apy3bsM reHepaabl, Generals wrote to their friends,
W nucaau AOMO¥I psIAOBBIE. And the rank and file wrote home.
Briam nmucbMa, mocAaHbs, 3aHMCKU There were letters, messages, notes
OT >MBBIX, OT CMEIIABIINXCS From the living, from those now mixed
C IIpaxoM. with ashes.

To, 4ro OH HaspiBaa «Heapuitckum>»,  That which he called “un-Aryan”,
Bb1A0, B CymHOCTH, CTyXel Was, in fact, severe cold and fear.

U CTPaxoM.

Compare to the translation:

Kirjad, kirjad... et silm nendest Letters, letters... in them brightly
kirju — in the eyes —
Loe ja hoia end hooletu vea eest — Read and beware careless mistakes —
Saatsid kindralid koju siit kirju Generals sent letters home from here
Jakirju siit kirjutas reamees. And letters from here wrote the ranks.

Most noticeable is the disappearance of the closing sentence of the second
stanza. The omission is quite meaningful; Samoilov uses this construction
twice: “That, which he called “nostalgia” / Was, in fact, fear and severe cold”
and “that, which he called “un-Aryan”, / Was, in fact, severe cold and fear”’.

¢ «To, yro oH HasbBas “Hocrasbrus’ / Bwlao, B cymuocTy, cTpaxoM U cryxeii» u «To, 4to on

HasbIBaA “HeapuiickuM’, / BbIAO, B CYIIHOCTH, CTy>Kel U CTPaxoM> .
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Upon this repetition are built the impressions of the censor and the country
that became his final refuge. The Russia of Samoilov’s ballad is enveloped in
cold, frost, and fear; this is all that a small person is capable of feeling, one for
whom the simplest of phenomena and elementary sensations are hidden be-
hind complex words (that is, the complex word “lie”). In the translation, not
only is the repetition deleted — and, as a result, the entire semantic construc-
tion — but the whole formula changes “authorship:” what is written in the
original as “that which he <the censor> called nostalgia”'” is translated as “mida
kodus nostaalgiaks hiiiiti” — “that, which at home they called nostalgia”. The
personal construction is exchanged for an impersonal one, and thus the intent
itself is changed (in the original, nostalgia overtook the censor outside the
“domestic space”, while in the translation nostalgia is understood specifically
“at home”).

No less significantly, the concept of “un-Aryan” — yet another marker of
the military, German theme — vanishes from the translation. Of course, the bar-
barism of “nach Osten” is powerful enough to specify unequivocally the time
and place of the action, but the elimination of thematic markers (particularly
such ideologically loaded ones) exposes the translator’s intentions. Kross,
clearly, strives to widen the associative field so that the Estonian reader will see
in the text not only German, but also Soviet censorship. In the above excerpt,
the translation omits the juxtaposition of the living and dead authors of the let-
ters (further weakening the theme of war), and inserts the phrase about the care-
less mistake. Kross opts not to include any lists (Samoilov’s “letters, messages,
notes”, and “piles of epistles, / Letters, lines — straight, curved”); that is, he
chooses not to emphasis the theme of letters and graphics, motifs which for
a Russian reader would evoke associations with the censor’s literary predecessors.

Yet another omission in the translation is found in the scene depicting
the protagonist’s nightmares. Jaan Kross again contaminates two stanzas, com-
bining them into one that lacks “the East”, song and balladic repetitions, and
the imitation of direct speech:

YepHoit TyLIbIO yOUTbIE CTPOKH With black ink lines were murdered
ITocTeneHHO CAATAAKCD B THPAABL: Were gradually composed in a tirade:
«Ha Bocroxke, Bocroke, Bocroke “In the East, East, East
Hawm He 6yaer, He 6yaer We will not, we will not

MIOIAABI ... > be spared...”
TeKcT cAaraacst U3 YepHbIX MO3AHK, Text was composed of black mosaic,
CAOBO IIeTIKO XBaTAAOCh 33 CAOBO. Word tightly seized upon word.

«TO, 4TO OH <IIeH30P> Ha3bIBAA “HOCTAABIHUS >.
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Hyikakoit reHHaAbHBIN IPO3aKK The most genius of prosists
He cymea 651 mpupymMarhb Takoro. Could not have dreamed it up.

Compare to the translation:

Mustiks mustriteks liitusid read ja Lines were connected by black designs and
Rida holjudes libises reale. Line, hesitant, ran into line.

Geniaalseimgi sonadeseadja To the most genius of writers

Poleks eal tulnud taolise peale! It would never have come to mind!

Here it is important to note the translation’s exclusion of all the “tirades”, yet
another marker of the time and place (here, “the East” is the translation of the
significant word mentioned above, “nach Osten”; and therefore acts an equiva-
lent of that marker). The adjective murdered as a description of “lines” furthers
the mainstay theme of war (in the ballad and the poem as a whole); by skipping
it, the translator rejects the plot parallels between the murdered soldiers and
the murdered lines of their letters, overall weakening the theme of war. Instead,
to compensate for the omitted lines, he sharply strengthens the phonetic
tension within the stanza, filling it with repetition (mustiks mustriteks, liitusid +
libises, read + reale + peale + eal, etc).

The translation includes a play on words that does not appear in the origi-
nal: mustiks mustriteks (black designs). It is worth taking a look at Kross’s play
on color in his translation of this poem. While for Samoilov, cold (frost) is the
defining feature of Russia, the translator emphasizes darkness and blackness
specifically, and these are accented by the play on words. In this way Kross
strengthens and reinforces the culminating scene of the ballad:

OH pOCHYACS OT CTpaxa U crysnu He awoke from fear and severe cold
C AUKUM YyBCTBOM, IOAOOHBIM With a wild feeling, like

YAYIIbIO. suffocation.
Toma Ob1Aa HenpozasOree myuiu, The darkness was impenetrable ink,
OxHa GBIAY 32ASTIAHDL MYULBIO. The windows were spattered with ink.
OH BApYT HOHIA, 4TO U3Hb He OpaBaga  He understood suddenly, that life is

not bravado

U 410 cymecTBOBaHbE HUYTOXKHO. And that that existence is insignificant.
U B pymte ero uepras npasda And in his soul the black truth
YTBepAHAaCh Hap 6e10ii A0IHbI0. Affirmed itself over the white lie.

Compare to the translation:

Oosel irkas ta, liikmetes 16din:
oli, justkui ta uppuma hakkaks.
06, must nagu nagine jogi,
oli tusiga méirinud akna.
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Ja ta korraga moistis, kui noder
ta on, ja ta elu kui hale.

Ja ta sidames dotume tode
surus korvale valeva vale.

Again the severe cold is excluded, but the theme of darkness is strengthened by
the insertion of the image of night, black like a sooty river (note the phonetic
play of “nagu nogine jogi”). This deviation from the original (though Kross
nevertheless strives for preciseness), it seems, is necessitated by the translator’s
poetic discovery.

Samoilov’s fairly untraditional use of color adjectives has a plot motivation.
The black ink of the censor strikes out the “truth” in letters, thus it is the truth
that is black, rather than the lie, which would have been the more typical
literary usage (compare to A. S. Khomyakov in “Russia”: “The courts are bes-
mirched with black lies”, or A. N. Plescheev’s “It was time: his sons...”: “With
evil and darkness, with black untruth She calls now to battle...”). Kross uses
the adjective, valev, which is phonetically closest to the Estonian word for lie,
vale. The adjective means “white, light, sparkling or brilliantly white” (like
snow). In order to emphasize the aural similarity, the translator makes “the
truth” not only “black”, but “dark as night” (literal translation: “night, black, as
if covered with soot / a sooty river”). Thus, the image that for Samoilov is the
semantic climax is further strengthened in translation by phonetic emphases, in
preparation for which other segments of text have also undergone alterations.
At the same time, the translator rejects the associations that arise for the
Russian reader, because those literary allusions are less effective for an Estonian
reader (in this way the reader’s experience and cultural context become less
significant, since they are not as critical to understanding the translation).
Earlier, the weakening of the motif of cold and the “disappearing overcoat”
in translation was mentioned. In exchange, new accents emerge which are
comprehensible outside a “Russian” cultural context; more specifically, they are
comprehensible in another context (to readers not immersed in Russian
culture, but familiar with Soviet realities).

One final observation: although Kross does not translate the sections
including lists (epistles, lines, letters), thereby stripping out all associations of
the protagonist’s work with Gogol or Dostoevsky, he does at the end
incorporate a picturesque image that implies, first and foremost, the theme of
letters as fate. In Samoilov’s original, the censor dies, and the conclusion of his
path is presented with emphatically naive simplicity:
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JKua-6b1a Manenbkuil iensop B lepmanun  Once there lived in Germany a little censor

Hespicokoro 4uHa u 3BaHuA. Oflow rank and title.
OH noru6, u ero 3aKomnaay, He died, and they buried him,
A MOTHAY ero 3amaxaau. But his grave they plowed.

The translation’s censor is also weak and understated:

Elas viikene tsensor kord Saksas, There lived a little censor once in Germany
Viike tsensor, kes tegi, mis jaksas. Alittle censor, who did what he could.

Ja ta hukkus ja hauda ta aeti. And he died, and they buried him.

Pirast haud kiinnivagudest kaeti... Then his grave they plowed.

The grave of the censor here is not simply “plowed”, but literally “covered with
plow furrows”, with black, tilled soil in furrows and lines. That is, the protago-
nist has repeated the fate of those lines from the letters that he covered with
black ink. This parallel is not found in Samoilov’s original.

Samoilov’s ballad did not become part of the composition of “Nearby Coun-
tries” right away. It appears to have been added a result of the inscribing of the
war plot in the literary tradition. The protagonist’s return from war actualized
the genre of the poem, which, in the Russian cultural consciousness of the mid-
20" century, traced back mainly to the “frightening German ballad” adapted for
Russian readers by Zhukovsky. However, by this time these roots of the genre
were only weakly perceived. The story of the little censor in the ballad dedi-
cated to him is built on a foundation of themes from classical Russian literature,
making the “German” heritage of the main character one of his secondary and
optional features. This allows Samoilov’s contemporaries to read his verses as
an allusion with a satirical subtext directed against not German, but Soviet
censorship.

The ballad’s translator, Jaan Kross, clearly takes advantage of the potential
of such an interpretation. By extracting the ballad from the poetic whole (the
poem “Nearby Countries”), he is able to ignore certain literary associations,
which are likely irreproducible in translation anyway (even if they were repro-
ducible, they would not “work”, as they would not be perceived by the reader as
relevant). Nonetheless, Kross “finishes writing” the ballad itself, developing the
potential of themes contained in the original, and thereby compensating for
other losses of meaning. “The Ballad of the German Censor” in translation
obtains a narrower allusory tint, which, by all appearances, is consistent with
the intentions of David Samoilov.
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As noted by the commentators of the David Samoilov volume of the “Library of
a Poet” collection, Samoilov’s poem “Richter” was written in 1980 and origi-
nally published on January 9, 1981 in the newspaper “Literary Russia” («Awnre-
parypnas Poccusi») as “To Richter” [ITpumeuanus: 706]. It was also included
in the poetry anthology “The Gulf” (1981).

Even in his youth, Svyatoslav Teofilovich Richter (1915-1997), the bril-
liant Russian pianist of German heritage, became a legendary, almost mytho-
logical personality in the minds of his contemporaries, thanks not only to the
magnitude of his remarkable musical talent, but also to his extraordinary per-
sonal qualities. On the one hand, the text that is the focus of this article fits in
with Samoilov’s later works, in which he writes about artists (and not only
about poets, but also painters, musicians, etc). Instead of this, in this case par-
ticular attention is drawn to Samoilov’s verses that refer specifically to music
and the lyrical hero’s perception of music. It is worthwhile to consider not only
the works of the 1970s and 1980s, but also earlier texts, since despite the im-
portance of the “musical theme” to Samoilov (see, for example: [ Cramenko]),
he wrote many fewer poems about musicians and music than about poets and
poetry. This article will take into account this wider context of Samoilov’s work
only when absolutely necessary; the main focus will be a close semantic analysis
of the poem of interest. Here it is in full:

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature
in Estonia in the 20" Century: from the Interpretation to Translation”.
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Puxrep'

Kpbsiao posiast. Pyku Puxtepa,
W3bickaHHbIe, GBICTPbIE 1 CHABHbIE,
Kak ckaxosbie aomapu. Tounee
CpaBHeHbsI He YMeIO TOABICKATb.
OH 3acTaBAsSIeT MY3BIKy CMOTPETb,
YrappIBaThb ee IpeABecTbe
B aunte, durype, Mumuxe u sxecre.
He Bups Puxrepa Tepsiems 4To-T0
OT BAOXHOBEHHS ¥ MACTEPCTBA,
Kax B mucemax
YrpauuBaems 4TO-TO OT OOLIEHBSL.
TpanH3ucTOPIUKY U MaTHUTOQOHIIBI,
MBbI My3BIKY ¢ COBO TaCKaTh IPUBBIKAH
U npucriocabAnuBaTh ee K KUABIO.
A PuxTep My3bIKy BO3BOAUT B 3aA

W BosBpamaeT My3bIKy B My3bIKY.
IIpucaymaemcs x PuxrepoBsy Auky,

K pyxam 3apyMUBBOTO €3A0Ka,
BoxxaToMy KoHeil, N3BasHHBIX U3 3BYKA ...
Taxk, KOACCHHIBI YMEAASIS XOA
Ha crrycke ¢ He6ockaoHa,

Cam l'eanoc BHUMaeT, KaK MOET,
Kpriso orxumys,
YepHusiit aebeab Anoasona [ Camoiiaos 2006: 287-288].

The first part of “Richter” accents visual images, related to the performing ap-
pearance of the protagonist. In this case, we can talk about one of the most
common motifs found in critics’ reviews of Richter’s concerts and about their
descriptions of the art of Richter’s piano playing in the 1970s through the
1990s. So, for example, Samoilov may have had access to the brochure about
Richter, first published in 1977 by Gennady Moiseevich Tsypin, renowned
musicologist and researcher of the creative psychology of musical performers.

“Richter” — The wing of the grand piano. Richter’s hands, / Exquisite, quick and strong, / Like
racehorses. Rather, / A comparison I cannot find. / He makes one look at music, / to guess at its
portents / in face, figure, mimicry, and gesture. / Having not seen Richter you lose something / Of
inspiration and mastery, / As in letters / You lose the sense of interaction. / Men of transistors and
tape players, / We've grown accustomed to carry music with us / And adapt it to our dwelling. /
But Richter builds music in the hall / And returns music to music. / Hark to the face of Richter, /
to the hands of the contemplative horseman, / Guide to the horses carved from sound... / Thus,
while the chariots slow their pace / on the descent from the horizon, / Helios himself harkens to
the singing / of the black swan of Apollo / with the wing thrown back.
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Tsypin deftly summarized a whole list of the views of his peers regarding
the visuality of Richter’s playing. For instance, among many others, he cites the
statements of Richter’s teacher, Heinrich Neuhaus, and renowned pianist Vera
Gornostaeva, Richter’s younger peer and professor at the Moscow Conservato-
ry. From the brochure we read: “Richter is an artist who creates exclusively
alive, nuanced, and characteristically precise soundscapes. Emanating from the
hands of the pianist, they strike listeners as something absolutely real, almost
absolutely tangible, like something distinctly visible in every edge and contour,
almost “substantive”, stereoscopically voluminous” [1]prms: 20].

The statements of Richter’s peers are congruous with another important
motif that dominates the second part of the poem: the freedom of the pianist’s
art from all that is “everyday”, “utilitarian”, or not of true value (compare, for
example: “...he never knew, and as a matter of principle didn’t want to know
the everyday, “worldly”, vanities surrounding music” [Ibid: 12]). This contrast
of Richter, who frees music from “vanities”, to other performers who don’t
understand music’s fundamental principles, can be found in Neuhaus’s 1957
essay about Richter: “In this regard I am compelled to recall the words of my
student, Jakov Zak, after one of Svyatoslav Richter’s concerts in the Grand Hall
of the Conservatory. He said something like this: ‘In the world there is music
that is pristine, sublime, and clean, simple and clear, like nature; people came
and started to decorate music, draw patterns on it, dress it up in masks and
costumes, and distort its meaning in every way. Then Svyatoslav appeared, and
with one movement of his hand wiped away all that excess, and music became
clear again, simple and pure”” [Heifirays: 189-190] (the first edition of Neu-
haus’s diaries, notes, and articles was published in 1975, and so also may have
been accessible to Samoilov when he composed “Richter”). Compare also
musicologist and critic Leonid Gakkel’s characterization: “Many, I think, say to
him the lines of Thomas Mann: ‘the piano is a direct and sovereign agent of
music as such, music as pure spirituality, that’s why one must master it’ (“Doc-
tor Faust”). That is why Richter has mastered it, the only reason!” [Takkeas].

The next layer of meaning in “Richter” is connected to a reference to a poem
of Boris Pasternak: “the second-to-last genius”, as Samoilov puts it*>. The image
of the pianist carried aloft into the space above the earth can be found
in Pasternak’s well-known poem “Music” (1956). Specifically, this is a poetic
reference to Alexander Nikolaevich Skryabin, whom Pasternak likened to God
in “Safe Conduct” and in “People and Positions”. As is well known, this com-
parison to Skryabin was already widespread at the beginning of the 1910s;

> Regarding the role of Pasternak’s poetry in the creative work of Samoilov, see: [Hemsep: 33-35].
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it is recorded, for example, in Balmont’s sonnet “Elf” (1916), which was dedi-
cated to the author of “The Poem of Ecstasy”: </ man Toamst. VI 651a meByamm
rpom. / M geaoseky 6or 6pia aBoiiHukoM. / Tak CkpsibuHa st BHAeA 3a po-
saAbi0>> [ BaabmonT: 422].

Analyzing the autobiographical layer of Pasternak’s poem “Music”, Boris
Aronovich Katz writes, “...the piano is equated with God’s covenant. But, by
the way, if the poem’s hero does not feel like God, then at the very least he is
king of the world, humbly called a resident...” [Kaw: 28]. Compare:

OH¥U TamUAY BBEPX POSIAb

Haa mupsio ropoackoro mMops,

Kax ¢ 3sanoBeasMH CKpIDKaAb

Ha xameHHOe maocKoropse.

JKuaer mecroro ataxa

Ha 3emato mocMoTpea ¢ 6aakoHa,

Kaxk 651 B pykax ee Aepxa

U ero BaacTBys 3akonno* [[lacrepuak: 112].

Samoilov’s poem also speaks about the ascension of the pianist above those
around him (the listeners), while he himself is clearly totally equated with divi-
nity; however, in contrast to Pasternak, here the “heavenly” hue is fashioned
entirely with ancient images (Helios, “Apollo’s swan”). It is of note that Richter
himself was associated with the ancient world in the consciousness of his con-
temporaries (see: [L]pmmum: 27]).

Finally, the third layer of meaning in the poem is connected to Samoilov’s
other works. In 1979, Samoilov finished an article dedicated to Pasternak and
entitled “The Second-to-last Genius”, in which the description of the older
poet’s reading of verses not only corresponds with visual imagery, but builds
itself on an entire series of images that coincide with the description of Rich-
ter’s playing in the poem of 1980:

“It seems that only in Russia do poets know how to read verses from the
stage. Pasternak in black, looking like a musician, sang out verses through his
nose. His reading was amazing. His jutting lips fully and sculpturally outlined the
sound. And that rare visibility of sound of Pasternak’s verses happened. Probably
this is how those exquisite horses, the houyhnhnms of Jonathan Swift’s ‘Gulli-
ver’s Travels’, would read poetry” <italics here and hereafter mine. — L. P.> [Ca-

> “And the multitudes went. And there was melodious thunder. / And god was the man’s twin. /
Thus Skryabin I saw at the piano” [Baasmont: 422].

They lugged the piano up / above the expanse of the sea of the city, / Like a tablet with
commandments / on a stone plateau. / The resident of the sixth floor / Looked at the earth from
the balcony, / As if he held it in his hands / and ruled it by law.
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moriaos 2000: 318]. Compare to “Richter”: “The hands of Richter / Exquisite,
quick and strong, / Like galloping horses”; “He makes one look at music, / To
guess at its portents / In face, figure, mimicry, and gesture”; “Hark to the face of
Richter, / to the hands of the contemplative horseman, / Guide to the horses
carved from sound” [ Camoitaos 2006: 287].

In this case one can speak of the direct subcontext of “Richter” in Samoi-
lov’s article about Pasternak. Clearly, in this poem, in addition to a portrait of
a great musician that by all appearances can be traced back mainly to Neuhaus’
and other contemporary musicians’ descriptions of Richter, there are grounds
for seeing a portrait also of Pasternak. Samoilov had a complicated relationship
with the poet, which gradually changed after the death of the author of “Doctor
Zhivago” in the direction of unequivocal acceptance and admiration. So, for
example, in Samoilov’s work of the 1970s and 1980s Pasternak became a sym-
bol of “the exalted”, freed from the worldliness of art. In “The Second-to-last
Genius”, in explaining to the reader why “Doctor Zhivago” did not make the
right impression on Pasternak’s contemporaries when it came out, Samoilov
writes: “At that time ‘Doctor Zhivago’ was incomprehensible to both readers
and authorities. It’s possible that the Nobel Prize and all that past hullabaloo
surrounding it, having hastened Pasternak’s death, knocked down and ob-
scured the true meaning of the novel. The book attracted attention to all the
hype raised around it. And at that time, I recall, few people liked it... At that
time we thought about morality on a political level. That’s why Solzhenytsyn’s
novels were closer and crowded out Pasternak’s wonderful novel” [Camoii-
A0B 2000: 318].

In his later poetry also Samoilov mused upon possible perceptions of his
poetry and the creative works of today’s generation of poets “without hulla-
baloo” (that is, outside political, ideological, and literary arguments): «Ilycts
Hac yBUAST 0e3 603Hu, / Bes ko3Heil, posuu u Hapcaasl, / Torpa u ckaxercs:
“Onn — W3 mo3pHeN mymkuHCKOM mAaesAbl . / S1 Hac BO3BbICHTD He X04y. /
MbI — IOCAYIIHUKH SICHOBHALIA... / TToka B Poccun ITymxun pauTCS, / Mere-
ASIM He 3aAyTb cBedy»°, (1978) [Camoitaos 2006]. In the 1970s and subse-
quently, in the eyes of Samoilov, Pasternak became that “high” artist that man-
aged to free himself, while still alive, from the political pressure of the times,
accepting all that happens as historical fact: “It <“Doctor Zhivago”. — L.P.>
discusses not that which would have been, if nothing had been, but the neces-

> “Let them see us without hullabaloo, / without intrigue, hostility and strife, / Then it will be said,
‘They are of the latter pleiad of Pushkin’. / I don’t want to elevate us. / We are novices of that
seer... / While Pushkin prevails in Russia, / The blizzard can’t extinguish the candle”.
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sity of understanding one’s time. And without judging that time (who has the
right to do so!) to live fully and with dignity, that is, to be ‘the music in the
ice” [ Camoitaos 2000: 319].

It is obvious that Svyatoslav Richter (the student of Boris Pasternak’s close
friend, Heinrich Neuhaus) in Samoilov’s mind became a sort of alter ego to
Pasternak, not only because in his art he achieved that hypostasis of the poet,
which Pasternak had consciously rejected in his early youth (as we know,
Pasternak consequentially rejected pianism and composition), but also because
Richter’s performing, artistic character was close to Pasternak’s character
as Samoilov understood it. As Richter’s many colleagues and contemporaries
bore witness, he successfully didn’t notice or ignored the political regime:
“With his back completely turned to politics, being always outside the regime,
outside authority, he ingeniously shielded himself from it;” “When he decided
something needed to be done, Slava did it. He had no fear before the regime.
He simply stood with his back to it” [Toprocraesa]. In this way Richter’s atti-
tude toward the regime became, from his contemporaries’ point of view, one
of the manifestations of his freedom from “worldliness”. It is just such a posi-
tion that Samoilov later dreams for Pasternak, that spokesman for “high art”,
free of worldliness, although Samoilov understands that, at least for him, this
was unattainable during his lifetime. For just this reason Samoilov partially
identifies himself with the collective “we” that profanes and trivializes music.

Now let’s turn to the poem’s translation by the esteemed Estonian novelist
Jaan Kross, who was bound by friendship to Samoilov for many years. In the
bilingual collection “Bottomless Moments”, published in Tallinn in 1990°, the
poem “Richter”, from the point of view of the original author and the translator,
is representative of the extremely important theme of (artistic) culture that,
first and foremost, unites two poets of different nationalities. The poem is writ-
ten in blanc iambs (rhymes are is found only in two places); this peculiarity
of the metric structure allows Jaan Kross to translate most of the verses very
close to the original, frequently not even changing the order of the words in a li-
ne (“Kied on Richteril / nii kaunid, viledad ja tugevad”; “Sa teda nigemata
kaotad palju / nii meisterlikkuses kui vaimuhoos” [Camoitaos, Kpocc: 39]).
Compositionally, the poem may be divided into two unequal parts. In the first
part, Samoilov’s lyrical hero shares with the reader his impressions of the visual
appearance of the great pianist, his relationship to music, and contrasts Richter
with modern audiophiles (14 lines). The conversational tone of this part ap-

Regarding the collection’s structure and other translations of Samoilov by Jaan Kross see: [Cre-
mauumesa: 2010; Crenanumesa: 2011].
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pears also in the fragmentary syntax (14 lines arranged within seven complete
sentences) and enjambment (the poem’s rhythmic divisions often do not cor-
respond to the syntactic divisions). In the second part (10 lines) there are only
three sentences, and the poetic tone shifts from fragmentary to more fluid and
melodic. Here the visual impressions of Richter’s playing become concrete;
in the eyes of the author, the performer is associated with the mythological
figure of Helios the sun god. The piano also undergoes metamorphosis and
becomes the black, singing swan of Apollo. In this way the performer (Helios,
seated on the chariot and driving the horses that are Richter’s hands) is dis-
tanced from his own performance and becomes a listener. In this case the
poem, it seems, reflects the opinion, widespread among Richter’s contemporar-
ies and undoubtedly known to Samoilov, about the “artistic objectivity” or
“photographic reliability” of Richter’s performance art. The pianist himself
believed that the performer must fully submit himself to the composer being
performed and maximally reduce his own individuality.

This second part underwent substantial changes in translation to Estonian.
Kross strove to preserve Samoilov’s contrast of the two parts of the poem at the
level of rhythm and syntax (the second part of the poem as described above
also consists of three sentences in translation). Nonetheless, the enjambment
here is nearly as frequent as in the first part of the poem (compare, for example:
«Cam I'eanoc Buumaer, kak roet, / Kpbiao oTkunys, / 4epHsiit Ae6epb Arioaro-
Ha» and “jadb Helioski kuulama, / kui laulab / Apollo / mustatiivuline luik” [ Ca-
moitaos, Kpocc: 43]). However, the most serious change occurs on the lexical-
semantic level of the translation. First, from the translator’s point of view, the
performer bends the music being performed to his own will, literally, “makes it
docile in nature and responsive to the hands of a quiet rider”: “ja teeb ta tilevaks
ja luulekaks/ ja enda loomusele kuulekaks/ ning altiks vaikse soitja kitele, / ja
soitjale, kes rihmab hobuseid, / mis helist voolitud...” [Ibid: 39-43], at the
moment when for Samoilov music becomes an objective fact, and the hands of
the pianist are simply a tool, an instrument for the objectification of music, for
returning it to music. Given this condition, the Helios in translation is not
a personification of the pianist listening to his own playing, but becomes an
additional character listening to the playing of “the rider”.

The changes in the translation noted above can likely be explained by the
fact that Jaan Kross did not reconstruct the intertextual space within which
Samoilov composed his poem. Nonetheless, a range of important ideas in this
poem were successfully transferred. Above all, the translation depicts an artist
to whom is opened the freedom of handling materials. In contrast to an artist of
the word, such freedom is always (independent of time) open to a great musi-
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cian. This idea is emphasized by Jaan Kross in his translation, which, while
changing the main idea of the original author, nevertheless closely preserves the
aesthetic characteristics of late Samoilov.
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The two Estonian translations of Alexander Griboedov’s comedy in verse “The
Misfortune of Being Clever” (“Gore ot uma”, 1824)" appeared in 1945 and
1964. Separated by 19 years, the two versions not only reflect the differing
styles of the poet-translators of two different generations — Jaan Kir-
ner (1891-1958) and Jaan Kross (1920-2007) — but also the characteristic
features of the reception of Russian literature in two different periods in post-
war Estonia.

This article is first and foremost concerned with Jaan Kross’s interpretation
of Griboedov’s comedy, in the context of the 1960s. However, in order to re-
construct the translator’s strategy and the reception of his text by his contem-
poraries, the preceding history of the reception of “Misfortune” in Stalinist-era
Soviet Estonia must be addressed.

The simultaneous or shortly separated appearance of several translations of
a single classical text is a fairly frequent occurrence in the process of familiariz-
ing examples of foreign literature [Aesbut: 107]. Through the natural course
of literary evolution, translations may dominate over the original compositions;
however, the situation in post-war Estonia cannot be called “natural”. During this
period, all spheres of national culture were subject to the powerful influence
of Soviet cultural politics, aimed at the full Sovietization of the new republics®.

The article was written under the research theme TFLGR 0469 “Reception of Russian Literature

in Estonia in the 20* Century: from the Interpretation to Translation”.

In the following discussion, the play’s title will be abbreviated as “Misfortune”.

> “Michael Lemke defines ‘Sovietization’ as a number of structural, institutional, and cultural proc-
esses of transfer and adoption of the Soviet model with the goal of the adjustment of non-Soviet
societies to the social and political circumstances prevailing in the USSR” [Mertelsmann: 10].
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One of the manifestations of this process was the massive expansion of spe-
cifically Russian literature in the annexed territories of the USSR. The pre-
dominance of the “Russian” over the “Soviet” is explained by the “Russocent-
ric” character of Soviet ideology beginning at the end of the 1930s. The con-
cepts of Russian as the Soviet lingua franca, Russian literature as the most “pro-
gressive” among the national literatures of the USSR, and the Russian people as
“the first among equals”, were used by Soviet ideologues as “cementing forces”
to strengthen the authority and legitimacy of the Soviet government [Branden-
berger: 246]. And although in the consciousness of the masses “Soviet” meant
“Russian”, Sovietization was not the same process as the Russification that oc-
curred in the 19" century, as noted by Olaf Mertelsmann [Mertelsmann: 14].
In this context, translation into local languages and the mass popularization of
works of 19" century Russian classics were an important part of the process of
bringing the “young republics” into the pan-Soviet cultural denominator.

1. Griboedov’s 150®

The appearance of the first Estonian translation of Griboedov’s “Misfortune”
in 1945 was undoubtedly a product of a direct order from the state. Griboe-
dov’s play had never been translated into Estonian previously (see: [Issakov:
24-28, 134; ERB]). Likely this is due first and foremost to the fact that for the
older generation of Estonian readers, the comedy was familiar in its original
language from the curriculum of the imperial schools’, while for the new gene-
ration Griboedov was not relevant. Not a single paper on his biography or co-
medy appeared in Estonian from 1913 to 1945 [ERB].

The occasion for the translation was the celebration of Griboedov’s
150" birthday, conducted centrally and on a massive scale* in the USSR on
January 15, 1945. The All-Union Committee for the Celebration of Anniversa-
ries had been formed in December, 1944, and on its heels, analogous commit-
tees in each of the national republics. These committees were responsible
for developing programs and coordinating commemorative events at the local
level [AT: 1944, 24 pex.: 1].

“Misfortune” was published in textbook anthologies of Russian literature during the period of Rus-
sification. Estonian schoolchildren were required to know the play and write essays about it [ Parli:
171, 174]. See also the testimony of O. Luts [Luts].

A total of 74 articles in the central newspapers were devoted to the commemoration [AI'C: 1944.
Ne 50-52; 1945. N2 1-4].
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In the context of the “Russocentric” cultural politics of the Stalinist period,
commemorations of the classics of Russian literature “became a part of the
symbolism of friendship between nations”, while translations of their works
into the national languages of the USSR became a translation of the achieve-
ments of “progressive Russian culture” [Maprun: 626]. This discourse cer-
tainly was reproduced in the reviews of commemoration preparation. As stated
in the Estonian Komsomol newspaper “Noorte Hail”: “The 150" anniversary
of Griboedov’s birth is being celebrated by all in the large family of Soviet peo-
ples. In our country [USSR], where the cultural achievements of one peop-
le [here, Russians] are valued equally by all the other peoples, Griboedov
is renowned and beloved by the masses of all nations” [Purre]. The new trans-
lations were intended to confirm these declarations, and were an indispensable
part of such cultural practices in the USSR®. “Literaturnaya gazeta” reported
that for the 1945 commemoration, “Misfortune” would be translated into Ar-
menian, Estonian, Ossetian, Uzbek, and Kyrgyz [AT: 1945, 6 aus.: 1; 1945,
1S stmB.: 4].

The translation of “Misfortune” into Estonian was emphasized in every pos-
sible way in the press of the ESSR. On January 6, the newspaper “Sirp ja vasar”
announced that in summer of 1945, the comedy “will be released in a new Es-
tonian translation” [SV 194S: 6. jaan.: 1]. The special celebratory edition of
“Sovetskaya Estoniya” included an interview with Karner: “The fiction section
of the State Publisher of the ESSR included in its plan for 1945 a publication in
Estonian of A. S. Griboedov’s timeless comedy “The Misfortune of Being Cle-
ver’. This important task < ... > was entrusted to the famous Estonian poet Jaan
Kirner”. According to the contract, the translation was to have been turned in
by April 1 [Aunes]. In “Postimees”, Oskar Luts devoted a large part of his arti-
cle to the discussion of how to translate the comedy’s title into Estonian and
whether or not Kirner had gotten it right [Luts]. At the ceremonial concert on
January 15, Olev Eskola, an actor of Theater “Estonia”, read a monologue by
Chatsky translated by Kirner [SV 1945: 20. jaan.: 3]. The February issue of
“Looming” magazine contained the first excerpt of the comedy in Estonian —
Famusov’s story about the fall of Maxim Petrovich (Act II, Scene II) [Loo-
ming: 230-231]° Thus, Kirner’s work on “Misfortune” held important politi-
cal significance: the translation was intended to demonstrate the cultural unity

Regarding commemorations of other classical authors in the USSR, see: [Friedberg; Moeller-
Sally; Levitt; Kocrur]. The cultural elite of Estonia began mastering these forms of Soviet celebra-
tion in 1940-41 [[Tonomapesa].
Note that the Russian text of the same excerpt was published among the commemorative pieces
in “Sovetskaya Estoniya” (Ne 11).
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of the Estonian people with the “family of nations” of the USSR via the celebra-
tion of Griboedov’s 150™.

Kirner, clearly, was the appropriate candidate to fulfill such an ideologically
significant requisition. During the period of independence, he had been famous
as a poet, editor, and experienced translator from German and Russian, having
translated J. Goethe, H.Heine, Fr.Schiller, A.Chekhov, and K. Chukov-
sky [ERB]. In 1940 he “welcomed” the overturn, along with J. Vares-Barbarus
and J. Siitiste [Kalda: 134] and began actively cooperating with the Soviet au-
thorities — he was appointed editor-in-chief of the publishing house “Tlukir-
jandus ja kunst”, wrote pro-Soviet poems, and translated Mayakovsky [Muru:
5]. At the beginning of the war Kirner was evacuated to the rear, where he con-
stantly affirmed his loyalty by releasing patriotic verses, agitating Estonians on
the radio, and translating the lyrics of the national anthem of the USSR. Upon
returning to Estonia, he occupied the post of editor-in-chief of “Looming”
magazine and continued his poetic and translation activities [Ibid: 6-7].
As a sign of the authorities’ gratitude toward Karner, he was awarded the title
of National Author of the ESSR in 1946 [ Olesk: 96].

Despite the time constraints, the author fulfilled his obligation, and “Misfor-
tune” in Estonian was submitted to the press on June 29, 1945 [Kirner: 156].
From that moment, Griboedov’s comedy was firmly embedded in Estonia’s
“official anthology” of literature (Robert Escarpit’s term, [ Ao6penxo: 131]), and
above all, in the school curriculum.

2. Curriculum and Translations

In the research dedicated to Estonian schools of the Soviet period, their educa-
tional and propagandistic functions have been investigated either as a who-
le [Sirk; Nagel] or through analysis of specific teaching materials for the subject
of history [Kreegipuu; Raudsepp]. However, in addition to history, party ideo-
logues gave literature an important role in “communist education” — above all,
the requirement to master the Soviet canon, the core of which was made up of
the classics of Russian literature [Ilonomapes; Pilve: 8]. As declared in the
1946 literature curriculum for Estonian schools: “They <classics> will help us
create a new man, instilling in our youth socialist humanism, ideology, love and
devotion to the motherland and the people, and selflessness in the conservation
and protection of the motherland” [Oppekavad 1946: 33].

It is important to note that in the few Russian-language schools in the ESSR
in the 1940s and 50s, students mastered “their own” anthology in literature
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lessons, reading Russian classics of the past or present, and giving minimal
study time to foreign-language authors’. In the national schools, classics of Es-
tonian literature were studied on the same level as “foreign” literatures — Rus-
sian and European®. Despite these great curricular differences, there was one
very important similarity: students of both types of school in the ESSR read
the works of Russian classics each in his own native language. As far as lan-
guage is concerned, no Russification took place during Literature lessons: the
official canon was translated into the language of each specific national
school — beginning in the 1940s, Sh. Rustaveli, W. Shakespeare, M. Lomono-
sov, A. Radischev, A. Pushkin, T. Shevchenko, M. Gorky, A. Fadeev, etc. were
read by Estonian schoolchildren in Estonian.

This feature of Soviet educational policy naturally required a large quantity
of translations of the authors in the Soviet anthology into the languages of the
national republics of the USSR. Thus it is unsurprising that after 1944, the vol-
ume of translation into Estonian also increased significantly. According to Dan-
ielle Monticelli, while the decade preceding the war (1929-1939) saw transla-
tions comprising only 15% of the belle-lettres published in Estonia, the analo-
gous post-war decade (1944-1954) saw translations comprise 48.5% of local
literary works. Of these, translations of foreign classics (Goethe, Balzac, Cer-
vantes, Dickens, etc.) made up only a small portion, from 2% to 18% in differ-
ent years [Monticelli: 188-189]. Monticelli noted: “The absolutely preponder-
ant share... of post-war literary translations into Estonian was restricted to the
classics of 19" century Russian literature (A.Pushkin, M. Lermontov, A. Che-
khov, L. Tolstoy, etc.) and mostly contemporary Russian authors (primarily
M. Gorky, but also M. Sholokhov, D. Furmanov, A. Fadeev, etc.)” [Ibid: 191].
These findings distinctly correlate with the school curricula, pointing to trans-
lations’ direct reliance on educational policy in the ESSR. Those classics in-
cluded in the Literature curriculum for Estonian schools were translated first
and foremost.

Significantly, as soon as the translation of Griboedov’s comedy came off the
press, it was immediately included in the updated curriculum of 1946 [Oppe-

Per the 1949 curriculum for Russian-language schools in the ESSR, in grades 8-11, from the total
of 462 hours devoted to the subject of Literature: “works of the peoples of the USSR” were allot-
ted 18 hours (3.9%), western European classics were allotted 29 hours (6.3%), and the rest of the
time was devoted to Russian authors [ITporpammer 1949]. Foreign-language literature was com-
pletely excluded from the Literature curriculum in 1951 [IToromapes]. The study of Estonian au-
thors in these schools was never intended from the beginning.

In 1946, Estonian-language schools devoted 340 hours to the subject of “Literature” in grades 8—
11, of which 157 hours were devoted to national authors and themes (46%), 129 hours to Russian
authors (38%), and 54 hours to European authors (15%).
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kavad 1946: 68] and in reading textbooks [Lugemik 1946: 71-102]°. Kirner’s
translation received mass distribution specifically through this channel. The
relatively small run of the only edition of “Misfortune” — 7,200 copies — is not
comparable to the general circulations of textbooks and anthologies for Esto-
nian schools (7,000-12,000 copies of each edition), in which large excerpts
from the comedy were reproduced. Altogether, from 1946 to 1956, Kirner’s
translation was included in four editions of Russian Literature textbooks for
the 8" grade [Lugemik 1946: 71-102; Lugemik 1948: 106-142; Lugemik 1949'°:
147-179], and as often again in the Estonian translation of the textbook “Selec-
tions of Russian Literature for the 8" Grade” by A. Zhertchaninov and N. Por-
firidov [Vene kirjandus 1949: 276-297], which underwent five editions by
1954 [ERB]. Selected quotes and excerpts from Kirner’s translation of “Mis-
fortune” illustrated a short essay about Griboedov and his comedy in H. Rei-
nop’s and H. Tobias’s textbook of Russian Literature for the 8" grade, and after
the reforms of 1963-64, for the 9" grade of Estonian schools'' [Vene kirjan-
dus 1961: 15-16; Vene kirjandus 1964: 17, 141-145]. In total, over the course
of more than 20 years, Estonian readers became acquainted en masse with
“Misfortune” and the biography of its author through these publications, read-
ing excerpts selected by the books’ compilers from Kirner’s translation and
perceiving the interpretational patterns suggested by the educational program.

From the beginning of The Thaw (1956-1968), the national republics of
the USSR underwent gradual de-Stalinization and decentralization. By the end
of the 1950s, this process also reached the educational system, reforming its
structure [Sirk], but, more importantly, granting it greater freedom to teach
national history and literature. In 1957-58, Estonian History was introduced
as a separate subject [Pilve: 13], and the volume of Russian authors studied
in Literature classes began to decrease noticeably.

This had a direct impact on Griboedov’s relevance. The peak of his study in
Estonian schools came in the mid-1950s. While in 1946 the study of his biogra-
phy and comedy received three hours of class time [Oppekavad 1946: 68], by
1955-56, it was six hours [Programmid 1955/56: 15]. Thereafter, the time
devoted to Griboedov was sharply reduced. Starting in 1957, Griboedov and
his comedy were no longer studied as an independent unit. Now he received

Griboedov was not yet included in either “Selections of Russian Literature for the 8th Grade”,
compiled before 12/30/1944 by B. Sé6t [S66t 1945], or in the 1944-4S curriculum [Oppeka-
va44/45: 8-9].

1 Reprinted three times in 1953, 1954, and 1956; see: [ERB].

" The 8" grade textbook was published from 1959 to 1961, and the 9th grade textbook from 1963
to 1966 (a total of six editions); see: [ERB].
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attention only as part of the overview of “Literature of the first period of the
Russian liberation movement”, where all representatives of early 19" century
literature together received a total of three class hours [Programmid 1957/58:
17]. After 1963, his study in the 9" grade of Estonian schools was permanently
reduced. According to the new curriculum, all of “Russian literature through
Pushkin” received two hours, at the end of which followed a brief overview of
“the most notable representatives of the first period of the Russian liberation
movement: K. Ryleev, A. Griboedov, and 1. Krylov” [Programmid 1963/64:
72]. Ultimately, by the beginning of the 1960s Estonian schools no longer
needed new translations of “Misfortune”, from which one may conclude that
Kross’s 1964 translation fulfilled a principally different function than Karner’s
prior translation. However, Kross undoubtedly took into account the interpre-
tational patterns of the preceding period in his translation work.

3. Chatsky in a Soviet Jacket

Griboedov, like all Russian classics in the Stalinist era without exception [ITo-
Homapes], was described by a series of established formulas: “great Russian
writer”, “world-class writer”, “writer-patriot”, “writer-realist”, and “Russian lan-
guage master” [A' 1945, 15 sms.: 1; ATC: 1945, N2 2: 36-37]. These elements
of official discourse of the era later went out of use; however, the official inter-
pretation of Griboedov’s biography and comedy turned out to be considerably
more enduring.

First, in order to legitimize the nobility-class author, it was necessary to in-
clude him among the “progressive” classics via Lenin’s periodization of the
revolutionary movement as applied to the foundation of Russian literary his-
tory [ITonomapes]. As a result, Griboedov was officially included among the
Decembrists who “awakened Herzen” [Opaos 1946: 11, 33]. Scientific justifi-
cation of this ideological construction was provided by M. Nechkina’s work
“Griboedov and the Decembrists” [ Heuxuna 1946; Heuxuna 1951]'% The fa-
miliar extension of this logic was the assertion that the comedy’s hero, Chatsky,
is also a Decembrist [AT' 1945, 15 sns.: 2; Maptsizosa; Urgart: 234].

"> This interpretation was repeated in educational materials. After familiarization with the content

of “Misfortune”, pupils were to parse the topic of “Griboedov and the Decembrists and the latter’s
stance toward Griboedov’s comedy”, knowledge of which was required on final exams [Op-
pekavad 1946: 68; Piletid 1946/47: 6]. See: [ITporpammbr 1949: 26; Programmid 1954/55: 11;
Programmid 1955/56: 15; Programmid 1957/58: 17; Programmid 1963/64: 72; Vene kirjan-
dus 1957: 10; Vene kirjandus 1961: 14-15; Vene kirjandus 1977: 23; Vene kirjandus 1982: 29].
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Second, such an interpretation automatically defined the comedy’s matrix
of perception as an act of struggle between its author and the czarist regime,
and between the Decembrist Chatsky and Moscow society. “Chatsky’s heated
and angry monologues, arousing hatred toward the autocratic and serf-owning
class, are filled with scathing criticism of the representatives of this class, of all
noble-bureaucratic society. The deadly force of Griboedov’s irony unveiled the
true essence of the Famusovs, the Molchalins, the Skalozubs” [AT' 1945,
1S smB.: 1]. Note that within the Soviet discourse, the pluralized use of the per-
sonal names of specific characters in the comedy made them generalized nouns
for “enemies”. Soviet ideologues suggested using examples of similar negative
typecasting in classical comedies (above all: Fonvizin’s “The Minor”, Gogol’s
“The Inspector General” and Griboedov’s “Misfortune”) as “talented agitati-
ons” for the ridicule and neutralization of modern “class enemies” [ Aynagap-
ckuit: 334; Lugemik 1949: 183]. This, in turn, necessitated ignoring the love
story and concentrating on the dialogue that revealed, on the one hand, the
characteristic features of the main representatives of the enemy camp, and on
the other hand, the progressiveness of the protagonist — an emphasis reflected
in the excerpts selected for school anthologies". Special attention was paid to
the dialogue at the ball about the dangers of science (Act III, Scene 21), or, at
aminimum, to the quote from Famusov, “I'd take all the books and burn
them!” — the line that became a kind of motto for the character'*. As O. Urgart
wrote in 1945: “If we find today more such Famusovs who believe that ruina-
tion comes from books, and who would burn all books with great pleasure, then
we should also have Chatskys who would, with their ideology, attack this with
increasing fury” [Urgart: 234].

Third, the relevance and significance of Griboedov’s comedy were rein-
forced by, among other things, its references to the authority of V. Lenin. “No
other work of Russian or western European literature”, wrote literary scholar
A. Tseitlin, “was quoted as often by Lenin as “The Misfortune of Being Clever’.
Over the course of almost 30 years, Lenin referenced the ingenious Russian
comedy 88 times” [L]eittaun: 265 ). Examples of Lenin’s use of quotes and im-
ages from “Misfortune” in the battle against “enemies” comprised a large part of
any article about Griboedov written in the 1940s and 50s. Characteristically,

Anthologies included the following excerpts: Act II: Scenes: 1 (Famusov), 2-6 (Famusov, Skalo-
zub vs. Chatsky); Act III: Scene 3 (Molchalin vs. Chatsky); Act IV: Scenes: 10-15 (Sofia, Mol-
chalin, Famusov, Liza vs. Chatsky) [Lugemik 1946: 71-102; Lugemik 1948: 106-142; Luge-
mik 1949: 147-179]. The Reinop / Tobias textbook included the excerpt from Act II, Scene 2 (Fa-
musov vs. Chatsky) [Vene kirjandus 1964: 141-145].

" [Vene kirjandus 1961: 15-16; Vene kirjandus 1977: 21-22].
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special works dedicated to the “Leninist” method of quoting Griboedov’s plays
provided a list of “aphorisms” [Llefitans: 276] to which Soviet citizens were to
pay special attention. This list was repeated in its entirety in general volumes of
Russian “aphorisms” [Amryxun: 12-13, 28, 88, 159, 182, 380, 439, 471, 557,
567, 608, 613]. As a result, quotes from “Misfortune” that had long been
in Russian language usage began to be imbued with Lenin’s authority, and
the memorization of these aphorisms became one of the central practical meth-
ods of working with its text in Soviet schools up to the 1980s, regardless of
the language of instruction [Xpecromarus 1950: 219-220, 246-247; Vene kir-
jandus 1977: 19].

4. A New Epoch — A New Translation

As noted above, Kirner’s translation appeared in 1945 in response to
a government order: on the one hand, as an essential cultural achievement of
a “young” republic for the celebration of Griboedov’s sesquicentennial, and on
the other, as an important element of the Sovietized literature curriculum.
Now, in the new era of “thawing”, and in a fundamentally different context,
Kross’s translation appeared. The new edition of “Misfortune” in Estonian was
published by “Eesti Riiklik Kirjastus” (“Estonian State Publishing” — ESP) at
the beginning of 1964 in a circulation of 6,000 copies [Kross 1964: 136]. ESP’s
activity in this period was marked by constant delays in the release of books and
failure to complete translation plans. This happened, for example, with another
of Kross’s translations, E. Rostand’s comedy in verse “Cyrano de Bergerac”,
which was published not in 1961, as stated in the initial, August 7, 1959 con-
tract with the translator [Kirjastusportfellid: 105], but only in December of
1963 [Rostand: 4]. The history of the release of the translation of “Misfortune”
was different. No preliminary agreements regarding the translation of Griboe-
dov’s comedy are to be found in ESP’s archive®. Only the editorial manuscript
showing Kross’s edits, approved on August 26, 1963, has been preser-
ved [Kross 1963: 1]. Five days later, on August 31, the text went to the typeset-
ter [Kross 1964: 136], after which the prepared translation was not sent to
press until January 22, 1964 [Ibid]. Presumably, this delay could have been
connected with the lack of paper resources allocated according to “plan”, since
the book had not been accounted for in the publishing plan of 1963. In such
a situation, publication could occur only in the next calendar year; that is,

S ERA. Fond-1965. Nim. 1. Nr 153, 190, 193, 296, 340.
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in January 1964. According to what follows, Kross, apparently, submitted to
ESP an already-complete translation he had prepared for a different client.

It is important to note that in comparison to translations of the Stalinist era,
this translation was a product of a different model of literary production. Kross,
who had been repressed in 1946, worked as a freelance translator after his re-
turn from the labor camp in 1954 [Olesk: 104]. From that moment on he
worked simultaneously on translating a large amount of literature for different
Estonian journals and publications from German, French, and Russian: Heine,
Beranger, B.Brecht, Gorky, S. Yesenin, Shakespeare, E.Rostand [Talviste].
Kross began working with ESP on April 21, 1956, when they signed a contract
regarding the translation of J. Beranger’s songs [Kirjastusportfellid: 18]. Katre
Talviste has suggested that the reason for Kross’s intensive translation activity
was that “in the post-Stalinist Estonia it was <...> the only way left open for
non-conformist writers and intellectuals to support themselves finan-
cially” [ Talviste: 372]. It is worth noting here that this was not only a means of
supporting himself, but to earn very good money. According to the publishing
contract, for Beranger’s songs Kross was to receive 21,000 rubles' [Kirjastus-
portfellid: 18]; for his next job, a translation of Rostan’s comedy, the translator
was offered an honorarium of 22,000 rubles [Ibid: 105]. This aspect of literary
production cannot be ignored in researching Kross’s translation activities of the
1950s-70s in general, and in particular regarding “Misfortune”. If the transla-
tion of Griboedov’s comedy was truly ready at the moment the manuscript was
submitted to ESP, then from the translator’s point of view, it was an additional
opportunity to earn money, and from the publisher’s point of view, it was an
opportunity to release without delay an edition of a reliable, canonical classic.
This last reason, undoubtedly, must have contributed to the acceptance of the
comedy for publication outside of the annual plan. These suppositions, how-
ever, do not answer the question of why Kross completed this translation in the
first place.

As noted above, the literature curriculum in Estonian schools had under-
gone serious changes by the beginning of the 1960s — Griboedov was no
longer given much attention — and in this context new translations were
clearly not in demand. The same can be said regarding a potential commemo-
ration. The fact that 1964-65 would mark Griboedov’s 170" birthday was
noted in the USSR only in “Literaturnaya Armeniya” (“Literary Armenia”)
magazine [ Caakss]. No other print media in 1964-65 contained a single article

¢ Compare to the earned incomes of others at the same publishing house on December 4, 1959:

head accountant, 1,000 rubles; cost accountant, 600 rubles; typist, 410 rubles [Revideerimisakt: 58].
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about the anniversary [Ykasateau AJKC; Yxasareau AT'C; Artiklite krooni-
ka 1964-65]. The approaching 175" birthday of the comic author was cele-
brated later, in 1969-70 [ ®omuues: 4].

Kross received his commission from the theater. In contrast to Kirner,
whose “Misfortune” was very rarely performed in Estonian theaters", the new
translation was commissioned directly by the Vanemuine Theater specifically
for the young director Heikki Haravee (1924-2003), who was preparing a per-
formance of Griboedov’s comedy as his thesis work to graduate from his “Ad-
vanced Directing Courses” (at GITIS — the State Institute for Theatre Art)
in Moscow [Tormis; Tonts: 87]. The play was approved for production on
June 28, 1962 [Tonts: 283], and premiered on January 20, 1963 [Kask: 546].
Obviously, Kross’s translation of “Misfortune” should be dated specifically to
this time'®. From this, two conclusions can be drawn: first, that the text submit-
ted to the publisher was truly already completed, and second, that the text was
not originally intended for publication as a book (like Kirner), but for the text
to be spoken from the stage, which must undoubtedly be reflected in the poet’s
manner of translation.

It is significant that the only detailed review of Vanemuine’s performance
of “Misfortune” contrasted Kirner’s “schoolbook” translation with Kross’s
“theatrical” translation. Lea Tormis wrote:

The translation composed in a hurry by Jaan Karner, through which the Estonian
reader-viewer knows this work, did not accurately represent the significant values in
Griboedov’s play and did not facilitate its popularization. And if a classic work is al-
ready speckled with undeserved museum dust, when it becomes an ordinary image
of the history of literature, just another required reading in school, then bringing it
to life on stage is no easy task. Vanemuine’s production is far from ideal. But there is
no scent of the museum about it. Griboedov’s keen sense here finds a way into the
hearts and minds of our contemporaries. The new translation, commissioned by
the theater from Jaan Kross, has value as an independent work. Griboedov’s terse-
ness, mordacity, wit, and sparkling verse generally find adequate expression. And
this was served, of course, by the great support of the production team [ Tormis].

This article was published on July 19, 1963 and expressed the opinion of the
reviewer, who understood the text only based on what she heard from the stage
and without the chance to read the as-yet unpublished translation. From this

Of the professional theaters, only the Tallinn Dramatic Theater attempted to put on “Misfortune”
in 1946 and 1948; however, both attempts received poor reviews from critics [ Kask: 148, 169].
Immediately before and, apparently, during his work on “Misfortune”, Kross translated Rostan’s
comedy in verse, which indicates the necessity of future research into possible connections
between the two translations.
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perspective, Tormis’s evaluation is particularly important, since it demonstrates
Kross’s success in creating a “stage” version of “Misfortune” in Estonian.
In essence, a situation arose that is characteristic of European and Russian
translations of classics: the two translations of Griboedov’s comedy “occupied
different mediums: one in literature [and curriculum], another in the theater;”
a “dual canon” arose characteristic for, say, translations of Shakespeare [Seme-
nenko: 64-65].

It should be noted that Tormis evaluated the new translation and its pro-
duction as “adequate” and oriented toward a modern audiences. She wrote that
Haravee’s “Chatsky no longer stands on the marble pedestal of a classical hero,
but approaches close to us with his human pain, love, and suffering” [Tormis].
The reviewer underscored the director’s rejection of authoritative theatrical
traditions and the presence of an independent concept, the most important
features of which were the “deheroization” of Chatsky and a deep development
of the love triangle among Chatsky, Sophia, and Molchalin. “Sophia”, Tormis
believed, “was conceived by the director as a kindred soul to Chatsky, who, due
to stubbornness arising from injured feelings, temporarily sees in Chatsky only
an evil and cruel mocker, who loves not the real but an imagined Molchalin,
and who understands with horror in the end how wrong she had been about
both of them. With such a Sophia, Chatsky’s love and disappointment have the
great strength and weight of tragedy, since he receives a blow from the place
from which, more than from anywhere, he could have expected understanding
and support” [Ibid]. The actor chosen for Chatsky’s role, the young actor Evald
Hermakiila, also, in the reviewer’s opinion, agreed with the director’s desire to
avoid “the traditional cold quibbling, heroic posing and false pathos”. Vane-
muine’s Chatsky suddenly became understandable, like a real, living person in
particular circumstances, “young and lyrical”, and “very deeply and painfully
experiencing unhappiness in love and loneliness in a false and duplicitous soci-
ety” [Ibid].

One cannot but notice that the tendency towards the deheroization of
Chatsky and the increased intimacy of his relationship with Sophia gives Hara-
vee’s production at Vanemuine a distinct typological similarity to the produc-
tion of “Misfortune” put on by G. Tovstonogov at the Bolshoy Dramatichesky
Teatr (BDT — the Grand Dramatic Theater) in Leningrad, whose premiere
took place on October 20, 1962, three months before the premiere in Tartu.
The Leningrad production elicited from critics of the older generation, such as
B. Alpers (1894-1974), sharp polemics and accusations of a misrepresentation
of the “ideological” conception of the source and of “destruction of its founda-
tional social conflicts” [ CBupereancrsa: 315, 320]. The claims referred to Tov-
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stonogov’s reconceptualization of the portrayals of the negative characters,
which supposedly endowed them either with positive characteristics (Famusov,
Skalozub, Molchalin), or made enemies of those close to Chatsky (Sophia).
Chatsky himself, as played by S. Yursky, transformed, in Alpers’s opinion, into
an “insignificant young man”, good, but “weak-spirited”, who sobbed his way
through the play and fell into a swoon at the finale [ Cupereancrsa: 317-319].
However, young contemporaries gave exclusively high marks to the BDT’s
production, noting Chatsky’s conflict with Muscovite society, his passion to-
ward Sophia, and the compellingly “live” characters [Ibid: 308]. For the majority
of viewers, the comedy had an ultramodern, almost journalistic ring: “Famusov
is presented as a man who we know well from the recent past, a man hiding
egoism, avarice, and moral unscrupulousness behind magnificent and loud
words”, wrote one critic, hinting at Stalinist functionaries [Ibid: 380].

In contrast to Tovstonogov’s production, on the stage of the Maly Te-
atr (the Small Theater) in Moscow (on January 21, 1963, the day after the pre-
miere at Vanemuine) a different interpretation of “Misfortune” was presented,
with the heroic Chatsky the Decembrist at the center. The Decembrists in this
production even received physical incarnation, appearing as silent figures in the
prologue and epilogue, and in the finale, Chatsky stood among their ranks [Ibid:
314]. The interpretations of the remaining characters were reduced exclusively
to negative features, emphasizing the protagonist’s separation from them.

It should be noted that the production staged in the Small Theater is men-
tioned by Tormis in her review as she emphasized that the finale at Vanemuine
was “more traditional” [Tormis]. Only in this reference does the Estonian re-
viewer mention the Decembrists, thereby not decisively contrasting the official
interpretation with the production put on by the Tartu theater. In one way or
another, the production of “Misfortune” in Kross’s translation and as interpreted
by Haravee reflected an attempt to reject Soviet ideological patterns and rein-
terpret Griboedov’s comedy from the point of view of personal values (the relati-
onship between men and women, growing up, conflict with the older generati-
on). In this regard, the Estonian producers took the same tack as Tovstonogov'’.

But to what degree did this new theatrical interpretation of Griboedov in-
fluence Kross’s translation? At first glance, it seems that there is no basis for
supposing that the translator shared these views. The afterword in the publi-
shed comedy reproduces the central ideologies of the official interpretation of

The question of possible contacts between Vanemuine and BDT requires special attention. Sig-
nificantly, at the end of the 1960s even representatives of the official sciences in the USSR began
to note the “extraordinary inconsistency in interpretation” and the necessity of reevaluating offi-
cial views of Griboedov [ @omuues: 4].
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“Misfortune”: its “historical and political significance” is noted, as is “Griboe-
dov’s close association with the Decembrists” and their use of the comedy for
“propaganda”, etc.; it is worth noting the traditional (in the Estonian context)
reference to the first edition of the German translation of the comedy in Tal-
linn® [Kross 1964: 134-135]. Nevertheless, the afterword must not be looked
upon as an expression of the translator’s position. First, the text in question is
a compilation of theses from the forewords and commentaries of V. Orlov [Op-
A0B 1959: V-VIIL; T'puboepos: 662], whose edition of Griboedov’s “Essays”
Kross mentioned as a source for his translation [ Kross 1964: 4]. Second, Kross
later admitted how easy it had been for him to fabricate Soviet discourse for
publications of classics [Kross 2003: 210]. In sum, the only reliable source re-
mains the text of the comedy itself.

Note that the afterword lacks one of the most important of the Soviet lines
of argument regarding Griboedov: the reference to Lenin. As expressed by Or-
lov: “The Great Lenin highly valued the crushing strength of Griboedov’s
word. He often referred to sayings by Griboedov and to the images he created
when exposing and destroying the enemies of the people and the revolu-
tion” [Opaos 1959: XXIV]. As noted above, it was particularly those “apho-
risms” consecrated by Lenin’s use of them that held the most ideological weight
in the text of the comedy. And if the entire comedy were to be adequately trans-
lated, then these elements should have received particular attention. Regarding
this, the next section will attempt to reconstruct Kross’s attitude toward “Mis-
fortune” and his translation strategy by comparatively analyzing such aphoristic
moments in each Estonian translation.

5. Kross vs. Karner

Soviet policy regarding translation into national languages in the Stalinist era
was controlled by a special Commission on the literatures of the peoples of the
USSR at the Union of Soviet Writers in Moscow. Its instructions were carried
out by local Unions, which were responsible for training translation person-
nel [ Tolkekiisimused: 4], and for monitoring translation quality and reviewing

» «

publications to see how closely this or that translation “in its artistic level” “at-
tained” or “did not attain” the level of the next “great master of the Russian
word” [Ibid: 1, 10]. The obvious subjectivity of such reviews did not add clarity
to translators’ tasks. How, in practice, to maintain the required level and find

abalance between the linguistic material of the original and the particularities

2 Compare: [Urgart: 235; Vene kirjandus 1974: 23]
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of national traditions had to be decided by each translator to his own success
or detriment.

In such a situation, clearly, the safest route was to attempt a “precise transla-
tion” (in the terms of L. Levy [Aessuit: 120]). This tendency is reflected in Kir-
ner’s translation of “Misfortune”.

Kirner admitted in an interview with “Sovetskaya Estoniya”: “The transla-
tion of Griboedov’s timeless comedy is no easy task. It is very difficult to attain
in translation the precise shades of Griboedov’s brilliant, lyrical dialogue. Gri-
boedov’s flawless rhyme further compounds the difficulties of translation” [Au-
ues]. From this, one may conclude that Kirner paid particular attention to
rhyme, verse, and accuracy in conveying meaning.

In 1960, when Kross was working on his translation, varied-footed iambs,
rich rhyme, and the aphoristic character of the poetry continued to be seen as
properties of Griboedov’s text independent of the mitigation of monitoring and
changes in interpretations of “Misfortune” [Kross 1964: 134]. Rhyme in “Mis-
fortune”, as noted by Boris Tomashevsky, fulfilled a constructive function in
free iambic, separating “verse from verse” [ Tomamesckuit: 78], making it and
its very size indispensable.

Both Kirner and Kross attempt to meet these conditions. Each varies the
volume of the verses, like in the original, from six- to single-footed iambs; how-
ever, it is the rhyme that appears to be the deciding factor in their construction
of phrases. Thus, in the rare case of Griboedov’s use of monosyllabic verse, so-
called “verses in echo”, “repetition of the rhyme of the preceding verse” [Ibid:
91], both translators convey these with significantly longer phrases, though

preserving the rhyme:
Hert-c, cBoit TananT y Beex... — Y Bac? / ABa-c [['puboepos: SS]
No, everyone has a talent ... Andyou? / Two
Jateid? / Mul kaks on neid [Kirner: 81]
And you? / T have two

Ja teil — kui kiisitaks? / Mul? Kaks [Kross 1964: 71]
And you, if they asked? / Me? Two

In another, similar case, Kirner attempts to preserve the monosyllabic verse,
translating word-for-word, but he loses the rhyme:

Ha saBrpantnuit ciektakab uMeere 6uaer? / Her... /
<...> HampacHo 6bl KTO B3AACs [['puboeaos: 66 ]

To tomorrow’s play do you have a ticket? / No... /
...itis a vain undertaking
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Kas on teil pilet homseks etenduseks voi? / Ei. /
<...> korda liinud [Kirner: 97]

Do you have a ticket to tomorrow’s performance? / No. / ...he left

Kas homseks teatrisse teil pilet on? / Ei veel. / <...> miskil teel [ Kross 1964: 84]
To tomorrow’s theater do you have a ticket? / Not yet. / ...another way.

Kross finds a solution by transferring the rhyme to the next line, thereby
lengthening it, but preserving the overall rhyme structure of the original.

To these two main structural characteristics of Griboedov’s text, which both
translators attempt to convey, an ideological burden is added. The following
moments are particularly telling regarding the translation strategies of Kérner
and Kross.

1. The couplet by Famusov, quoted in every schoolbook:

Cepreit Cepremd, Her! YK KOAU 300 IIpecedb:
3a6patb Bce KuuTHU 651, A2 CKedb [ [puboeaos: 79]

Sergey Sergeevich, no! Oh, but to suppress evil:
I'd take all the books and burn them.

Sergei Sergeits, ei! Kui kurja juurida:

koik votta raamatud ja panna pélema [Kairner: 116]
Sergey Sergeevich, no! To uproot evil:

I'd take all books and set them afire.

Ej, ei! Et pahed kaoks, te votke, isake,

K6ik raamatud ja tulle visake! [Kross: 100]

No, no! That vices would vanish, take, Father,
All the books and throw them to the flame!

Here, Kirner translates word-for-word, down to Skalozub’s name and patro-
nymic, and thereby loses the rhyme, while Kross preserves the rich paired
rhyme by changing the words and foot-length (instead of 6-4, he uses 5-5).

2. The most oft-quoted beginning of Chatsky’s monologue “And who are the
judges?” [Llefitann: 276; Amyxus: 13, 100]

A cyabu kT0? — 32 ADEBHOCTHIO ACT

K cBOOOAHO XM3HU UX BPAXKAQ HEIIPUMUPHMA,

CyrKAeHbs 4epIIAIOT U3 3a0bITHIX ra3er

Bpemen ouakoBckux 1 nokopeHbs Kppivma; [['puboepos: 37]

And who are the judges? As they age
Their hostility toward the life of liberty becomes implacable,
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Judgments derived from forgotten newspapers
From the time of Ochakov and the conquest of Crimea;

Kirner reproduces this word-for-word:

Ent kohtunikud kes? — Nad rauklusest

on vaba elu vastu leppimatus vimmas

ja vaateid ammutavad unund lehtedest

me voiduaegadelt Otsakovis ja Krimmis; [Kirner: 55]

But who are the judges? They from decrepitude

are irreconcilable hostility to the free life

And with judgements derived from forgotten newspapers
from the time of our victory at Ochakov and Crimea

Kross conveys these lines differently. First, he notes the internal, word-root
rhyme in the phrase that Chatsky takes up: «He s opAuH Bce Tawke ocyxaa-
10T» — «A cyApH k10?>» (“Anyone would judge you in my place’. ‘And who
are the judges?””) in translation becomes “Koik teised laidavad’, ‘Kes on need
laitjad?”” (defame, defamers).

Kes on need laitjad? Ah, rink vabadusevaen

on koik, mis tunnevad need vanamehed.

Janende vaated? Naeruviirne laen!

Sest laenajaks on koltund ajalehed [Kross 1964: 48].
Who are these defamers? Ah, fierce hatred of freedom
That is all that those greybeards feel.

And their views? A funny debt!

Since they rent out yellowed newspapers.

Additionally, the translator drops the specific, but irrelevant for his contempo-
raries, Ochakov and Crimea, which opens the possibility of more easily project-
ing these descriptions on the older generation of viewers (see above regarding
such a reading at the production of the BDT); that is, the translation is mod-
ernized, unlike its predecessor.

3. The most patriotic moment, interpreted in Soviet discourse as Chatsky/Gri-
boedov’s confession of love to the homeland:

OTATD YBUAETD HX MHE CYKACHO CYAbGOf!

JKHUTb C HUMU HAAOECT, ¥ B KOM He ChIIIelIb IATeH?

Koraa  IoCTpaHCTByeNb, BOPOTHIILCS AOMOI,

U aptm OTevecTBa HaM cAaAOK 1 nipustteH [ ['puboesos: 20].

To see them again I'm fated by destiny!
Life with them will grow tiresome, and who is found spotless?
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After travel here and there, returning home
the smoke of the Fatherland is sweet and pleasant.

Kirner preserves both the length and the rhyme, and at the same time strives to
precisely translate every lexeme of the original:

Neid jille ndha mulle antud saatusest!

See tiiiitab, kel ei leiduks tippi teos voi sonus?

Kui aga tuled koju, visind reisidest,

ka Isamaa suits meile magus on ja ménus! [Kirner: 30]

I'm fated again to see them by destiny!

This will grow tiresome, who has no spots in deeds or words?
But when you come home after gruelling travel

and the Fatherlands smoke is sweet and lively!

Niitid niha saatus taas neid koiki laseb mul!

Meil arukate arv kiill pole kuigi jagus,

kuid hellaks liheb rind ju voorsilt tulekul

ja kodu suitski on me meelest hea ja magus! [Kross 1964: 27]
Now destiny grants me to see them all.

Our number of intellectuals is never in abundance,

But when on the way home from abroad you soften from feelings
then even the smoke of home seems good and sweet.

Kross’s translation contains fundamentally new shades: instead of the indeter-
minate “reis” (trip), he uses “voérsilt” (from abroad), which more closely aligns
with the understanding of Chatsky’s travels. It is allowable that this replace-
ment also could be understood in the context of the return of people from exi-
le (including Kross himself), particularly since the location of the patriotic “Fa-
therland” is exchanged for “home”, the beloved place of every person.

4. The ideologically significant passage from Chatsky’s monologue, which
serves as the source of several widely-used quotes [Amyxun: 250, 488; Vene
kirjandus 1964: 142-143] that describe the comedy’s conflict:

Kaxk mocpaBHuTs, A2 10cMOTpeTh / Bek HBIHENIHNMIT 1 BeK MAHYBILMII:
Caesxo npeaanue, a Beputcs ¢ TpyaoM; [[puboesos: 28]

How to compare, or look upon / Today’s century and the one just past:
Fresh is the story, yet difficult to believe;

On rumalaks ldind maailm, / te voite ohkel 6elda praegu;
kui vordleb vaim ja vaatab silm / nii praeguseid kui mé6dund aegu:
ehk virske kiill legend, on raske uskuda [Kirner: 42].
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The world became stupid, / you can now say with a sigh;
When reason compares and the eye sees / how today like the time past
May be a fresh legend, but hard to believe.

Jah: rumalamaks laheb ilm! / Nii ohata kiill voite praegu.

Kuis vorrelda saab vaim ja silm / kiesolevaid ja m66dund aegu:
nii hiljutine aeg, kuid uskumatu niib [Kross 1964: 37].

Yes: the world is becoming stupider! / So you may sigh now.
As the mind and eye may compare / current and past times:
Such a recent time, but it seems unbelievable.

Here Kross’s distinct orientation on his predecessor is notable, both in his use
of the same rhyme of “praegu / aegu”, and in the related lexemes “m66dund”
“voite” (underlined in the above excerpts). Moreover, he applies the same
method of conveying the verbs “compare” and “look” through parts of the
body: “reason compares and the eye sees” (Kirner) and “The mind and eye
may compare” (Kross). However, Kirner’s translation of the original’s “fresh
story” («cBexo npepanue» ) as “fresh legend” (“virske legend”) is not taken up
by Kross, who substitutes “such a recent time” (“nii hiljutine aeg”). Such a sub-
stitution makes the past not a “legend” (something far away), as in Kérner’s
version, but something close to the present moment. On the one hand, this
brings Kross’s version closer to the original, and on the other, allowed the play’s
1963 viewers to see a sharply relevant allusion in these verses.

It is important to note that Kross’s borrowing, noted above, was not acci-
dental. He undoubtedly made use of the 1945 translation and did not ignore
the experience of his predecessor in his own work, in some places even using
Kirner’s word choices and, more often, his rhymes:

ITomuayiiTe, He BaM, 4eMy XKe YAUBAATbCS?
Yro HOBOTO MOKAXKET MHe MOCKBa?
Buepa 6b1a 6an, a 3aBTpa 6yaeT ABa [[puboesos: 19].

Upon my word, what should surprise me, if not you?
What can Moscow show me that is new?
Yesterday there was a ball, and tomorrow there will be two.

Kui mitte teid, siis keda imetella?

Mis uudiseks on Moskva uuemaks?
Ball eile oli, homme on neid kaks [Kirner: 28].

If not you, whom should I admire?
What fresh news is there in Moscow?
There was a ball yesterday, tomorrow there will be two.
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Oh arm! Kui mitte teid, siis keda imetleda?
Mis Moskvas uut ma veel kiill avastaks?
Et eile oli ball ja homme neid on kaks! [Kross 1964: 25-26]

Oh mercy! If not you, whom should I admire?
What else new in Moscow might I discover?
That yesterday there was a ball and tomorrow there will be two!

Kross appears to repeat the most successful of Kirner’s rhymes, often correcting
his errors in verse length:

l'onenre Ha Mocksy. YTo 3HaUuT BHAETDH CBeT!
T'ae x ayame? — I'ae Hac Her [['puboeaos: 19].

‘Persecution of Moscow. So this is seeing the world!’
‘Where better?” “Where we are not’.

See kiusujutt. Seks maailm dpetanud teid!
Kus on siis parem? — Seal, kus pole meid [Kirner: 28].

“This stubborn conversation. With this you teach the world!?”
‘Where then better?“There where we are not’.

Laim puha! Lai maailm?! Mis sinna kisub teid?
Kus parem on? — Kus pole meid [Kross 1964: 26].

‘Nothing but slander! The wide world? What draws you there?’
‘Where better?” ‘Where we are not’.

See also other such cases of the repetition of rhymes and their nearby lexemes,
particularly often in Act I: “Ma kuulsin teie hiilt”... “panna — anna” [Kirner:
19; Kross 1964: 18]; “T6in paberid” ... “puudus — truudus” [Kirner: 20;
Kross 1964: 18]. Using and improving the poetry of his predecessor’s work,
Kross set other goals in his translation.

Regarding the opportunities for the allusive reading characteristic of theat-
rical plays, the clues described above regarding the new stage interpretation of
“Misfortune” are noticeable also in Kross’s conveyance of certain dynamic
scenes. For example, at the end of Act I, Scene III, Liza pulls apart Sophia’s and
Molchalin’s hands, which is emphasized by Griboedov in her line: “God bless
you, remove your hand. (Separates them...)” [T pu6oeaos: 8]. Kirner translates
this as: “No jumal teiega; te minge juba. (Lahutab nad...)” [Kérner: 13],
thereby transforming the line into “God bless you, go already”; that is, address-
ing it to Molchalin. Kross underscores Liza’s use of force: “Noh aitab! Votke
dra kiisi. (Tirib nad teineteisest eemale. ...)” [Kross 1964: 13] (“Enough! Remove
your hand! (Pulls them apart)”). In this translation, the separation of Sophia
and Molchalin gains a more intimate character, while the stage direction under-
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scores the expressive nature of the maid’s movement. This is both closer to the
original intent and also oriented toward actual performance on stage by actors.

Even the limited number of examples presented herein demonstrates the
main stylistic differences between the two translators.

Kirner strove predominantly to convey the original word-for-word, some-
times ignoring the rhyming structure and context of lines of dialogue. Not al-
lowing himself to stray from the original text, he filled his translation with the
realities of the 19" century, relevant to Griboedov, but completely unfamiliar to
the Estonian reader of the 1940s. Instead of using Estonian equivalents of anti-
quated Russian words, the translator conveyed the realities of the original
through transliteration (“skomorohhidele”, “phussurmaniks” [Kirner: 17,
110]). Clearly, this was connected with the educational function of his publica-
tion, which was especially equipped with numerous annotations (44 in all) ex-
plaining unfamiliar words and realities. The translator’s focus on a “precise”
translation, the heavily annotated nature of the 1945 version of “Misfortune”,
and particularly the inclusion of the translation in the school curriculum lead to
reception of Kirner’s work as literary, “textbook”, and antiquated, as Tormis
noted in her review.

The strategy of “free translation” [Aessuit: 120] used by Kross was devoted
to the task of creating a modern version of “Misfortune” designed to be heard
from the stage. This explains his preference for preserving the given rhythmic
structure rather than the literal meaning of the dialogue. Rich and regular
rhymes allowed Kross to create a resonant translation that was much closer to
the poetry of the original than its predecessor. Characteristically, Kross’s trans-
lation contains an almost equal number of lines as Griboedov’s original: 2,423
in the original versus 2,448 in Kross’s translation.

Free translation traditionally strives to preserve meaning without compli-
cating the text with incomprehensible realities; rather, conveying them through
other lexical means. For example, Griboedov’s “Did he become a Moham-
medean?” («Ilomea ou B rycypmanbi?>» [[puboepos: 75]) becomes in Kross’s
translation “Did he convert to Islam?” (“Liks muhhamedi usku?” [Kross 1964:
96]). This also must have made it easier for audiences to understand the com-
edy. In addition, by shedding overly specific historical details, Kross achieved
amore universal and allusive sounding text of the comedy, which was consis-
tent with the Zeitgeist of The Thaw and the expectations of the viewing public.
The result was a first-rate theatrical equivalent of “Misfortune”, received as
a work of independent poetic value for Estonian literature in the 1960s.
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6. The Misfortune of Being Soviet

If the silence of certain critics regarding Haravee’s successful production* was
attributed by contemporaries to the intrigues of the editors of “Edasi” newspa-
per against Kaarel Ird [ Cosetckas kyabTypa; Ird: 303], then the overt evidence
of Griboedov’s near irrelevance was completely ignored in Estonian press
about Kross’s translation (see: [Bibliograafia]). However, another picture emer-
ges when spheres of culture are addressed that are, to a great extent, obedient
to official ideology.

Despite the radical reduction in time devoted to study of “Misfortune”
in Estonian school curriculum, it is precisely in the newly-edited 1974 textbook
of Russian literature for the 9" grade by Harald Reinop that the only positive
reference to Kross’s translation appears™. In place of excerpted quotes from
Kirner’s translation there appear a larger quote from the dialogue about
the danger of books (30 lines) from Kross’s translation, which was preserved
through subsequent editions and revisions and only in 1977 was somewhat
reduced (to 21 lines) [Vene kirjandus 1974: 20-21; Vene kirjandus 1977: 21~
22]. Moreover, the textbook’s author placed a quoted paragraph from Kross’s
official-sounding afterword, but in conjunction with praise of the translator:
“Against the backdrop of sentimental drama and watery vaudeville found in
Russian theater at that time, “Misfortune”, through its Decembristic social criti-
cism, Griboedov-esque realistic satire, and ingenious folk verse, was a triple
bomb’, aptly characterized the play that most famous of its translators into Es-
tonian [eestindaja], Jaan Kross” [Vene kirjandus 1977: 23]. Thus, from 1974
on Kirner’s translation was replaced by Kross’s in school practice.

The new translation’s theatrical character, as noted above, later contributed
to the appearance of new productions of Griboedov in the 1980s. In 1984 Es-
tonian Radio produced and aired a radio play based on Kross’s translation
of “Misfortune” [Kuuldeming]. In the history of Griboedov’s reception in the
Estonian language, the use of such media significantly widened the audience of
the production, as the number of potential listeners could have been up to 49%
of the Estonian population of the ESSR [Raadio: 108]. Of course, the comedy
presented on official Estonian Radio obviously complied fully with Soviet cul-
tural policy.

The play was performed 13 times over two seasons, which some considered a success [ CoBerckas
kyabTypa] and others did not [ Tonts: 283].

There is a mistake in Kross’s bibliography [Bibliograafia: 87] — it is Kirner’s translation, not
Kross’s, that was used in the Reinop / Tobias 1964 textbook [Vene kirjandus 1964: 141-14S5; Kir-
ner: 38-44].
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According to the current database, the last time “Misfortune” was per-
formed in Estonian was in Viljandi by the Ugala Theater on February 1, 1987.
Jaak Allik’s production again failed to interest critics. There is very little mate-
rial on which to reconstruct this production; however, it is worth noting the
producers’ experimental approach to the text of the comedy. At its center lay
Kross’s translation, but Kirner’s translation “was used for its revision” [ Andme-
baas]. Both versions were thus in demand in late-Soviet Estonian theater.

7. Conclusion

The reception of the classics of Russian literature in the Soviet period, as dem-
onstrated through the example of Griboedov, was, above all, connected with
the cultural and educational policy of the government, geared toward the So-
vietization of the country.

The first Estonian translation of “Misfortune” was commissioned by the
government in an attempt to provide examples of “progressive” Russian classics
in the national languages of the republics, with two goals: 1) to demonstrate
general cultural values shared by the Estonian “nation” with the “family of na-
tions” in the USSR, within the context of the 1945 commemoration of Griboe-
dov; and 2) for inclusion in the revised (regarding societal norms) literature
curriculum in Estonian schools. This commission was completed quickly by
Kirner, who was loyal to the authorities, allowing the ideologically-relevant
Griboedov to be included in the school curriculum in 1946. Kérner’s transla-
tion was “precise”, as evidenced by his word-for-word conveyance of “apho-
risms” and details irrelevant to Estonian readers. In total, this translation was
distributed mainly through textbooks and was very rarely used for theatrical
productions.

The next translation of Griboedov’s play, completed by Kross for the
Vanemuine Theater in 1962 and published in 1964, had a fundamentally dif-
ferent character. The expectation of being spoken aloud on stage determined
the translator’s strategy (“free translation”), who strives through the whole text
to convey the meaning and particularities of Griboedov’s verse. At the same
time, the translator easily reworked those “aphorisms” honored by Lenin’s use
of them, giving them a more allusive sound. Kross’s approach was in many ways
determined by the new cultural trends of the era of The Thaw and the rethink-
ing of “Misfortune” in this context. Successful in its execution, the new transla-
tion replaced the previous one in school textbooks and contributed to the tem-
porary relevance of Griboedov’s comedy in Estonian theater.
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Nevertheless, the official interpretation of Griboedov’s biography, having
received the most widespread distribution, turned out to be fatal for his subse-
quent reception in Soviet and post-Soviet Estonia. The “textbook” and “Soviet”
classic could not be saved even by Kross’s successful translation, which, in turn,
was also forgotten™.
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THE AUTOBIOGRAPHICAL STORY
OF ARTIST JOHANN KOLER

(in the wake of Jaan Kross's Novel
“The Third Range of Hills")

LJUBOV KISSELJOVA

My analysis of Jaan Kross’s novel “The Third Range of Hills”, about Johann
Koler (1826-1899), prompted me to dig deeper into the biography of the
founder of Estonian professional painting, a professor of the Imperial Academy
of Art in Petersburg; with this goal in mind, I undertook to find new archival
sources. The artist’s archive is located in the Estonian Literary Museum in
Tartu, which houses many curious and as yet unpublished documents about
the life of this bright and original person'. However, the most significant disco-
very was found in the manuscripts section of the Institute of Russian Literatu-
re (Pushkin House) of the Russian Academy of Sciences, since it concerns the
most important source of information about Kéler’s life: his autobiography”.
For more than one hundred years, the text, published in two issues of the
journal “Russkaya starina” («Pycckas crapuna») from 1882 and 1886°, were
regarded as “original”. Its first part contains information about Koéler’s child-
hood and youth (till 1846), while its second part relates the artist’s years
of study in Petersburg, travels abroad, and his activities until 1882. A rather
serious source study problem lies, however, in the fact that only the second half

For example, letters from Paris to P. N. Semenov regarding the so-called “Crimean” matter, see:
EKM. Fond 69. J. Koler. M 11:18; and others.

> See: Buorpagus npodeccopa r. Keasepa // PO UPAU. @. 265. Om. 1. Ea. xp. 44. A. 417-491 06.
See: MBan ITerposuy Kéaep, npodeccop sxusormcu. 1826-1882 // Pycckast crapuna. 1882. Ne 6.
C. 743-754; ViBau Ilerposuy Kéaep, mpodeccop sxuommcu. 1826-1886 // Pycckast crapuma.
1886.Ne 11. C. 333-378 (the second issue contains some duplicate material from the issue of four
years prior). Passages from this autobiography were translated into Estonian. From here on,
“Russkaya starina” will be abbreviated as “PC”.
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of the text is autobiographical in nature (that is, written in the first person),
while the first half is a retelling written in the third person.

Relying solely on the “Russkaya starina” publication, no one among the
many scholars of Kéler’s work turned to the journal’s archive. As it turns out,
the archive contains a transcript of stenographic notes taken from the artist’s
oral narration in the presence and with the participation of the journal’s editor,
M. I Semevsky. As an employee of “Russkaya starina” attests, such a practice
was typical for the journal: the stories of I. K. Aivazovsky, A. G. Rubinstein,
F. G. Solntsev and many others were recorded with the help of a stenographer*.

And so the text has been found, which, although not written with the artist’s
own hand, has much greater reason to be called the “original” first part of his
autobiography. A book of autographs stored by the M. I. Semevsky Fund estab-
lishes that the exact dates of the recordings were March 2, 1881 and April 10,
1884. On the first occasion, Kéler’s hand is fixed as: “1881, March 2,° profes-
sor of historical and portrait painting Ivan Petrovich Kéler (born 24™ February,
1826) related his life to M. L. Semevsky”; on the second occasion: “Professor of
historical and portrait painting, member of the Council of the Imperial Acad-
emy of Arts Ivan Petrovich Koler. Born in Livonia 24" February 1826. Saint-
Petersburg, 10" April 1884”°. However, there were more than two steno-
graphic sessions: a third part of the text published below is dated March 21; in
Semevsky’s Album there is one more autograph from Kéler from April 23,
18867. The editor was not only present at the sessions, but also asked probing
and clarifying questions (the text published below clearly follows a pattern of
dialogue). Moreover, the transcripts were later reviewed, augmented with
notes in the margins, and also edited, since there are several places in the jour-
nal’s version containing clarifications that are absent from the manuscript (they
will be noted in my footnotes to the text). In addition, the article published in
the journal is a shortened and adapted version of Koler’s story; one can only
regret that the full version is not to be found.

See: Tumougyx B. B. Muxaua Vanosuy Cemesckuit. OcHOBaTeAb HCTOPUYECKOTO KypHaa «Pyc-

ckast crapuHa>: Ero sxusHb 1 pestreabHocTh. 1837-1892. CI16., 189S. C. 132-133.

It is notable that this recording took place the day after the assassination of Emperor Alexander II,

which apparently did not disrupt the stenographic session.

¢ See: Cemesckuii M. H. 3naxombie. Kuura asrorpados. 1880-1888. II // PO MIPAU. Apxus
M. M. Cemesckoro. @. 274. Om. 1. Ne 396. A. 104 u 204. These notes are published in the book:
3uaxombre. Aas6om M. 1. CemeBCKOro, H3paTeAs-peAaKTopa HCTOPHIECKOTO XypHasa «Pycckas
crapuna>. Kuura aBro6uorpadurdeckux cobcTBeHHOPYYHBIX 3ameTok 850 amy. — Bocmomuma-
must. — Cruxorsopenms. — Omurpammsr. — Illyrku. — IToamucu. 1867-1888. CIT6., 1888.
C. 160, 206.

7 Ibid. C.253.
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The transcript of Koler’s oral story captures the period up to 1864; that is, it
fully covers the first part published in “Russkaya starina” as a retelling, as well as
the beginning of the second part. The archival text differs significantly from the
published one: it is longer and contains many curious details that the publica-
tion passes over. Unfortunately, starting from 1864, the oral telling either was
not preserved or is housed in some unprocessed part of the “Russkaya starina”
archives, inaccessible to scholars. However, even in its truncated state, the ar-
chival autobiography is an invaluable source. It contains the voice of the living
Koéler, fixing in text his oral speech, including repetitions and several characteris-
tic mistakes and Estonianisms preserved in his speech despite his excellent
fluency in Russian: mex nop, xax s sanomnua ce6s (ce6s nomuua); snas (ymea)
N0-3CMOHCKU Yumame; yuumerb ymep, a 0pyz020 ceiiuac He 6biro (cpasy He Ha-
wan); ycmpausaru meampo. (crexrakam), among others. Kéler learned his
Russian from listening to the speech of those around him. His admission that
he “had forgotten” Russian grammar is reflected in the fact that his Russian
speech was “oral” rather than “literary” in nature. Thus, his speech is character-
ized by such colloquialisms and vernacularisms as ommydosa; omxydosa; Hopas;
aiiybl; Ha y3eHvKy 0oujedKy; cmekaa Oviau 8cnomesuiu, among others.

The artist had an excellent memory; in describing his childhood and youth,
his period of study at the Academy of Arts, and his travels abroad, he recalls
a plethora of vivid and varied details. Some, though not nearly all, of the details
of Koler’s European travels had been established from his letters to N. P. Grot
from Paris and Rome, discovered in the archives of the Academy of Science and
published in Estonian in 1972°.

The story clearly displays the artist’s personality, his honesty and straight-
forwardness, and his light humor. He graphically describes his first “artistic”
experiences: creating the theatrical set decorations in the home of the painter
Faber, where his leaves hung on the trees from threads; the first praise his art
received: the cannon, the audience agreed, turned out well. Koler’s assessment
of people is impartial, he tries to speak truthfully and honestly, without embel-
lishing himself or those around him.

®  Kiri Pariisist, kaks — Roomast: J. Koleri dpiaastaist / Publ. M. Lepik // Tartu Riikliku Ulikooli
Kunstimuuseumi almanahh, III. Tartu, 1972. Lk 25-35. Further references to this publication are
to «ITucema>, with page numbers indicated. The originals are in German. Publisher M. Lepik,
comparing the letters to what was known about Koler’s travels from “Russkaya starina”, came to
the conclusion that memory failed the artist in his old age, that he had forgotten details that were
vividly described in the letters to Grot. The text reproduced below refutes this hypothesis. Vivid
details that flesh out his story were simply excluded from the published version of the tale.
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No less important, Kéler’s sincere tale reveals valuable details about the
daily lives of Estonian peasants in the first half of the 19" century’. Kéler speaks
with deep respect about his parents, and although he regards the family situa-
tion as relatively prosperous (“we were not particularly poor”), he admits that
their bread was stretched with chaff and they lived with strict frugality. It is
impossible to remain unmoved when reading Kéler’s narrative about how his
father, a half-blind peasant (in fact, a farmhand), tried to provide an education
to at least one of his five sons, giving all of his savings, which were sufficient for
only three years of study. The future professor and court artist “hammered
away” at German lessons in the Viljandi district school, poorly understanding
the lessons taught in a foreign language, but nonetheless trying not to fall be-
hind, and even receiving a Russian Grammar as an award for his diligent study.
At the age of 12 Koler began his career path: at first he worked in a manager’s
office, then as a housepainter in Césis (then called Wenden); from there he set
off for Petersburg, selling his coat for travel money, with the hope of entering
the Academy of Art. Then followed work under the “signboard-painting” mas-
ter, attendance at evening classes at the academy, and his first successes in art.
Only through his own hard work and persistence did Koler attain a higher edu-
cation, career, and knowledge of foreign languages (French and Italian in addi-
tion to German and Russian).

Kéler’s story about his years of study in the Imperial Academy of Arts gives
an impression of the prevailing customs of the time, as well as of the proud and
independent character of the young artist, whose reluctance to curry favor and
make requests was often to his own detriment. However, the honest Koler all
the same admits that he could not have managed without protection in his own
life. Once the Academy of Arts gave him a gold medal, not through the decision
of the Council (as was usually done), but through the direct order of the presi-
dent, daughter of the Emperor Nicholas I, Grand Princess Maria Nikolaevna, to
whom the artist became known in a “domestic” fashion — through the royal
physician. Many years later, Professor Koler, not without bitterness, reminded
his colleague, Rector of the Academy of Arts F. Jordan, how he had been un-
fairly overlooked by the Academy Council when they distributed the medals,
and how the Grand Princess had restored justice.

?  To the editor of “Russkaya starina”, M. I. Semevsky (1837-1892), a historian and social activist,
these details were of great interest both due to his involvement in the Head Committee of the Ru-
ral Class, and to his personal conviction that peasants in the Russian empire were disadvantaged
and their situation must be improved. Semevsky clearly pressed Koler with his questions to pro-
vide a detailed characterization of peasant life.
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The artist’s acquaintance with Maria Nikolaevna, arising in absentia and not
through the initiative of the then-student, played a significant role in his life. In
order to be noticed at court and become a court artist — drawing teacher to
the royal daughters, as Kéler was in the 1860s — it was helpful to have “acqua-
intances”. “Entrance” into court life was granted to Koler not only by his talent
and successes in art, but also through his acquaintance with the royal doc-
tors (K. Hartman and P. Karell); his friend, the future academic Y. K. Grot,
may also have played a role, as he was teacher to the Grand Prince in the 1850s.

Koler undertook his travels abroad on his own funds, since the Council of
the Academy of Arts denied him his right to a travel grant for a trip to Italy. The
young artist spent 1857-1862 abroad: he traveled around Germany, Belgium,
Holland, Switzerland, France, and Italy, living mostly in Rome'’. Kéler, a keen
observer of manners, makes fun of Russians (for their work on “perhaps”),
English (for their excessive touristic curiosity), Italians (for uncleanliness and
untidiness), and especially Germans (for their miserliness, vulgarity, and nar-
row-mindedness). However, his critical views never interfered with his high
esteem for everything good and interesting that he encountered, whether peo-
ple or a work of art. His friendship with A. von Bock was not accidental, and not
without reason did Koler keep in closest contact with Germans while in Rome.
This was part of his fully deliberate way of life, accurately noted by Jaan Kross
in “The Third Range of Hills”. Recalling his time in Europe, the artist more
than once mentioned his striving to learn something new (for example, water-
color techniques); hence his desire to live among German artists and intellec-
tuals. He was preoccupied with the constant improvement of his education and
the widening of his artistic horizons. Although Koéler was not a fan of the re-
nowned German artists Overbeck and Cornelius, he strove nonetheless to
acquaint himself with styles of brushwork other than those accepted in the
Academy in Petersburg. And there was yet another motive for his contact with
the Germans: his determination to prove to himself that he, an Estonian
“bumpkin”, was no worse (and in some things better and more successful) than
the Germans considered gentlemen in his country.

Speaking about himself, Koler constantly emphasizes his belonging to the
Estonian people, and is proud of his “rustic” origin. The artist’s tale agrees fully
with the central ideas of Kross’s “The Third Range of Hills”: Koéler’s life is the
best evidence that the downtrodden Estonian people are capable of rising to

For more information about Kéler’s time in Italy and about his personality, see: Kuceaesa A. dcro-
wen B Mtaaun (ITyremecrsue xysoxuuka V. Keaepa) // Europa Orientalis, No 14: «Becrokoii-
Hble My3bI»: K HCTOPHH pyccKO-UTaAbsiHCKuX oTHomeHuit XVIII-XX BB.: B 2 1. Caaepno, 2011.
T.1.C.133-149.
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the heights of culture. However, Kross’s Koler reflects constantly on whether
he is betraying his humiliated people, since he is busy with art and separate
from daily peasant life and the suffering of his people, while the real Kéler, as
evidenced by the autobiographical story printed below, was not burdened by
such reflections. The autobiographical story is imbued with an inner sense that
his life — the life of a professor and member of the Council of the Imperial
Academy of Arts, of a court artist famous throughout Europe — demonstrated
the hidden opportunities available to his people. As to physical difficulty and
deprivation, there was enough of that along his way.

Kross’s Koler is a passionate and happy lover, with a beautiful, young be-
loved (invented by the author). The autobiographical tale of the real Koler
demonstrates his interest in the fairer sex, but also his resistance against his
passions: neither others’ matrimonial claims, nor his own passions developed
into any adventures in love — everything in his life was dedicated to art and
indefatigable work.

In any case, the text published herein will serve as an important source both
for the study of the biography of the father of Estonian painting, and for the ana-
lysis of the version of Kéler depicted by Jaan Kross in “The Third Range of Hills”.

Since this text is occupied not with Koler’s autograph, but with the tran-
script of the stenographic notes made by a technical worker, the reproduction
of all its orthographic and punctuation details is not expedient. Stenographers
often make orthographical mistakes, are inconsistent in their use of upper- and
lower-case letters (for example, in the names of months), in the spelling of
surnames'', and in the placement of punctuation. Such errors in the text have
been corrected without special mention. Distorted forms of proper nouns have
been preserved to convey the character of the manuscript and are corrected
in the footnote commentary.

"' Most often, the artist’s last name is written by the stenographer as «Keaaep>. The artist’s surname

was actually spelled in various ways: Kéaep, Keaep, Keaaep. We have chosen the version used by
the artist himself in his autograph (see footnote 7).
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BMOTPADUA NMPOPECCOPA r. KEAEPA

My6ankauus u kommertapumn A. KUCEAEBOM

Poanacs 51 B 1826 roay, 24 despaas, B AudasHACKOM rydepHnn, 6au3p Qearn-
Ha <B HA3BAaHHU IOPOAQ 3A€Ch M AdAee CTOHT yAapeHHe Hap «<u». — A.K.>,
B AepesHe Kbibpa, B AoOMe 0AHOTO KpecThsHuHa . OTeI] MOii JKHA y CBOETO 6pa-
Ta B paboTHHKAX. AOM, B KOTOPOM >KHA MOY OTeLl, IPUHAAAEKAA TOXKe ero Gpa-
Ty. Y oTna 65110 4 chiHa 1 ABe Aodepu’. CeMelicTBO 6b1A0 6eaHOE. MBI 5KHAK Ha
Tak HasbBaeMoil Bacre-Mpi3a® <sic!>, T. e. KaseHHas MbI3a. DTH MbI3bI PACIIOAO-
JKEHbl OTAEABHO, He TaK, KAK B AepeBHsIX POCCHH pacIlOAOXKEHDBI ABOPHI, a B
AVIASIHAUY OHU CTOSIT OTAEABHO, ABOPA ABA PSIAOM, a IOTOM 32 BEPCTY OT HUX
OILSITH ABOD KL T. A.

He noMHIO, CKOABKO AECSTHH 3eMAM OBIAO, HO 3eMAS 3Ta OblAa KazeHHad,
6paTr MOEro OTIa apEHAOBAA €€, & AOMUK Ha 9TOM 3eMA€e ObIA COOCTBEHHDII MOe-
ro asian. ITpu Hem 6b1A amMbap, 6aHs, MaA€HBKHIT CKOTHDI ABOP — 9TO BCe IIpU-
HAAAEXKAAO K 9TOMY AOMY, KOTOPOTO XO3SIMH ObIA MO ASIASL, OH BCE XO3SIFICTBO
HMeA B 6OABIIOM BUAE.

3ammcp Ha MOASX, mpurnmcaHo KapaHaamoM: «OTel; uMeA 9acTh B HapeAe GpaTa, OTel; NMeA BIIO-
caeactBun Afo6bst capbst <Lubjasaare> ycappby. On cam Tam cebe BhICTpOUA HOBBI Ao0M>». K co-
>KAACHUIO, HEKOTOPbIe AOTIOAHEHNS, CAEAAHHbIE KAPAHAAIIOM, GBIAN CTEPTHL, 1 IIPOYECTb MX HEBO3-
MOXHO. BriocaeacTBun ycapp60ii Ay6bsicaape B BUABSIHAMCKOM ye3ae BAape Gpar 1. Keaepa Anp-
Pec 1 ero OTOMKH.

' Y orna Kenepa ITeata (Peet Kohler, 1782-1860) u ero xenst Kait (Kai Kohler, 1787-1864) x mo-
MEHTY POXACHHA GYAYIIEro XyAOKHHKa 651A0 6 pereit: poouepn Ary (poa. 1811), Ann (poa. 1821),
Maaa (poa. 1824) u comosbs Tomuc (poa. 1812), Aao (poa. 1814), IOpu (1819-1846). TTorom
B ceMbe MOSIBHAOCH ellfe ABOe AeTeli: CBIH AHApec (poA. 1828) U AOYb Auiico (poA. 1832) // Viike
Koleri sonastik / Koost. A. Allas ja T. Abel. Tallinn, 2001. Lk 82, 102. Aaaee ccbiaka Ha 9TO H3AQ-
Hue: Viike Koleri sonastik, ¢ ykasanuem crpaHuLibL.

3aech cA0BO «MbI3a» (3CT. mdis) ymoTpebAseTcs: B 3HaYeHHH «XyTop>». COBpeMeHHOe Ha3BaHHe:
xyrop Kéabpa B Bacrempritsackoit Boaoctn Buabsmamckoro yesaa (Ibid. Lk 82).



Buorpadus mpodeccopa r. Keaepa 181

S momH1o cebs ¢ 6-ro ropa. Cecrpa’® MeHs Toraa yunaa rpamote. Koraa mue
OBIAO 7 A€T, TOTAQ 51 yKe 6bIA TPAMOTHDIM M OBIA YIUTEAEM MAAALIETO pebeHka®.
IToTOM sI HAHYMA y CTapIIell CECTPhI® IAeMSHHHUIY, TOTAQ MHE GbIAO 8 AeT, KO-
rAa OHa, 6bIBAAO, YHAET Ha PaboTy, s ¥ HSHYMA ee pebeHka. Kak st momHio cebs,
GeAHOCTD y Hac OblAa He 0COOEHHas], IOTOMY YTO OTel| ObIA YMHBIIM Y€AOBEK, HO
C TeX Mop, KaK S 3alIOMHHUA ce6st, OH 6b1A 0uTH cAeroit’. CAIbIM OH CAEAAACS
IIOTOMY, YTO OAHAKABI YTO-TO KOBAA B Ky3HHIIE M MCKDBI IIOIIAAK €My B IAa3a,
TaK YTO BCAEACTBHE 9TOro 06a raasa ero mocrpapasn. Pamuans oria 6piaa yxe
torpa Keaep. Ota ¢pamuanst 6b1aa yrke MOTOM, BEPOSITHO, IPHUHSATA UM, IIPH OC-
BOOOXAEHUN , TaK KAK y OCTOHIEB paMUAUU He ObIBaeT, HO NP OCBOGOXAE-
HUM, [IPH PEBU3HH, BCE AOAXKHBI OBIAM UMeTb PAMHAUH, TO, BEPOSTHO OTLY U
[I0COBETOBAAM B3SITh HEMELIKYIO $paMHAMIO.

Matp Mos1 ObIAa M3 APYTON AEPEBHH, KPeCThsIHKA, acToHKAa. OHa 6blaa rpa-
MOTHAsl U OYeHb IPUAeKHA K pabore. OTer TakKe OBIA IPAMOTHBIM, 3HAA IIO-
3CTOHCKH YUTATh, HO ITO-HEMEIIKH COBCEM He 3HAA.

Y Hac B pooMe 00bI4ail 6514, YTOOBI IIEpep KaKABIM 00eA0M unTasu «Orde
Halll>» U [IeAU 9TO-HHOYAb U3 AyxoBHOro. EcAn Maaerimast kpouka xae6a ymaaa
Ha 3eMAIO, TO €€ IIOAHHUMAAH, 1 OHa IIPHKAAABIBAAACh K I'y6aM. B nsbe y nac 65140
He OYeHDb IPA3HO , B Hell Mbl AEPKAAU TOABKO OAHHUX KYP, & B KyPHOII u36e, psi-
AOM, BeCb IpO4YHit CKOT ObIA. Ta U364, rAe OBIA CKOT, 9TO OblAA Y HAC pUra, B HEll
elrle OBIAM XOAOAHBIE KOMHATBI, C MAAEHBKUMH OKOIIEYKAMH, TAM OCEHbIO XAeO
MOAOTSIT, TAM AEPIKAAH 3UMOI CKOT, a B U36€ TOABKO KYPbI XOAHAH.

Kuuru y Hac 65141 ToABKO Brbaus u Eanreave pa COOpPHHK AYyXOBHBIX IIe-
CeH, Aa ellle KaAeHAAPb.

AeAyIIKy CBO€ro s He IIOMHIO, AGAYIIKA HUKOTAQ He XXUA Y HAC, OH JKHA Y ASl-
AH, Y XO3sIMHA HAIIero.

PaborHukoM y oTria ObIA TpeTHil 6pat, HO U OTel] TOXe paboTaa.

Bupnmo, moapasymesaercst cectpa AuH. Co caepyromeit cecrpoit Maaa y Keaepa 65140 Bcero ABa
rOAA Pa3HHUIIBL.

Bupumo, 6par Auppec. Camas Maapmmasi cectpa Auitco 6b1aa AAS OOYUeHIHS TPAMOTe ellje CAMII-
KOM MaAa.

Umeercs B BuAY cectpa Any (poa. s 1811T.).

Tax IT. Keaep n306pakeH 1 Ha OPTpeTe, HAMMCAHHOM €TI0 CHIHOM B 1863 T. i Haxoasmumcst B Dc-
TOHCKOM XyAOXeCTBeHHOM My3ee B Tasaunme.

TMoapasymeBaeTcsi Tak HasbiBaeMoe <«be33eMeAbHOe» OCBOOOXAEHHE KPECThAH OT KPeIlOCTHOMH
3aBHCHMOCTH, KOTOPO€ UMeAO MecTO B Audasuaun B 1819 1.

K aToMy MecTy Ha IOASIX KapaHAAIIOM: «Beuepa MpOBOAYAU B KypHO¥t H36e IIPH CBETE AYUHHBI>.
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IToMHIO I, KaK OAHXABL B TPOMIBIH AeHb, cTapmmil 6paT®, KOTOPBIIT KUA
Bropoae QeasnHe y cTOASIpa, MPHUIIEA AOMOH, HO, HAYIH AOMOI1, OH Cpe3aA Ilo
Aopore 6epe3Kd ¥ IIOBECHA Ha HUX CBSI3KY KPEHAeAell U IPHHEC HaM, MaAeHb-
KUM AETSIM. DTO AASL HAaC OBIAO HOABIINM YAOBOABCTBHEM.

3aTeM [OBE3AM MEHSI B TOPOA K 6paTy U IMPUCTPOMAY K MeOEABHOMY MacTe-
py. MHe paau Aapel;, B KOTOPBIH 51 IIPATAA XAe0 U BETUHHY, KOTOPYIO MHeE 4acTO
IPUBO3MAM MOM POAMTeAH. MHe CHayasa HPaBHAOCH 3TO KYIIaHbe, a IIOTOM
YKaCHO HaAO€AO, IOTOMY YTO XAeb YepCcTBeA U OBIA yKaceH.

Crapmuit 6paT MO, y KOTOPOTO SI XKHA, yIHA MEHS HEMHOXKO I10-HEMEIIKH
U apudMeTHKe, YTO MOT, a s IOMOTaA eMy MHOTAQ KAeH BapUTb.

IToroMm st mocTynUA B 9A€MEeHTApHYIO IIKOAY B PeaArHe, TOABKO yYeHHe Moe
IIPOAOAYKAAOCH TaM HE AOATO, IOTOMY YTO YYHUTEAb yMep, a APYTOTo ceiyac He
6b120. Yepes HECKOABKO BpeMst s IIOCTYIIHA B ye3pHOe yurauie. TaM mpo6sia
3T0AQ, U TYT, KOTAQ MEHsI [IepeBeA B CTApIIMIL KAACC, 51 OBIA Y)KACHO OrOpYeH
TeM, YTO YIUTEADb 3aMETHA, YTO s He IIOHMMAIO ITPeTioAABaHKe U Te BellU, KOTO-
pble OH cTapaAcs 00BsICHUTD. 5] OTTOrO He IOHMMaA OOBSICHEHHE YIUTEAS], YTO
MperoAaBaHue IAO HAa HEeMELIKOM s3bIKe, KOTOPBIN s IIOYTH COBCEM He 3HaA,
U BCA@ACTBHE BCEro 3TOT0 MeHs IlepeBeAr B HIDKHHM KAACC, TIOTOMY 4TO TaM, BO
BTOPOM KAACCe, SI YIHACS OOAee Ha MaMATh, AOAOMA, HO HHMYEro He IIOHHMASL
XOTs 4 1 KUA B HEMEIIKOM CeMeNCTBe U IJeAbIil AeHb MOT IIPaKTUKOBAThCA, HO
BCe-TaKH, B TPU IOAQ, 51 HE MOT YCBOUTD YY>KOM A3bIK.

Kypca cobcrBenHo B arToil mkoae He 65180. Crpean pasuo tam. S cupea
3 ropAa, OTOMY 4YTO y OTIIa A€HET He OKa3aA0Ch 0OAbLIe 3a MeHs mAaTuTh. Most
IIKOAQ, T. €. BCE BPEMsI MO€ET0 YYeHHsl, CTOMAO OTLy CTO PybAeli, U 9TH CTO pyo-
Aeil OH MOT TOABKO COKOHOMHTD, BeASl HEOOBIKHOBEHHO CYPOBYIO XKU3HB, TaK
YTO B MOEH CeMbe He BCETAA €AU YUCTHIN XA€0, 2 €AU €r0 C MAKUHOM.

Mowu poapuTeAu mMeAn HeOOBIKHOBEHHO XOPOIIHI HApaB <sic!>, Tak 4ro
crapmuit 6pat Moit He ObIA HU pasy HakasaH. 51 ObIA HaKka3aH ABa pa3a, 3a TO, YTO
eA HecTieAble S6AOKH, a CECTPa MOs, KOTOPOil TOrAa 66140 13 Aet’, 6b1aa Hakasa-
Ha PO3raMH 32 TO, YTO OHA B UX (T. e. POAUTEAE!T) OTCYTCTBUHU KYTIHAA HTOABHHIK,
3a KOTOPBIA 3allAATHAA ITOATOPBI KOIEHMKH CepeOpOM, MaTh, IPUASL AOMOH U
YBHAS, YTO CeCTpa KyIIMAA HI'OABHHK, CKa3aAa eil: «Beapb y Tebst ecTp oauH
UTOABHHK, 3a4eM Ke ThI KyIIHAA APYTOi?>» — U 3aTeM HaKa3aAa ee.

Crapumit 6pat TrHHUC, CTOAIp, CHITpas GOABIIYIO poAb B xwu3HE Keaepa. Y Hero 6yaymuit Xya0x-
HUK XuA B Buabsan (oM. Hike), a 3atem B IleTep6ypre, Koraa Mprexaa IOCTYTINTD B AKaAEMHIO
XyaorxecTB. BpaT 1 TOTOM OMOTaA eMy MaTepHaAbHO.

Peun, BUAMMO, HAET 06 OAHOIL U3 ABYX cecTep, npuMmepHbix posectun M. Keaepa — Ann (poa.
B 1821 r.) nan Maaa (poa. B 1824 1.).
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Tpu 6pata Mou 6b1an Bee crapime mens'’. Camplit crapmmit 6par Ha 15 et
OBIA CTapIle MeHs.

Koraa s 6514 B yunamme, To 5xua 51 B Qeaanne, y r. Aopbexa, oH 6bIA 9KOHO-
MOM B 001IjecTBe OIOpPrepos, T. e. B KayOe KymioB. Y Aopbeka HHOrAa ycTpausa-
AYl TEQATPBL, U B KAYDe, IPUEKUMU AKTEPAMU, TOKE AABAAUCDH crieKTakau. MHo-
raa U s 6siBaa B Teatpe. Koraa s 5xua y Aopbeka, Mue 05140 12 aer. Orery maa-
THA 32 MeHs AopbOeky 20 pybaeil B roA, a HHOTAQ IPUBO3UAU MACAO M SIHIIBI
Aopbexky. 3a atu AeHpru Aopbek 1 KOpMUA MeHs. AeTOM 51 AOAKeH GbIA ITOMO-
raTh CTABUTb KETAH, IIOTOMY YTO HHOTAQ U B KETAU TaM UIPAAH, 5 TAKKE AOAKEH
OBIA [TACTH CKOT, T. €. OBITH IIACTYXOM.

HeMmenkast rpaMoTa y MeHs ITAOXO IIAQ, HO BCE-TAKU MO€e IPHAEXKAHUE I10-
HPABHAOCb, U SI IIOAYYHA B IIOAQPOK PYCCKYIO TpaMMAaTHUKy. ST OBIA OAMH U3 Iep-
BbIX, KOTOpbIE 3HAAN €€, HO IOCA€ 5 3a0BIA ee. YUUTeAb, KOTOPBI OBIA HHCIIEK-
TOPOM, IIPEAAAraA MHE YIUTBCS AATHHCKOMY SI3BIKY M IPEYeCcKOMy, HO s He MOT
BOCITOAB30BATHCS €TI0 [IPEAAOKEHIEM, IOTOMY YTO He Ha YTO OBIAO KYIIUTh KHHU-
ru. 3a yyeHre MOe B yYHAUIIe MAATHAN 13 pybOaeil B TOA, TaK YTO COAEpIKaHMe
MOe U y4eHHe BCe TPH F0AQ CTOHMAM OTIly U MarepH cTo pybaeit. 1 mocae atoro
y>Ke y OTLja HUYero He OCTAAOCh, TaK YTO OH He MOT AABaTh BOCIIUTAHHE APYTHM
OpaTbsiM.

Koraa s KOHYHA y4eHHe, TOTAA 5 IOCTYTIHA K yIpaBadromemy Mbisoit (Bac-
TeMbI3a). I BeA ero KHUIH, IPUBOAMA HX B OPSAOK, H TaM, MEXAY IPOYUM, XO-
3MH MOY 3aMeTHA, YTO 51 UMeI0 CIocoOHOCTH K prucoBaHuio. OH BCAEACTBHE
TOTO 3TO 3aAMETHA, YTO YBUAAA Y MEHSI AUCTOK, HA KOTOPOM OBIAO MHOIO HapHCO-
BaHO pacTeHue. ITocae 3TOro OH CTaA MHE AABaTh KOIMPOBATH Pa3Hble MAIIMHbI
BHHOKYPEHHOTO 3aBOAA. KOraa st KOHUMA ero KHUIH, TOTAQ OH cKa3aa: «<Temepp
HAAO YTO-HHOYADb APYTOe MPUOOpeTaTh>, — M CIIPOCHA MEHS, 9eM SI XOIy CAe-
Aarbes? S, roBoplo, caM He 3Hai0. A XO4Yelllb, TOBOPUT, )XUBOIIMCIIEM, MaASPOM
caeratcss? — Her, rosopro, Maaspsr yxacHo rpsisHbie. — Her, roso-
PUT, <HYXKHO> HACTOALIUM XYAOXKHUKOM CA€AATHCS, BOT, TOBOPUT, U Y MeHd
ecTb OpaT XyAOKHHK, HO Te He TakKue, KaK MaAspbl, He IpssHble. — <«Tak
SI C yAOBOABCTBHEM TYAQ IIOMAY >, — CKa3aA .

Mens nosesau B Benpen (ropop)'' B <18>39 roay 6 ampeas. Ilo sopore
OBIAO OYEHb XOAOAHO, XOTSI I U OBIA 0A€T B Iry6Ky. IToBes MeHs IPOCTOI MY>KHK.

Aoexaan MbI A0 BeHpeHa 9 ampeAst, 1 OCTaBHUAU MeHs B yueHHe y Maasipa Qa-
Oepa Ha 7 AeT. B BeHaeHe, Ha TpeTHil rOA, MHE OIISITh CAYIHAOCH BUAETH TPYIIILY
aKTEepOB, U MHe IIPHUIIAOCH AEKOPAINH IIHCaTh. MHe HUKOrAa He IIPUXOAUAOCDH

1 Crapume 6patps Keaepa: Toinuc (poa. B 1812 1.), Aao (poa. B 1814 1.) n JOpu (1819-1846).
"' Vesausli ropoa B AudpasiHACKON rybepHuy, Teneps r. Llecuc B AatBun.
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IIMCATh HIYETO II0AOOHOTO, U IIOMHIO, 4TO 51 BCe AMCTHKH HAIHCAA BUCSIUMHU Ha
HUTOYKH, U BCe BHU3 BUceAr. Hapo eirte 6bIAO MyLIKY IMCATh, OHU UTPAAH YTO-
To u3 Kapaa XII. 4 nanucaa u mymxy. [locMoTpeAn — roBopaT — mymika
xopouua, 6yaentb XyA0KHUKOM. Toraa Mae 65140 15 aer.

ITocae atoro 651a eme cay4ait. I'pad Cusepc, cenarop'?, mocTpoua pycckyro
1epKOBb *, 1 BCe GBIAO AAS Hee cAeAaHo 1o pucyHkam B [lerep6ypre, a BHyTpH,
Ha MOTOAKE, HAAO OBIAO IIMCATD AHTEAOB, M TAKOKe U HA CTEHAX, IO ITYKaTypKe.
Dabep BoImHICAA AASL 9TOTO U3 PHIU XOpOIIEro >KMBOIKCI, B CYIIHOCTH, MaAs-
pa. Tak uTo TyT pHCOBaA caM MacTep, a MHe HAAO OBIAO CMBIBATb KPACKH, €CAH
4TO-HUOYAD He Tak. BoT MHe pas X03suH u roBoput: «IIBaH, mompo06yit u b
mucath>. Sl Monpo6oBaa, HaIKcas, — XOPOLIO, FOBOPUT.

Ilpumea crapux CuBepc B IlepKOBb, €My TaK IOHPaBUAOCH, YTO OH MEHS
B3SIA ITOA PYKY M OYeHb AACKAA. YUEHHKU Y MAASIPOB XOAST B XaAaTe, 51 B 9TO Bpe-
MsI TOXKe OBIA B XaAaTe, KOTOPBII BeCh OBIA BRIMA3aH MACASHOM M KA€EBOI Kpac-
KO, TaK YTO HAa HEKOTOPBIX MECTAaX XaAaT 3TOT OBIA IIOKPHIT IPSA3BIO B IIAAI]
TOAIIMHOM, ¥ TaK KaK XaAaThl MEHSIOTCS PEAKO, TO KOTAQ HAEIIb, TO MaTepHs Ha
XaAaTe AOMAeTCsl, M KYCKM XAOIAIOT IO HOraM. MHe yXacHO COBECTHO OBIAO
XOAUTD IO YAHI[AM, IA€, OBIBAAO, HABCTPETy MHE IIONIAAAANCh MOAOABIE AEBYII-
KH, S KaK-HUOYAD CTOPOHKOH, OBIBAaAO, 060FIAY, YTOOBI TOABKO He IOIAAATHCS
HaBcTpedy; HO rpa¢ CHBepc Bce-TakH B3SA MEHS IIOA PYKY, XOTS 5 U B XaAaTe
OBbIA, M TaK MBI LIIAM C HEM I10 YAHIE.

B 3uMHee BpeMs 1 KOTAQ He OBIAO 3aKa3HBIX PabOT, TO s IHCAA K IIacXe, Ha-
npuMep, 4To-HUOYAb Ha smukax. (UTO6GBI MOAYIMTb AMIIAOM HA MOAMACTEpDE,
HapO TOxe urypy Hapucosatb). IIpu oTOit LiepKBH S PacKpacHA U CHAPYXH

2 B XypHAAbHOI NyGAMKAIME yTOYHeHO HasBamme mbecsl — «Kapa XII mepep Proremom» (PC.

1882.Ne 6. C.757).

I'pad Kapa I'ycras (Kapa Kapaosma) pom Cusepc (1772-1856) — AeficTBHTeAbHBIH TailHbIi
coBeTHuK, ceHatop (c 1833 r.). [IpodeccnoHAAbHBIN BOEHHDIH, yIacTHHK [10AbCKOM KaMIaHUK
1792-93 rr., Boitn ¢ Hanoaeonom B 1805-07 rr. u 18121815 rr., pyccko-Typelko# BOMHDL.
B 1814 r. npoussepeH B TeHepaa-eitTeHaHTHI. Bria xeHar Ha Eaene Vpanosue (ypoxa. AyHu-
HOI1), AOuepH reHepaaa ot kasaaepun U. IT. Aynuma.

CymecTByeT ABE ACTEHABI OTHOCHTEABHO IIPUYUH BO3BeAeHHA B Benpene nmpasocaasroro Crmaco-
TTpeo6paxenckoro xpama (COXPaHUACS AO HACTOSIEIO BpeMeHH, ApXUTEKTOp HeusecTeH). ITo
OAHO# U3 HUX, rpad CUBepC IOCTPOHA ee AASL CBOEl «PYCCKOH JKeHbl» (CyTpyru 6bIAM BIIOCAGACT-
BHH TIOXOPOHeHbI B orpaae xpama). CoraacHo Apyroit aerenae, Matb Cusepca, rpaduns Mapra,
AlOTepaHKa, mpy BeTymaeHuy Hamoaeona B Poccuio, aaaa o6eT, ecan Bpar OyaeT U3THaH, OKePT-
BoBaTh 1500 py6aeit cepebpoM Ha IOCTPONKY IIPABOCAABHOTO Xpama. BrocaeacTsun, eme mpu
>KU3HU MaTepH, rpa¢ CHBepc HHULMHPOBAA COOP CPEACTB AASL CTPOUTEAbCTBA, Ha 1.01.1839 . 6b1-
A0 cobpano 15 Tpic. CHHOA TaK)Ke BBIACAMA CPEACTBA, 3HAYHTEABHbIE CyMMBbI [I0)KEPTBOBAAH UMITE-
PaTOp M YAEHBI IIAPCKOM CeMbH, BeAbMOXH, ceMbs Cusepcos u Ap. CTPOHTEABCTBO HAYaAOCh HA
Mecre 6piBurero xocreaa Cs. Exarepuusl, Ha rpanuite nmapka umenusi CHBepCOB, COrAACHO HEKOTO-
PBIM AQHHBIM, B 1842 1. (no Apyrum — B 1840-41 rr.). Ocssmen 6.08.18435.
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KYIIOA2, IOTOMY 4YTO HHKTO He IIOAE3eT TyA2 KPAaCHTb, IIOTOMY 4TO HEYAOOHO
OBIAO CHapy)XH pacKpamuBaTb. BoT MeHs M mocblaasu: «IIBan, moam», —
u VBaH nomeA pacKpaImuBaTh KYIIOABI CHAPYXXH. Y CTPAUBAACS 51 KPACUTD KYIIOA
TaKUM 00pa3oM, YTO BEPEBKY HAaAeBaA Ha KPIOYOK, AEAAA IIETAIO U OAHY HOTY
IIPOAEBAA B ITETAIO, A€BOI PYKOI AEPIKAACS 32 BEPeBKY, a IrpaBoit Kpacua. [llaper
Ha KyIIOAe OBIAM 30AOYEHHBIE, SI CMOTPEA B LIAPHKI, AI0OOBAACS, MEH3aX ObIA
xopomuit. 5l HICKOABKO He GOSIACS, UTO YIIaAy, HIDKe OBIAQ IIOCTaBAEHA ACCTHH-
112, ST TaK M CA€3aA.

51 paboraa y Gabepa BceBO3MOXKHbIE BEIH; AAKUPOBAA KapeThl, KPACHA AOMA
CHAPYXKH, KPacHA HOABI U 1pod. ITucaa sxe s u mapkerst. Ho uro Bcero xysxe 051
AO CHAaYaAa, KOTAA HAapO OBIAO KOMHATbI PACIIHCHIBATD, I HAAO OBIAO CTAPYIO JKH-
BOIIUCH CMBITb, HAAO OBIAO BCe TepeTh TPSIIKOM, a B 9TO BPeMsI BOAQ XOAOAHAS
Teder 3a met0. OT 3TOM IPSA3HON XOAOAHOMN BOABI ST IOAYIHA 6OASTUKY.

Xo3siMH 06pamaAcsi CO MHOI XOpOIIO, He OHA MeHS, TOABKO OAHMH pa3 IIOAY-
YHUA S [TAIOXY, XU TO BUHOBAT OBIA XHA, KOTOPBI OAHO BpeMs OblA pabOTHUKOM
y X03siuHa Moero. BoT aTo kak mpousomAo: B TPOUIBIH AeHb OTITYCTHAM HAcC
uaTU 13 Benpena, Ha Mpiy Kpemon' (Censaan'®, Tpeaen'”), Mecra crapus-
HBIX 3aMKOB, IAe >XuA AuBOHCKUI KHA3b KyIlo <cBepxy MCIIpaBA€HO KapaHAQ-
mom: Kaymo'®. — A. K.>, xoTopsiit 651a papoauTesem KHs3el AMBEH, 9TOT
Kaymo nepeiea moToM K HeMI[aM M CPAXKAACS IIPOTUB CBOUX.

Y xuszeit AuseH, B KpemoHe, ecTb kapTUHHAsI raAepest. YBUAS 9Ty raAepero,
SI AyMaA, YTO MOT'Y OCTAaThCsI B Hell 0e3 el 14 AHell, Takoe 9Ta rasepesi CHAbHOE
BIIeUaTACHHUE Ipou3Besa Ha MeHs. Kpemon Haxoamacs oT BenaeHna B 35 Bepcrax,
TYAQ-TO MBI U XOAHAH TyASITD. 5] ToImeA Typa ¢ ToBapumeM, Kus3b Ansen '’ myc-

Hmenne Kpemon (COBPeMeHHOe Haspanne — Kpumyapa, Krimulda), xoropoe ¢ 1817 r. npuHaa-
AeXaA0 popy AuBeHOB. B cpepHme Beka 3peCh HAXOAMACS PBHIAPCKHUI 3aMOK, KOTOPBIH, HapSAY
C PaCIIOAOXEHHBIMH II0 COCEACTBY 3UrBaabAOM U Typariaoii, HbIHe BXOAIT B cocTaB I. Curyaaa.

B my6aukanuu B PC yrouneno: 3ereoabp. Ao 1917 r. Tak Ha3bIBAACS COBPEMEHHBIN AAQTBIICKHII
ropoa Curyasa (Hemenx. Segewold). 3aMoK 3UrBaAba (Siegwald) 6bIA OCHOBaH Me4eHOCIJaMU
B 1207 r.

3amox Tpeiipen (Treiden), uan Typaiipa, 6614 moctpoen B XIII B., 0AHaKO paHee Ha 9TOM MeCTe
PACIIOAAraA0Ch yKpeTIAeHHOE TIOCeACHHE AHBOB, HaXOAMBIIeecs BO Baasernn Kaymo (cu. mmke).
ViMeercs B BUAY cTapefimuHa yrpo-guHcKoro maemenu ausos Kaymo (ym. B 1217 r). Ilepsbm
CPeAM MECTHBIX CTApefiIINH OH IPUHSA XPUCTHAHCTBO (0k0A0 1191 r.) U 6bIA COIO3HHKOM HeMel-
Kux poifapeit. CauTaAcs mpeAKOM popa AMBEHOB.

BaapeAbrieM MMeHHS Ha TOT MOMEHT 6blA KHA3b (B GyAymieM — cBeTaeiimmit kus3b) Kapa Xpu-
crop (KapA AHAPeeBI/[‘-I) Ausen (1767-1844/1845), reHepaA-A€MTeHaHT B OTCTABKe, MOMEYUTEAD
AeprTckoro yue6HOro oxpyra (1817—1828), a 3aTeM — MHHHUCTP HapOAHOTO IpOCBeme-
uus (1828-1833). B 0cHOBHOM KH. AMBEH XUA B CBOeM KypAsHACKoM uMenun CenteH. Bpsa au
MO>KHO IPEATIOAATaTh AMMHYIO BCTPeUy KHS3s C IIOAMACTePbsMH, CKOpee BCero, IOAPa3yMeBaeTcs,
YTO OH B IIPHHIHIIE Pa3pelIaA IOCEIATh eT0 raAepero.
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THA HAC B TAAEPEIO, ¥ BOT 3TO OBIAM IepBble KAPTHUHBI, KaKKe 5 BUACA, IOTOMY UTO
B Benpene xaprus He 6b1a0. Ha ToBapuia Moero st KApTHHBI He [IPOU3BEAU
TaKOT'O CHABHOTO BIIEYaTACHHS, KAK HA MEHS, XOTS €My OHH TOXe IOHPaBHAKCH.

ToBapui MOiT OBIA M3 CAMBIX XYALINX PAOOTHHKOB, OH OBIA CTaplile MeHs U
CHABHe, OH OBIA CBIH TaMOIIHErO CAIIOXHHKA, OH OBIA OYEHDb AEpP3KHIl U pac-
IIyTHOTO HPaBa, TaK YTO OT HET'O MOXHO OBIAO HAYIUTHCS BCEMY FAAKOMY.

ITomau MbI M3 rasepen, a 0TTyAa BepcT 20, TAe XUAU POACTBEHHHKH MOETro
TOBApHINA, MbI 3alIAM K HUM U HPOOBIAM TaM AeHEK M Ha TPeTHH yXe AeHb
Tpomuiibl BO3BpaTHANCh AOMOH. XO3SHH IMIPUHSIA HAC B Y’)KACHOM AyXe, IOTOMY
9TO OH OXKMAAA MeHs Ha BTOPOM A€Hb Ha3aa, M OH ke paboTaa, OH ObIA cepAUT
HeOOBIKHOBEHHBIM 00PAa30OM M AQA MHE IAIOXY. OTO OblAa €AMHCTBEHHAsS OIIAe-
yXa, KOTOPYIO 5 IIOAYIHA. DTO OBIAO AASL MEHS YXKACHO, HO 9TO JKE ACAATh! —

ITocae 6 Aer yueHws 5 6B1A IIpou3BeAeH B oaMacTepbs. B Moe Bpems B Ben-
AeHe YCTPOMAM IleX, M 51 OBbIA IEPBBIM B 3TOM ILjeXy. XO3SIMH IPOU3BEA MeHS
B IIOAMACTePHUH PaHbIIe CPOKA, TAK KaK 5 IIPOXKHA Y HErO TOABKO 6 — a He 7 AeT,
OH 3TO CAEAAA IIO OIIMOKe, HO 5T CKA3aA eMy, YTO CAOBO CBOE CAEP3KY U IIPOXKHUBY
y Hero 7 AeT. IloAoxua oH MHe 5kaA0BaHbA 75 Komeek B HepeAlo. XO3SHMH MOH
B 9TO BpeMs HasHAYeH ObIA OT MeIJaH MapIl KOMHCCAPOM, OH Pa3sBOAHMA BOEH-
HBIX II0 KBapTHpPaM, U BOT OH OYeHb YXOKUBAA 32 OAHHUM OOABHBIM IOHKEPOM,
KOTOpBI 6b1A B TUde. Pabep cam OT Hero 3apasuacs THPOM, BEpPHYACS AOMOI],
OH CA€T B IIOCTeAb 1 0OAbIIIe He BCTaBaA, YMep.

Y MeHs1 AaBHO ObIAO >KeAaHHe ImoexaTb B IleTepOypr m mocraparbcs Tam
IIOCTYIIUTh B aKAAEMHIO, HO B 3TO BPeMsi MHe HeAb3sl OBIAO eXaTb, KAAb OBIAO
ocraButh bepHoe ceMericTBo Qabepa, HaAO OBIAO Y 9TOM CeMbH IIPUBECTU BCe
B IIOPSIAOK, TaK KaK y HETO OCTaACsI TOBap. AeTeil IOCAe XO35IMHA OCTAAOCh TPOE,
MAaaureMy 05140 12 Aet, Apyrue 6b1an crapire. CTaA SI IPUBOAUTD A€AQ XO3SIMHA
B IIOPSIAOK, SIBUACS 51 K BupkeH py — aT0 wacTHas rumHasus B Benpene™, npu-
LIeA sl K AUPeKTOPY TMMHA3HH U CKa3aA, YTO XOTSI XO3SHH U yMep, HO AeA0 OyAeT
BEAEHO TaK XKe MCIIPABHO, KaK U IIPEXA€, B THMHA3HH y HAC OBIAM [IOCTOSIHHbIE
paboTsL.

Aupextop rosopur: «Bbl 6Gyaere paboraTs, Bbl, BEPOSTHO, >KEHHUTECH
Ha BAOBe?» — (a xene dabepa 6b1a0 Goaee 30 aet, a MHe He 65140 u 20 Aer,
Aa K TOMy ke MHe HpaBuaach Aoub Pabepa, kpacasuia Po3a, KoTopoit 6bIA Bce-
IO IIECTHAALATBI TOA).

*  HcnpasaeHo: B 3 Bepcrax oT Benaena. MIMst aupexropa YacTHOM rumHasuu B BupkeHpy HasBanHo

BPC (1882. N¢ 6. C. 754) — TI'oananpep. [To-nemerxu: Birkenruh u A. W. Hollander (cm.: Viike
Kéleri sonastik. Lk 31).
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Ho Bce-Taku 51 CKOPO KOHYHUA 3TU A€A3, M MeHs pellluAM OTITyCTuTb B Ilerep-
6ypr. MHe 65140 TOorpa 20 AT, HAM HEMHOXXKO MEHblIIe, He IOMHIO XOPOIIIeHb-
KO. AeHer y MeHs He OBIAO, TAK KaK 51 He MOT HX MMeTb U3 TaKOT'O MAA€HbKOTO
5KAAOBaHBS, TaK S POAAA CBOE IIAABTO M BCe IIPOY., YTO MOT, U Ha 3TH ACHBI'H
noexaa 4epes Pury Ha mapoxoae B IleTep6ypr, u 75 ko <rtak!> s mpuexaa cio-
Aa B <18>46 roay, AO XOAEpHL.

Y MeHs 3pech 6bia yxe 6par®', oH Aeraa MebeAb y ce6st Ha AOMY, XOTSI M He
ObIA MacTepoM, sl y HErO OCTAHOBHACS M HCKAA PabOTBHI, Paccy>kaas TaK, 4To,
BepOSATHO, CKOpell BCero MOXKHO 3aHATHE HANTH y BbHIBECOYHBIX MacTepOB —
XKHBOIIHCIIEB.

OTroro-ro nepsyro pabory s u HameA y Beremana, KOTOPBIf XKHA Y KaMeH-
HOro MocTa. Sl paboTaa y 9TOro BBIBECOYHOIO MacTepa ABe HepeAu. S mpummea
K HeMy 0e3 BCSKOM PeKOMEHAALMH, a IOTOM yxKe BereMan pexoMeHAOBaA MeHs
T'éanny™ (To>Ke BHIBECOYHBIN MacTep ), KOTOPbIit k1A Ha Maaoit CapoBoit yAu-
e. Y T'éamria obemrasn MHe 6 py0. 5KaAOBAHbSI B MeCsl], M IHUINA ero. XOAUA
5B MOAHOM KocTioMme, B HbiHemHeM (B BeHpeHe, U Tam mopMacTepbs XOAAT
B MOAHOM IIAQTh€, 4 He B XaAaTe, TOAbKO YIEHHKH, U Te B OYAHH XOASIT B XaAare,
a B IIPA3AHHK AQKE BCe YYEHUKH OBIBAIOT OAETHI B MOAHOM TIAATBE ).

U rak, y I'éanra s moaydaa 6 pyba<eir>. OH XHA AOBOABHO umcro. B Mac-
TEPCKOH y Hero, KpoMe ero CaMoro, ObIAO ellje ABO€ Y4EeHHKOB. Y HEero Ha BbI-
BecKe OBIA HAPHUCOBAH XHBOIIKCEI] C KMCTBIO M TAAMTPOI B PYKaXx, BhIBeCKa ObiAa
oueHb 6oAbmrast. MHe OBIAO TaM XOPOIIO U IIOAE3HO PabOTATh, IOTOMY YTO TaM
INPUXOAMAOCH CHUMATb C HaTyphl pasAudHbIe IpeAMeThl. MHe Bcerpa roBopuan,
9TOOBI IIPECIIEKTHBA <Tak!> XOPOLIO BBIIIAQ, 5L TAM M HAYIHACS IIPECIIEKTHBE ™.
I'éAnry 6BIA AOBOABHO TAAQHTAMBBIN TOCIIOAVH, OH XBAAVA MEHS 3a [IPECIIEeKTHBY,
ropopua: «Xopomo!>». I'éaun; odensp AIO6HA TeaTpaAbHbIe IPEACTABACHUS, U
BOT BCe AOMAIIHHE €0 U 3HAKOMble COOPAANCH U YCTPOMAM AOMAIIHUI TeaTp.
IIpumaocy MHe OIATH MHUCATh AeKOpaluu. Mrpaau TyT B CIIeKTaKAM aKTephl-
AfOOUTeAN. YCTPOMAH TaK, YTO 3a BXOA HEAB3S OBIAO OPaTh IIAATY, TAK IIPH BXOAE
Ha CIIeKTaKAb IIPOAABAANCH MaAeHbKHe, ITICAHHbIe Ha KapTOHe MeM3aKUKH; 3TH

MEN3VKUKH ITHCAA s, 1 Ka)KAbe;I N3 IIPHUIIEANTNX Ha CIIEKTAKAD ITOKYIIAA 9TH Kap-

Crapumit 6par Keaepa Thinuc.

Bapuanre! Hanmcanus pamuanu: I'roauy, I'ioab. OcranaBauBaeMcs Ha Hanucanuu ['éaut, T. K. oTa
dopma pana B mevatHoM Tekcre (PC. 1886.Ne 11. C. 337).

»  Cp. aobGaBAeHMe B IeqaTHOM TekcTe: <S5 paboTaa TeM OXOTHee, YTO XO3sHMH 6b1A 06pasoBaHHEe
BCeX TeX AIOAeH, C KOTOPHIMH MHe IIPUXOAMAOCH CHOCHTBCSI HA POAUHE, H CKOPO OIIeHHA MOH CIIO-
cobHoCTH K )uBonucH. TakuM 06pazoM, B 1848 roay, I'éanny GecripensTcTBeHHO paspelna MHe

TOCEI[aTh BeYepHHE KAACChI aKAAEMHH XyA0XKecTB ... » (Tamsxe. C. 338).
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TUHKU. [IpuXoAMAY Ha CIIeKTaKAb BCe HeMIbl, U UT'PAAN HeMeIfKie IIHeCKH, AeK-
AaMarfus 6bIAQ, TeHHe, TAHIIBI U IIPOY.

B Benpene MeHs XOTeAM JKEHHTD, XOTSI 9TO M AEAAAOCh BCe OYEHb AEAUKATHO,
HO 51 BCe-TaKH AOTAAAACS, YCTOSIA Y He KeHHUACS.

Korpa s 5xua y T'éanria, To cAeAaA C HUM YTOBOP, YTOOBI OCEINATh MHE Be-
YepHHe KAACCHL B AKAAEMHH, U YTOOBI He OBIAO IIpepeKaHMil HUKAKIX, TO 5 yCAO-
BHACSI TaK, YTOOBI 32 KOXKABII Beuep, KOTAQ I XOAUA B aKaAEMHIO, YTOOBI XO35HH
BBIYUTAA C MeHsI 15 KOIL, HO ecAH ObIAa IOCITEIIHAS pabO0Ta Y XO35IMHa, TO 5 AOA-
KeH ObIA OCcTaBaTbCs AOMa. M Tak s IpeACTaBUA MHCIIEKTOPY aKaAeMHH, TOTAQ
Kpyros** 6b1a, kKapTOHKY, 1 TaM HapucoBaHa 6biaa ['arares. S ¢ aurorpaduu
CKOIMPOBaA ¥ mucaa mo-ceoemy>. OH yBHAEA MOKO PaboTy, U s HPSIMO MOIAA
B TMIICOBYIO, MUHYSI OPUTHHAABHBI Kaace. S mucaa pooMa ¢ ce6st IopTper, U mo-
TOM IO NPOChOe MPauKu CPUCOBAA C Hee IIOPTPET, U OHa 3a TO CIIMAA MHE Py-
Oamku. MbIcA BBICOKOI O cebe y MeHsI He OBIAO, MEUTHI OBIAH, YTOOBI TOABKO
CTapaTbCsi HMATH TaK AAA€KO, KaK BO3MOXKHO, HO HHMKOTA2 He Ha3HadaA cebs
Ha M3BECTHYIO CTeIleHb, s HAXOAUA 3TO He YMECTHBIM. S| AyMaa: oAy aAaablme,
€CAHU CMOTY.

Craa s XOAUTh B akapeMuio ¢ IlaHTeAeIMOHOBCKOM ymumz‘s. S ¢ T'éaunem
0b1A Ha 4-x KBapTHpaX, ¢ [TaHTeAeFIMOHOBCKOM YAMIIBI HAAO OBIAO OexXaTh, YTO-
OBI AOHMTH AO aKapeMUu B ¥ 4aca. 5 HadaA XOAUTD B akapeMHuIo B <18>48 roay.
B aToM roay 0b1Aa X0OA€pa, U 51 IIOMHIO, YTO ST YACTO ITOKYIAA 3eMASHUKY, KOTO-
pasi Torpa 6bIAa OYeHb AELIEBa, U 5 C yAOBOABCTBHEM €e eA.

ITocapuau 65140 MeHs B AKaA€MHH B TUIICOBBINA FOAOBHOM KAACC, HO s OKa-
3aAcst cAab, MocAeAHNE HOMepa MOoAyYaaA. ToBapumeit o AKapeMUH Y MeHsI Obl-
AO MaAO, IOTOMY 4TO 51 He CMOTPEA HAAEBO U HAaIIPaBO, IOTOMY YTO HAaAO OBIAO
AOMoI1 6exxarb. BedepHue KAaCCH B aKaAeMUH OBIAU MEXAY S-10 M 7 9acaMu Be-
gepa. B Akapsemuo st xoauA GecriaatHo. S ObIA Tak cAQ6 B PUCOBaHUHM, TaK YaCTO
MaHKHPOBAA, YTO ABAa TOAQ CHAEA 3 THIICOBOI IOAOBKOH, M BCe-TaKH IepelieA

Kpyros Anppeit Usanosua (1796-1860) — uncrexrop Axapemun Xyaoxects (panee — AX).
Cwm. o mem B BociomuHanmsax @. Mopaana: «ITocae moero Boimycka <1824 r.> mocTymua B akape-
MUIO, HAKOHELl, KPACHBBII U BeCbMa 00PAa30BaHHBIA KanuTaH reapann Auapeit Msanosuu Kpyros.
OH Bcex 3a6paA B PyKu, BCSL SKOHOMIS OBIAA B €T0 PYKaX, HOKHA XOPOIIee COCTOSIHIE ¥ CAYXKIA AO
1851 r., KOrAa YHHYTOXXHMAACh COBCEM 3Ta AOAKHOCTb <AOAXKHOCTb MHCIHeKTopa. — A K.>» (3a—
IUCKU peKTopa M mpodeccopa Axapemuu xypoxects Pepopa Mpamosmya HMoppan. M., 1918.
C.25).

Cp. B meyaTHOM TeKcTe: «I'aaaTes, CKOMMPOBaHHASL C AUTOIPAPUU AOBOABHO IIEPBOOBITHBIM CIIO-
cobom» (PC. 1886.Ne 11. C. 338).

B 1923 r. IIaHTeAeitMOHOBCKYIO YAHITy TlepeMMeHOBaAu B YA. IlecTeas, aTo HasBaHHe OHA HOCHUT
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H B HaCTOIIEE BpeMsI.
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BTOPBIM B rMIcoBbIil Puryp (kaacc). Tam s 6bIA TOA, U TaM UMeA Bce TepBble
HOMepa, a B <18>51 ropy nepeinea B HATYpHBIH IIOCACAHHUH KAACC.

B Axapemuu He obOpaiaAu Ha MeHsI BHUMAHHS AO TeX IO, IIOKA sI He ITOAY-
quA Mepaab. Koraa st 651A B HATYPHOM Kaacce, permnacst yirTu ot ['éanria u mo-
npo6osats sxuth camoMy. JKuau Mol ¢ 1. Bpese”, 103HAKOMUACS 51 C HUM, U 5KU-
AL MBI B OAHOM ¢ HuM KoMmHare. S muraacs koabacamy, daeM, xaebom. Bpese
3aHMMAaACs AUTOrpadueri, IOTOM HadaA PUCOBATh B AKAAEMUH U AOIIEA AO XY-
AOXHUKA. Y HEro OBIAYI AVIIIHIE ACHDBIH, @ Y MEHS MX OBIAO OYeHb MaAO.

ITucaa s TyT IOPTpET C CallOXKHUKA 3a 5 pyba.<eit>. I'éanir MHe Toxe paBaa
paboTy, Koraa 4To HaAO OBIAO MCIIPABHTH U HpO4. IT0TOM yX s ycrelHee cTaa
3aHMMaThCSl B AKAA€MHUU M MAAO 3aHHMAACS IOCTOPOHHeH paboroi, a 6oaee
JKHA B AOAT, y Opara 6paa AeHBIH, AeAa OpaTa A He MOPSAOYHO, H BCe-TaKH
s1y Hero pybaeit 200 3a6paa B ABa roaa. ITOMOIIHUK HHCIIEKTOPA B AKaAEMHH,
Aobpeiimuit 4eaoBek (Terepb OH yKe yMep), KOTOPBIN MEHs 3HaA, BOT 3TOT-TO
noMomHuuK, r. Oprkke’, u yropopua MeHs npocurs cruneHAmio. S o6paruacs
x npodeccopy Mapkosy” (s Bbi6paa Mapkosa cebe yunresem), obpaTHacs
K HeMY H CTaA IIPOCHUTbD, HEAb3SI AW U MHe IIOAYYHTb CTHIIEHAHIO, KAK APYTHe II0-
Ay4aroT. OH rOBOPHT, HAIIMIIIUTE XK€ IpolueHre. MHe 6bIA0 OYeHb TPYAHO XAO-
IIOTaTh CAMOMY, S IIOIIPOCHA YHMHOBHIKA HAIIKCATD [IPOIIEHNe; HO BCe-TaKU 9TO
ocTaroch (XOTs s M moAaA mpouleHue) 6e3 BCAKMX mocAeACTBHiL. Yepes He-
CKOABKO BpeMeHH 51 06PaTHACS OILITh K MapKoBy, Toraa OH MHe cKaszaa: «Bea-
Hee BaC AIOAU €CTb, KOTOPhIM Hy>XHO AaBaTh CTUIIEHAMIO>». — «Ho kT0 ke Mo-
KeT OBITh OeAHee MeHsl, — BO3Pa3HA sI, — BEeAb SI XKUBY B AOAT>». — « Bl pabo-
TaeTe XOPOIIIO, MOXKeTe CaMH ceOe 3apaboTaTh ACHbIH>». B TO BpeMs 51 yKe nMeA
MEAAADb 32 PHCYHOK — 3a 9TIOA, TaK YTO B OAMH aKT 51 IIOAYYHA Pa3OM TPU Ce-
pebpsiHbie Mepaar. MHe 9acTO BBIXOAUA II€PBBII HOMEP 32 PUCYHOK, H 33 9CKU3
IIOAYYMA OAUH pa3 mepBbiit HoMep. ITorom OprKKe OIATH XAOMMOTAA 32 MEHS U
ropopua 060 MHe ¢ mpodeccopom Bopo6pesbiM®, KOTOpBI mpeararaa MHe

27 Bpese Huxoaait KoncranTunosuy — c 1855 r. — BoabHOImpuxoasmuii yaenuk AX, ¢ 1861 r. —

CBOOOAHDII XYAOXKHHK IIOPTPETHOM XUBOMUCH. AuTorpad, paboTas B IOPTPETHOM H IIEH3KHOM
>KAaHpax.
% Qpukke Xpuctnan Anapeesmd (1789-1854) — MOMOIHMK TOAMIIMeFCTEPA TIO KAACCAM, 3aTeM
IIOMOIJHMK HHCIekTopa AX.
»  Mapkos Aaekceit Tapacosuu (1802-1878) — pocrurannux AX (yunacsa s 1813-24 rr.), B 1830 .
BBIMIPAA GOABIIIYIO 30AOTYIO MEAAAD M IEHCHOHEPCKYIO M0e3AKy B I'epManiio u Hraamio, Bo Bpemst
KOTOpO¥ 10 mopyderunio AX 3aHMMAACs KONMPOBaHHEM 3HAMEHMTHIX KapTuH. IIpodeccop ucro-
pwaeckoit u moprpetHo# xusormuch AX ¢ 1841 no 1872 rr. IlomyaspHbI# CDeAU CTYACHTOB IeAa-
I'OT, XOTSI U CAA6BIi1 XyAOXKHIK. ABTOp pocCIuceil B psiae Lepkseit [TeTep6ypra, B Tom uncae B Mcaa-
kuesckoM cobope (1840-50-e rr.) u B xpame Xpucra Criacureas 8 Mockse.
Bopo6bes Makcim Huxudoposua (1787-1855) — xyaoskuuk-Tefisaxuct, Bbimyckunk AX (1809),
¢ 1823 r. — mpodeccop. B 181314 rr. yyacTBOBaA B KaueCTBe XYAOKHUKA B 3aTPAHMYHOM ITOXOAE
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BcTynuTs B O611ecTBO MOOMpeHns XyAOKHUKOB ' . Te IPUHAAM MeHs, IOTOMY
9TO BIIOAHE 3HAAM MOHU PabOTHL 5] B KOPOTKOe BpeMs BOCIIOAb30BAACS TeM, 9TO
B TO BpeMsl 32 [IePBblil HoMep ce30Ha 10 py6aA. maaTnAw, 3a BTOpoit S py6a., Kpo-
Me MecsHOTo. TaK Kak 51 B TO BpeMs GbIA CaMblil Ay4IIMIA [10 3TIOAY B PUCYHKY,
TO 32 3TIOA U 32 PUCYHOK BCETAA [IOAYYaA IepBble HoMepa. Toabko pas Opurke
BHAUT, 9TO COBET AAeT NepBblil Homep Apyromy. Opukke u rosopur: «Ilogemy
ske Keaep He moAydaer mepsblil HoMep, OH B3sIA 60ABIION 3TI0A?>» — (TepBBIit
HoMep DaaBuukuit® noydna sa Mens)>. B pucoBaAbHOM KAacce CyAMAM IpHU-
crpactHo. Toabko opnH Bacun®, mpodeccop, 6bla Bceraa oueHb CIpaBepAUB
¥ He nMeA Aro6uMieB. Koraa 6biBaa0 ero AeXypcTBO, s Bceraa IIepBbLil HOMep
IOAy4aA, @ B APYTOe BpeMsi He [IOAYYaA; TOTAQ s, 6bIBAAO, U AYYINMII PHCYHOK
MOAYYY U ITPOY., HO Mpod. MapKoB 1 Mpoy. AABaAM APYTHM, CBOUM ATO6UMITAM.
BAnsKo nam paBHO mau co MHoi# B Akapemuu 3y6pos*, Bacuaves®®, kos”,
Llepu® (on pucosaa xak aurorpadus) u Yucrsaxos®, on Temeps npodeccop-

pycckoit apmum, B 1820 r. 6514 mocaas B ITaaeCTUHY AAS BBITTOAHEHHS YePTEXKEN i 3apUCOBOK XPH-
CTHAHCKHX CBATHIHD (HA FIX OCHOBE OH IIOTOM HAIICAA PSIA KapTHH), B 1828 1. cocTosia B cBute Hu-
KOAs1 | ¥ BBIITOAHSIA 3TIOABI O PYCCKO-TYpeIKOit BoiHe. ABTOp MHOTUX BUAOB IleTepbypra u Mock-
Bbl. HacraBHuK AfiBazoBckoro, Aaropuo, YepHerioBbx u Ap.

O6mecTBo MoompeHus xyAoxkHukos (1820-1882, satem B 1882-1917 rr. — Mmmepatopckoe
061IIECTBO TOOIPEHHS XYAOXKECTB) — OOIjeCTBeHHAs OPTaHHM3ALs, OCHOBAHHAsA C LIEABIO MaTe-
PHAABHOM ITOAAEPKKH TAAQHTOB, IOMyASIPU3ALIMH IIPOU3BEACHHUI PYCCKHX XYAOXKHHKOB M Ip. Bbi-

31

AQYUBAAO TOCOOHS cTypeHTaM AX M AQBAAO CTHUIIEHAMH AASL IEHCHOHEPCKHX MOE3AOK 33 IPaHHU-
1y (crumenpmatamu Obmecrsa 6sam A, IT. u K. IT. Bproasrossy, A. A. Mpanos, I'. T'. u H.T'. Yepmre-
IJOBBI M MH. Ap.).

Oapunkuit Koncrantun Amurpuesny (1830-1866) — B 1855 r. oxoruua kype AX ¢ 60abmoit
30A0TO#t MEAAADBIO, IOAYIHA TIPABO NIEHCHOHEPCKOH oe3aku B Mtaamio (1855-1862). 3a xapTusy
«CmepTb KHsDKHBL TapakaHoBoi» MOAY4HA 3BaHKe ipodeccopa (1864).

OTO HesACHOe MecTo yTouHeHo B mevatHoM Tekcre. Cp.: PC. 1886. Ne 11. C. 340. ®puxke He paso-
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33

OpaA MOATIMICH 1 XOAATAMCTBOBAA O TlepeMeHe PelleHus], TakiuM o6pasoM 1o ommbke anmus Keae-
Pa IepBoro HoMepa.

Bacun Ilerp Bacuabesnu (1793-1877) — >kuBomWCeL, aBTOp KAapTHH Ha MHQOAOTHYECKHE H
peaurrnosnbie Tembl. Bormyckuunk AX, B 1819-1830 rr. — nencuonep B Mtaauu. ITpemopasas 8 AX
¢ 1831 r., c 1836 r. — nmpodeccop Mo KAACCY HCTOPUIECKOM U TOPTPETHOM XHBOMKUCH. ABTOP MHO-

34

rux pocmuceit B Kasanckom, Mcaakuesckom cobopax, B 3umuem asoprie. Cam.: XyAOKHHKM Hapo-
aoB CCCP XI-XX BB. Brobubanorpapudeckmit caoBaps / Mspareas 0. A. Beicrpos. CIT6., 2002.
T. 1. C.297-298. Aaree cCHIAKM Ha 3TO H3AAHHE: XYAOKHHKU (c yKa3aHHeM TOMa U CTpaHHubl).
% 3y6pos (3ybpes) Huxonait [TaaroHOBHY, BoAbHONpHXOAImHit yaeruk AX, B 1851 u 1854 rr. mo-
AYYMA MaAble cepeOpsHbIe MeAAAU 32 KUBOIIICH C HATYpHI, B 1855 u 1857 — 6oabmue, B 1857 r. —
3Banue xypoxHuKa. Cm.: C6opHuK MaTepraroB aast ucropuu Kmmeparopcxoit C.-ITerep6yprekoit
Axapemii XyA0xecTs 3a cTo Aet est cymectsoBanus / IToa pea. IT. H. Tletposa. CII6., 1866. 4. 3.
C. 215 (Aanee — ITeTpos, c yxasanuem crpanuyst); Xyaoxuuxu. T. 4. Ku. 1. C. 360.
BacuabeB Muxania Hukoaaesmy (1830—1900) — JKMBONHCEl] U MKOHomucer. Yuwacst B AX
y A. T. Mapkosa B 18501857 rr., B 1853 r. IIOAyYHA MAAYIO ¥ GOABIIYIO CepeOpsIHbIE MEAAAH,
B 1854 — Maayio, B 1857 . — GOABLIYIO 30A0TYIO MEAAAD H 3BaHHE KAACCHOT'O XYAOXKHHKA 32 Kap-
THHY «AdHAOPCKas BOAIIEOHHIIA BhI3bBaeT TeHb Camynaa>. B 1859-64 rr. — meHcuonep AX
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AABIOHKT. OH, LII/ICTSIKOB, ObIA pe€aAnucT — Ha MO30OAH OH O6paTI/IA TOrAa OCO-

6eHHOE BHMMAaHHE, 1 BCE€ MOPITMHKH BBIITHCbIBAA, 39TO 6bIA €r0 KOHEK.

B 9TIOAHOM KAaCCe S YIHACA 6oaee oT CTapLINX Y4€HHUKOB, HaIIp., TaM 6b1A

Ka6anos™®, a taxxe B Moe Bpems 6bia ['e*', on cam xBacTaa 6oasime o ce6e. Ka-

6aHoB 6biA Aydmie ero u Bponnukos* (oH HemHOXKO cTapme 6bir). 3y6poB

obemjaa MHOTO, Y HEr0 KOAOPHT ObIA IIPEBOCXOAHBIH, HO HEOPEXHO IHCAA IIO

PHCYHKY 3TIOA, OH BBIIIEA H3 AKaAeMI/II/I U Toru6 COBEPIIEHHO. Aaropno“

37

38

39

40

41

42

43

sarpanunen. B 1869 r. moAyuna 3paHme akapemuka 3a mkoHbl C 1878r. mpemopaBas B AX,
c 1884 r. — mpodeccop.

Hxos ITasea ITerposuy (1828-1875) — ucTopudeckuil 1 MOPTPeTHSbI XKUBOMHUCeL, y4uAcs B Mo-
CKOBCKOM Y4YHAHIe KUBOIIMCH ¥ BasiHus, B 1847 r. mepemea B AX B kaacc @. Bpynu. Boasmyro 30-
AOTYIO MEAAAD U TIPABO TIEHCHOHEPCKOM MOE3AKH 3aTPAHMITY OAYYHA 32 KAPTHHY «YMOBEHHE HOT
Xpucrom Criacureaem> B 1858 r. (em.: Tlerpos. C. 305-306). ITocae Bo3BpaleHns 13-3a IpaHu-
IIbI IPEIIOAABaA prcoBaHue B AX i B pUCOBaABbHON mKoAe OOIecTBa IIOOMIPEHHS XYAOKHHUKOB.
Lepn — supmmo, Llepm Ilerp VBaHOBMY, aKapeMHK >KHBOIMCH. YAOCTOEH 3BaHMS aKapAeMHKa
16.10.1856 . 3a «KapTHHY, H306paxkatomyto Kymma u cMepTb>» (ITerpos. C. 271). B 1861 r. 6aa-
AOTHPOBAACS Ha BAKAHCHIO AABIOHKTA, HO He 6b1a 36pan (cm.: Iletpos. C. 386).

Yucrskos ITasea ITerposud (1832-1919) — cbIH KPENOCTHOTO, NP POXAEHHH MOAYIHMA BOAb-
Hy0. Yuracs B AX B 1849-1861 rr., moAydHA GOABLIYIO 30AOTYIO MeAAAb 32 KAPTHHY «Bearkas
kusirues Codbst ButoroBHa Ha cBaabbe Beankoro kHsizst Bacuans Temuoro... ». B 1863-70-x .
6b1A mencuonepom AX sarpanuneit. C 1870 — axapemuk, ¢ 1872 r. — apBIOHKT-TIpodeccop,
¢ 1892 r. mpodeccop AX. IIpocaaBaennsIit meparor, yuureab Bacuerosa, Cypuxosa, Ceposa, Pe-
ruHa, Bpy6east u Mu. Ap. Bupumo, Keaep Bcnomuraer kaptunst Yucrsikosa «Tpu Myxuxa>, 1858;
«PuMckuit Hummii>, 1867.

Ka6anos Mean Anppeenny (1819/18232-1869) — somyckauk AX, B 1853 r. noayuna 6oapmryro
30A0TYI0O MeAAAb M 3BaHHE KAACCHOTO XyaoxHMKA. B 1854-1864 — mencuonep AX B Pume,
¢ 1860 r. — akapeMHK HCTOPHUYECKOH KUBOIIHCH (CM.: Xyaoxuuku. T. 4. Ku. 1. C. 578).

T'e Huxoaait Huxoaaesud (1831-1894) — noToMok ¢paHIy3ckux aMUrpanTos. OKOHYMB THMHA-
3u0, mocTymua B 1847 1. B yuupepcurer B Kuese, sarem mepeseacs 8 [TeTep6ypr, rae mapasseAbHo
nocemaa pucosasbHbie Kaacchl AX. B 1850 r. mocrymma B AX B kaacc npo¢. I1. B. Bacura. Ceoum
noAAUHHBIM yunTeaeM cunTaa K. Bproasosa. B 1857 r. 3a kapTuny «A9HAOpPCKas BOALIEGHHIIA BbI-
3biBaeT TeHb CayAa> IOAYYHA GOABIIYIO 30AOTYIO MEAAAB, 3BAHHE XYAOXKHMKA 14 Kaacca u ImpaBo
HIeHCHOHEPCKO oe3AkH 3arpanuiry. B 1857-1863 rr. sxua B MiTaauu, mocerua I'epmanmio, Illsed-
rapuio, Opanrmio. B 1863 r. Ha BricraBke B AX 6blaa IpeAcTaBAeHa ero «TafiHast Beuepsi», 3a KO-
TOPYIO eMy OGBIAO IIPHCBOEHO 3BaHHe Ipodeccopa. OAMH M3 CaMbIX M3BECTHBIX PYCCKHX XYAOXKHH-
k0B XIX B. — IOPTpeTHCT, aBTOp KAPTHH HA HCTOPHYECKIE i eBAHTeAbCKIe CIOXKEThL.

Bpounukos ®epop Anapeesuy (1827-1902) — sxuBornucen; u rpasep. [IpOMCXOAHA M3 CeMbH
uxononucia u3 [appuncka. B 1844-1854 rr. yunacst B AX, OAYYHA GOABIIYIO 30AOTYIO MEAAAD,
3BaHHE KAACCHOTO XyAOXHMKA M IEHCHOHEpPCKyIo 1moe3aky B Pum. Bepuyacs B Poccuro B 1863 1.,
B 1865 r. mepeexaa B Miraamo. B 1863-64 rr. moayuua spanue npopeccopa AX.

Aaropuo Aes PeanxcoBuy (1826—1905) — ChIH HeAIIOAMTAHCKOro Bulle-KOHCyAa B Peopocum.
IMocae oxoHuanus ruMHA3KUK GbIA ompepeseH B AX meHCHOHepoM reprora AeixreH6eprckoro,
YUHACS TE3AKHOM M 6aTaAbHOI XUBOIKCH. B 1850 I. MOAYYHA GOABIIYIO 30A0TYIO MEAAAD U IIEH-
CHOHEePCKYIO II0e3AKY, KOTopas ocymecrBUAach B 1853 r., sxua B Mitaauu u Ilsefirapun. Bepuyacs
B 1860 r. 1 cpasy moAy4ua 3BaHue npodeccopa.
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6pia mefizaxuct. Tyr 6b1an eme B Apyrux kaaccax: ®uammmos*, 6araaucr,
1 Mukemuns .

B To BpeMms 6bIAO AOBOABHO HMeTb OAHY OOABIIYIO CepeOpSIHYIO MeAAAb
33 PUCYHOK U 33 JKMBOIIUCB, 32 9TIOA HAM AQXKe 33 KaPTHHY, YTOOBI HIMETb IIPaBO
KOHKYPUPOBATb Ha 30A0TYIO MEAAAD.

B Moe Bpems umean 4 cepe6psmbix Mepasn Tumamesckuit*’, Ka6anos u s.
B Hacrosilee BpeMs HY>KHO MMETb MEAAAU 32 PUCYHOK, 33 KUBOIIHCh MAM ITIOA,
Toraa MepaAr OAHOCTOpOHHee OBIAM, IIOTOMY YTO TAaAAHTHI pasHble OBIBAIOT,
TaK AAQBAAKCb 33 PUCYHOK H 32 9TIOA, AABAAKCDH ABe OOABIIIX CepPeOpPSHBIX i ABE
MaAeHBKUX Iiepep 3TuM (peAKo AaeTcs psamo 6oabmas). S umen obe.

Hawm paau nepssiit korkypc. [Ipodeccop 6p1a Mapxos. S caeaan maoxoit ac-
Ku3. MosI KOMIIO3UIISI BBIIIAQ [TAOXOIO, IIOTOMY YTO SI He UMeA BpEMEeHH 3aHU-
Matbcs ero. [Tocae 9TOTO Hedero AeAaTh, S CTaA 3aHUMAThCSI KOMITO3HIMei. 3a-
HSTHS KOMITO3UIJIEH COCTOSIT B TOM, YTO IPOdeccop 3apaeT KaKOH-HUOYAD CIO-
XKeT, Hamp., «Pacrmarre>», BOT U Hy>)XHO COYMHHUTb ICKU3 «Pacrarie>: KapaH-
AQIIOM AU KPAaCKaMH, BCe PaBHO, KTO KaK )keAaeT. Bo BpeMs KOHKypca BeuepoM
[PHU3BIBAIOT BCEX KOHKYPEHTOB aKAAeMUM BBIOPATh U3 PA3HBIX CIOKETOB OAHH,
TaM HAXOAUTCS IpH 9ToM U mpodeccop. CroxeT AOAXKEH OBITh BHIOPAH COBCEM
HEU3BECTHbIN, X IOTOM BCEX KOHKYPEHTOB BBOAST B OAHO 33A0, OHH MOTYT TaM
3aHMMATbCSI YACOB AO 12 HOYH ¥ ITOTOM AOAXKHBI IIPEACTABUTL CBOU COYMHEHHSL.
OTO MPaBHAO YCTABAEHO AASL TOTO, YTOOBI BepHEE MOXKHO OBIAO Y3HATh, MOKET
KaXXABII 13 KOHKYPEHTOB KOMITOKOBaTh <sic!>. TyT yx s cTaa 60Aee 3aHUMATD-
Cs1 M TOAY4YaA TepBble HoMepa. Hysxaa yox 6b1aa He Tak BeAHKa.

#  Quaunnos Komcrantun Hukosaesuu (1830-1878) — sxuBommcen-6araauct, yumacs B AX

B 1850-1858 rr. y mpo¢. B. BuaseBasbae, ydacTBoBaA B KauecTBe XyAOXKHUKA B KpbiMcKoit BofiHe
u 651A ypocTOEH Mepasn «3a obopory Cesacromoas>. B 1858 r. 3a xaptuny «Boennas popora
mexpy Cumdpeponosem u Cepacromosem B 1855 . IIOAYUHA GOABIIYIO 30AOTYIO MEAAAD U IIEH-
CHOHepCKYIo TT0e3AKy 3a rparuity (1859-1864). B 1865 r. yAocTOeH 3BaHHS aKapeMHKa 6aTaAbHO#
JKUBOTIHCH.
*  Muxemus Muxana Ocunosud (1835-1896) — 6yaymuit akaAeMUK CKYABIITYPBL, aBTOP TIaMATHH-
Ka «Tricayeserne Poccun> B Hosropope m Ap., oxomuma B 1858 . AX kak XYAOKHUK-6aTa-
aucr (mo xaaccy mpod. B. BuareBaabae), HOAYUHA 6OABIIYIO 30A0TYIO MEAAAD U IPABO IIEHCHOHEp-
CKO¥ TTO@3AKH 32 TPAHHMITY, HO 9TUM ITPABOM He BOCIIOAb30BAACS, IEPEKAIOYHBIIICh HA CKYABIITYDY.
4 TumameBckuit Opecr HcaakoBud (1822—1866) yauacst B AX KaK BOABHOIIPHXOASIIHI YIEHHK.
Brirpaa HeCKOABKO MepaAelt, IOITOMY OBIA AOIIYIIEH K KOHKYPCY Ha GOABIIYIO 30AOTOM MEAAAD,
KOTOpYyI0 moAyurA B 1851 r. 3a kapruny «Ilepsble XpucTuane-mydenuku B Kuepe>» Bmecre ¢ mpa-

BOM IIEHCHOHEPCKOM IOe3AKH 3a rpaHuLy. Bepuysmuce B 1860 r., MOAyYHA 3BaHHe aKapeMHKa.
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AvBos* u IlpsunmHnkos® MHe MHOTO BHUMaHMA OKa3aau B 910 Bpems. Ot
O6wecTBa MOOIPEHIS XYAOXKHIKOB 51 [IOAYYaA B 9TO BpeMs pyba. 10 B Mecsy.
ITocae BOMHBI™ s CTaA IMCaTb Ha 30AOTYH0 MeAaAb. Bo Bpemst BOMHBI s 6biA
B AKAA€MUH U CABIIAA KAHOHAAY', TOrpa s mucaa «Aasup mepes Cayaom»
Ha MAAEHDBKYIO 30A0TYI0 MeAaAb. CIOJKeT KApTHHDI AAH 6b1A coBeTOM”' .

B TO BpeMsi y MeHsI 9HePIiusi HEMHOXKO 0CA20AQ, TaK YTO TPYAHO OBIAO IpH-
AEKHO 3aHMMAaTbCsl. OTYero 0caabaa sHepPIUs — He 3HAI0, HO BEPOSTHO OT I0-
CTOSIHHOTO HAIIPSDKEHIs, HHOTAQ U KBAPTUPA He TaK xopoma 6biaa. Koraa st sxua
Ha BacrabeBCKOM OCTPOBe, 51 XHA BMeCTe ¢ 6paTOM, KOTOPBI TOXe CTaA Ioce-
LaTh AKAAEMHIO, OH XOTE€A APXUTEKTOPOM ObITh, HO He CACAAACS UM, MY 9TO He
YAQAOCD, M TIOTOM OH yMep. B HacTosmee Bpemst Bce Mom 6parbst yske yMepAH,
KPOMe MEHS Aa eIlje CeCTPa OAHA OCTAAACh, OHA 3aMYXKeM 3a KPECTbSHHHOM,
¥ 3Th MOM TaM, Ha POAMHE, apeHAATOPOM. Sl BHAEA YacTO, KaK AIOAM ObIBaAm
TAYTIbL, 9TO OTHOCHAMCD C IIPeHe6pesKeHneM K IPOCTOMY HapOAY, 3a4acTyIo To-
Bopst: «OH My>XWK, Hy 4TO OT MY)XHKa MOKHO OXHAATh?>» Y Hac 6blA0 Bce pas-
HO, 9TO 9CTOHEL] HAU MYXXUK, TOABKO TOT, KTO B MOAHOM IIAQTb€, TOT TOABKO
canrascs 6aaropopnsmM. Koraa B <18>64 roay s 6pia B PeBeae 1 B ero oxpecr-
HOCTSIX, MEHsI CIPOCHAH, OTKYAOBa 5. 5] roBopIo, 4T 51 acToHew. «Bac, Beposr-

HO, OTHPAaBUAM M3 JCTASHAMUZ» — TroBopsaT MHe. — «Her, rosopio s, —
au3 Audagapun>»>. — «Ho Takoro acToHIla, — roBOpAT OHU, — MBI HUKOTAQ
HE BUAAAM>>.

Hrtax, s cTaA mucaTh KAPTHHY Ha 30A0TYIO Mepaaab. C BECHBI AO AeKabpst Mecsiiia
s paboTaA B MACTepCKOM Hap KapTHHOM. B To Bpems s xua B Axapemun. Tam

¥ Apsos ®epop Pepoposira (1819-1895) — cexperapp ObmecTBa IOOUIPEHNUS XYAOKHHKOB, KOH-

¢epenn-cexperaps AX B 1859-1865 rr., BmocaeacTBuM AHpekTOp CTPOraHOBCKOTO YYHAMINA TeX-
HHYEeCKOro prcoBaHus B Mockse.
48 Ipsaumuankos Pepop KpanoBHY ( 1793—1867) — AEVCTBUTEABbHBINI TAMHBIN COBETHUK, YAEH
T'ocyaapcrBennoro Cosera ¢ 1854 r. Kpynnbii unHOBHUK, ¢ 1835 . — merepOyprekuit mour-
aupekTop, B 1841-1854 rr. — pupexrop ITourosoro Aemapramenta, 8 1857-1863 — raaBHOHa-
YaAbCTBYIOmMi. M3BecTHbIl 6U6AMOQHA, AIOOUTEAb MCKYCCTB U cOOHMpareAb Kaprul, uaeH AX,
O6mecrBa IOOWpeHNsT XYAOXHHKOB, MockoBckoro XyaoxecTBeHHOro obmecrsa. B 1818-
1819 rr. — macoH, cekpeTapb A0KH «YMuparomuit Counkc>, opyr A. ®. Aabsuna.
# Csepxy KapaHpamoM npumnucaso — 1854.
¢ B xope KpbiMckoit BofiHbI GoeBble AEHCTBUSI aHTAO-QPaHL3CKON acKaapbl Ha Baatuke Beanch
AeroM 1854 u 1855 rr. Hauboaee nuTeHCHBHBIME Ob1AM AeiicTBust B 1854 r., kanoHapa us Kpon-
mrapta 6p1Aa 0cobeHHO Xopomo cabuunHa B ITereprope u Opanuenbayme. XKurean IlerepGypra
e3AMAM B paiion KpacHout ropki, 4T06bI HaGAIOAQTH 32 AEHCTBHSIMU BPOXKECKOTO $AOTA.
' TIporpamMMma AAsl KapTHHbBI Ha IOAYYEHHE MAAOM 30AOTOM MEAAAH IO MCTOPHYECKON JKUBOIMCH
«/aBup urparomuit Ha ape nepep Cayaom> 6biaa yreepsxaena Coserom AX «ydennkam Vany

Keaepy u Bacuauto Bacuavesy> 22 anpeast 1854 r. (ITerpos. C. 215).
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5 IIO3HAKOMHACS ¢ ByTkoBCkuM®?, OH GbIA YIEHHKOM aKaAeMHH, CTaplie MeHs
OH 0bIA Ha 15 Aer. OH IPUrAACHA MEHS XXHUTb BMECTe C HHMM, KaK TOBApHIL,
YBaXaA MEH 33 MO0 XXHBOIMCh. Mbl xuan y MemaskoBa®’, oH 6bIA HOMOLIHH-
koM uHcrekropa. Taum s maTua He MHOro. KOHYMA 51 KAPTUHY, MEAAAU HE IIOAY-
9HA, M TIOCAE 9TOTO ropsi 6bIA 51y pekTopa Hautero Ille6yesa, y koToporo mpo-
CHA KaKOTO-HHOYAb AeHexxHOro mocobust. OH MHe ckasaA: «XOTeAH BaM AQTh
MeAAAb 32 IKCIIPECCHIO>». «3adeM XKe He AAAM?>» — CIIPOCHA L. — <«A OT4ero
Ke BBl He TOBOpUAN?>» — ckasaa IIle6yes. ITocae aTOTO 51 GBIA CHABHO OrOpYeH.
IIebyes 6b1A cIpaBepAMBee APYTHX, HO OH TpeGOBaa, YTOOBI €ro MPOCHAH; HO
s HUKOTAQ HUKOTO He IIPOCHA. 5] BCeraa AyMaa Tak, 4TO €CAM 51 AOCTOMH, TaK 4TO-
ObI AAAH, M HE XOTEA OOHAETD HUKOTO, KTO AOCTOMHEE MEHSL.

DTy KapTHHy, KOTOPYIO s [MCAA HA MAAYIO 30AOTYIO MeAaAb («AaBHA Iepen
Cayaom» ), Bnocaepcrsun kynua FOppes™.

ITocae a0t KapTuHSI s mucaa ['epkyaeca®® U MOAYIHMA MaAEHBKYIO 30A0TYIO
Mepasb. Torpa 6BIAO TaK YCTPOEHO, YTO IepeA MoceleHneM IIPe3UACHTOM aKa-

52 Byrkosckuit, Tounee — Byakosckuit I'ycras (Budkovski Gustav Daniel, 1813-1884), akapemux

skuBomHCH. Yuracs B AX, B 1845 . IOAYIHA MaAyIO CepeOpsIHYIO MeaaAb 3a KapTuHy «®Punckue
ummposusatops> (ITerpos. C. 43). B 1846 r., mo xoaaraitctsy K. Bproarosa, ero yuenuxy Bya-
KOBCKOMY OBIAO HA3HAYEHO IOCOOME «BO YBAXEHHE YCIIEXOB ero B )XHBOIMCH U KpaiiHe 6eAHOTO
TIOAOYKEHHS > (TaM xe. C. 55). B 1855 r. xypoxHuK ByAKOBCKHIT GbIA BO3BEAECH B AKAAEMHKH 32
KAPTUHY, M300PAKAIOLIYI0 «MOAOAYIO BAOBY C AMTSATEH Ha pPyKax» (Tam xe. C. 247—248).
12.02.1857 r. «BoAbHOIpHXOASIMiT yaeHHK> M. Keaep xopaTaticToBaa mepep Coserom AX, uro-
651 kapTHA ByaKoBckoro «BpOBa B MacTepCKOM XYAOXKHMKA>» ObIAA MPEACTABACHA MMIIEPATODPY
AASL TIOKYTIKE 32 600 pybAaeit, TOCKOABKY ee aBTOp, HaXOACh B [Tapinke, «HMeeT Hy>KAY B AGHbrax>.
Coser xoparaiictBo yaoBaersopra (Tam xe. C. 277). Ho B mocobun B 1000 py6aeit arst okoHYa-
Hus kaptusbl «<[lossaenne Meducropeas y Paycra», o koTopoM ByakoBckui X0AaTaCTBOBAA
B mucpMe 13 [lapioka, o6emas BepHYTH AGHBIH IO Bo3BpameHuH B Poccuro, 6p1a0 otxasaro (Tam
xe. C. 399).

MenaHKOB — AMYHOCTD ITOKA YCTAHOBHUTD HE YAAAOC.

Ille6yes Bacuanit Kospmua (1777-1855) — sburyckunk AX, ¢ 1807 r. — apbIoHKT-Tpodeccop
HCTOpHYECKOM XUBOMHCH, € 1812 r. — npodeccop, ¢ 1832 r. — pexrop AX. Ilpenopasaa pucosa-

S3

54

HHe BeAUKuM KHs3bsM Huxoaaro u Muxanay ITaBaoBidam. PacnucriBas KoHpepeHI[-3aA U IIePKOBb
B AX, pyxoBoaua pocmuchio FlcaakueBckoro cofopa. ABTOp KapTHH Ha HCTOPHYECKHE CIOXKe-
51 (cm.: Pycckue sxuBonucypt XVIII-XIX BB. Brorpaduueckuit caosaps. CII6., 2008. C. 683
688).

IOprbes Asexcanpap (1835-1878) — 4MHOBHMK MOPCKOIO MHMHHUCTEPCTBA, SCTOHeI| IO MaTepu
M OAMH U3 YYaCTHHUKOB TAaK HA3BIBAEMOTO KPY)XKA «IIeTepOypICKUX IATPUOTOB>, Apyr Keaepa.

RN

B xonre 1860-x IT. XyAOXHHUK HaIMCAA IOPTPeThl MaTepu 1 sxeHsl IOpbesa.
6 Coper AX yTBepAUA IPOTPaMMY AASL KAPTHHBI Ha MAAYH0 30AOTYI0 MeAaAb «I'epKyAec BHIBOAHT
Llep6epa u3 mpepaasepus aga>» 9.04.1855 r. (ITerpos. C. 215). Heme kapTuHa HaXOAHTCS B XyAO-
JKECTBEHHOM My3ee DCTOHHMH. B CBSI3M C 9TOM KAPTHHOM B IIEYATHOM TEKCTE M3AATAETCS IH30A
c nocemenreM Keaepa xypoxuukoM ITeT1j0AbAOM, TOPTPEThI KOTOPOTrO KOTAa-TO mobyauan Ke-

Aepa ornpasutscs B Ilerepbypr (PC. 1886. N 11. C. 341).
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Aemun Mapuu HukoaaeBHBI® AOAKEH GbIA KOXKABI XYAOXKHHK CTOSITH OKOAO
CBOe#T KAPTHHbI, YTOOBI OHA MOTAA AGAATDH 3aMEYaHHUSL.

Koraa BeAmKast KHSTHHS AOIIAA AO MOe KapTHHBI, OHA IIOCMOTPEAd, YABIO-
HYAAach U roBopuT: «<Ilo aTOMy IIpeAMeTy 51 MaAO CBeAyIlla 1 MAAO MOTY AEAATh
3amevanuii»> (kapruna «[epkyAec» 6biAa 4HCTO roAas ¢purypa Mys>kuuHb™),
norom npubasuaa: «Bri nporexxe I'aprmana™?>

S ayBcTBOBaA Cebs cKOHYKeHHBIM. TaK Kak s ObIA 3HAKOM C AeHO-MeANKOM
Mapuu HuxoaaesHsl, ['apTManoM, To OH U roBopua ¢ Heit 060 MHe. ITocae yixe
OKAa3aA0Ch, YTO B IIEPBLIA ACHb COBET aKAAEMHH He HallleA Ty KapTUHY AOCTOM-
HOI 30A0TOIt MEAAAH, IIOTOMY 4YTO OBIAQ BCETO OAHA TOABKO QHIypa, XOTS CIo-
XKeT CaM COBET AAA, U TaK Kak I'apTMaH rOBOPHA BEAHKOI KHSTHHE 06 3TOM, TO
OHA HAacTaMBaAa Ha TOM, 4TOGbI MeAaAb MHe Aaaa akapemus™. DTa KapTvHa
BUCHT B akapeMuH, U Kak-T1o Mopaan®' rosopua MHe, ykaspiBas Ha Hee: «B Ha-
CTosIee BpeMs BBl He MOXKeTe ITUCATh TaK Xopomno>. — «Ho BbI MHe Bce-Taku
3a Hee He AAAM MeAAaAb», — cKazaa . — «Kak me paam? — cnpocua HMop-
AaH. — BeAb BbI IOAYYHAY 3a Hee MeAAAb?» — «Aa, I TOAYIHA MEAAAD, HO MHe
ee pana Mapus HukoaaeBHa, a He BbI».

7 Mapus Hukosaesna, Beankas kusruns (1819-1876) — crapmas Aoub umneparopa Huxoaas |,

npesupert AX ¢ 1852 mo 1876 rr. IToct oHa yHacAepOBaAa IOCAE CMEPTH CBOETO IEpPBOTO MY-
a — Trepriora MaxkcumuAnana AeﬁXTeH6epFCKOF0, B 1854 r. BCcTymmAa B MOpraHATHYECKHH 6paK
crp. I'. Crporanosemm. C 1862 r. moceanaacs 8o DAopeHINH, 3aHIMAAACH KOAAEKIJOHUP OBAHUEM
IpOU3BEAEHHI HCKYCCTBA.
% B tom xe peuterrn Cosera AX or 9.04.1855 1., rae 6b1Au Ha3HAYeHDI MPOTrPaMMBbl, CACAAH KOM-
MEeHTapHUi OTHOCHTEABHO Pa3MePOB KAPTHHbI: «AASl HCTOPMYECKHX KAPTHH IPUHATH Mepy, IO CO-
00paXKEHHIO C TAABHOIO HA IIEPBOM IAaHEe QUIYPOIO, 8 NOA-HAMYPbL; KPOME POTPAMMBI YUeHHKa
Keaepa y koToporo opHa urypa, 1 Ha3Hau4aeTCsl HAMUCATb OHyIO0 GoAee ueM B moA-pocta» (Iler-
pos. C.237).
Taprman (Faaprman) Kapa Kapaosuy, gpou (Carl Frans Gabriel von Haartman, 1819-1888) —
IPUABOPHBIH BPay, BRITYCKHUK '@ AbCHHI pOpPCKOTO YHHBEPCUTETA, THUHEKOAOT IO CIIeI[HaAbHOCTH.

59

C 1852r. craa Aei16-MeAMKOM Beaukoyt kusirunu Mapuu HukoAaaeBHBI, mosxe — HuMIleparopa
Aanexcanppa 11, ero sxensl u peteit. Boimea B orcrasky B 1875 1. 'apTMaH KOAAKIIMOHUPOBAA IPO-
u3BeAeHHs HCKyccTBa; B 1856 r. Keaep Hamucaa ero noprper.
% 310 orpasuaoch u B pemenun Cosera AX ot 30.09.185S r. 30A0ThIe MEAAAM BTOPOTO AOCTOHHCT-
Ba Ob1an mipucyxaeHst E. Toayry u H. Te, a Keaepy — «mo coussoaenuio Est Fimmeparopckoro
Bricouecrsa [Tpesupenta» (Ilerpos. C.250).
" Hopaan ®epop Vsanosuu (1800-1883) — wu3BecTHbIit rpasep, yuenuk H. . Yrxuna mo AX,
¢ 1855 r. — mpodeccop rpaBUpoOBaAbHOrO Kaacca, ¢ 1871 r. — peKTop >KUBOIMCHOTO M CKYABII-
TYPHOTO OTAEAECHHI. ABTOpP BOCIOMHHAHMIL: 3alMCKH peKTopa u mpodeccopa Axapemun XyAo-

sxects Pepopa MBanosuua Mopaan. M., 1918.
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B aro BpeéMd Y MEHsS MHOIO ObIAO 3HAKOMCTBA. TOI‘Aa s ITO3HAKOMMUMACA

c 'porom, mucaa ¢ Hero moptper®. B aT0 Bpems 51 He HyXAaAcs. 32 OPTpPeTHI

MHE ITAQATHAHU.

IToroM Ha CAEAYIOLIHIL TOA sI KOHKYPHUPOBAA Ha OOABIIYIO 30AOTYIO MEAAAB.

Or10 66140 B <18>56 roay. Croxer 6p1a pAaH «Caya y DHAOPCKOM BOAIIEOHH-

ubi>®. Konkypenramu 6ps1am: Bacuaves, Mapromos®, Te, Caspatkun® u 1.

TOI‘Aa Y M€HA 65110 PacCTpOE€HO 3AOPOBBE, TAK YTO IIPOXOAMAHU IJ€ABIE AHH,

n i HE MOT HUYErO CAeAaTbéé, M IPUHSAA OTYACTH IIOTOMY IIPEAAOXKEHHE IIPO-

deccopa Heppa®” nmomorars mucatnp a as Barro B Opanuenbaymckom ABopLe
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I'por Slkos Kapaosua (1812-1893) — sbiryckamk Llapckoceabckoro annest (1832), crabmmit
BIIOCAGACTBUMH  BBIAAIOIIMMCA ~ puAoAoroM, npodeccopom I'eabcurrdopckoro yHuBepcure-
1a (1841-1852), ocHoBateaem ChaBsHCKON 6ubAnOTekH B XeAbCHHKH, 3aTeM — 4AEH-KOPpec-
nouaeHT AH, mpogeccop Llapckoceabckoro autes, ¢ 1858 — akapemux, ¢ 1889 — purie-npesu-
aenr AH. B 1850-e rr. 6514 IperoaaBaTeAeM BeAMKHX KHsasel Hukoaas u AaekcaHapa AaeKcaHA-
posuyeit. Cm.: I'pom K. . MaTepuaan aas xusHeonmucanus akapemuka SIkosa Kapaosuua I'po-
Ta. (1812-1893): XpoHoaorudeckuit 0630p ero sxusHu u pesreasrocti. CIT6., 1912. C 5L K. I'po-
ToM, ero xenoit H. I1. Ipor (ypoxa. CemenoBoit), ¢ ux aetbMu 1 poactserHukamu H. IT. Ceme-
nHoBbM M 1. IT. CemenoBuM-Tsn-Illanckum Keaep coxpanma Apy)i(6y AO KOHIJA )XH3HH U MHOTO UX
noprperuposaa. [Tocmeprasrit moprper 1. K. Tpota — at0 mocaeanee npoussepenue . Keaepa,
crosiBIIee Ha MOAbOepTe B MOMEHT CMePTH XyAOXKHHKA.

26.05.1856 1. Coser AX yTBepAHA MPOrpaMMy Ha MOAyYeHHe OOABIIMX 30AOTHIX Mepaaeit. ITo
<«)KHBOIIMCH HCTOPHYECKOM» — «AIHAODPCKAS BOAIIeOHHIA BBI3bIBAeT TeHb CaMyHAa» <ydeHH-
kam Huxoaaro T'e, Amurpuro Mapteinosy, Fsany Keaepy, ITerpy Cossarkuny, Muxanay Bacuabe-
By u E¢ppemy Toayry>» (Ilerpos. C. 265).

Mapromos Amutpuit Huxudoposma (1826-1889) — oxomuma Ilerep6yprekyio pucoBasbHyio
HIKOAY 10 kAaccy mpod. A. T. MapkoBsa, 6bia BosbHOIpHXOASIUM ydenukoM AX, ¢ 1852 r. pery-
ASIPHO Y4acTBOBAA B KOHKypcax. KapTuHa «AsHAOpCKas BoAleOHuMIA Bbi3biBaeT TeHb CaMynaas,
1857 r., mpuHecAa eMy GOABIIYIO 30A0TYIO MEAAAD, 3BAHUE KAACCHOT'O XYAOXKHHKA U IIPABO IIEHCHO-
HepCKO¥ [0e3AKH 3arpanuiry. B 1864 r. eMy 6bIAO IIPHCBOEHO 3BaHMe AKAAEMHKA MCTOPHYECKOMH
U IOPTPETHOR XXMBONMMCH. BhIA M3BeCTeH KaK MKOHOMHMCeL, pacmuchBas xpaM Xpucra Cracureas
B Mockse.

Conaparxun ITerp — yuennx AX 1o ucropuyeckost xusonuch. KoHkyprpoBaa Ha 60ABIIYIO 30A0-
TyI0 MepaAb B 1855 («CaMHCOH TopaxkaeT (DMAHCTHMMH») u 1857 IT., HO MeAAAM He IIOAYYHA,
xots1 B 1851 r. BMecTe ¢ KeaepoM 6b1a HarpaskaeH Manoit cepe6psinoit Meaaasto (Ilerpos. C. 175),
a B 1853 r. — Maaoit 30A0T0i 3a KapTuHY «®Pupnac npeacraaser Ilepukay Mopeas cTaTyn Mu-
Hepssi» (Ilerpos. C. 204).

Konxypents: Keaepa Ha MeAaAb IIPeACTABHAM CBOM 9CKH3BI YoKe B HadaAe HioAs 1856 r. IIpesupenT
AX cpenana sameuanust Ha paborsl: «Hukoaas I'e: “past wero ¢urypa Beaynna? Bee ocraapnoe xo-
pomo”. — Amurpust MapTsiHOBa: “cpepnsis purypa BoAme6HuIb He xopoura”. ITerpa CospaTku-
Ha “orkpbiTh Aurte CaMmyraa u... caab60”. Muxanaa Bacuabesa: “He xopomo mosopot rososst Ca-
mynaa”. Eppema F'opyHa “He ¢ oxoroit Harmcaro”>» (ITerpos. C. 268).

He¢d Kapa Tumoneon (Tumodeit Auppeesira) (1804—1876) — He3akOHHBII ChIH PPaHITy3CKOI
IyBepHAHTKH U pubasTHiickoro pAopsuuHa (moTom I'. Llére pon ManTeiideab HasBaa ero ceoum
npuemubv cbioM:  http://www.laekvere.ee/dat/file/artikkel/neff.pdf). Poauacs B Dcronum,
B umenuu Ilioccn (Neu-Isenhof), BUAMMO, YUHACA SKMBOTIICH y NMPHGAATHHCKOTO XyAOSKHHKA
K. ®. Kroreabrena, 3arem B 1823-1825 rr. y yacTHbIX yunreseit B Apespene. C 1827 r. xwua B ITe-


http://ru.wikipedia.org/wiki/%D0%93%D1%80%D0%BE%D1%82,_%D0%9A%D0%BE%D0%BD%D1%81%D1%82%D0%B0%D0%BD%D1%82%D0%B8%D0%BD_%D0%AF%D0%BA%D0%BE%D0%B2%D0%BB%D0%B5%D0%B2%D0%B8%D1%87
http://dlib.rsl.ru/viewer/01003789951
http://dlib.rsl.ru/viewer/01003789951
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BMecTe ¢ nefzaxucrom Opukke®. Hedd yBepsia MeHs, roBops, 4TO ecAu s He
3axo04y paboTarh, TO MOTy exaTh ¢ ¢ppefAMHAMHU KaTaTbcs U T. 1. Ho Ha Mecre
COBCeM He TaK OKa3aAOCh. S IPUHSAA IIpeAAOIKeHHe eXaTh, PACCYUTHIBAS TAK, YTO
3TO BCe-TaKM OBIAO BECHOM, U YTO sI BO3BpaIfych B IleTepOypr moaAKpemnseHHbIM,
H MOT'y AOKOHYMTD B CEHTSIOpe KapTHHY, a eXaA s TyAd Ha moAatopa Mecsira. Ho
sIBCe-TaKU TaM He OTAOXHYA, U C TPYAOM KOHYMA CBOXO KapTuHy. B Opanuen-
6ayme s peaan (mucan) ToAbKO $urypy, a Opuxke mucas LIBETHI K IPOY.

ITocae Toro, KaK s NpeACTaBHA MOIO KapTHHY, HHCIIEKTOP AKapeMuu JH3eH-
A€H, KOTOPBIIi IIPUCYTCTBOBAA B COBETE U CABIIIAA, YTO BCe OBIAM AOBOABHBI Kap-
THHOM, II03APaBHA MeHS, FOBOPS], YTO 5 HABEPHOE ITOAYYY MEAAAD.

IIpogeccop Hedd panpime roBopua MHe, YTO €CAH OAHOMY peIlaT MEAAADb
AaTb, TO He HaBePHO 5 IIOAYYY, HO €CAH AAAYT ABE MEAAAM, TO BBI ITOAYIHTE, CKa-
3an Hed¢. (T'e 6p1a camplil TAARHTAMBBINA U3 KOHKYpeHTOB). 51 otBerra Heddy,
4TO 3HaM, Kak BepeTcs Aeno. [Toayunan mepann 4%: Toayn”®, Maprhizos, Ba-
cuabes u 'e. [ ocTascs 6e3 Mepasu BcaepACTBHE MHTPHT. I'e OBIA CaMBIH TaAAHT-
AUBBIH, @ IIOAYYHA OOAbIIIE TOAOCOB TOT, KTO ObIA CaMblit CAaOBIH, Hamp., ['0AyH,
OH IIOAYYHA IIEPBBIH, 3TO IO OAAAOTHPOBKE AEAAETCS, IPSIMO-TO He MOTLYT BbI-
CKa3aTh, & TyT Ha GAAAOTHPOBKE MOXKHO.

51 HUKOTAQ He IPOCHA HUKOTO, HO €CAM AGAAAM HeCIIPaBEAAMBOCTH C APYTH-
MH, Sl He IepeHOCHA U OpanuA. Ho HMKOrpa HHKOMY AYPHOTO SI HE CAEAQA.

Tepbypre, GHICTPO MPHOOGPEA MOMYASPHOCT KAaK OPTPETHCT, 33 POCIIUCH MAAOK [IePKBH SUMHETO
asopra (1839) moaydua 3BaHue akapeMHKa, 3a nKoHOcTac McaakneBckoro co6opa — npodecco-
paAX (1854). C 1864 r. 6bla XpaHUTeAeM KApTHHHOM raseper JpMutaxa. Keaep SBHO HEAOAIO6-
auBaa Heda, cuuraa ero MpOHBIPAMBBIM M HEYECTHBIM 4eAOBEKOM (UTO OTPasHTCS AaAee B pac-
cKase o npebyiBanmy B Pume).
®  CM. yTOYHeHHe B IIeYaTHOM TeKCTe — MMeACs B BHAY ToBapuy Keaepa o AX, chIH MOMOIJHHKA
uHcnekropa. Ham nsBecren Ammb oAMH ChIH moMoIIHKKA HHCekTopa X. A. Opukke, cTaBummit xy-
AOXKHUKOM-TIeH3axxucToM — Opukke Aorun Xpucruanosud (1820-1893). Oanaxo oH 6bia ro-
pasao crapuie Keaepa no AX (oxomuna B 1839 1.), k 1850-M IT. 6b1A y3Ke aKaAEMUKOM U 5KHA, B OC-
HOBHOM, B KppiMy, x0T ABaXABl — B 1854 1 1855 rr. — npHHMMAA y4acTHe B aKaAeMUIECKHX BblI-
CTaBKAX, TAK YTO MOT y4acTBOBATh U B pocmucsix OpaHneH6ayMCKOIO ABOPIIA, HO 9TO Hy>KAQeTCst
B yTOYHEHUH.
¥ Coser AX cBoum pemenneM or 14.03.1857 r. mpucyaua 60AbIIMe 30A0ThIE MEAAAH 32 KAPTUHBL
«A9HAOpCKast BOAIIeOHHIIA BbI3bIBaeT TeHb CaMyraa» XyAOKHHKaM Muxauay Bacuavesy, Egpemy
Toayny, Amurputo Mapteirosy 1 Hukoaato I'e (cum.: Iletpos. C. 282).
7 Toayn EppeM — KAaCCHBI XyAOXHUK UCTOPUYECKOlt uBonuch. Hukoaait I, nocerusmmii BbI-
craBky AX B aekabpe 1853 r., ocraacs HepoBoaeH ero «Iloprperom rocmoxu Propuaro-
Boit>» (cm.: Tlerpos. C. 210). Opmako B 1854 r. Toays moay4ma BMecte ¢ I'e 6oabmryto cepebpsinyto
Meaaab 3a sxusoruch ¢ Hatypsl (Tam xe. C.212). B ToM ke roAy HOAY4HA IPOIPaMMy Ha MAAYIO
30a0TyI0 Mepaab «IIpopok Eamceit Bockpemaer coia BaoBunp> (Tam sxe. C. 215), Ho 651A yAO-
cToeH 91Ol Mepaau B 1855T. 3a xapruny «SIBaenne Bosxxueit Marepu IlpenosobrHomy Cep-
ruto>» (Tam xe. C. 250).



198 ITy6Avkarms u KoMMeHTapuK A. KUCEAEBOM

ITocae Ha akre st Bcrperua rpada Toacroro’!, oH MPOTSHYA MHE CBOKO PYKY,
C coXXaAeHMeM IIOXXHMast Moo. Sl oTaepHYA cBoO pyKy, aymas: «Kakoit sxe TbI
Npe3UAEHT, KOTAA He MOT IIOIIPaBUTDb AGAO>.

Mapxosa s BcTpeTna Ha HeBckoM mpocrexTe, mocAe 3TOro OH MHE CKa3aa,
4TO B GyAyIneM oAy Bbl HaBepHOE IIOAYIUTE MeAAAb ~. ST 0TBedaa, 9TO ecau CTO
MeAaA€el IIOAOXKHTE Ha CTOA, TO 5L M TOTAQ He OyAY KOHKYPHUPOBATh,  HHAYE BEAD
MHe B IPO0 HY>KHO AeUb.

III

1 pemmmmacs yexatb 3a TpaHUITY (Ha cBOIi cyeT) B 3BaHMM KAACCHOTO XYAOKHHKA.
MHe 6514 3akasan oprper ['0cypapst Bo Bech pocT”, sl IIACAA €r0 3a IPAHULIEHL.
Y MapTbIHOBa, KOTOPBIH IIHCAA Y>Ke PaHblIIe, He B3SIAH IIOPTPET, 4 3aKa3aAU MHe,
XOTSI S U He TOAYIHA Mepaan. S moaydua 3a moptper I'ocypaps 1200 py6a.
Oaun moprper I'ocysaps momea Bo ABoOper; HaMecTHHKY. FTak, s moexaa
3a TPaHUIy Ha CBOM cyeT. Y MeHs AeHer ObIAO HEMHOTO, TaK KaK U3 TeX, KOTOpbIe
st 3apabaThIBaA, MHe HY)XXHO OBIAO IIOCHIAATD POACTBeHHHUKaM. ] yexaa ¢ MaaeHb-
kuM 3akasoM rpada Cusepca, B3siacs 51 «Pacmarue» mucaTp, XoTeA ero Haru-
CaTh 3AeCh, HO IIOTOM CKa3aA, YTO Ay4YIle CACAAIO ero 32 TPAaHUIIeH, U IIMCAA eTo
B [Taproke.

Toacroit ®epop IMerposuy, rpad (1783-1873) — u3BeCTHBIIt MeAAABED, CKYABIITOP, KUBOICEL].
ITo cyrn, yauxaapsbiit B Poccuu Havasa XIX B. mpuMep THUTYAOBaHHOTO ABOPSHMHA, CTaBIIETO
npodeccuoHasbHbM XypokHHKOM. C 18251, — mnpenopaBaTeAb MepasbepHOTo Kaacca AX,
¢ 1828 r. — Bune-npesupent, ¢ 1859 r. — Toapum npesupenra AX. C 1842 r. — mpodeccop me-
AAAbEPHOTO KAacca, ¢ 1843 — Taxke M CKyABNTYPHOTO. ABTOP 3aMedaTeAbHBIX MEMYapOB, CM. UX
noAHyio Bepcuio: amucku rpada @. IT. Toacroro. M., 2001.

B AX 6bIAM HepeAKH CAydYaH, KOTAQ Ha MEAAAM KOHKYPHPOBaAM Ha HECKOAbKYy pa3. Hampmmep,
A. Mapreos, K. ®aasunxuit, M. Bacuabes, IT. COAAQTKUH [OAYYHAU IIPOrPaMMBbL Ha GOABLIYIO
30A0TYI0 Mepaab B 1855 r., HO Mepaaan Torpa 6b1A yaocToeH Toabko DaaBuIfKmit (CM.: ITerpos.
C.236 u 250). OcrasbHble KOHKypHpOBaAH 3aHOBO, MprdeM COAAQTKHH He IOAYMHA MEAAAU
uB 1857r.

ITo-BuauMOMY, peus HpeT O mopTpere umneparopa Huxoaas I, Hanmucansoro Keaepom o 3akasy
rp. A. H. Bayaosa. O ToM, mOpTpeT Kakoro UMIIepaTopa MMeeTCs B BHAY, €CTh pa3Hble TOYKH 3pe-
Hus, T. K. B PC CKa3aHO «IIOKOMHOrO rocyaapsi>. OAHaKO ecTecTBeHHee IPHHSTD 32 TOYKY OTCYeTa
XPOHOAOTHIO NTOBECTBOBAHMUSA. boAee BEpOATHO, YTO MOAOAOMY XYAOXKHMKY TIOPYYHMAH CAEAATD T10-
BTOpeHHe MopTpera MokoiHoro Hukoaas I, a He HepAQBHO BCTYNHMBIIEro Ha MpecTOA AAeKCaHA-
pa II. Keaep 3aBepuua paboty Becroit 1857 r. (PC. 1886. N2 11. C. 343).
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Aeser 51 oe3 ¢ co6oit 600 py6a.”* 5 moexaa Ha mouToBbx A0 Kenurcbepra,
or Kenurcbepra mo sxeaesHoit aopore. IIpuroToBAsisiCh exaTh 3a TpaHHILY,
s B ITerepbypre yuuacs PppaHIfysckoMy s3bIKy. S He ObIA Tak IPOCT, YTOOBI IMO-
exaThb 3a IPaHMILy, He 3Has MHOCTPAHHOrO sA3bIKa. [IuceM y MeHsS pexoMeHpa-
TEABHBIX HU K KOMY He OBIAO, Ad ST HUKOTAQ 00 9TOM M He 3a60THACS 1 HUKOTAQ
He MeYTaA O TOM, 4TO0bI y KOro-HHOyAb paboTars B MacTepckoil. S pemnacs
TOABKO I06b1BaTh y Apu Illedpdepa’, 51 ero oueHs yBaxka, HO HOTOM S YCABIXAA,
4TO OH He TaK 3AOPOB, a IIOTOM y>Ke 5 He IIONaA K HeMy, HOTOMY YTO OH yMep.
I'epMaHuIo s mpoexaa, IIOYTH He OCTAHABAMBASICh, IOTOMY 4TO ByAKOBCKHIT ObIA
B [Taprke 1 0XXHAQA MEHS, HO IO AOPOTe CO MHOM CAYYHMAOCH TO, UTO 5, B yTOM-
AeHHOM COCTOSIHHH, SI 3CHYA 1 He 3aMeTHA, KAK BMECTO TOTO, YTOObI MHE eXaTh
u3 Keasna B ITapik, s ouyTuacs B Bprocceae. MHe Hap0 OBIAO IIepeMeHUTD IIO-
€34, HO SI IPOCIIAA U He 3aMeTHUA 9TOT0, a OxAeT y MeHs Ob1A B3sit Ha ITapmwxk. Ko-
rAQ 51 TIPOCHYACSI U CIIPOCHA, TAe $I, MHe ToBopsT: «B Bprocceae!» — «Kaxk
B Bprocceae?» — Sl cefidac TyT ke TOKa3aA OHMAET, XOTA s B TOT K€ 4ac U He
IIOIIaA, B KOTOPBIH PacCYUTBIBAA, HO MEHS BCe-TaKU 33 Te XK€ ACHBIU AOBE3AU
Ao ITapmka, Tak Kak s CKa3aa, YTO BAIM AIOAM BUHOBATDI, 3aUeM MeHs He BbICa-
AUAH DaHbIIe.

B ITapmke 51 TOABKO OCMOTpeA BceMHpPHYI0 XyAOKECTBEHHYIO BBICTAaBKy
amotoM ornpasuacst BMecte ¢ Byakosckum”’ B I'epmanmio (ByakoBckuit sxuser

7 EcAM CpaBHHTD 3Ty CYMMY C TOit, KOTOPYIO IIOAYYHAH TleHCHOHePHI (3 ThiC. pybAeit B TOA), TO MOK-

HO cKa3aTb, yro Keaep 6bia BecbMa orpanudeH B cpepcrax. Cp. samuch B sxypHase Cosera AX
ot 20.05.1857 r.: «HarpaxpeHHBIX 0T AKapeMHUHU 30A0MbIMU medaramu 1-20 docmourcmea XYAOXK-
HUKOB 14-ro kaacca: Hukonas I'e, Muxanaa Bacuavesa, E¢ppema I'oayna, AmuTpus MaprbiHoBa,
Kapaa Koabmana, Kapaa Paxay, Aaexcanapa ®on-Boka u Aaexcanppa Pomanosiua-boromoaosa,
OTIIPaBHUTb 3a TPAHHUILY AAS YCOBEPUICHCTBOBAHMUS B XyAOXKECTBE, C IPOM3BOACTBOM Ha COAEPIKaHUE
KX TaM, KKAOMY IO TPHCTA YePBOHHBIX B rop u3 'ocypapcrBennoro KasxavericTsa, IIepBbIM ceMi
B TeYeHHe MeCTH AeT; a oCAeAHeMy Boromoaosy B Teuenne Tpex aet> (Ilerpos. C. 287).
s Apwu llleddep (Ary Scheffer, 1795-1858) — §paHIy3cKuit HCTOPHYECKHIL U KaHPOBDII1 KHBOIIA-
cerj. Co3AaA MHOTO KapTHH Ha OMOAefiCKIe U eBaHIeABCKUE CIOXKETDI, IOAb30BAACS OOABIION IOITY-
ASPHOCTBIO.
76 BuAMMO, IMeeTcsl B BUAY XyaoskecTBeHHbIH CasoH B [Tapioke — Salon de 1857, koTopbrit moceTua
u H.H. Te, 6yayun 3a rpanumeir. Cm. ommcanme u xarasor: Exposition des beaux-arts. Salon
de 1857 / Par Louis Auvray. Paris, 1857.
77" MapuipyT myremectsust ¢ Byakosckum o I'epmannu u IIIBefijapun MOXXHO yTOYHHUTH 1O IIUCHMY
Keaepa x H.II I'por us ITapmwka or 5.01.1858: u3 ITapmwxa B Crpacbypr, Basen-Baaen, uepes
IIIsapuBanbp (rae Bocxoauau Ha Daecbepr) B [llapxaysen, morom o Peitry Ao Korcranna, satem
B IIBesirapuro. ITocae aToro Hampasuanch depe3 BoaeHckoe 03epo, Aunpay, Aycbypr B MioHxeH,
orrypa epes Hiopubepr, Bambepr-Biopu6ypr o Opankypr-na-Maitre. Aasee — Aapminraar,
Kaccean, Aetimmur, Befimap, Apesaen. Yepes aBa g — Arocceappopd u Kéapn, orTypaa — B Toa-
AaHAMIO, B yacTHOCTH, B CaapaaM, 3aTeM B Bprocceas u o6patro B ITaprk. YomMuHaer u o BcTpede
¢ AokTopoM ['apTMaHOM B AapMIITaATe U O TOM, 4TO BUAEA TaM HMIepaTopa Aaekcanapa II (em.:
IMucema. C. 26).
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Tenepdb B PrMe, OH IpHCAAA CIOAQ HA BHICTaBKY KapTHHBL DyAKoBckuil He oueHb
TAAQHTAHUBBIMH, HO CTAPATEABHBbI, Y HETO AO CHX ITOP HeT cBOO0ABI B mucbme. OH
numeT 6oaee ... <OAHO CAOBO Hp36.>, HCTOPHYECKH I 5aHp). ByakoBckuit Te-
neps B PuMe, Kak 51 yxe ckasaa, u Hyxpaercst, Bpaunukos” roxe B Pume xwuser.
Koraa s ye3xaa 0TCioAa, TO ABBOB MHe TOBOpPHA, 4TO, BeposiTHO, O6mecTBo
MOOIIPEHUST XYAOKHHUKOB CAEAAeT BAC CBOMM 3arpaHUYHBIM ITAHCHOHEPOM.
4 cxasaa, 4TO C YAOBOABCTBHEM IIPUMY 9TO, HO CaM MpOCHTh He 6yay. ITorom
onu mue nucaau (or ObmecTsa), 4TO MBI Bce KymuM, 4To GyaeTe HaM ITHCATD,
HO TOABKO ITHIIHTE AASL HAC MaAeHbKHe Belu. Ho mepBrie ropb! 1 0TTyAOBa HU-
Jero He IIPUCHIAAA, IIOTOMY YTO CaM HeAOBOAeH Obla cBoeit paboroit. Ecan mo-
CAATh CI0AQ YTO-HHOYAB, TaK HAAO YKe YTO-HUOYAD COAMAHOE, @ KaKyIO-HHOYAD
Belllb B pyOAb He CTOUT IIOCBIAQTb.

JKuss ¢ ByakoBckum B 'epmanmy, MbI XoauAM ¢ HuM memkoM B IIIBapriBaab-
aep”.
1 mpo6sia 3a rpanuieit S aer. boavmre Bcero B Pume. TaM >kuTh MHe O4eHb
HPABHAOCH, M TaM OBIAO MHOTO XyAOXKHHKOB.

MpoaonxkeHue 6uorpadpuu r. Keaepa

Hrax, B 1857 51 6b1A 3a rpanureil. CKOABKO HH OBIAO COOpPAHO IPOM3BEACHHI
uckyccrBa Ha Bcemupnoit Ilapikckoit XyA0KeCTBEHHOM BbICTaBKe, HO HIYEro
0COOEHHO He MOPaXKAAO, IOTOMY YTO ¥ HaC B DPMHUTaXe OUYeHb MHOI'O COOpaHO
IPOM3BEACHUH BEAMKHX 3HAMEHHUTBIX XyAOXKHHKOB, M MBI, CAEAOBATEABHO, YK€
HACMOTPEAUCh Ha HUX.

Yacro 3HAMeHHUTbIE KAPTHHBI He AAIOT TOTO, YeM BOOOPAKAIOT HX cebe 3Ha-
MeHHUThIMU! <Tak!> f cunTaA AABHO, YTO IPUPOAA — CaMBbIil BEAUKMIT YUUTEAD
M MacTep, Ha BBICTABKaX XOPOIIO IIOCMOTPETh KapTHHBI, HO YYMTbCSA BCe-TaKU
HAAO Y IIPUPOABI, IIOTOMY YTO Aydllle 3TOTO yYuTeAsd HeT. Tak Kak y Hac B Axa-
AEMHUH Y4aT HOPSAOYHO, TO YYHTHCA Ha KAPTHHAX XYAOXHHKOB M AASL 9TOTO
€3AUTH Ha BBICTABKU He CTOMT, a BOT Y HAC He AOCTaeT OOBIKHOBEHHO IOHSTHS
0 KOAOPHTe, IIOJ3HH HET, TaK KaK y HAC B aKaAeMHH CMOTPST Ha 9TO Ooaee
C MKOAbHOM CTOPOHBL

W3 ITapmwxa g moexaa M mocMoTpea Ape3peHCKyIo rasepero. TyT s cuaea
Aoaro mepep «CuxcTrHCKOM MaAOHHOM», HO HHKaK He MOT IIOHSTb, OTYEro

8 Mmeercs B Buay . A. Bponnukos (cm. mpumed. 42).

7 IIBapuBasbpep XOXBaAbA — AeC B 3aapAaHAe Ha fore IepmaHum.



Buorpadus npodeccopa r. Keaepa 201

HEMIIBI TaK BBICOKO LieHAT «Maponny» ['oanbeitna®. «Cunxcrunckas Mapon-
Ha>» Padasas mocraBaeHa B 0COOEHHOI 3aAe, a HA APYTOM KOHIIE 9TOM e 3aAbl,
U C Takoi ke 06CTaHOBKOM mocTaBaeHa «MapoHHa>» 'oAb6efiHa, OCTaBACH
OHa ITIOTOMY TYT — 4TO HeMerkas. MaponHa I'oabbeliHa He IIOHPaBUAACH MHE,
BBIpOKeHHe B Heil U HeT OOXXeCTBEHHOro, KoTopoe Tpebyercss or MapOHHBI,
U HeT TOW BEAMYeCTBEHHOCTH U IPAIJHO3HOCTH, — KaK OHA ACPXKHT MAAAEHI]A
y Padasast. BiocaeacTBHE 0Ka3aA0Ch, YTO 9TO BOBCe He OpUruHaA 'oabberiHa,
1 HeMeIIKHe XYAOKHHUKH AOATO CIIOPHAM 00 3TOM 1po U KoHmpad. BoAbmuncTBO
OBIAO 32 TO, 9TO 9TO He OPHUIHHAA, & APYTHE AQXKe, 9TO 9TO BoBce He ['oabbeit-
HOM HAITMCaHO, 2 KAKUM-TO HEM3BECTHBIM XyAOKHUKOM. UTO 3TO He OpHUrHHaA,
aus AapMmrapTa, TO s ybepuacs B oToM B MioHxeHe, TaM Oblaa AapMINTaAT-
CKas BBICTAaBAEHA, XOTSI AOBOABHO HCIIOpYEHHAS.

Hemupr yxacuo (B Apesaene) roppuauch «MaponHoit» [oabbeiiHa, BbI-
CTaBAECHHOM B APe3AEHCKOM raAepen, U MeHsl, K&KeTCsl, IPUOUAK Obl, ecAr OB
51 CKa3aA, 9YTO OHA MHe He HpaBUTCA. To, uTo aTa Obira He I'oAbbeitna «MapoH-
Ha>, PacKpBIAOCH AeT 10 TOMy Hasaa.

B ApesaeHe s BCTPETHACS CO CBOUM TOBapHIeM II0 AKaAEMHUH C CKYABIITO-
POM, MOAYYHMBIIMM TakXke GOAbIIYI0 Mepaab, Aaexcanapom ¢on-Bok®. Mt
CHHM BMecTe moexaau B Bapr6ypr®. Ocmorpean Tam ¢pecky, HamvcaHHbIe
pasubiMu xypoxuukamy, lesurrom™ u Ap., u ocratku uepuua (06HOBACH-
HBIX), KOTOpBIe emje OT AOTepa OCTaAUCh, GPOIIEHHbIe HA AbSBOAA, KOTOPBII
IOMEMIAA €My IIePeBeCTH Bubauro. TaM B karieaAe MbI IIeAU BMECTe C I'epuiorom

«Maponna» T'anca ToabbeitHa Maapmmero (1497—1543) — «MaponHa cemerictBa Meiie-
pa» («Mapouna 6ypromuctpa Meitepa» — ¢ H306paskeHHeM ceMbH 6a3eAbCKOTO 6YproMucTpa
y HOT EorOMaTepH) , OK. 1528 r. OpuruHaa XpaHuACS B AAPMIITAATCKOH, KOIUS — B Ape3AeHCKOH
raaepee.

Box Aaekcanap, gpon (Alexander von Bock, Bok Aaexcanpap Pomanosuy, 1829-1895) — ckyabn-
Top. Bexopen; u3 Audasupm, yanacs B AX y IT. K. Kaoara, B 1857 r. MOAY4HA GOABIIYIO 30A0TYIO
MeAAAb, 3BaHME KAACCHOTO XYAOXHHMKa 3a Oapeabed «Pacrsirue Xpucra Cracureas». B 1858-
64 1. 6b1a merconepoM AX. B 1864 r. moayuna 3panue mpodeccopa ckyabnTypst. C 1865 mo
1895 rr. mpenopasaa B AX. Cm.: Xypoxuuxu. T.2. C.17. Y Boka yunaucp mepsbie aCTOHCKHe
ckyasmropst A. Beitjen6epr u A. Apamcon. Cyas no mepenucke, Mesxxpy Boxom 1 Keaepowm cymre-
CTBOBAaAM Pa3HOTAACHS IO TIOAUTHYECKHM U PEAMIMO3HBIM BOIIPOCaM, YTO He IIOMEIIAaAO MM OC-
TaTbcst Apysbsamu (cm.: Viike Koleri sonastik. Lk 29-30).

BapT6ypr — 3amok XI B. B TropuHruy, Hepaaeko OT ropoaa AfiseHaxa. B 1521-22 rr. B 3amke 1o
uMeHeM «ioHKep Llopr>» mocae OTAyYeHUS OT IJepKBH CKpbiBaacs MapTun AloTep, TaM OH 3aKOH-
uyuA epeBop Hosoro 3aBeTa Ha Hemenkuit s3b1K. [1o mmpepaHiio, TOrAa OH 3aITyCTHA Y€ PHUABHHUIIEH
B ABSIBOAQ.

Isunp (Schwind) Mopur (1804-1871) — mpeacTaBUTeAb POMAHTHYECKOTO HATIPABACHHS B He-
Merkoit xuBonucy. B Bapr6yprckom 3amke Hammcaa crienst u3 sxusau CB. EAusaBers! n cocrsisa-
HYe MUHHE3HHI€POB.
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Beitmapckum®. Otryaa Mbl oTnipaBuanch nemkom B Troprensaans ™, Hacaaxaa-
AWICH TYT OYKOBBIMH A€peBbsIMH, a elrle 6oaee 6Au3 OpyAst HACABKAAAUCH, CAY-
IIasi My3bIKY, KOTOpasi IIPOMCXOAUAA OT KOAOKOABYMKOB, IIPUBA3AHHBIX K KaXK-
AOMY M3 >KUBOTHBIX ITACYIIIETOCS 3AeCh CTaAd KOPOB. MbI YAUBASIAMICB, KaK rap-
MOHHYHO HAUTPHIBAAU HABSI3AHHbIE KOAOKOABYUKH, B TO BpeMs KaK KOPOBBI TaM
XOAVAM, IHAU U eAl. Ho IOTOM 0Ka3aA0Ch, 4TO BCe 9TH KOAOKOABUUKM ObIAM
IIOAOOPaHBI ITO TOHAM K IIOTOMY TaK FAPMOHHMYHO 3BYJaAHL.

B Bapr6ypre Box pemmuacst 60Ablle He KYPHUTb, IIOTOMY 4TO €My HAAOEAO
KypuTb, HO B DpyAe MBI MOIIAAK HA BBICTABKY H3AEAHUIT TPYOOK U3 MOPCKOIL ITe-
Hel, 1 Bok kymma cebe TpyOKy, a caM TOABKO 4TO OPOCHA KYPHUTb; HaA THM MBI
OYeHb CMeSIANCb IocAae B Baprbypre, orkyaa Box moexaa mpsvo B Ilapmk,
a s moexaa B ['oananpuio, B AMcTepaaM, s XOTeA TaM BUAETD PeM6paHATa. Hapo
ellle paHbllle YIIOMSHYTb, 4TO Mbl U3 BaprOypra espnau B Kacceas, TaM s 1 Bupea
nepsslit pas Pem6panara®, coBcem unaue nucano, uem B Iletepbypre® u peit-
CTBUTEABHO OTAGAAHO AO TOHKOCTH, 63 MaCTepCKHX Ma3KOB.

Obmee Breyaraenne I'0AAAHAMS OCTaBHAQ HA MeHsI IPYCTHOE, [IOCTOSIHHbIE
TyMaHsL, XOA0AHO®. ['OAAQHALIPI HA YAULIAX CTOSIAM CO CBOMMH TPyOKaMu, OHU
OpBISTaAM M3 HUX BBEPX CTPYEI0 BOAY Ha AOMA U MBIAM X CHApPYXHU. MaAbuuku
IIPECACAOBAAM MEHs IO YAHMIAM, TPeOysl 9MCTKH caror (MaAbYMKH, YAMYHbIE
YHCTHABIUKH caror). Bee 3To Tak moAefcTBOBAaAO Ha MeHS, 9TO s paA ObIA BbI-
6patbcs us I'osraHANH, B KOTOPOIA 51 OBIA OAMH, MHe OBIAO U TO ellje OYeHb He-
IPHATHO, YTO S SA3bIKA HEe 3HAA, a [T0-HeMEIKH TaM ITAOXO I'OBOPSIT.

B Taare 51 aro6oBaacs eme kaptunoit Pem6panpara «I[loptper Bpaueii»®.

OTa KapTHHA OYeHb TOHKO BBIIKCaHA PeMOPaHATOM, AHATOMISI XOPOIIO BBIAE-

Kapa-Aaexcanap-Asrycr-Hoans, seankuit repror Caxcen-Beitmap-Ditsenaxckuit (1818-1901) —
eanHCTBeHHbIH b Kapaa Opuaprxa u Beanxoi kusruau Mapuu ITaBAoBHbI, A0YepH UMITEpaTOpa
ITaBaa L.

Hassanue nckaxero npu sarmcu: Thiiringer Wald, 1. e. Tropunresckuit Aec — ropsi cpeaHeit BbI-
cotsl B TropunTHm.

B mysee Kacceas xpausaTcs «AsromopTper B maeMe» 1634, «3umuuit neisax> 1646, «Iakos,
6aarocaosasromuii pereit Mocuda>» 1656.

B Opmuraxke XpaHATCS CAeAyromue KapTunbl Pembpanara: «®aopa» 1634, «XKeprsonmpurorme-
Hue ABpaama» 1635, «CaaToe cemeiictBo» 1645, «Aman B omase» 1662, «AaBup u Ypusa» u
«Bosspamjenune 6ayaHOrO ChiHax» 1665. TpyAHO cKasaTh, Kakie HMEHHO U3 HUX BiAeA Keaep.

B muceme x H. I'por Keaep ymomunaer o ceoem nmocemenun Caapaama u poomuka ITerpa L. 3pecp
OH TaKKe IUIIET O AOXKASX H TYMAHAX, HO IIOAYEPKHBAET CBOeobpasue ['oAAaHAMM 1 TO, KaK BeTpsi-
Hble MeABHHLIBI M IACYLIMECS] Ha AyTaX KOpoBbl oxuBasior neitzax (Ilucoma. C. 26).

Hmeercst B BUAY KapTHa PembpanaTa «Ypok aHaromun aokTopa Tyabmas 1632, xpaHsurascs
B Kopoaesckoit xyposxecTsenHoM rasepee B I'aare.
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AaHa. B AnTBepnene s Bupea «CHarue ¢ kpecra» Py6enca®, ato Goaee otae-
AQHO, YeM APYTHeE ero U3BeCTHbIe KaPTHHBL

ITpuexasum B ITaprk, 4 3aHAA MacTepcKyIo pAOM ¢ ByTkoBckum, B Pro-pe-
Aye Kaz”. D10 6blaa HacTosmast MacTepcKas, CBEeTAAs, C GOABIIMMU OKHA-
M (TaM TaK¥X rOTOBbIX MAaCTEPCKHX MHOTO €CTb).

Tam 51 npunsacs mucath «Pacrarne» (kommosunus 6p1aa Toxe Most). [Tu-
CaA S B IIOA POCTA YEAOBEKa, O0Aee ITO CAeAAA AASE Ce0si, YTOOBI Aerde OBIAO C Ha-
TypbI paboTAaTh, 2 3aKa3 HCIIOAHHUA Y>Ke B GOABIIOM BHAE C 9TOTO. 3aKa3 ObIA cae-
AaH 0OAbBIIle YeM B POCT YeAOBeka. DTOT 3aKa3 Obia y MeHs us Ilerepbypra, rpad
Cusepc MHe 3akasaa (Koraa s mporpammy mucaa) pas BeHpeHCKoll epksu
B Audaspun’. I'pad Cusepc paa MHe Brepep 3a Ty pa6ory 200 p. AAst mipo-
TpaMMbl, MHe 3TO OBIAO OY€Hb KCTATH IIOAYYUTH AeHbrU. 51 00bsBuA rpady Cu-
BepCy, YTO €Ay 3a TPaHHUIly M TaM Hanumry KapTuHy. OH coxaaea, 9To 5 He B [le-
Tepbypre 6yay ee mucarh, Tak kKak Hed ¢ rmomor 651 MHe coBeToM. S 1 roBopio
rpa¢y: «Hedd He Hamumer Takyro KapTUHY, IIOTOMY YTO s CHABHEH B 9TOM Ae-
Ae, 9eM Hedd>. I'pad odeHp yauBuAcsa ToMy, 4TO 5 cka3aa. S roBopua, 4ro Ta-
xoe Pacrarue, xakoe Hamuy 51, Hedpd Huxoraa He HanuImer, 1 eCAM Bbl COMHe-
BaeTech B aTOM, TO g otAaM Bammu 200 p. Bam Hasaa. ITocae aroro rpadp Cusepc
COTAACHACS Ha BCe, H OoAbIIe CAOB He 05140 06 aToM. Koraa oH mocae moayama
MOIO KAPTHHY, TO OH O4eHb OBIA AOBOAEH el0. PasymeeTcsy, TyT s CTapaAcs cAe-
AaTh KAPTHHY, a He IIPOCTO 3aKa3, YTOOBI TOABKO AEHBIH MOAYIHTD. CHBEpC MHe
TeM He IIOHPABHACSH, YTO OH, OYAYYH CO 3BE3AOH, BAETEA KO MHE B MACTEPCKYIO
U CTaA TOBOPHTD CO MHOM IOKPOBUTEAbCTBEHHBIM TOHOM. fI €ro 0CapMA Tak, 4To
OH M3 MAaCTEePCKOMH, B KOTOPYIO BACTEA TaK BEAMUECTBEHHO, BBIIIEA COBCEM Md-
AeHbKum 1 GOABIIIE TAKOTO TOHA CO MHO He IIpUHUMAA. S 6b1A TOTOM y Hero Ha
mbize (6au3 Benaena ero mpiza). OH 6bIA CO MHOIO OYeHb AIOG€3eH, MoeXaA Co

MHOﬁ, BCE MHE ITOKa3bIBaA B CBO€EM UMECHHHU.

% Kapruna Py6enca «Crsrue c kpecta», 1611-1614, Haricana aAs FOPOACKOro co6opa AHTBepIieHa.

B muceme x H. T'por ot 5.01.1858 r. Keaep TouHO 0603HauaeT cBOM Mapmkckuit appec: 15. Rue de
Douai (ITucsma. C. 26).
Kapruna Keaepa mo ceit aenp ykpamaer nepkosb Cs. Moarna Kpecrtureas B 1. Llecuce. 3akas-

91

92

nk — rpad dmmanyua Kapaosua Cusepc (1817-1909), cenatop u obep-rodumeiicrep Boico-
vaitirero ABopa, B 1856-1876 rr. — aupekrop I'AaBHOTO yIIpaBA€HHS AYXOBHBIX A€A HHOCTPAHHbIX
HCIOBeAaHMiT MUHHCTePCTBA BHYTPEHHHX A€A, CHIH YMEpIIEro K TOMY BPEMEHH ITIOKPOBHTEAS
1onoro Keaepa. B 1857 r. rp. 3. K. CuBepc nmoxxepTBOBaA ACHbTM Ha CO3AAHHE HOBOTO aATAPs AAS
cpeanesexoBoit nepksu koHma XIII — navasa XIV BB. Aast Hero u 6b140 3akasano Keaepy «Pacrs-
tue>. Kapruna 6piaa BricTaBaeHa B Pume B 1859 T., i XyAOXKHUK GBIA H36paH yaeHOM PuMckoro
06111eCcTBa HEMELIKUX XYAOXKHIKOB. DTO GBIAO TIepBOE POU3BEAEHUE XYAOKHUKA-ICTOHIA, BBICTAB-
A€HHOe 32 TPaHMIjel, U epBoe, moamicanHoe Keaepom ¢ mpubaBaeHneM k cBoeit GpaMHANM yKaza-
HHS Ha IPOHCXOXKAeHUe — «Buamanau» (cm. 06 atom: Viike Kéleri sonastik. Lk 72-73). 3a nero
aBTOp ObIA yAOCTOEH B 1861 1. 3BaHms akapemuka AX.
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B ITapmxe mucaa s eme roaoBKy actpoHoMa ['aamaes®, mpocro danracru-
JecKast FOAOBKA, CTAPHUK IIOMAACS XOpouid, ¢ppanirys. 5 u Hamucaa ¢ Hero. To
65180 yxe B 1858 ropy, moromy uto s ocenpio 1857 ropa Bepryacs B ITapmx
U IIPOBeA TaM 3uUMy. 3uMoit co MHOIT B ITapmke uyTs 6epa He cayumaacs. [llea
51 pa3 MUMO OOABILOJT OIIePBI U 3aMETHUA, YTO HeOOBIKHOBEHHO SPKO€e OCBellleHre
OBIAO, 5 CIIPOCHA, ITOYEMY 3K TaKOe SPKOe OCBelljeHHe? U IIOAYYHA B OTBET, YTO
HMIIepaTop MpoeAeT. XOTeA s CHAYAAd OCTAHOBUTBCS, IIOCMOTPETh Ha HEro,
HO TaK ero AUYHOCTb He ObIAa MHe CHMIIATHYHA, IIOAYMAaA He CTOHUT TOTO, YTOOBI
OCTaHABAMBATHCS U ylIeA. TOABKO 4TO IIOBEPHYA 32 YrOA, KAK YCABILIAA TPOXOT
U IMOAYMaA: <YTO 9TO 3a IPEACTABACHHS IPOHCXOASLT B Ollepe C TAKHMU BbI-
crpeaamu?>». Ha apyroe yrpo st y3Haa, uro 6s1aa 6pomeHa 6omba B Hamoaeo-
Ha IIl, u moToOM BHAEA, YTO CTEHBI B 3AAHHSX, CTOSIIUX HA AOBOABHO AQAEKOM
PACCTOSIHMY OT MeCTa B3pbIBa, OBIAM Pa3GUThI, TaK YTO eCAU OBl s OBIA TIOAI060-
nbiTHee, TO Bor 3Haet, 4To 651 O MHOI 65140. BoMba B HamoaeoHa 6s1aa 6po-
IIeHa B sIHBape MAM B deBpase Mecsiie, 9T0 mpousBeso B Ilaproke Goabmre
CKaHAQABI, ObIAQ [IOCAE 9TOTO COBEpIIEHA TOPXKeCTBEHHAs KasHb Hap OpcuHi,
KOTOPBIA 6pocra 60MOYy, U ellje KOTO-TO APYTOIO TOrAQ Ka3HUAK ",

B ITapinke 51 cTaA IPOAOAXKATH OpaTh YpOKM PaHIfy3CKOro si3bika. Boobure
51 CTapaACs IPUOOPECTH XOPOLIHIL BHIFOBOP, YCBOUTD XOpOIilee IIPOM3HONIEHHE,
TyT e 51 CTaA YIUTbCS U UTAAMAHCKOMY SI3bIKY Y MTAAUSIHIIA AAKOHH, He IIOMHIO
IIPaBO, CKOABKO s IIAATHA 32 ypoku. B ITapivke 6b1A0 MHOTO TOBapHILeil MOIX,
xak-To: Yepupimos”, Aaropuo, Paxay”® (ou yxe ymep), Cepuxos”, Kaoa’;

% «Taamaeit», man «Crapuk c rao6ycom>, 1858. Xpanurcs B ['ocyaapcTBeHHOM Mysee n306pasu-

TeAbHBIX UcKyccTB Pecirybanku Kaampixkust, Jaucra.
* Tloxymenne na Hamoaeona III (1808-1873, umneparop ¢ 1852 nol8701r.) 6bia0 coBepieHO
14 suBapst 1858 r. UTAABSHCKHME PEBOAIOIIMOHEPAMH, GOpOBIIMMUCS 32 OObepuHeHue MTasnn
M CTPEMHUBIIMMHCS K YHUYTOXeHHI0 nMniepun Hamoaeona. Bo Bpemst mokyuenust Tpu 60M6bI B30-
pBaauch Ha TeaTpaAbHON MAOLAAM C HHTEPBAAOM B HECKOABKO CeKyHA, 10 yeroBex ObiAM yOHTHI
u 150 panensr. HamoAeoH He IIOCTPapaA M OTIIPABHACS B Tearp, YTOOBI MPEAOTBPATHTD PACIIPO-
cTpaHeHHe CAyXOB. TeppopucTsi 6B1AK apecTOBaHHI B TOT e AeHb. Dearae Opcurn (1819-1858)
6p1a KasHeH 13 Mapra. C HuM BMecTe GbIA Ka3HeH APYroil yyacTHHK 3arosopa — IIbeppu. Keaep
He CHMIaTH3HpPOBaA uMneparopy (naemsuuuky Hamoaeona I), mpumeammeMy K BAACTH B pe3yAbTa-
Te peBoatoluu 1848 r., 3aTeM — rocypapCcTBeHHOTO mepeBopoTa 1852 r. 1 BoeBaBIIeMy NPOTUB
Poccuu B KpriMckoii Botine.
Yepusimes Arekceit Quanmnmosuy (1824—1863) — >wuBonucen-xaHpuct. [Tercuonepom Obme-
CTBa ITOOUIPEHHUS XYAOKHHKOB mocTymuA B AX, xoTopyio okoH4uA B 1851 r. IToayuma 60AI>IHyIO
30A0TYI0 MeAAAb U TIEHCHOHEPCKYIO Moe3AKy B Uraamio (1853). B Pume Tsmkeao 3a60aes, MOUTH
He Mor paborars. Bepryacsa B ITetep6ypr B 1860 r., moAyuiA 3BaHKe aKapeMUKa. YMep B Ae4ebHH-
I1e AASI AYIIIEBHOOOABHBIX.
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T'oayH TOXe 6b1A, KOTOPBI 06€maA pas CCyAMTh MEHSI AGHbTaMH Ha KOPOTKOe
BpeMsl, HO Ha Ha3HAYeHHOE CBUAAHME He SBUACS U, BEPOSTHO, PACKAUBAACS, YTO
obemaa mue. MHe 2T0 6b1A0 O4eHb 06MAHO MepeHecTH OT I'0AYHa, KaK OT TOBa-
puma, Tem 60Aee, YTO OH 3HAA, YTO MOAB3YETCS TEMH ACHBIAMH, KOTOPbIE CKO-
pee MHe IPHHAAAEXKAAH, YEM eMY.

Oropuenue, KOTOpOe SI IIOAYYHA ITO II0BOAY Meaasn B ITerepbypre u koTopoe
3aCTaBMAO MEHS [I0€XaTh 3a TPAHUILY, AAAO MHE BO3MOXXHOCTb IIOIIPABUTb MOH
paccTpoennsie cuabl B [Taprke. B maprokckux BeceAbsx s yIacTue He IIPHHAMAA
¥ KaK TOABKO OKOHYHA «PacraTue> 1 OTIPAaBHA €ro, s HOCTIeNHUA OCTaBUTh Ila-
pwxk. S mucaa motomy B [Tapmxke «Pacnisatue», 4T0 X0T€A TOTOM HOCeTUTb P,
4TO6BI TaM YK€ Cepbe3HO 3aHATHCA, M MOCIEIMA OCTaBHTh HIyMHbIH [lapmx,
KOTOPBII HUCKOABKO He IIPHBAEKAA MEHs], TaK KaK s AF0GAIO GOABILE TIPUPOAY.

U3 ITapmka noexaa s Ha BOADI B I'aefiz-Beitaap®, y mopnoxus ropst Xogro.
Tam MHe GOAbIIE TIOMOTAO TyASHbE IO TOPaM, 4eM BOAHOe Aevenune. CHagara
Y MEHSI €ABa CHA XBAaTaAO MIOAHSATBCS AO TIOAOBHHBI TOP, IPHOAUBUTEABHO THICS-
4a $yTOB BBIIIMHDI, a TIOCAE 51 YXKe eXKEeAHEBHO TIOAHMMAACS AO BEPXY FOp, U Yac-
TO TaM sl L}eAble Yachl A€XaA Ha BEpecKe U MeYTaA U 3yOPUA UTAAUAHCKYIO TPaM-

% Paxay Kapa KapaoBHY — mOTOM aKapeMHK apXMTEKTYpbL YUHACS B AKaAeMHH OAHOBPEMEHHO

c KeaepoM, MOAYYHA GOABIIYIO 30AOTYIO MEAAAb U MPABO HEHCHOHEPCKOI IIOE3AKU 32 IPaHHMIfY

B 1857 I. 32 IPOEKT BBICIIETO TeaTPAAbHOTO yauAuIa 1 Tearpa rpu He (cu.: Ilerpos. C. 282).
77 Cpepuxos Baapmvmp Amurpuesua (1821-1883) — >kuBOMHCeL]; aBTOp POCIIHCEH MO CTEKAY H
sutpaxeit. Okoruna MHcTuTyT Kopryca ropHbix umkeHepos (1838), cayxua B 'eapcunropcee.
ITocAe BbIXOAQ B OTCTAaBKY y4UACS >xuBomucu B Ilerep6ypre, Pume, Mionxene. B 1849-5S rr. —
BOAbHOIpHXOASIMIL yueHHK AX. B 1855 r. moAyuHA 6OABIIYIO 30A0TYIO MEAAAD, 3BAHHE KAACCHOTO
XYAOIXKHIKA ¥ IIEHCHOHEPCKYIO M0e3AKY. B 1857-62 rr. 6pia mencuonepom AX B ITapmke u I'epma-
mun. XKua B Tepmanun u Mitaanu, ymep Bo Qaopenmun, Ho Haespamu 6pBas B Poccun. Cum.: Pyc-
ckue xusornucis XVIII-XIX BB, Buorpaguueckuit caosaps. CII6., 2008. C. 547-548.
% B 1850-e rr. B AX yumauch ABa Kaoara: 1) Kaoar (Kaoar ¢pou FOprenc6ypr) Muxaua Koncran-
THHOBUY, 6apon (1832-1902) — maemsuHHK ckyabnTopa I1. K. KAoATa, XyAOSKHHK-TIeH3AKHCT.
Bompeku Bose popureaeit mocrymua B AX, yuuacsi B 1851-1858 rr., 10 OKOHYAHHHU TTOAYIHA 6OAB-
IIyI0 30AOTYI0 MEAAAb, 3BaHHE KAACCHOTO XYAOXKHHMKA M IIEHCHOHEPCKYIO IO€3AKY 3a TPAHHITY.
C1862r. — axapemux, ¢ 1864 — mpodeccop. CrocoberBoBas OTKprITHIO B AX ITeH32XHOTO
Kkaacca, ¢ 1873 no 1886 rr. 6514 ero pyxosoautesem. 2) Kaoar (Kaoar dpon FOprencbypr) Muxana
Terposuy, 6apon (1835-1914) — cum ckyabmropa I1. K. KaoATa, ABOIOpOAHBII 6paT Teit3axu-
cra M. K. Kaoara. Bupumo, aroro Kaoara Keaep HasbiBaeT cBOMM TOBapHIjeM, T.K. OH YUHACS
BAX ¢ 1852 r. B xaacce mpo¢. A. T. Mapkosa. B 1857-1860 rr. Ha cBOM CpeACTBa XKHA U YIHACS BO
Dpannun. Boablryo 30A0TyI0 MeAAAD, 3BaHHE KAACCHOTO XyAOXKHHKA U MEHCHOHEPCKYIO TIOe3AKY
ot AX moayuna 3a kapTuHy «Ilocaeamss Becra» (1861). C 1867 — axapemux. B 1870 1. craa oa-
HUM U3 yupesureseii ToBapumjecTBa ITepeABIDKHBIX XYAO)XKECTBEHHbBIX BbICTaBOK. IIpemopaBas
B prcoBaAbHOM mKoAe AX, B yauaumie 6ap. IIturauma, 8 1860-e IT. AABaA YPOKM BEAUKHUM KHSI3bSIM
Ceprero u ITaBay ArekcaHAPOBUYAM.

% Gleisweiler — nomyastpHslit KypopT Ha 1ore ['epmaHuy, HasbiBaeMblil «maabickas Hummas.
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matuky mo metopae Oasenpopda'®

, 0 KOTOPOIl OAMH TaMOIIHHI Ipodeccop
CKa3aA, UTO «3TOT Y4eOHUK FOAEH TOABKO AASI CATIOKHHKOB>. Ho 51 Ha aT0 OT-
Beuaa: «Iloaoxum, 51 He OYAy CAaIIOKHHMKOM, HO yOeXA€H, 4To Koraa 0yay B Mra-
AMH, TO OYAY B COCTOSIHUM TOBOPHTD [IO-UTAAMAHCKH, a BB CO CBOEH Ipodec-
COPCKO¥ I'PaMMATHKOJ HABEPHO He CMOTAM ObI TAK AOBKO H CKOPO HAHTH CAOBA,
KOTOpBIe TaM HY>kHO>. Koraa s moexaa B MTaamio, To y>xe yMeA TOBOPHTb.

B I'aeii3-Befirape MO3HAKOMHUACS 5 C HEMEIIKHM XYAOXKHUKOM, KOTOPBIH pa-
6oraa TaM aast ITapmka. ITrcaa oH MaAeHbKHe MEH3KUKH, 0e3 HATYpBl, OT S-TH
AO 25-TH $ppaHKOB 3a IITYKy, M 9TOH PabOTOM OH HAXKUA ceOe LieABIit AOM C Ca-
AOM, I )KMA CO CBOUM CeMeFCTBOM BIIOAHE XOPOIIO.

CHABI Y MeHsT IPHOABASANCH OU€Hb CKOPO, TAK YTO S HAYaA M C ADYTUMH Ae-
AATh 9KCKYPCHH K pasBasnHam Tpudanca'”.

TyT OAVH aHTAMYAHVH M3 HALIero o6IyecTBa CTaA IOAHUMATh GOABIIIE KaM-
HU 1 6POCaTh UX CO BCeHl CHABI Ha 0AlllHIO, B KOTOPOH OBIA KOTAQ-TO 3aKAIOUEH
aHTAMCcKHMI Kopoab Pudapp AbpBunoe Cepane. S cmpocma: «YTo BBI Aeaae-
Te?>», OH MHe He OTBETHA U OILITh U30 BCeH CHABI OYXHYA KaMHeM B OalIHIo.
I AyMaa, 9TO OH XOTeA pa3pymHTh 9Ty OAIIHIO, B KOTOPOH ObIA 3aKAIOUEH KX
KOPOAB, HO, OAHAKO )K€, OKa3aA0Ch, YTO JKeAAHHe AaHTANYAHUHA OBIAO OoAee He-
BUHHOe, GAlIHS OCTAAACH II€Ad, @ AHTAMYAHMH XOTEA TOABKO OTOMTb MAaA€HbKII
KyCOYeK 9TOM OaIIHK U B3ATh C COOOM Ha ITaMSITh, BeAb AHTAMUAHE 9TO AIOOSIT.

B I'aeii3-Beaape MHe IpeACTaBUAACH OIACHOCTD B BHAE TeMHBIX I'AQ3 OAHOM
14-AeTHell rOAAAHAKH, C KOTOPOM s IMMCAA IOpTpeT. MHe Ka3aAoch, 4TO 9Ta
CTPACTh CHABHO MOXKET YBEAUUIUTHCS, U YTOOBI OTAEAATHCS OT Hee, i HAPOUHO
CTapaAcst ObITh CMEILIHBIM, YTOOBI BbI3BATh K cebe HeyBaKeHUe, M TaKUM obOpa-
30M 5 OCBOOOAHMACS OT 9TOM CTPACTH.

ITocae ABYXMeCSYHOTO AedeHHs 51 YyBCTBOBAA Ce0sl AOBOABHO CHABHBIM,
1 OBIAO BpeMsI y)Ke OTIPABUTHCA B ITyTh, TaK KaK MHE XOTeAOCh eXaTh B MIoHXeH,
4TOOBI IIPUCYTCTBOBATh TaM IpH IpaspHoBaHUE 700-AeTHero 100HAEsI TOPOAA

Mionxena '

. Hemup! yAuBUTEeAbHBIE MacTepa B OTHOIIEHUH YCTPOMCTBA IPa3A-
HUKOB. OHHU yCTPOUAU I'POMAAHYIO IIPOLIECCHIO U3 IPYIII, IPEACTABASIOIIIX BCe
7 BexoB. KocTioMbI 6bIAM Ha HHX He TeaTpaAbHbIE, a ACHCTBHUTEABHO COAMAHO
CIIMTBIE ¥ BBIOPAHBI XyAOYKECTBEHHO IO KOAEPaM, TaK YTO IPOLeCCHs ObIAa He-

BHUAAHHAsA, U, KaK BUAHO 6bIAO, " CaMH YIaCTHHKHU HAaCAQXKAAAWCH €10 BIIOAHE.

100

Onnenpopd Tenpux Fordpup (1803-1865) — aBTOp NOMYAIPHBIX YIeGHHKOB PASAUMHBIX HHO-
CTPAHHBIX SI3BIKOB B OPME AUAAOTOB-YIIPAKHEHHUIL.

191 Kmeercst B BuAY KperocTb (3amox) Tpugeanc (Reichsburg Trifels), rae B TedeHue Tpex HeaeAb
B Mapre-anpeae 1193 r. copepxkaacs B maeny kopoab Puyapp Apsunoe Cepane. B XIX B. 3amok
ObIA YACTHYHO PECTABPHPOBAH H [IEPECTPOEH.

' MIoHXeH BIiepBble yIIOMUHAETCS B AOKyMeHTax B 1158 1.
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Beuepom 6514 6ankeT. [epeMOHNMS IPUHSATHS rocTeit ObiAd B KOCTIOMax 16 cTo-
AETHS, TAK YTO TPYOAUH M FePOABABI OOBSBASAU KOKABIA Pa3 O MPHOBITHU roc-
Teil, T. e. TAKUX TOCTeN, KOTOPbIE Y4ACTBOBAAU B IPOLIECCHH, KaK, HAIIp., UMIIe-
parop Aroasur Basapckuit'®, koTOpbiii IPUOBIA CO CBOEN CBUTOM M MAXXaMH.
A060mBITHO OBIAO BHUAETH, KaK OTHOCHACS Ha OaHKETe HACTOSMIUM KOPOAb
0aBapCKuil C UMIIEPATOPOM — KOPOAeM LiepeMOHMH. BaHKeT aTOT OBIA OYeHb
HHTePECHBIH, BCe AMIIA, KOTOPbIE YIACTBOBAAU B IIPOLIECCHHU, BUAMMO OT AYIIM
BeCeAMANCh. TyT OBIAM M ABA HACTOSIHUX KOPOAS: 9KC-KOPOAb AIOABHT M TOT,

KOTOPOMy OH IIEPeAAA CBOM IIPECTOA IIOCAe peBoAronyn

. 5l B MioHxeH npue-
XaA Kak pa3 Ha IPa3AHHMK, HO MHOTO IOBOPHUTCS O HEMEIIKOH aKKypaTHOCTH,
HO ee HeAb3sl OBIAO 3aMETHTb B OTHOIIEHHH ITO€3A0B XKEAe3HOM AOPOTH, KOTO-
phle IOCTOSTHHO omasabiBaal. K3 I'aefi3-Beaapa a0 Mionxena Bcero 16 yacos
HY>KHO IIpOeXaTh, a s IPOeXaA ABOe CyTOK, M BOBCE He HaIlleA TaM TaKOH aKKy-
PaTHOCTH, KaK TOBOPST.

Kopoato AropBury MioHxeH 00513aH OOADBIIOIO AESTEABHOCTHIO MIOHXEHCKHX
XYAOXHHUKOB. Y AUBASTBCS HYXHO, KaK /AIOABUT MOT C TaKMUMH OTHOCHT@ABHO
MAABIMU CPEACTBAMH HACTOABKO M3MEHHTDb AQKe BHA FOpoAd. MIOHXeHIbI OTTO-

ro He AIO6HMAM ero, 4TO y Hero 6biaa Aora Monrec'®

. AropBur 6BIA XOpOWIHIL
9eAOBEK, M €CAM er0 CMEHUAH, TO 9TO OBIA IIPOCTO AEHEXXHBI BOIIPOC U O0AbIIe
HUYero. AIOABHI OTHOCHTeAbHO MIOHXEHa MHOTO CAeAaA, TaKOe MaAeHbKOe
FOCYAAPCTBO — M CTOABKO CTPOEHHI.

MIOHXeH OCTaACS AO CHX IIOP LIeHTPOM uckyccTBa B ['epmanuy. MioHXeHIbI
OTTOro He AOMAM AIOABHrA, YTO OH CAUUIKOM MHOTO CAEAAA AASL TAKOTO Ma-
AGHBKOTO TOCYyAApPCTBa.

U3 Mronxena Mol BMecTe ¢ Bokom noexaau uepes Iseitijaputo 8 Muaau'®.

7

Or osepa Yersipex Kanrtonos'” mp1 xorean mptu nemkom depes Cenr-T'o-

1% VIMeeTcst B BUAY KOCTIOMUPOBAHHBIN «HMMIIEPATOP>, HCIIOAHSBIINI poab Atoposuka IV BaBapcko-

ro, kopoast I'epmaruu (c 1314 1.), umneparopa Cesmennoit Pumckoit uvnepun (1328-1347).
104 Ayoppur 1 (1’786—1868), u3 pAuHacTHU Burreapc6axoB — xopoab Basapuu B 1825-1848 rr. Ero
HAa3bIBAAM KOPOAEM-MEIIeHATOM, B €T0 IpaBAeHHe MIOHXeH CTaA KyAbTYpPHO# cToAuner I'epmanum.
IIpuBAEKaA B CTpaHy yYeHBIX, IHCATEAET, XYAOKHUKOB, APXUTEKTOPOB, CIOCOOCTBOBAA CTPOUTEAD-
CTBY JK@AE3HBIX AOPOT. B Xxoae peBoaroriuu orpekcs ot mpecroaa 20.03.1848 B moab3y chiHa Mak-
cumuanana 11 (kopoab Basapuu B 18481864 It.).
Dausaber Pozanna (Dausa) Axuabepr (1821-1861), mo mepsomy Myxy AXKefMCOH, FaCTPOAU-
poBaBmas mo EBporne Kak MCMOAHMTEAbHHI]A HCIIAHCKHUX TaHIIEB 1Mo nMeHeM Aoaa Monrec. Ee
nokaoHHHKaMu Ob1an Baassak, T. T'orbe, Atoma, Barnep, Aucr u MH. Ap. B 1846 1. Hee crpacTHO
BAIOOHACS IIOXKHAOM 6aBapCcKuit KOpoab AfoaBur I, paa eit THTYA rpaduun AaHACPEAbA, HOCTPOUA
AASL Hee POCKOIIIHBIIA AOM B IieHTpe MioHxeHa, Ha3HauMA 60AbIryio meHcuio. CKaHAAA BOKPYT AOABI
SIBHIACS OAHFIM U3 IOBOAOB K OTPeYeHHUI0 /AIOABHTA OT IIPECTOAQ.
106

B muceme Keaepa x H. IT. T'por u3 Puma or 21.04/3.05.1859 r. mapmpyT yrounen. Cp.: ITucpma.
C.28-29.
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TapA 108. Ilo Aopore u3 rOCTHHHIIBI, TA€ Mbl OCTAHOBHAHMCD, I BBIIIEA HEMHOXXKO

nopucosath. Bok 5AaA MeHS, XAQA U, AyMas, 9TO 1 OTIIPABUACA 1O popore (310
6b1aa 60ABIIAs AOpOTa, TIPOe3XKast ), MyCTUACS 32 MHOI1 B IyTb. Koraa s 310 y3-
HaA, SI IOTEPSIA HAAEKAY AOTHATD €0, IIOTOMY YTO OH AIOOMA XOAUTb CKOPO H,
TeM 6OoA€ee, YTO OH MeHsI XK€ XOTeA AOTHATD, ¥ U3 9TOTO BBILIAO TO, TO ST OCTAACS
OAUH B 3TOM CypOBOM IIPUPOAE.

IToroaa 6p1aa AOXKAAMBA, BETPEHas, peKa OyIIeBaAa MeXAY CKAAAMH, TAK YTO
Ha OAHOTO 3Ta IPAHAMO3HAs IPUPOAA ACHCTBOBAAA B CTO Pa3 CHAbHEe, YeM TO-
rAa Korpa ObITh B obmecTBe. B cymiHOCTH, 51 CBOMM HAcTpOeHHeM ObIA OYeHb

aosoaeH. I ocmorpea Yepros moct, Bcnomunacs Cysopos'”

. IIpu ocmorpe
3TOTO MOCTa HEAb3s IOHATH, KaK Yepe3 Hero MOTAO IIPOHMTH PYCCKOe BOHMCKO
M IyIIKA. ITO MPOCTO KAKETCS HeBEPOSTHBIM, TASIAS Ha 9Ty Y3eHDbKY <sic> po-
IeYKy, IePeKUHYTYI0 C OAHOH CTOPOHBI Ha APYTYIO, & TaM, II0A 3THM MOCTOM
Oyuryer 6e3AHa, M €CAM KTO ITONIAAET TYAQ, TO OT HETO OCTAHYTCS OAHU KYCKIL
Boaa mop mMocToM mapaer Tak, YTO MOAHMMAETCS] BOASHOM TyMaH HAM IIap Ha-
BepX, TaK 4YTO IIPH AY4YaX COAHIJA SBASIIOTCS papyKHbIe Ay4dH. TaM Temepb ecTb
HOBBII MOCT, a CTapbIil 1epTOB MOCT BCe COXPAHSETCS II0A HOBBIM, HO S IIO CTa-
POMy MOCTY He peIlaACs IePeXOAUTb.

Tam 51 ocMaTpuBaA emje 3HaMeHHUTHI YH3ep-A0''?, 0 KoTopom mucaa Tere,
3HAMEHUTO TeM OBIAO, YTO TYT OBIAO IPOPYOAEHO B BHAE TYHHEAS], HO TeIlepb, BO
BpeMs HbIHEeITHUX )KeAe3HOAOPOXHBIX TYHHeAeH 9TOT TYHHEAD, CyIIjeCTBYIONIIHI
Ha 6e3peAeYHOM PaCCTOSHUM, HUKAKOTO 3HaYeHHs He MMeeT, HO BO Bpems ['e-
Te — OH ObIA OYEHb 3HAMEHHUT.

B ®an-pep-Marep s Hamea cBoero Apyra boka. OTAOXHYB AO APYrOro AHS,
YTPOM MBI OBIAU HEIIPUSITHO IIOPaKEHBI HOBBIM SIBACHIEM, KOTOPOE IIPETPAANAO
Hallle AaAbHeTMIIee ITyTelIeCTBIe — ILIeA CHET, CTpalHeAmmM obpasom. S xorea
BCe-TaKH BbDKAATh HECKOABKO AHET, YTOOBI IPOMATH IIELIKOM Yepe3 IIepeBaA, HO

epHCKOe 03epo, nau OPupBasbAlITETTEP3EE B LIeHTPaAbHOM yactu LlIBeiapun.
107 Aso y 0] il

1% Cen-T'oTap — camblil BaXHbII1 rOpHbIiA epeBaa IIIBefijapckix AAbII AAMHOI B 32-48 KM, mupH-
Ho#t 10-12 xm. BricoTa 2 106 M; ¥05KHBII CKAOH €r0 KPYTO¥, CeBEPHBII OTAOTHIL.

1% Yepros moct (nem. Teufelsbriicke) nmpeacTaBasia co6oit y3Kylo KaMeHHYIO apKy AAHHOI 0K0AO 25 M,
nepebpOIIeHHYI0 Yepe3 yieAbe Ha BhicoTe 22-23 M Hap bGypHoit pekoit Peiic. O obecreunsaa
myTh k nepesasy Cen-T'otap. B 1799 r. B xoae IlIBefirfapckoro noxopa pycckue BOHCKa IIOA KOMaH-
aosaruem CyBopoBa ¢ 60eM mepemau yepes 3ToT MOCT. [TepBbIe 4acTH mepempaBHANCH Yepes pas-
PyLIEHHBI GPaHIfy3aMH MOCT, CBsI3aB OQUIIEPCKUMH MAapPaMU AOCKH OT PasobpaHHOIo capas.
AAsi IepenpaBbI OCHOBHBIX CHA MOCT GbIA OTPeMOHTHPOBAH GoAee KanuTasbHO. B 1830 1. psiaoM co
CTapBIM ObIA TOCTPOGH HOBBIE MOCT, KOTOPBIi TOXKE CTAaA HA3bIBATHCA IepTOBBIM.

19 T.e. YpsepH-20X, nan Yp3seprckas Obipd — TYHHEAD IIMPHHON OKOAO TPEX METPOB, AAMHOI OKOAO
60 M, Beaymuit OT AepeBHU Yp3epH K UepToBy MOCTy. YTOYHeHMe IIBEHAI[APCKOrO MapUIPYTa 1 He-
KOTOpbIe AOTIOAHUTEAbHbIE AeTaau cM. B muchMe K H. I'por us Puma 21.04/3.05.1859 (HHCbma.

C.28-31).
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Dok ObIA HeTepIleANB, OH XXAATh He XOTeA M B3sA OuaeT Ha mouTe. I He jxeaan
OCTaThCA TYT OAHHM, IIOHEBOAE AOAXKEH OBIA AeAaTh TO Ke. BBepxy Ha mepeBase
OBIAO YK€ TaK XOAOAHO, YTO CTEKAA KApeThl 3aMepP3AH, HUYeTO He BUAATD, CAbI-
LIIeH TOABKO OAHH CBHCT BeTpa.

AoexaBmu A0 CITycKa Ha I0XHYIO CTOPOHY, K Be4epy, YBUACAH 0eCKOHEeYHO
TEMHO-CEpyI0 IIPOIacTh, 1 BOK yXe CTaA pacKamBaTbCs, YTO CEA B IIOYTOBYIO
KapeTy, Tak KaK IIPU KOKAOM IIOBOPOTE IIPOCTO AyX 3axBarbiBaao. Kapera 6b1aa
IIOAHAs, B Hell ObIAO YeAOBeK miecTdb. Boian cymepku. B IlIBeitnapun epyT mu6-
KO, 4 eXaTb HYXHO ObIAO BHHUS3, S XOTs U He 60I0Ch, HO a TyT OBIAO CTPAIIHO, TYT
IIOBOPOT, & TYT U KOHIIA HeT MPOIIACTH, €CAH ObI CAYIMAOCH KaKOe-HHOYAD He-
cyacTrie — TO rubeAb 6biaa Obl HaBepHas. [TeIKOM TyT HATH HUYEro, a e3AUTD
crpamno. Ecan 651 TaM [T0€XaAM PYCCKIIe, U Y HUX, KaK 9TO YaCTO CAyJaeTCs IIPH
UX HeOPEXKHOCTH, AOIIHYAO OBI YTO-HUOYAD — TOTAQ GBI KyBBIPKOM, K TYAQ ...

Ilpoune myTemeCTBEHHHKH, TaK XK€ KaK M Mbl, He CMOTPEAH Ha AODOTY,
OTBOPAYMBAAKCE, TAK OBIAO cTpamHO. KpoMe TOro 6p1A0 Y>KaCHO TECHO CHAETD,
a CHAETh B OKMIIAXE IMPHUIIAOCH 12 4acoB cpsiay. BoT Tyt u mpumsocy Mue
IIePBbIA Pa3 3aTOBOPHUTH IIO-UTAAUAHCKH, COCEAKA OBIAA MOAOAAS PHMASHKA,
51 3aTOBOPHA, M HIYEro — BBIIIAO CHOCHO. BOK MeHbIlle MeHsI yMeA TOBOPHUTb
IIO-UTAAHAHCKHL.

B 12 wacoB HOuM HaKOHeL, Mbl AoexaAu A0 Benmrcona''', u crycrusumcs
HEMHOJXKKO HIDKe, TaM BMECTO CHera GbIA yXe AOXAb U rposa (Mecsr 6bIA OK-
16pb). Ha Apyroe yrpo mbr orrpasuauch nemkom. IToropa 6biaa mpeaectHas,
COAHIje SIPKO CBETHAO, TeTAO (3TO Mbl Ha IOT TIPHeXaAH, 3AeCh B OKTA6pe eme
6BIBAET XOPOIIIAs TIOTOAQ).

A yrosapuBaa boxa mopHAThCA eme 6A13 aoporun Ha ropy MomnTe-

112

Yenepe''?, 4T06BI HACAAAUTBCS BUAOM Ha BCe CTOPOHBL BOK Ha 9TO coraacuacs.
ITau MbI 6€3 AOpPOTH, FOpa He OYeHb KPyTasi ObIAQ, TPABOM MOKPHITA. MBI IAK
ckopo, bok ycTaa HeMHOXKO, HO 5 TOBOPIO: «TBI CHAM 3A€Ch, a 51 TYyAQ TIOAHH-
MYCb Ha BBHIIIMHY, a Thl IOTOM IOAXOAU KO MHe>. IlleA s yeTBepTdb 4aca, boka
HeT, U APYT'YIO U TPEThIO YeTBEPTh daca, a boka Bce HeT, M HAKOHEILl AOOPAACSE 5T
Ao BepuussL [T1eA 51 1jeAblit Yac A0 BepXy ropsl. Bepxymika ropst 6saa IIOKpbITa
CHETOM, AYA CHABHBII BeTep, TaK 49TO s BEIOPAA CTOPOHY IIOA BETPOM. 3A€Ch BUA

OBIA YYAECHBIH, HO AOATO OAMH 3AeCh Bce-Taku He Bbiaepxkaa. JKaaa Boxka,

Tounee: beasnniona — ropoa, B 1oxHoi yactu IlIBefiapuu, rae JXUTEAU TOBOPSAT II0-UTAAbSHCKH,
TAABHBIF TOpOA KaHTOHa TuummO. B cpeaHme Beka mpuHapAeXaA MHAAHCKMM reproram. Cp.
B muckMe k H. IT. T'pot: «CoBepiuento pasbursie, Mt npubsian B Bellinzona a mezzo notte, nanu-
CaA TIO-UTAABSHCKH, T. K. 3TO 6bIAO TepBoe MecTo B MTaaum, rae Mbl ocraHoBuanch» (ITnchma.
C.30).

> Monre-Yenepe — ropa BbICOTOi1 B S53 M. B KaHTOHe TudmHO, Ha rpanuye ¢ Mtaanei.
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KPHKHYA €My, OTBeTa He OBIAO, OILITb JKAQA, HEe AET AM, HAKOHeI] BIDKY, 4TO Be-
Jep yxe HaCTYyTIaeT, Topa CITyCKaThCs C rop.

Buas oTTya0Ba AOpPOry M MECTHOCTb, TA€ MBI IPEATIOAAraAM HOYeBaTb,
51 IPSIMO HAITPaBHA TYAA CBOH IIATH U GOABIIE CIIyCKAACS 6eroM, Impbirast yepes
MaAeHbKHe KAMHH, B CAMOM BECEAOM PACIIOAOXKEHHU AyXd, XOTSL M OAHH OBIA.
Hipke s yBuAeA Kakue-TO XMDKHHBI, BO3A€ OAHOM M3 HUX 1 YBHAAA CTapYUIKY,
M 4TOOBI CKA3aTh YTO-HUOYAD, 51 CIIPOCHA, KyAA MAET 3Ta pAopora. M crapymxa
IIOKa3aAa MHe B Ty CTOPOHY, KyAa s M HAaIlpaBHA CBOM ITyTb, OHA FOBOPHAA Ka-
KHMM-TO CMEUIAHHBIM SI3BIKOM, HE TO UTAAHAHCKHMM, He TO ¢ppaniysckum' . ITo-
TOM £ TIPOAOAXKAA CBOH ITyTh. MHe OISTh TYT IIOABEPHYAKCD TPOE MOAOADIX AFO-
AeHl, U 5 OIATD TaK, U3 YITHBOCTH, CIIPOCHA UX O AOPOTe, U OHHU OIIATH TaK I'OBO-
PHAH, UTO S MX He ITOHSA, K IPOAOAXKAA CBOM IIyTh, HO OHU BCKOpE Ha4YaAU KpH-
4aTh. Sl AymMar: «HTO e OHM XOTAT?>» — M CTaA YAUPATh CKOpee, HO OHH ITyC-
THAMCD 32 MHOJ ¢ cOOaKaMH, K HeCYACTHIO, TYT ropa OblAa AOBOABHO KPyTa, TaK
YTO CKOPO HATH ObIAO Heab3sl. OHM HA4aAM HAa MeHsS KHMAQTh CBEpXy KaMHSIMU,
KOTOpBIe IIPSIMO He AOACTAAHM AO MEHS, HO, TTaAasl U A€AAs PUKOIIET, IPOACTAAU
MIUMO, TOABKO 4YTO sI He MOI GOAbIIE IPOAOAXATH ITyTh. AAS OXPAHbI JKH3HH
5L AOAKEH OBIA ITOBEPHYTH HA3aA, YTOOBI BHAETh, OTKYAQ KAMHHU A€TAT, TaK YTO
HMHOTAQ HapO 6bIAO MPBITHYTh HAIIPaBO, HHOTAA HAAEBO, TO Haru6aTbcs IIPUXO-
AAOCh. ST aymaro: «UTo AeAaTb? — yITH HEAb3sl, @ HAAO MIOIPOOOBATH IIPOTHB
HUX HATH>. V1 BOT IIPUHSB BHA, YTO y MEHS eCTh KaKoe-HHOYAb OpYKUe, s II0-
IITeA TPSIMO MPOTHB HUX. [IpUOAKASCh K HUM, S KPHYAA UM, Y€TO OHU OT MeHs
XOTAT, OHM KPUYAAU MHE B OTBET YTO-TO HEMTOHATHOE U YKa3bIBAaAU PYKOI HaAe-
BO, UTOOBI 51 IIEA TYAQ, Sl ¥ HALIPABHA IIOCA€ 9TOTO CBOH IIArd HaAeBO. TyT s cko-
PO AOILEA AO MECTa, TAe CKaAa ObIAA KBEPXY OTBECHA, & AASL HUX 9TOT BepX, pasy-
MeeTcsl, AOAKEH OBIA OBITH PaBeH, IIOITOMY-TO sI GOSIACS, YTO OHH HAIIPABSITCS
TYAQ, YTOOBI OTTYAQ U OpOcaTh B MeHs KaMHH. TYT 51 Ipr6aBuUA Iary, 4To6bI MU-
HOBATh 3TOT YTOAOK, HO UX He BUAAA. I1o aToit poopore s OMaA B APYTYIO AOAH-
HY, 1 51 AOAKEH OBIA O4eHb CKOPO 6eXaTh, YTOOBI He OCTAThCS Ha HOYb B FOPax.

Ha 6oapmoit poopore s Hamea Boka, KOTOpBIIT MEHS y)Ke JKAQA, OH OCMOTPeEA
TOCTHHUITY, ¥ OHA eMy ITOKa3aAach O4eHb HEYHCTOIAOTHOM, OH CIIPOCHA MEHS,
4TO 5 Ha CYET ITOro AyMaro? Sl oTBeyaA eMy Ha 3TO, UTO IpeXAe HYXKHO IOYXKHU-
HaTh, a IIOTOM YK€ OCMOTpeTb ee. Sl pacckasaa CBOIO HCTOPMIO B XapueBHe,
U MHE TaM CKa3aAM, YTO 3Ta TOpa He CAABHTCA XOpOIIei perryTaluei, OTOMY
4TO TaM OPOAST KOHTPaOAHAUCTDI, M, BCTPETSI MEHs, OHH, BEPOSITHO, IIPHHSIAM
MeH 32 AQ3yT4HKA, KOTOPBIH [TOCAAH OBIA Y3HATb MX CKAaAbL Ecau 051 OHI XOTe-

'3 BuanMo, moApasyMeBaeTcsi peTOpOMAaHCKHMiA s3bIK. B mucpMax Keaep rosopur o cmemennu Hemely-

KOro 1 UTAAbSIHCKOTO.
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AY MeHsI YOHUTb, TO OTAUYHO MOTAH OBI 3TO CA€AATh, TaK KaK UX OBIAO TPOE, BOO-
PYXKeHHBIX, C cCObaKamy, a st OBIA OAHH, 6e3 BCSIKOTO OPYXKHUS, HO OHH, BEPOSITHO,
XOTEAU TOABKO, YTOOBI IIOLIEA B APYIyH0 cTOpoHy. CraTh HaM He XOTEAOCH,
U MBI, IIOAKPEIHBIINCh €AOH, PELIUAU IIPOAOAXKATH IIYTh HOYBIO, IIOTOMY YTO
BCKOpE AOAXHA 6bIAa OBITH [I0 AOPOTe XOPOLIasi TOCTHHHULA, TAE MOXKHO OyAeT
mooOepaTs. YKe TeMHeAO. MBI IIAM, OPYXXHS C HaMu He 6bIAO, Aa U BOOOIe
KpOMe IA9AOB <sic!> HUYero ¢ HaMu He GbIAO, BCe BellH, YeMOAAHbI OBIAU I1O-
CAQHBI BIIEpEA.

HaxkoHer; cTaao Tak TeMHO, 4TO eABa 3aMeTHa Obiaa popora. ['ocTuHuIb He
051A0. MBI HaYaAU [IPOKAMHATH, YTO OTIIPABHAKCDH, U TAK MBI, €ABA TaCKasi HOTH,
AOLIAM AO KAaKOM-TO BETXOM I'OCTHHHIIBI, TA€ II0OA BOPOTaMH, OCBEI}eHHbIN OT-
HeM OT GOHaPs, CTOSIA KAKON-TO UTAAMAHEL] YEPHbIM, KAK €r0 IIASIIA, U CMOTPeA
COBCEM pa360ﬁHHK0M. Box cipocua mens, uro TyT Aeaats? — «BoiiTu Typaa, —
OTBeYaA s, — TaK KaK YHTU MBI He MOXKeM, IIOTOMY YTO OH HAac BHAEA, M €CAY OH
HaM JKEAAeT CAEAATb YTO-HUOYAb AYPHOE, OH MOXKET 3TO, IOTOMY YTO MbI He
MOJKEM YHTH C HAIlMMH YCTaABIMU HOTaMH, M [I09TOMY Ay4llle BOKTH, ITycTb Oy-
AET 4TO 6yAeT>. BolAY B rocTHHHIY, M HAIIAK CTApUKA AOOPOAYIIHOTO C MaAb-
yukoM. Crpocuan 4ro-HHOYAb moecTb. OH HPEAAOKHMA HaM CAEAATh OM-
et (smanminy). Kyxus 6biaa mepea HaNIMMU TAQ3aMH, TaK 9TO MbI BUACAH, KakK
oH rotoBua. bok rosopua: «He mory ects, 910 rpsisHO>». S aAymaa: «Mbl xe
upaeM B VTaauio, TAe M3BECTHO HEONPSTHOCTb, & C TOAOAY HEAB3S YMUPATh>,
U 51 IPECIIOKOMHO eA CBOIO simdHuIly. [ToTOM IoBeAr Hac B CllaAbHy <sic>, gepe3
CTapVHHBIE, [IOAYPa3pYLIEHHbIE KOPUAOPDI, U HAKOHeIl] yKa3aAu HaM KpOBaTb,
IIMPOKYIO, TA€ MBI MOTAM A€4b 002 BMeCTe, U KaK YTOAHO, BAOAb HAU IIOIIEPEK.
XoTeAu IOKpeIrde 3allepeTb ABEPD, HO, YBBL, 9TO CAEAATH He OBIAO HUKAKOM BO3-
MOKHOCTH, AO TOTO ObIAa ABEpb HCIIOpYeHA. MBI [TOCTaBUAU CTyA Iepep ABe-
PbIO, U HEKTO M3 HAaC He CIIaA, ¥ KaK TOABKO YTPOM HEMHOXKO CBeT IIOKA3aACs,
¥l MBI — BOH OTCIOAQ, Ha YAHUI[y, U 3aBTpaKaAu yxe B Ayraxax''*, kyaa Mpl npu-
IIAM TIENIKOM, FOAOAHBIE,

370 Bee 66140 B 1858 roay. B Ayranax msr 6s1au Hepoaro. [Tepeexaan ozepo
Ha I1apPOXO0AE, @ [IOTOM OILITh MOIIAHU IemKoM. TyT Ha o3epe Aaro pe Komo 3a-
OBIAVICD BCe HAIIM HEIPUSITHbIE BIIEYATACHUS, 1 0COOEHHO Ipu Bupe Aaro-pe-
Tapau'"® (aTo 6b110 B ceepHOit Wrasnu). B Muaane mbl ocMorpean cobop

116

u3 6eaoro MpaMmopa . MOAOAI)IQ HOTH Ha OJTOT pa3 CTPEMHAMCH BIIEPEA,

114 Ayrano — ropop s IlIseitnapru Ha 6epery oAHOUMEHHOTO O3epa.
YT P p: pery P

Ozepa Ha ceBepe Mraaun: Komo (Lago di Como) — Tperpe mo Beanunse, [apaa (Lago di Gar-
da) — camoe 6oabmoe ozepo Mrasuu.
16 3nameHuTbIi roTHaeckuit Musarckuit co6op (Duomo di Milano), Tperuit o Beanause s Espore,

HayaA CTPOUTHCA B 1386 T., CTPOUTEABCTBO IIPOAOAIKAAOCH BIAOTD AO XX B.
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Ha Oamnu. ITo popore Hac mopakaso, Be3pae Ha AECTHHIIAX OBIAM HAAIMCH, MBI
YAUMBASIAUCB, YUTASI KX, KaK 9TO MOTYT OBITh B [JePKOBHBIX CTEHAX TAKUe HAATIUCH.

M=e He ommcarh BCe 6amHu cO60pa, 9TO Aydlle CAEAAIOT APYTHE, HO 9TOT
co60p POU3BOAUT HEOOBIKHOBEHHOE BIIEYATACHUE.

OtryA0Ba MBI OTHpPaBHAMCH B ['eHyro, 4TOOBI cecTh Ha Mapoxop. AyHHAs
HOYb OBIAQ OYAPOBATEAbHA M IIPEXAE HaMM HHUKOTAA He BHAAHHAs, AO TaKoi
CTemeHH GBIAO THXO ¥ TEIIAO, TaK 4TO Iepee3p A0 AMBOPHO OBIA IIPOIYAKOIL,
HaCAQXKACHHEM.

B AusopHo Ml HeoxxupaHHO Berperran Hedda (Temepn oH yxe ymep), ea-
Ba AML OH AQA AOKOHYHTD [TOKAOH, KaK Ha9aA XBaCTaTh, KAKHE OH BCe CTATYU Mpa-
MopHBIe 3aKa3aa cefe B Pume. Ho BiocaeACTBHY MBI y3HAAH, KAK OH 3aKa3bIBaA
atu cratyu. (Mbl 3TO y3HAAM OT TAMOIIHMX CKYABITOPOB, O3HAKOMHBIIHCH
CHI/IMI/I). He¢¢, xBacTas cBouMu CBA3AMH Ipu r[eTep6yprc1<0M ABOpE, YyTOBO-
PHA CKYABIITOPOB CA€AATh €My pabOThI AellleBAe, O6elnast IOTOM AOCTaTh HOAb-
IIMe 3aKa3bl OT ABOPOB <Tak!>. DTO eMy yAAAOCDH BIIOAHE, ¥ OH XOTeA €llje BOC-
[IOAB30BATBCS ACLIEBHIMU TPYAAMH ITHX XYAOKHHKOB, 9YTOOBI 3aCAYKHUTb
y B.<eamkoit> K.<usarunn> Exarepuast Muxaitaosast''’, u OH 3aKasas uM cra-
TYU CAEAATb AASL Hee, KaK OYATO OBl elnje AAsl Ce0sl, 9TOOBI OHHU A€IIEBAE B3SIAU.

OaHako x Kak-To ckyapnrop Pocc'*®

Y3HAA 006 9TOM, YTO ITH XOPOIIHE 3aKa3bI
OKOHYMAHMCH TAKHM ITe4aAbHBIM 00pasoM. Ycrpouan nocae atoro Heddy crieny,
HeBOOOPAa3HMO HENPHATHYIO, TAK YTO IIOLIAU B XOA CAOBA, KOTOpbIe IePeAATDh
Heyp06HO (roBopuAn mo-Hemenku). MHue pacckasbiBaau B Pesene, Hedpd Tam
nucaa «AHreAoB Ha rpobe I'ocrmopHeM», — Tak eMy HYXKHBI OBIAU KPBIAbS,
a B PeBeAe OH XMA Y KaKOH-TO XO3SIHKH, OH ee U IIOIPOCHA T'yCsl Ha PBIHKE Ky-
IIUTD, Ta KYIIMAQ, BOT OH M XOTE€A BOCIIOAb30BATbCS I'yCeM M IIPUTAACHA TOCTEH.
Xo3sifiKa, pasyMeeTcsl, yCTPOUAA BCe TaK, KaK HY>KHO OBIAO AASI IIpHeMa TOCTel,
Hy a notoM Hed ¢ Hiruero cpoeii Xo3siike He 3aIlAaTHA, M TaK OH Ha CYeT CBOei
XO3AMKU YTOCTHA CBOUX TOCTell. B PuMe oH NpHUraacua CBOMX CTapbIX MPesKHUX
3HAKOMBIX B PeCTOPAIIUIO, CAMYIO AYYIIYIO, TA€ ACHCTBUTEABHO XOPOIIO KOPMAT.
Te mpuexaan, obepaan Tam, Koraa korunay, To Hedpd, mocae, mpu Hux sxe craa
TOpProBarbcs 3a 06ep. ['ocTsaM 3TO, KOHEYHO, OBIAO OUeHb HENPHUITHO, OHHU 3a-
TIAQTHAM CAaMH U YIIAM, OAHH PACCKa3bIBAIOT TAK IIPO 3TO, A APYTHE TOBOPST, UTO

OH ITPHUT'AACHA UX O6eAaTb, a OHH AOA>KHBI 6bIAM 32 BCe 3aIIAATHUTD.

17 Beamkas xusruns Exarepuna Muxaiinosra (1827-1894) — maemsuauia ummeparopa Hukonas I,

AO4Yb BEAMKOTO KHs31 Muxanaa ITaBaosuya, mocae samyxectsa B 1851 r. — reprjoruns Mekaen-
6ypr-Crpeannxast. XKuaa ¢ my>xem 1 poeTbMu B ITeTep6ypre i MMea CBOi ABOD.

118 BoamosxHo, nmeetcs B BuAy Pocc Xanc Buabreasm (1817-1892) — ckyabnTop 1o Aepesy.
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21 Maprta
3. MpoaonxeHnue 6uorpadpun r. Keanepa

ITocae ocMOTpa XyAOXKeCTBEHHbIX IIpuMedaTeAbHOCTelt DAropennun, Mol ¢ Bo-
KOM NPOAOAKaAH MMyTb M3 AusopHo B YeBmTOBekuo''’, TOABKO Temeph HOYB
0Ka3aAach AASL HAC He TaK OYapOBATeABbHA, KaK IIPH Iepee3pe HameM u3 ['enyun
B AuBOpHO.

IToaHsAaCh OYps, OHa 6bIAQ TaK JKECTOKA, YTO BCe IPEAMETHI B KAlOTe KaTH-
AVICb U3 CTOPOHBI B CTOPOHY, CBET IIOTAC, U C ITAAYOBI OBIA CABINIEH CTPAIIHBII
IIyM, [epeKaTbiBaHue C 6OKy Ha OOK ILjeleil M pasHBIX APYTHX IIPEAMETOB, TaK
YTO Ka3aAOCh, YTO NMAPOXOA EXEMUHYTHO pa3AambiBaeTcsi. Bo3ayx B karoTe 651
AASL MEHST HEBBIHOCHM, ¥ SI KOe-KaK Ha YeTBepeHbKaX BCKapaOKAACs HaBepx, Ha
aAy6y, TaM CyAOPOXKHO CXBATHACS 32 OOPT, CIIMHOM [IPUITEPCSI K BRICTYIIAOLe-
My Kpao, U B TAKOM ITO3HUI[MH IPOBEA BCe BPeMs], TAK YTO BOAHBI 9aCTO OOKadU-
BaAM MeHS, HO 60Ae3Hb MO 6blAa TaK CTPAIIHA, YTO K JKH3HU 51 OTHOCHACS AO-
BOABHO paBHOAYIIHO. IIpu moaHo# TeMHOTe U $OCHOPUPOBAHUE BOAH BOOD-
paKeHHe MHe IPEACTABASAO Pa3HbIX HUM( U T. I1., HO HAKOHEL] K YTPY MBI ObIAH
0an3 YeBHTO-BEeKHO, HO BOWTH B IIOPT BCe-TAKU He CMeAM, IIOKyAa Oyps He
yMeHbIIHAach. 11 Korpa Mbl IPUOBIAM B TOPOA, TO CAEAAAOCH YK€ XOAOAHO, TaK
uro YeBUTO-BEKHO, M 6€3 TOrO y)Ke HEKPACHUBBIN TOPOA, TIOKA3AACS MHE, IIPO-
MOKIIEMY H APOXaIlleMy OT XOAOAQ, ellle HeIlpusiTHee. B TOT e AeHb MBI IIO
IIOYTe OTIIPABHAUCD AaAee, B PUM, M TpreXaAn TyAa O3AHO HOYBIO.

B Pume MbI yBUAQAU KOe-TAe CHeT, 4eTO y>Ke HHKAK He OXHMAAAU 3AeChb BU-
AeTb. Bercapnan Hac Ha yaurie, B SIkoHpare <?>. TpyAHO 6bIAO HaM B TakoOi TeM-
HOTe 1 6€e3 BCAKOM OMOIU OTHICKATh KaKOe-HUOYAb Hp¥cTaHume. B rocruau-
Ile, B KOTOPOI1 MBI, HAKOHELl, [IOMECTHAHNCH, OBIAO OYE€Hb XOAOAHO, TaK YTO Iep-
BOe BIIeYaTAeHMe, IIPOM3BeACHHOe Ha Hac PUMOM, — OBIAO ITOAHOE pasodapo-
BaHMe B HeM. Kak 00AaA0 Hac 3A€Ch XOAOAOM B IIPSIMOM CMbICA€, TaK U HacdeT
XyAOXeCTBEHHBIX IIPOU3BEAEHHI, IPH OCMOTpE TaAepeH, XOTSI K IIPEBOCXOAHON,
HO MBI OXKHAQAH YBHAQTH B Hell FOpasa0 OoAblee.

Ho kak 651 TO HE 6bIAO, MBI TIOCTAPAAUCH 3AECH YCTPOUTHCS BOSMOXKHO YA00-
Hee, HAaHSAM Ha Becernne'”’ macTepckyio M, pasyMeeTcs, OCTapAAKCh IOCTA-
BUTD II€YKY, & TO COBEPLUIEHHO HEBO3MOXXHO OBIAO PabOTaTh, CIATh GBIAO, XOTH
HEINPHATHO, HO BCe-TaKHU BO3MOXHO, IIPY 3aMeP3aHNH BOABI B KOMHATE, TAKOB
OBLA XOAOA B MACTEPCKOI, TOA0OHOTO 5 B [TeTepOypre HUKOIAQ HEe HCIIBITHIBAA.

Pa3 6bIA cAy4ail TAKOTO POAA: IIPOCHYACS I yTPOM U HalleA OKHa BCIIOTEB-
VMM, HO TaK KaK B KOMHATe OBIAO CBEXKO, TO I U3YMHUACS, KAKUM 0OpasoM CTeK-

"9 Yupurapexxua (Civitavecchia) — ropoa-xypopr Ha Tuppenckom Mope.

120 HckaxenHoe: Via Sistina — yauua B PuMe, rae SKHAU MHOTHE PYCCKUE XyAOKHHKH.
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Aa Moran Bcrorerb? OKa3aA0Ch, YTO CTEKAA OBIAM BCIIOTEBINM He H3HYTPH,
a CHapyXH, IOTOMY 4TO B 9TO BPeMsI AYA TEIIABII IO3KHbIN aGPHKAHCKHUIL BETe,
TaK 4TO HA YAHIL|e U OBIAO TEIIAEE, YeM B KOMHATE.

3aecn B PruMe 13 mepBbIx paboT MOUX 6bIAO «/AeB C MAABYMKOM> [0 HOBEAAE
Tere'”'. MeHs cO6AQ3HUA IIPUHAT 9TOT CIOXKET [IPEACCTHBI AeB, OBIBIIMI TyT
B 3BepuHLe. KpoMe aTOro s mmcaa eme 3aech MeAKHe Bely, Kak-To dydape '™,
TO MaABYHKA, TO AEBOYKY, M KOHUMA «PacrsrreM», KOTOpoe 3aTesHO OBIAO elne
B ITapmxe.

Hukorpa He 3aHMMaBIIMIICS aKBAPEABIO, si B PUMe IepBbIil pa3 HAYaA MPAK-
THUKOBATbCS B 9TOM, B KOCTIOMHOM KAACCe, TA€ KOXKABII Bedep [0 ABa Yaca CHAe-
AM MOAEAM B Pa3HBIX KOcTIoMax Mraaun. 51 AOBOABHO CKOPO IPUBBIK K 9THM
KpacKaM, TaK YTO MHbIE CIIPAIIMBAAY MeHsI, KAKIMU KPACKaMU sI IIHIIY, MM Ka3a-
AOCB, 6YATO 6Bl 51 UIMeI0 0COOEHHBIE KPACKU.

W3 arux akBapeaeil KyIrAa HecKOAbKO B.<eamkas> K.<wsaruns> Mapus
HukoaaeBHa, mpu cBoeM mocemeHnn Prma.

B 0aHO yTpo, B Kade I'pexo >, H3BeCTHBII XyAOXKHHK PACCKa3bIBaA B KOMHU-
9ECKOM AyXe IIPHCYTCTBYIOLIUM, KAK OAMH PYCCKHIT XYAOXKHUK XBACTAACS TIEPEA
B.<eauxoit> K.<maruneit> Mapueit HukoaaeBHOI CBOMM CKOPBIM IIHCaHHUEM,
OH FOBOPHA, 9TO LIeAYI0 QUIYPY B ABa Yaca HamucaA. S ceifyac sxe 3aMeTHA, 4TO
3TO s TIOCAYXKHA €My TeMOJ AASL PACCKA3a, U CeiTIac JKe MOMPABUA PACCKA3UHKA,
roBOpSI, YTO BOBCE He XBACTAACS mepep B.<eamkoit> K<Hsru>-Heil, 1 TOBOpHA
eil, 4TO B ABA Yaca HaIHCaA QUIYpPY AASL OTIPAaBAAHUS cebsl, YTO He Aydile OKOH-
9HA ee BCAEACTBHE TOTO, YTO TaK CKOPO HAIIMCaA. JTO Bce TeM 6oAee SICHO, 4TO
B.<eankas> K.<HAruHSA> HallAQ PHCYHKH B ABa 9aCa CAEAAHHbBIE XOPOLIMMU, HO
OHa CIIPOCHAA IIOTOM, HET AU Yy MeHSI APYTHX, B 4 4aca HapHCOBaHHbIX. S, TOBO-
PO, €CTb U TaKHe, i UMEHHO 13 9THX B.<eanxas> K.<Hsruns> u BbiOpasa.

ITocae storo B.<eanxas> K<Hsarn>-Hs mocemaaa MO0 MacTepckyo Ha Buo-
Mapryr'**, oHa 0ueHb HHTepecOBaAach BceM, 4To s el IokasbBas. Crupesa oHa

! Kapruna Keaepa «Aeb u maspuuk> (1859). Hammcana no morusam nosmst Iere «Hoseara»,

BIIepBbIe OIyOAUKOBaHHOM B 1828 I., 0 crAe A06pa U HCKYCCTBa — O MAAbYMKe, KOTOPBI HIPOI
Ha AeiiTe yKPOTHA ABBA, BBIBEA €10 U3 IIELEPbI, BBIHYA Y HETO U3 AAIIBI 3AHO3Y.
12 MckaxeHHOe «409apa»/ «d04ap» — obosHadaer xureas Youapun (Ciociaria), T. e. u3 Prumcxoit
nposuHiuy. KapTHHSBI, BKAIOYAIOLI¥e 9TO CAOBO B HA3BAHHUE, AOBOABHO MHOI'OYHCAEHHDI Y XyAOXK-
HHKOB, paboTasmux B Pume. Y Keaepa ecTb HeCKOABKO KapTHH, H306PaKAIONIHX HTAABSHOK (puM-
ASIHOK) H ITAABSIHIIEB, HTAABSIHCKIX ACTell, He SICHO, KAKIe UMEHHO CBOU PabOTHI OH 3A€Ch IOApa-
3yMeBaer.
12 Caffe Greco — usBectrOe kade Ha yaune Kornporru (Via dei Condotti, 86), psiaom ¢ cmanckoit
TAOIIIAABIO (Piazza di Spagna), ocHOBaHHOe B 1760 r., rae 6bIBaAM BCe 3HAMEHUTOCTH, MOCEIaB-
Imue MAM XuBire B Pume.

** Via Margutta — yauna B Pume Hepaaexo craHcKoi maomaau.
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Ha HHM3EHDbKOM CKaMeliKe, Ilepes MOABOEPTOM, OCMOTpeAA BCe ICKU3BI U BHAEAA
okoHYeHHOe «Pacmiarue>». Sl MOMPOCHA ee MONpPABHTb AEAO O MEAAAH, TO
B.<eanxkas> K.<HAruHSI> 1 coBeTOBaAd MHe ImocAaTh «Pacrsrue> B ITerepbOypr
B AKaAEMHIO, Ha 30A0TyI0 Mepaab'™. Ho s orBewas, 4o Tak Kak «Pacrsarme>
XOTsI U HAIIUCAHO, HO IIPABHAA KOHKYpPCa He GbIAU MHOIO IIPHHSITBI, TO II09TOMY
sI CYNTAIO He BIIPaBe [IOCAATH €0 Ha BBICTAaBKY, HO TOABKO 5KeAaA Obl, 4TOOBI aKa-
AeMmusi ObIAQ CIIPABEAAMBA 33 MPEXHHE PAbOTbI MOH, KOTOpPbIe OKOHYEHBI
II0 BCeM CTPOTHMM IIPABUAAM AKAAEMHH; HO IIPOIIEHHE BCe-TAKH OBIAO ITPEACTAB-
AEHO aKaAeMHH, HO COBET OTKAOHHA €ro CHOBA. MITak, MOsl AMYHAsi TOPAOCTD
OTHSIAQ y MEHSI O4€eHb HY)XKHbIE CPEACTBA AAS [IOTIPABACHHS 3A0POBbSI U 3aHSTHIT
XYAOXKECTBEHHBIX.

HeckoAbko BpeMeHHU IO3Ke 51 B pa3AyMbe, CMOTPSI BHU3, weA 1o Buo-Ksar-
po-®onrane'*. Bapyr cabimry «Kyaa Bbl, AI06e3HBIN?» — s MOAHSA TAa33,
M PSIAOM CO MHOJ OKa3aAach CHAsmasi B KapeTe B.<eamkas> K.<msrums>. Ot
3TOr0 HEOXXHAAHHOTO BOIIPOCAa s CKOHQY3HACS, CMOTPEA Ha COCEAKY
B.<eanxoit> K<naru>-uu (c Heil BMmecre 6bira ¢peitamna). B.<eamxas>
K<narun>-nsa sacmesinaco — «He 3Haere au Bbl, rae sxuBer Kopreanyc» '/, —
cipocuaa B.<eankas> K<usaru>-us. 5 roBopio, 4T0 He 3HAI0, U YAAAHACS, OCTa-
BUB €€ TyT, TA€ OHA MEHs OCTAaHOBHAQ.

ITocae st BCmOMHHA, 4TO 3HaA appec KopHeAnyca, HO B Ty MUHYTY, KaK MeHs
00 9TOM CIIPAIINBAAH, 5 TOAOKUTEABHO HUYETO He MOT COOOPA3HUTh, TaK pacTe-
psacs. TeMm 6oAee 9TO BBIIAO CMEIIHO, YTO IIpexAe yxe B.<eamxas>
K.<HAruHS> cOXXaAeAd, 9TO HEKOTO M3 PYCCKHX MOAOABIX XYAOXHHKOB PEeKo-

125 O moceleHUH BEAUKOF KHSTHHEH Mapueit HukoraeBHOI ero MacTepckoi, o ux 6ecepax u o AO6POM

OTHOIIeH!H K HeMy TipesusenTa AX Keaep mumer u B micome x H. [por ot 21.04/3.05.1859 (TTucs-
ma. C.32). Tam ke OH IOAYEPKUBAET, YTO 3aBEA PAsrOBOP O HECTIPABEAAHBOM PACIIPeACACHHH Me-
AAAEIl He CTOABKO PapM celsi, CKOABKO AASL GYAYIINX CTYAGHTOB, M BHIPAXAA HAAEKAY HA TO, UTO
HPE3HAEHT CMOXET MONpaBuTh AeA0. B muchme x H. I'por u3 Puma 19/31.12.1860 xypoxHuK
BHOBb BO3BPANA€TCS K BUSHUTY BEAHKOH KHATHHHU B IO MAaCTePCKYIO, BhIPaXkask OMACEHHUs], YTO, M0-
CKOABKY OBIA OYeHDb yTOMAEH, IPOM3BEA Ha Hee HebAarompuaTHoOe BriedaTAeHHe. Keaep pasxe mpo-
CUT KOPPEeCTIOHAGHTKY Pa3y3HaThb y AOKTOpa I'apTMaHa, He CABINIAA A OH KaKHX-TO OT3BIBOB
o mem (TTucoma. C. 34).

Via Quatro Fontane — yawuria Yersipex ®onraHoB.

ITerep Mosed dpon Kopueanyc (Peter Joseph von Cornelius, 1783-1867) — HeMerkuit Xya0K-

126

127

HUK, yAeH «Corosa CB. Ayku>, MAM KPYXKKa «Ha3apeileB» — TOBAapHIIECTBA HEMELKUX XYAOXK-
HUKOB, ITOCBSITHBIINX Ce0sl PeAUTHO3HOMY O0OHOBAEHHUIO HCKyccTBa. B 1820-e rr. 6bIA mpHrAamien
koposeM AropBurom BaBapckum B MioHXeH, TAe BO3rAaBUA AKapeMHIO XypoxecTs. Hamucannsie
uM B MIoHXeHe QpecKy Ha aHTHIHbIE CIOKeTh! H « CTpaIIHbIit CyA>» B LiepksH cB. Atoasura (1836
1840) CYMTAAMCh OOPA3LOBBIMU IIPOM3BEACHHSIMU HEMELIKOTO aKaAeMHYECKOro MCKyccTBa. B me-
YaTHOM TeKcTe onucaHo nocemenue Keaepom Kopreayca B Bepaune, Ha obparsom myru us HMra-
auu B ITerep6ypr. Pasrosop oxonunacsi copom o I'apubasbau, koTopomy Keaep couyscrBoBas,
a Kopreanyc — ner (em. moapo6ree: PC. 1886.Ne 11. C. 349).
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meHA0Bath KopHaeanycy u Osep6exy'*, moToMy 4T0 Bo MHe OHA He HalllAQ yBa-
JKEHHSL K Pab0TaM BEAMKHX MAcTepPOB HEMELKUX, Kak OHa TOTO OXHAaAa. 51 He
FIMEA CAMIIKOM BBICOKOTO IIOHATHS O 9TUX MAcTepax, IOTOMY 4To, Hamp., Kop-
HEAMYC ACFICTBUTEABHO HMeeT BeAMYHe B CBOUX COYMHEHHUSIX, HO 9TO BEAHUHE OH
AOCTHraeT 60Aee TeaTPAABHbIMH CPEACTBAMH, YTPUPOBAHKEM, TaK 9TO HHOTAA
IIPECIIEKTHBA BBIXOAUT, YTO TA€ AOASKHA GBITh OAHA CAXKEHb, TAM Y HETO BBIXOAHT
IO KpaiiHeil Mepe STb, TaK YTO CAYYAeTCs B €0 COYMHEHHSX, 9TO TOAOBA YeAO-
Beka ObIBaeT IepeBepHyTa Ha CIIMHY, HOTA YacTO BHIXOAUT M3 XXHMBOTa, BOOOIIe
€ero pacCyAOK XpOMaeT CHABHO, TaK 9YTO S CABIIIAA OT HTAAMAHIIEB, 4TO OHHU He
IIOHMMAKOT puCyHKa KopHeamyca, 4T0 9T0 AOAKHO 6BITH MYCKYABI pOpecTbe-
pu'”® Ha ero pucyHkax, T.e. nHOCTpaHHble MycKyAbl Tak Kopreamyc maoxo
3HAeT aHATOMHIO. Ero COYMHEHHS TOAPKO B MAaA€HDBKOM BHAE, BPOAE 3CKH30B,
CHOCHBI, TA€ OIKMOKM He TaK 3aMeTHbL. KOAOPHUT y Hero HEBO3MOXXHO MAOX, TaK
9YTO ero KpacKaMy B GOABIIOM BUAE HAIIMCAHHBIE IPEAMETEL, KaK, Harp., B MIoH-
xeHe B AfopABUXc-Kupxe ero CTpauIHbLi CyA, OH UCIIOPTHA €IO BIIOAHE CBOUMU
HerapMOHMYHDBIMHU [IeCTPHIMI KPACKaMH.

OBep6ex CAUIIKOM B APYIYIO CTOPOHY YKAOHSIETCSI, y HETO He JKHUBBIE AIOAU
BBIXOAST, & KaKUe-TO TyMaHHbIe 06pasbl, XOTSI HHOTAQ H AOBOABHO IPaljHO3HbIE
$uryps! 6pBaror .

JKusHb XyAOXKHHUKOB 3UMOI0 B PuMe rAaBHBIM 06Pa3oM COCTOUT B TOM, 4TO-
61 pabOTaTh B MACTEPCKON, OCMAaTPHUBATh [AAEPEH, PA3BAAUHEL, BOOOIE OKPYX-
HOCTh PHMa, Ha A€TO ye3)Kal0T, OCTABASIIOT PHM, KaK CAMIIKOM >XapKHUil TOPOA,
a ye3XKaT OTTyAd K MOpI0 MAX B ropsl. Koraa s mepsoe Aero xua B Prwme,
TO BCErAQ TyBCTBOBAA IIOTPEGHOCTD XOAUTD 10 COAHEYHON CTOPOHE YAHIIBL, A He
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Horann ®puapux Osepbex (Johann Friedrich Overbeck, 1789-1869) — Hemenkuii XyAOXKHHUK,
nposxwusasimuit B Pume ¢ 1810 r. 1 0kasaBIIUil BAUSIHUE HA PA3BUTUE KaK HEMEIIKOH, TaK U MTAAbSIH-
cxoit xuporucu 1820-30-x rr. B 1813 r. mepemea B kaToanyecTBo. ['AaBa u «maTpuapx» «Hasa-
peiirieB>. HaumeHoBaHUe 5TO He ABASAOCH CAMOHA3BaHHEM IPYIIIbI H IEPBOHAYAABHO HMEAO MPO-
HIYECKH{l OTTEHOK, OTCBIAAS K IpHdecKe (AAMHHbIE BOAOCDI) H KOCTIoMy (YepHbIit 6eperT i maary),
KOTOPBIIT BBEAU B MOAY YAEHBI KPyXKa. [T03)e OHM CAGAAAMCH OGIIMME AASL BCEX XYAOXHUKOB,
susmux B Pume. Topuectsom OBepbexa yBaekaacs B. A. XKyxoscxuit (em.: Axcyauanu P. «Ilpo-
ryaku 1o Pumy>» T'oroas u JKyxosckoro // Axyauaru P. Pum B xu3Hu u TBopyectse ['oroast, nan
ITorepsHHbIit pait: Marepuaast u uccaeposanus. M., 2009. C. 45-47). Bocropr JKykosckoro me-
peA «Hazapefinami> 1, B 0cobeHHOCTH, epep OBep6ekOM BO3AEHCTBOBAA M HA BKYCHI IJAPCKOM
CeMbH, YAEHbI KOTOPOH KyIIHAM HEMAAO KAPTUH HeMEIKMX PEAHTHO3HBIX XyAOXHHKOB. ITosurms
BeA. KH. Mapun  HukoaaeBHbBI, 3acBHAeTeAbCTBOBaHHAs KeaepoM, oTpakaeT 3Ty CHTyaIMio.
K 1850-M IT. MCKYCCTBO «HasapelIeB> y)Ke OTOIIAO Ha BTOPOH IAAQH B KOHTEKCTe eBPOIIeHCKOM
JKUBOTIHCH.

12 OT UTaABSIHCKOTO forestiere — MHOCTpaHeL, IPHE3>KHIL.

130 HPYIBEAQHHBIE 3A€Ch MHEHHSA O HEMEIKHUX XYAOXXHHKAX HECKOADPKO OTAMYAIOTCS OT BBIPAXKEHHBIX

B [IEYATHOM TEKCTe, HO KpurHyeckuit ToH coxpansercs. Cp.: PC. 1886. Ne 11. C. 347.
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II0 IPOTHUBOIIOAOXKHOM, TaM, IAe TeHb. Booblje He MHOI OAHHUM 3aMedeHO,
a MHOTMMH ADYTMMH, YTO B IIepBOe IpeObBaHue B PuMe He 4yBCTByeIIb 0CO-
GEeHHOIO 5Kapa, HO CITYCTsI ABa I'OAA [IOCAE MOEro Ipre3Aa B PuM, U s HakoHell
CTaA XOAUTb 110 TON CTOPOHE YAULIBL, TAE TeHb,  CHAYaAa, [IEPBbIE ABA FOAQ, MHE
npusiTHee GHIAO XOAUTD II0 COAHEYHOM CTOPOHE.

B 1859 roay, B aBrycre mecsrie, MbI oraTh ¢ $oH bokom noexaau Ha mapoxo-
Ae B Hearoas. He crany omucpiBaTh BeAndecTBeHHbIN Bhe3p B HearmoaunTanckuit
3aAMB, C ero Be3yBueM, AYHOM U C yTpeHHHUM OCBEILjeHHeM, CKaKy TOABKO, YTO
aTo mpotuB PuMa, rae Bce Tak Cepbe3HO M A€ TPYAHee IIOHATH KPacOThl €ro,
3aro B Hearoae rpananossocts 60aee AeKOpAaTHBHASL, KOTOPast KAXKAOTO Cpasy
HOpAXaeT.

ITomaau mp1 B Heamnoas B TOo Bpems, Koraa usBep>kenne Besysusa yxe poaBHO
6BIAO 320BITO; HO BeYEPOM, B TOT JKe ACHb, MBI 3AMeTHAH, 4TO Ha Be3dysBuu MHOTO
OTHeM, U CIIPOCHAM, YTO ITO TaKOe? — HaM CKa3aAH, YTO ITO U3Bep)KeHHe. DTO
HaM OBIAO OYeHb IPHATHO CABINIATH, X MBI IIOEXAAU [IOCKOpPEe OCMOTPETh €ro
OAMDKe, TaK KaK 9TO U3BepXKeHUe OBIAO COOKY FOPBI U THXO€, 3HAYHUT OBIAO BIIOA-
He 6GesomacHo. Ho mpubamkascp K MeCTy M3BepsKeHHUs], KAPTUHA, OAHAKO XKe,
BBIIIAA BCE-TAaKU y>KacHas. MpadHas AaBa AUAACH OY€Hb MEAACHHO, IPUOAMKA-
SICb K A€PeBY, KOTOPOe HAYAAO TPEIIeTaTh, ¥ Kak TOABKO AaBa KOCHYAACh CTBOAQ,
TaK BCe AePEBO MIHOBEHHO BCIIBIXHYAO, 3aTOPEAOCh AOBEPXY, TAKUM IIAAMEHEM,
KaK 6yATO ObIA deliepBepK. MBI AI0GOBAAVICH 9TOK KapTHHON HOYBIO, TaK KaK
AHEM H3Bep)KeHNe IMeeT COBCeM He TAKOM BUA, IIOTOMY YTO AHEM OTOHb He CBe-
TiT. PasAuBasCch, AaBa IPUOAUSHMAACH K AOMY, BOPBAAACh BHYTPb €r0, [IOA HAIlo-
POM AaBbl M OTHS AOM PYLIMACS. XO03s51€Ba, BUAS BCE ITO, CIIACAAM, YTO MOTIAH,
HO 6e3 0COOEHHOM CyeTsl, TIOAAABASICH HEOTBEPIKIMOM CHA€ U YCTYIasl BCe IIar
3a marom. ITo xpasim AaBa, XOTsI pacKaseHHas], ObIAQ TaK TBEPAQ, YTO sI TOIPOOO-
BAaA CAEAQTh II0 Hell INar, U OHA BBIAEPIKAAQ, HO, PasyMeeTcs], IIOAOLIBBI MOei
06yBHu 6b1AK 06030KeHBL. MBI OTAGAUAN KYCOYEK AABBI U BAOXKVAU B Hee UTAAU-
AHCKYIO MOHETY I'PaH, HO [IAAK, KOTOPOI MBI OTACASIAML AABY, 3aIOPeAACh IPKUM
raaMeHeM. Bo BpeMst 9TOro usBepiKeHMs NMOCTPAAAAU TYT 3HAMEHUTbIE BUHO-
rpaaanku — Aake-mo Kpucre .

Ham yrpoxaso mocae aToro eme omacHOcTs B popore. M3 Amaapdu'®
IO CyXOMY IyTH MOXHO MATH B CopeHTo'*, HO oT9acTH 5T0 6HIAO HEBOZMOXK-
HO, IIOTOMY YTO IIyTh 3TOT ObIA Hefe30maceH OT pa3bOMHUKOB, 1 [IOITOMY MBI

: ckaxenHoe Aakpuma Kpuceru (Lacryma Christi) — «Caesbl Xpucras» — BHHOTPaAHUKA MOHa-
BLH A K L Christ C X

CTBIPSI, HAXOASIIETOCA Y ITOAHOXHSI BSSYBI/UI, A TaKKe Ha3BaHHE BHHA, IIPOMU3BOAAMIETOCSA C 3THX

BHHOT'PDAAHHUKOB.

32 Amaabdu — He6OABIION TOpOA Ha fore MTaanu, Ha OAHOMMEHHOM no6epeskbe TUppeHCKOro Mopsi.

133 CoppeHTo — ropoa Ha ropucToM noayoctpose B Hearoanranckom saause B Tuppenckom Mope.
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pemmAu exaTh Ha AOAKe Ao Ilasuramo'

. IToroaa 6p1aa 6ypHas, ¢ TpyAOM Ha-
LAY [Tapy PHI6AKOB, KOTOPBIE COTAACHAMCH Be3TH Hac. [TocapAuaun Hac Ha cymre B
AOAKY, BOAHA HAC B3siAa 0TTyAd. CKOpO HAc yKadaAo, 9TO OBIAO OUEHDb HEIIPUSIT-
HO, HO y>Ke IIPHCTATh OILITh K Oepery He GbIAO HUKAKOM BO3ZMOXKHOCTH, TaK KaK
TyT OBIAM OTBECHDBIE IOPBI, Mbl OYE€Hb COXKAAEAM, YTO IIOEXAAM, & HE OCTAAMCH
XOTb OAUH AeHb. CMOTps 60AbIIe Ha (UMOHOMUIO TOBApHINA, KOTOpas Oblaa
COBEpIIEHHO 3eAeHasI, YTABI PTa BHCEAH BHU3, BOOOIIe GpH3NOHOMUS ObIAA HEBO-
00pasUMO HeCYacTHas, T. €. AO CMEIIHOTO, XOTSI I K CaM CTPAAAA B 9TO BpeMs,
HO, TASIASL Ha GU3MOHOMUIO TOBApHINa, s pacxoxoTaacs. K cyacTuro, MbI pooexasn
GAAromoAyYHO, ¥ BOAHA HAC TAKOKe BbIHECAA AAAEKO Ha CYIIy, Ha [IECOYHBII be-
per.

U3 Copents Mb1 otripaBuanch Ha Kanpu'®, B 9T0T HeO6GBIKHOBEHHDIIT yTo-
Aok Mtaann. MecTHOCTH, paBHOI 1o cBoeit moasuu ¢ Kanpwy, s B MiTaaun He Bu-
Aaa 6oabure. B Kanpu MbI BCTpeTHAN MPEXHHUX 3HAKOMBIX, HEMEIJKOTO 9HTy3Ha-
cra, nucareas Aamepca'* u poxropa [exeas'”’, KOTOpBI exkeAHEBHO BO3UACS
C MOPCKOI1 BOAOIA, TA€ HCKAA BCEBO3MOIKHBIX MAAEHBKIX JKUTEAEH H AQKE TaKUX
MEABYANIINX, KOTOpblE OH PACCMATPHBAA II0A MUKPOCKOIIOM; HO I'AQBHO€ Hallle
3aHsTHE BO BpeMs pebbiBanus Ha Kanpu cocTosiao B TOM, 9TO MBI IPEALIPHHU-
MaAU pasHble 9KCKYPCHH BIETBEPOM U PHCOBAAU BCe, KTO KAPAHAALIOM, KTO aK-
BapeAbio. Tak Kak OCTPOB 3TOT YPE3BBIYANHO AMK U CKAAKCT, TO ITOCETHTEAEH
3AeCh ObIBAET OYeHb MAAO, U MBI TAM JKHAU [IOAOXKHTEABHO KaK B AMKOI CTpaHe,
0cobeHHO AAMepC OTAMYAACS OcOOeHHBIM KocTIoMoM. Haumnas cepxy —
y Hero 6biAa COAOMeHHas miAsima B popMe MepKypusi, TOABKO 6e3 KpbIAbEB,
OH KYIIHA €€ 3a S TPaHOB, T. €. IPUOAUBUTEABHO S Kol Pybaiika 06bIKHOBEHHAS
6blAQ, KOKETCS. HOYHAsSL, TPYAb OTKPBITAs, ¥ K py0alllKe IIPHBSI3aHO IIOAOTEHIIE,
4TO6BI UM BOCIIOAB30BATBCS B TO BPeMsl, KOTAQ BBICTYIIUT IOT Ha AMIIO, TAK YTH-
paTh ero, MAHTAAOHBI KAETYATbIE, C 3AMAATKOM, GalIMaKy IIOAKOBAHbI, Ha HUX
ObIAM KAOAYKH C3aAM U CIIEPEAH, TAK YTO KAXKADIF LIAT IIPOU3BOAHA YXKACHO He-
IPUSITHBIA CKPHII, TaK YTO s HEOAHOKPATHO 3aMedaA y AAMepca OTCYTCTBHE
BCSIKOTO MY3BIKAABHOTO CAYXa, HO BCe-TaKU HUYTO He IIOPTHAO 3A€Ch Hallle 9K-

3aABPTHPOBAaHHOE HacTpoeHue. Pas, nmpoesxast Atosopa'™® ¢ Apyrum npuesskum

3 TlosuTaHO — HeBGOABIION TOPOA Ha IIOGepesxbe AMaAbHL.

3% Kampu — ocrpos B TuppeHCKOM MOpe, B 10XHO# yacTi Heanoanranckoro saansa.

13 Aamepc I'epman (Hermann Allmers, 1821-1902) — HeMeLKuil IOST H XyAOXHHK.

137

T'exeab — Iexxeab Opucr I'enpux @uannn Asrycr (Ernst Heinrich Philipp August Haeckel;
1834-1919) — HeMeIKHit eCTeCTBOMCITHITATEAD H $urocod, AapBHHHCT.

3% HckaxenHoe: Assypa — Grotta Azzurra, 1. e. Toay60ii rpor Ha 0. Kanpu. Aauna — S6 M, mupu-
Ha 30, BHICOTA CBOAQ Hap YPOBHEM BOABI 15 M, BbicoTa Bxoaa A0 1,3 MeTpa. EAvHCTBeHHbBIH BXOA —

CO CTOPOHDI MOPSI, M MOMACTD B HET'O MOXKHO TOABKO Ha AOAKE. W3-3a Huskoro BXOAQ B IITOPMOBYIO
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u3 BepAnHa XyAOKHHMKOM, Mbl OBIAM OYapPOBAHBI CKA30UHOM KPACOTOM HAXOAS-
LIIETOCSE 3A€Ch IPOTA, OCOOEHHO BOAA 3AECh IIOAYYAET OCOOEHHDIN OTTEHOK, KO-
TAQ TIABIBEIIb B Hel caM, BUAS IIepeA co00it 9Tu BOAHBL Pe30HaHC TyT oKasaAcs
TOX€ Maru4eckuM, B TO BpeMs, KOTAd g KyTIaACs, ADYTHe IIeAM KBapTeT, HO TaK
KaK TYT Y4aCTBOBAAM OEpAHHIIBI, TaK BCe OKOHYMAOCH OYEHb [IPO3AMIECKU —
no-Oepauncku. OAMH U3 OepAMHIIEB 3aMETHA, YTO €CAU OBl 9TOT IPOT OBIA
B BepanHe, To OHH ycTpouAu 651 [POMapHBIE BOPOTA, @ He TaK, KaK TYT AOAXKHO
HarubaTbCsi B MAAEHBKOM AOAOUKE, CUAS, K TOABKO IIO IIapaM IPHEe3XaTh TYAQ.

Mb1 5e Morau B Kanmpu HacAaXAATbhCS MECTHBIM BUHOM, 3HAMEHUTBIM BUHOM
Ae Kampn, moToMy 4uto B To BpeMmst ObiAa 0OA€3Hb BUHOIPAAHHKOB, M TaK KaK
B TO BpeMsI He yMeAHr OOPOTBCS C 9TOM OOAE3HHIO, TO TOTAA BCe BUHOTPAAHUKH
U IIOTHOAYL.

B 0AMH AeHD IpHexasa K HaM TyAa cTapas Aesa (u3 Bpemena), Hama mpex-
Hsis 3HaKoMasi u3 Puma. OHa HeOOBIKHOBEHHO OOPAaAOBAAACH, YTO HAIIAA TYT
CBOHMX BepHBIX HEMELJKHMX OpaTheB, OHA CTPAIIHO KOKETHHYAAA U He AABaAd HAM
noxost. Ham aT0 65140 upe3BbIMaiiHO HEIPHSTHO, HO PbIOAK, IPUBE3LINIL ee TY-
AQ, IPHEXaA C HAAEKAOI, YTOOBI Hac B3siTh 00paTHO B Copenro. Tak MbI 1 yro-
BOPHAHUCH Ha ADYTOIl A€Hb B 4 yaca OTHPaBUTHCS. MBI ObIAM Ha MeCTe y AOAKH,
a ¢peitane CHHKCTAK He OBIAO TaM.

Ham rosopuan, uTo BUAEAH ee IAe-TO Ha ropax, OHa TaM IyAsiAd CO CBOMMM
JalIKaM{ U KHUTaMH. MexXAy TeM pblbak rOBOPHA, YTO HAaM IIOPA €XaTb, & TO
BeTep mepeMeHHTCs, U MbI He pAoocTurdeM Copenrsl. S rosopua: «Ho xak xe
OCTaBHUTb 3AeCh OapblmHIo oAHY?>» — Ho peibak rosopur, uro 6eper aTo Ha
CBOH CTpax M BepHeTCs 3a Hel Ha APYTOH AeHb. T'ak MbI M peIlIUAH OTIPaBHUThCH,
HO MbI BCE-TAKH OMO3AAAU M AOAKHBI GBIAM BBICAAUTBCSI HA ADYTOM MeCTe M OC-
TaAbHOM ITYTb A@AATh IIEIIKOM, M Ha TPEeTUH AeHb, BEPHYBIINCh B TOCTHHHUILY,
HaM CKA3aAM, YTO HAC CIPAIIMBAAA TaM OAHA AAMA M AOATO 3KAAAQ HAc, U obemja-
AQ BEPHYTBCS OILITh, HO MBI OILITh OEroM y0eXKaAl U3 TOCTHHHIBI, IPOCS CKa-
3aTh TaM, YTO €CAH 3Ta AAMa IIPUEAET B APYTOH Pas, TaK YTOODbI CKa3aAH, YTO HAC
HeT poMa. KoHeuHO, MBI ceff4ac )e AOraAAAHCH, YTO 3T AaMa ObIAd QpefAMH
CHHKCTaK, U XOTs 51 OBIA YOEXAEH, 4TO PbIOaK CBAAMA BCIO BUHY HA HAC, YTO MbI
YeXaAH, He AOXKAABIINChH €€, OAHAKO JKe Aydille OBIAO TepIIeTh HeCIPABEAAUBOE
06BHHEHVE, HO YTOOBI TOABKO He BHAETH 9TOM IPUATHOM OCOOBL.

B Pume c He#t cAyuMACs TakoM aHEKAOT: B raaepee BaTukana ona mpucrasa
K OAHOMY HEMELIKOMY Y4eHOMY, APXeOAOTY, 1 TOT U3 AI0OE3HOCTH OOBSCHSA el
Bce. [ToToMm 1 Ha ApPyToil A€Hb OHa OISITH K HeMy IIPHCTAAd, 1 A0 TOTO OHa eMy

IIOTOAY BXOA B IPOT HEAOCTyIIeH. AHO 3aTOIA€HO MOpeM, 6Aaropapst ueMmy CBET, IIPOHHKAOLIHI
B TPOT, TPHAAET BOAE U BCEl Ieljepe KPaCHUBBIH Aa30peBbIi IjBeT.
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HAAO€A3, YTO KOTAA IIOCA€ 3TOT YYEHbIH CTAPHK YBUAMT €€ M3AAAU Ha YAHUIle
B PuMe, To OH y0eraa oT Hee BO BCIO MOUb KYAQ-HUOYAD B TEPEYAOK.

B xade I'pex co MHOIT OBIA CAEAYIOIIUI CAydail. 3UMOIO, B TECHON KOMHaTe
aToro Kade, BpoAe OMHHOYCa, BO BPeMsI XOAOAOB, TYT ObIBaeT OYEHb TECHO, II0-
TOMY 49TO APYTHX TEIIABIX MECT, T'A€ ObI MOXKHO OBIAO IIOIPETHCs, 3AECh HeT, TaK
BOT M SIBUAACH TyAQ BAPYT T-ka CHHKCTaK, U TOBOpHT: «5 3ameTmaa TyT Me-
CTO>, — HO, pa3yMeeTCsl, MeCTa TyT He ObIAO, U B CYIIHOCTH OHA CeAd Ha KOACHH
ABYM TaM CHASIIMX, M C Hell IIOCTOSIHHO OBIAM pa3OApAHHbIE, IPSI3HbIE AMCTKH
U3 KoMeAun AaHTe, OHA AyMaAd, YTO UTAAMAHIIBI CTAHYT OODBSCHATD eif 3Ty Ko-
MEAHIO, HO MTAAMAHITbl X CAMU He NoHUMaoT AaHTe. Pa3 nponeccs cayx B Pume,
9TO MeCTO 0KOAO Aabannn'* He6e301aCHO, IOTOMY YTO BHAEAU TaM IIPH AYH-
HOM OCBeIlJeHUH I'yAstomux ¢pperianH CHHKCTaK ¢ AaHTe.

CHHKCTaK OYeHb MaAO IIOAYYAAd OT CBOMX POACTBEHHUKOB, TaK 4YTO ObIAQ
oueHb 6eAHO 0OCTaBAEHA, HO 3TO OBIAO YXKACHO KAeHKOe CyljecTBO, 3Ta dppeii-
AuH CHHKCTaK.

B CoppenTo, B TeueHHe 6 HeAeAb, s [IHCAA ITIOABL, 9TO ObIAQ IEPBast MOS
mpoba B IeM3aKHOM XaHpe. Beprysmucs omars B Pum, us CoppeHTo, 51 IOAY-
qua u3 [TerepOypra or ObmecTBa MoompeHuUst XyAOKHIKOB, depe3 Depopa De-
AOpoBHYa ABBOBA, YBEAOMAEHME, YTO OHU HA3HAYMAU MeHS IIAHCHOHEPOM 06-
mecTBa (TOrAQ s IOAYYHA Ha ABa TOAQ TOABKO 110 300 Py6A. OT HUX), HO TAQBHAS
IIOAB3a AASL MEHSI B 9TOM OBbIAA T4, 4TO OOIECTBO 00EIAA0 KYIIUTb BCE MOM IPO-
H3BeAeHHs], TOAbKO Heboabire. Ho, k coxxaaeHMIO, 51 He MOT MHOT'O BOCIIOAB30-
BAaTbCsl 9TUM obelfaHMeM, IIOTOMy YTO He UyBCTBOBAA AOCTATOYHO SHEPIHH,
9TOOBI CAEAATD YTO-HUOYAD Cepbe3HOE, a CAMIIIKOM AETKHe IIPEAMETSI 5T He XOTeA
nocsiaarh B Ilerepbypr.

Aetom s moexaa u3 Puma B ropst OaeBano'*’, TyT 51 micaA mepBbIit TOA TOAB-
KO NeH3aXKHbIe STIOABL

Hewmenxas snamenutocts, @puapux ITaepeas'*', koropsiit 6514 Torpa B Mra-
AWM AASL COOMPAHIS MaTePHAAOB AAst HcTTOAHeHHs Oauccen B rasepero Befimap-
CKOTO My3esl, KOTOPBIil HAPOYHO AASI 9TOTO CTPOMACS], OH 3aMETHA, YTO HUKOTAQ He

BHAQA, YTOOBI KTO-HUOYAD U3 IIEA3KUCTOB IUCAA OBI TAK CEPE3HO ITIOADI, KaK SI.

13 Anbamm, T. e. Aapbanckue ropsr (utaa. Colli Albani) x toro-Boctoxy oT Puma — m3atobaerHOe

MEeCTO OTABIXa PUMASH.
4% OaeBarno — Olevano Romano, moceaenne Ha rope Ceaecra B PUMCKOI1 IIPOBHHIINY, B PETHOHE
Aarpro. OgeHb OITYASIPHOE MECTO CPeAH XYAOXKHUKOB, XXHBIIKX B PriMe, AASI BbI€3AQ HA [IACHAP.

41 T1aepeab — Tounee, ITpeasep — Friedrich Preller (1804-1878) — n3BecTHbII HeMeLKUI XyAOXK-
HUK-TIEH3XKCT U Tpasep, yauacs B Mraanu B 1827-31 rr., moTom cras mpemopasatesem B [lkoae
uckyccTs B Befimape. Bbia aBTOpOoM KapTHH Ha croxeTsl 13 «Oauccens, a Tawke «Obepona>» Bu-
AaHpa. B 1859-61 rr. cHoBa mocerna Mrasmio, mo BosBpamenuu B BeiiMap 3aBepmua ¢ppecku

o moTuBaM «OAHCCcer» AASI T€PIIOICKOTO ABOPIIA.
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B apyroe 3a Tem AeTo 4 mucaa xapTuHY «FTaamaHka, mepexopsimas yepes

pyueii»'#
3a Hell, a Ha TOAOBE y UTAAUAHKH, B KOP3UHE, AEXKHUT MAAKOTKA U COCET IaAell.

» CBIHOK €€, A€P>KacChb 3a €€ IIAAThE€ U IIOAHMMasd py6am0HKy, maraeT

OTa KapTUHA [IOTOM IIOLIAA B COOCTBEHHOCTD HacAeAHUKa Hukoaas Aaexcana-
posmua'®; mocae ero cmepru nepemaa k Mapun Aaexcanaposue '™, a Bnocaep-
CTBUU OBIBIIUI HACACAHUK (a B HaCToOsIIee Bpems I‘ocyAapb) AnexcaHpAp Asek-
CaHAPOBHY'** IPOCHA CeCTpy YCTYIHUTb eMy 9Ty KapTHHY, KOTOpas B HACTOSIIee
Bpems u Haxopurcs y T'ocyaapst imneparopa. S emme Hamucaa TyT «/AeBymLKy,
YepraonyIo BoAy> ¢, oHa TosKe Mmomasa B CO6CTBEHHOCTh HACAEAHHKA.

3a rpaHuIIeil s CYUTAA TIOAE3HBIM XKUTb MEKAY NHOCTPAHHBIMU XYAOSKHHIKA-
MU, HO TaK KaK B PriMe 6b1An GOABIIEIO YACTHIO HEMELIKUE XYAOXKHUKH, TO 5L Bep-
TeAcs 6oaee B HeMenkoM obmecTBe. Y Hac 6BIAO COCTAaBACHO OOMECTBO, HAa3bl-

7, OHO AOXOAMAO AO 20 UeAOBEeK MHOTAA, OHO COCTOSIAO

BaeMoe «Koaona» '
3 AIOAH, 3QHMMAIOLIVXCS TI0 PasHbIM OTPACASIM XyAOXECTB M 3HaHMM. Tak,
HAIIp., TYT GBIAM aPXeOAOTH, PHAOAOTH, [IOITHI, XYAOSKHUKH M AQXKE arpOHOMBIL,
¥l BCAGACTBHE 9TOTO HAIM PasrOBOPBI M CIIOPHI GbIAM caMble pasHOOOpasHBbIe.
HHOrAa MBI IIPEATIPHHAMAAN LieAble 9KCKYPCUN OCMATPUBATh 9TO-HUOYAD B OK-
pectHocTsix Puma. Mot espuan Bmecte B Kacreaspysamo'®. 3a Boporamy,
AETOM IIOCA€ 3aHSATHM, KTO-HUOYAb 3aTemBaA Urpy B mecrpean'®, a TyT mepea

130 Y gac B obe-

rAa3aMH OYapOBaTeAbHbIE TOPHI U BAAAU puMcKas Kammanua
CTBe MHOTAA YCTPAHBAAUCH YTEHHs], HO OHU OBIAM AASI MEHSI HEBBIHOCHMBI, TaK
4TO KaK Obl HU OBIAO HHTEPEeCHO YTeHHe, HO s, IIPOCAYIIAB HEMHOIO, BCTABAA
U YXOAUA IIpoub. Pa3 MbI ycTponan paxe Bpoae TeaTpa Mexay coboro. CocTasu-

AOCD Y HaC ABe NAPTHU — XYAOXKHHUKH C OAHOM CTOPOHBI U yYEHble aPXEOAOTH

' Kapruxa Keaepa, usBecrnast mop HasBaHueM «VITaAbsHKA C A€TBMH Y POAHUKA>, 9KCIIOHIPOBAB-

mmasics1 Ha BbictaBKe B Pume B 1862 r. Heine xpanuTcst B XyA0KeCTBeHHOM My3ee O CTOHHUH.
'3 Huxoaait AaeKCaHAPOBHY (1843-1865) — IjecapeBHd, CTapIIMi ChIH HMIepaTopa Aaexcanppa II,
HACAEAHUK IIPECTOAR, CKOHYAACS OT TybGepKyAesa, M IIPecTOA IepelleA K ero 6pary, 6yaymemy
Anexcanppy 111
1 Mapus AaexcanpaposHa (1853-1920) — BearKas KHsDKHa, A0Ub HMIepaTopa Asekcanap I1. Keaep

HpernoAaBaa e pucoanue ¢ 1862 mo 1874 r., oo ee 3amyxecTsa.

145 Anexcampp Anexcampposud (1845-1894) — Beamkwmii xHA3b, ¢ 1881 — wmmmepatop Anek-

caupp IIL

146 Kapruna Keaepa, nssecTHas noa HaspaHueM «/\eBOYKa y popHukas. Hoine xpanurcs B Xypoxe-
CTBEHHOM My3ee OCTOHHH.
47 Tlo nassanuto xade Colonna (via Corso), rae COGMpaAUCh HeMelKHe HHTEAACKTYAAbL, SKHBIIHE

B Pume.
48 Kacreap¢ysano — ropoa B 25 ku oT nenTpa Puma, HeAaA€KO OT MOPCKOTO ITOGEPeXbSL.
14 Cp.: PC. 1886.Ne 11. C. 345: Piastrella (xamsn).
%0 Pumckas Kammanbs — Campagna di Roma, Hu3MeHHAsI MECTHOCTb B OKPECTHOCTSX PuMa, B Aa-
LIM0, OKPY>KeHa FOpaMH Ha CeBepe U Ha I0r0-BOCTOKe, IPUMBIKAeT K THPPEHCKOMY MOPIO Ha I0ro-

3alraae. OAI/IH U3 HanboAee YacTo 1/[306pa>{<aeMI>Ix B XKUBOITNCHU paﬂOHOB Hraaun.
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M ApYT.<He> — C Apyroi. Pasymeercs, kakaas MapTHs CTaparach OBITh Kak
MOJKHO ITMKaHTHee APYTOil apTHH, HO TaK KaK 9TO BCe YCTPAUBAAOCDH APYXKeCT-
BEHHO, TO BCe 1 OKOHYHMAOCH OAATOIIOAYUHO.

Cxyasnrop Kayep's' 6bla MeXAy MNPOYMM OTAMMHBIA KappPHKATYpPUCT, OH
B OAHU Beuep yrAeM HapHCOBAA BCEX YACHOB OOILIeCcTBA B Pa3HBIX BUAAX U PasBe-
CHA KPYroM Ha cTeHax. MeHs oH mpepcTaBua Bpoae Mamean A'Hraana'> (ro-
pa) Kak GAYAHOTO ChIHA, OKPY>XeHHOTO CBUHbSIMU U PUCYIOIIero TaMm Mameae.

He Mory mpomycTuts 0AMH CAy4aft, ObiBIINIA CO MHOM B MTaaun, Bo BpeMs
kapHaBaAa B Pume'>. B MeHs Ha yaune 6biaa GpoLIeHa co Bcell CHABI U3BECTKA,
B ¢opMe TOpoxa, 3TOT TOPOX OBbIA IIPSIMO OPOIIIEeH MHe B T'AA33, M C TAKOI CHAOH,
9TO sI TOYYBCTBOBAA CTPALIHYIO 60Ab. 51 y>KacHO B3OelieH ObIA 9THUM, U, KAKETCS,
HOIIAANCh MHE TOTAQ 3TOT 3A0AeH, GPOCHBIIHIL B MeHsI, SI OBI, KOXKeTCsI, yOHA ObI
€ro Ha MeCTe, [IOTOMY 4TO 9TO y)Xe He B IIYTKy ObIAO CAEAAHO, U He UTaAMAHIA-
MU, KOTOpbI€ 3HAIOT TPAHHIIBI ITYTKAM, A 9TO OBIAO BEPHO CACAAHO KeM-HUOYAD
U3 Iy>KHX BAPBAPOB, H MOXKET OBITh AdKe KeM-HUOYAD M3 MOMX TOBAPHUIIeH.

W3 Puma mHOIO Ob1A2 mOCAaHa B [leTepbypr, B Akapemuto, kapTuHa «Pac-
ILITHE> XOTS 51 M UMeA IOKYyIIaTeAs Ha 9Ty KapTHHY B PHMe, HO s Bce-TakKH IO-
cAaA ee B AKAAEMUIO, U 32 Hee MHE AQAM 3BaHHUe akapeMuka. B 1862 roay s cam
BepHyAcst B ITerep6ypr. ITo popore ciopa st ocMoTpea Bce ropoaa Mraauu, Ie-
pyaxuo <t.e. Ilepyaxy. — A.K.>, Boaonpio, PoBeny <t.e. PaBenny. —
A.K.>, Bepony u Benenuro. Cambie seTHHe Mecsnsl nposea B IlIBedirapuy,

154

B Obepon-T'oaer™*. Aopora 6b1aa AOBOABHO YTOMHTEABHA, TAK UTO [IOA KOHeI]
4 pemmacs He 60Aee 8 4acCOB MPOBOAUTD B Aopore (T. e. exaTb AHeM, He Goaee
8vacos). ITpubsia s B Iletep6ypr 30 Asrycra 1862 ropa. ITo mpuesae cioaa
HallaA Ha MEHs CHavaAa COH, TaK YTO pa3 BO BpeMs AHA 5 craa 10 gacos. Xossiika,
rA€ s HAHUMaA KBapTHPY, YAUBASIAACh, UTO 3TO 3a TOCIIOAMH, KOTOPbIH BCe CIUT!

ITpu nepBoM BusuTe MOeM IIpeXHEMY YIUTeA0 MoeMy npodeccopy Mapxo-

BY OH MHE CKa3aA, YTO Y>K€ AABHO MEHS OJXKHAAA, EMY 651 HY>X€H, IIOTOMY 4YTO

Po6epr Kayep (Robert Cauer der Altere, 1831-1893) — HOIyASpHbIil HeMELKHIl CKYABIITOP,
HPHHAAAEKAA K M3BECTHOMY HEMELKOMY CEMEHCTBY CKYABNITOPOB, PAGOTABIINX B AKAAEMHIYECKOM
manepe. TIpuesyan B FITaAMIO ABXKABI B TOA, TA€, IIO TIOPYYEHHIO IIPYCCKOTO IPABHTEAbCTBA, KOH-
TPOAMPOBAA HEMELIKHIX CTHIIEHAUATOB.

132 Mawmean p'Mraans — Mammelle d’Italia, 1. e. ropa Costasole B Aanuo, HaspiBaemasi 10 cBoeit ¢op-
Me (ABe OKPYTABIX BepIIMHBI) «IPyAbio» (mammelle).

Kapnasaa B Pume — HapoaHbIe IyASIHDSI, HPOAOAXKAIOIHeECs: 11 AHEl AO CpeABI Ha TIepBOil HepeAe
Beankoro nmocra. Y4aCTHUKH HAPSDKAAMCh B KOCTIOMBI X MACKH, CPEAH 3a6aB GBIAM MOITYASIPHBI T1e-
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pecTpeAKa IMIICOBBIMU HAH MeAOBbIMH mapukamu (confetti), FOpoXoM, ycTpauBAANCh TakoKe AO-
ImapHHbIe cKaukH (Corso), a B 3aKAI0YeHMe — MpasAHUK oruedt (moccoli).
13 O6epon-T'opeH — HcKaxeHHOe HanMcaHue. BoaMoxHo, caepyer unrars: O6epu-BoaeH, T. e. Bepx-

HAA 9aCTh BOAEHCKOI‘O o3epa (ObEVSEE), XOTA 9Ta YaCTb BOAEHCKOI‘O 03€pa HAXOAUTCS B Fepma}mn.
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paboTa 6b1aa. Oka3ar0ch, 4T0 MapKOB MOAYIHA PabOTy — IHCATh KYIIOA B Xpa-
me Cracureast B Mockse >,

MapkoB yroBapuBaA MeHs ObITb eMy BpOAe IIOMOIIHMKA B 9TOH pabore,
U TIIAQTY 32 Hee II0AYYaTh, KaK s 3aX09y, IIOITYYHO UAK oMecssyHO. Crpocua oH
MeHs IIPY 3TOM, CKOABKO S AyMAaIO IIPOXUTh B IleTepbypre, MMeI0 AU 5 A€HBIH
U IIpOY.

S ckazaa, 4TO 63 rpoma BepHYACs, ACHeT y MeHsI HeT M paboThbI TOXe ITOKa
HeT. IIpeaAOK1A OH MHe A€Her, YTO 5, KOHEYHO, OTKAOHHA, A Ha ero IpeAAoKe-
HYe HacueT paboThl 51 IPOCHA ¥ HEro BpeMs 00AyMaTb HACYeT 3TOrO M TOTAQ
AaTb eMy oTBeT. OAHAKO e IPOLIAO AOBOABHO MHOT'O BpeMeHH, a 5 Bce He MOT
PeLIHTBCS B3SITh 9Ty paboTy, MOTOMY YTO BUAEA, KAK MapKoB X0ueT BOCIIOAB30-
BATbCsI MHOIO B 9TOM AeAe, KaK IIPOCThIM PAOOTHHUKOM, 2 MEXAY TeM U3 €T0 IIpH-
FOTOBAGHHII S 3aMETHA, YTO OH He B COCTOSIHHE OYAET CIIPABUTHCS C KYIIOAOM.
51 AyMaA TaK, 4TO €CAM yKe B3SITh Ha Ce0s 9TOT TPYA, TAK TOABKO C TEM YCAOBH-
eM, 9TOOBI OH He BMEIIMBAACS B 9TO AEAO; HO TAaK KaK OH OBIA MOHMM ydYHTEAeM,
TO 5 U L]epeMOHHUACS eMy 3TO IPsAMO BbICKA3aTh U MOIIEA K HeMY TOABKO TOTAQ,
KOTAQ OH MHE BCTPETHACS OIIATb Ha yAMIle M CEPAMTHIM FOAOCOM HaMeKHYA MHe,
9TO YKe AABHO XKAET MEHS AASL OTBeTa. TYT AeAaTh OBIAO Hedero, sl AOAXKEH OBIA
BBICKA3aThCs, M HAYaA C TOTO, YTO TAaK KaK 51 HE OYeHb CHAEH 3A0POBbEM, a TyT
B XpaMe CBIPO, U B KYIIOA€ BO3AYX ChIpP, HE XOPOIll, CIIePThIii, TO 4 U MOTY B3STb
3Ty paboTy TOABKO B TAKOM CAydae, €CAM MHe BO3MOXHO OYAET IIOCAe OTAOX-
HYTb, T. €. €CAM OH MHe 3aIlAOTUT <sic!> CTOABKO, YTO 5 IIO OKOHYAHHMHU ITOH
paboThl MOT'Y OTABIXaTh, He PabOTast HeCKOAbKO BpeMeHH. He 3Halo, moHsA Au
MapkoB 1AM HeT, YTO s XOTeA CKa3aTb 3THM, MAM IIPOCTO He XOTeA IIOHATb,
HO OH PaCcCepPAMACS M TOBOPHUT: «3adeM Ke s TOTePsIA BpeMs, TaK AOAIO SKAAB-
I TBOero orsera’» — IIOTOM cIpOCHA MeHs, 4eM s OyAy 3aHHMATBCSI. —
Moit otser 6b1a: «He 3naro». — «Hy, — ckaszaa Mapxos, — Oyaems mucaTsb
Ha 3BaHKe MPOdeccopa U He TOAYIHIIb> (U, AeHCTBUTEABHO, 5l HATIHCAA KAPTH-
HY U He TIOAYYHA 3BaHue poeccopa). AOATO IocAe 3TOro cAydast Mapkos npu
BCTpede CO MHOIO He KAaHsAcs. EMy He aerde 6b1A0, 4TO He XOTea 3a pabory 3a-

IIAQTHTD, KaK cAepyeT. 5] cablman, 4To nocae oH obparuacsa k Copokuny ', Tor

155 A. T. MapkoB uMea 3aKa3 Ha co3panue ppecku B xpame Xpucra Criacureast B Mockse.

156 Copoxun Esrpad Cemenosuy (1821-1892) — neppoHayasbHOe 06pa3oBaHie IOAYIHA y HKOHO-
nucria. B 1841-1849 rr. yunacsa B AX B kaacce A. T. Mapkosa. B 1850 r. B kauecTse nencuonepa
ornpasuacs 3a rpamuny (Tepmanus, Beasrus, ®paruus). B ITapike BBIIOAHSA 3aKa3bl Ha CTEHHbIE
pocnucu B 1jepkBsx. ITposea Tpu roaa B Vicrmanuy, Konupyst KapTHHBI HCITAHCKUX XYAOXKHHIKOB, ITH-
caa xxanposbre criensl. [Tocetna Eruner u Cupro, ¢ 1855 mo 1859 rr. sxua 8 Mtaanu. 3a Hanmcan-
HyIO TaM KapTuHy «bBaarosemenue> moaydua B 1861 r. 3panue akapemuxa. B 1859 r. moceanacs
B Mockse. 3a pocricu B xpame Xpucra Cracureas moayyua B 1878 r. spanue npogeccopa. C 1859 r.
AO KOHIJa )XH3HH PYKOBOAHMA HATYPHBIM KAACCOM B MOCKOBCKOM YYHAHIIE XHBOIHUCH 1 BasHUSL.
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TpeboBaa 3a a1y pabory 30 T.<picsu> pybaeit. MapkoB HaileAa Ha 9Ty LieHy
upesmepHOI0. [ToTOM OH BCTymHA B cAeAKy ¢ MakapoBsiM ', 3a TOAOBYIO IAaTy.
Ho Maxkapos, ¢ paccAaGA€HHbBIM 3A0pOBbeM, IPOXKHA TOA C CEMEHCTBOM Ha CYeT
MapkoBa U, KaKeTcsl, 1 APYTOM TOA IIPOXKHUA, HO paboTa He ABUTAAACh BIIEPEA.
Beimrea MesxAy HuMH pasaap: Mapkos 6panna Makaposa, a Makapos Mapkosa,
bBor 3naer, xTo U3 HUX mpas.

IToTom MapxoB HalleA APYTHX TIOMOIJHUKOB, a BLIIIAO HaKOHel] TO, YTO Ky-
oA o6omeAcst MapKOBY ropasa0o AOPOJKe, YeM eCAM Obl OH MHe CPa3y 3aIlAaTHA
ati 30 TBICSY M cuAeA ObI 0e33a00THO AOMa, a TO OH XOTeA 3aIIAATUTh MHe
AellleBA€, AQ eCAU ObI pabOTa II0 KYIIOAY BBIXOAHAA XOPOILO, YAQUHO, TOTAQ BCS
cAaBa 6b1aa ObI ero, MapkoBa, HO B cAydae HeyAauu Bce ObI 3HaaW, uro Keaep

OBIA IIPUTAQIIEH [IMCATh. —

B 1864 ropy s moexaa B Pesean '™

. B PeBeae, kax 0OBIKHOBEHHO U BCE XYAOXKHH-
KH, 5 CTaA IIOCEIaTh MeCTa, A€ MHOTO HapOAY, YTOOBI 3y4aTh )KHU3Hb HAPOAQ.
Taroke 1 TyT 5 IIOLIIEA HA PBIHOK, TA€ MHOTO OBIAO IIPUE3NKUX MYXKUKOB U 626, HO
BHA 9TOTO YTHETEHHOTO HapOAA IIPOM3BEA Ha MeHS BEChMa IPYCTHOE BII€YaTAe-
Hue. Bupea s Mmaoro B ViTaann Aropelt B AOXMOTDSX, HO OHM MHE BCE-TaKH Ka3a-
AVICh AFOABMH, OHH AQXK€ OTYACTH C U3BECTHON FOPAOCTHUIO IIPOTSIUBAAY PYKY U
tpeboBaan nomomy. Ho 3pech pyky He IpoTsruBaAu, HO OOIIMIT CKAQA OBIA He-
BEPOSITHO IPYCTHBII.

BrieyaTaeHue 6BIAO AO TOTO TPYCTHO, YTO I, BBIIIEAIIN 32 TOPOA, TAAKAA, KaK
AuTS. AyMaa si: «BO3MOKHO AN AOBeCTH HapoA AO Takoi cremenu!>». W motom
CTaA IPHAYMBIBaTb, KaKUM ObI 0Opa3oM s1 MOT OB YTO-HHOYAD CAEAATH AASL Ha-

17 Maxapos Usan Kysbmua (1822-1897) — cbin 6blBIIero KpenocrHoro, oxomdmna Capaxckoe

ye3AHOe YIHAMINE, YIHACS XXUBOIIUCH Y OTIIA U BMECTe C HMM PacIUChIBaA IjepkBu. ITucaa kapTHHbI,
B 1842 r. 32 paboty «ABe MOAOABIE MOPAOBKH>» AX IPUCBOMAA eMy 3BaHHE KAQCCHOTO XYAOXKHHUKA.
B 1845-1853 rr. 6s1a BoabHOmIpuxOAsSmuM yuyeHnKoM AX mo xaaccy A.T.Mapkosa, Apyxua
c W K. AitBazoBckum. Bbia moMyAspeH Kak NOPTPeTHCT (B YaCTHOCTH, H3BECTHbI HECKOABKO MOPT-
peros pereit [Tymxuna u H. H. ITymxunoit-Aanckoit). B 1840-e IT. AaBaA ypOKH pUCOBAHUS ACTAM
BeAnKko# kHAruHu Mapun Huxoaaesnpr. B 1853-18S5S rr. sxua B MTaaum Ha cpeACTBa BeAMKOH
kisiruan 1 O6uiecTBa MOOLIpeHUst XYAOKHUKOB. B 1855 1. ypocToen 3Banms akapemuxa. OKua
B ITerepbypre, HO yuacTBOBaA B pocmcu nepkseil B ITense, Mpkyrcxke, mucaa uxkosnst. C 1865 r.
paboraa Hap pocrmcsimu B xpame Xpucra Cmacureas B Mockse. Bmecre ¢ M. H. Kpamckuy,
H. A. Komeaessim u K. B. BeHurom BBITOAHHA POCITHCD IIEHTPAABHOTO KyIIOAA « T pHHIIOCTACHBIH
Bor» no ackusy A. T. Mapxosa (cm.: Pycckue sxusonucrpt XVIII-XIX BB. Buorpaduyeckuit cao-
Baps. CI16.,2008. C. 391). Buanmo, Keaep nepesaer kakue-To cayxu o sxusHu Makaposa ¢ ceMeli-
crBom (xermacs B 1863 r.) 3a cuer Mapkosa. He oueHb MOHATHO, HACKOABKO OHU COOTBETCTBOBA-
A¥L ACFICTBUTEABHOCTH, T. K. Ha KoHer} 1850-x 1 1860-e rr. MpUXOAUTCS PaCIiBeT TBOPYECTBA XYAOXK-
HHKA M eT0 HOITyASPHOCTHU KaK IOPTPETHCTA.

138 Keaep espua B Dcronmio B 1863 r. Ero npe6risarie B PeBeAe H3A0KEHO B XKyPHAABHON BEPCHU

ropasao noapobuee (PC. 1886.Ne 11. C. 352 u aaaee).
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poaa, YTOOBI BHIBECTU €0 K qumeﬁ JKHU3HU . HPI/I 9TOM MHE€ BCIIOMHHAOCDH

€llle IpONUCIIECTBHE, HEAABHO CAYYHMBIIEECS B PeBeae u AQKE OIMMCAaHHOE B Fep-

160 161

TH-A00€e <Tak!>'*. 310 66140 HcTs3aHUe 60 x03steB . CyImHOCTD A€AQ BO3HHK-

AQ W3 TOTO, YTO B LJePKBaxX ¢ KadpeAp 0OBIBUAU HAPOAY, YTO OBIT KPeCTbsH 6yAeT
yAydmIeH crapsiM umneparopom'®. Ho cymuocTb Aea Bbimaa He Tak. XOTS 1O
Oymare OBIAO AEHMCTBUTEABHO YAyYIIEHHE, HO B AEHCTBUTEABHOCTH HAPOA
He MOT' 9TOTO 3aMeTHTb, [IOTOMY YTO IIPeXKHHE 3aKOHBI OBIAU TaK CypOBBI, UTO
He MOTAY OBITH BBIITOAHSIEMBI, A TellepelHIe, HOBbIE, ObIAU TOABKO Ha CTOABKO
M3MeHEeHBI, Ha CKOABKO OHH OBIAM YoKe B KM3HH IIPUMEHEHB], TaK 4TO YAYUIIeHHe
B IIPaKTHKe He CKAa3aA0Ch. AOAIO COBEIJAAKCH KPECTbsHE MEXAY cO00I0 10 9TO-

My IIOBOAY M HAKOHeL] peliuAl UATH B PeBeAb, y3Hath y rybepraropa'®, B uem

M BCETAQ, B TOM UHCAe U B PuMe, korpa Tmin . B HOBOT M TIHCHM
1906 atom Keae aA BCEraa, B TO cae u B Pume, koraa mucaa H. Tpor B HOBoropue cbMe

or 19/31.12.1860 r. 0 MOAOXEHHMU ICTOHCKMX KpPecTbssH — B HAAEXAE Ha TO, YTO ee 6paT

H. I1. CemeHOB, y4acTBOBABIIMH B MMOATOTOBKE KPECThSIHCKOM pedpopMel B Poccum, momosxer uc-

TIPaBUTh CHTyaLuio B 6aatuiickux nposunimsix (ITucsma. C. 34).
1 VckaxxeHHOe Ha3BaHHEe HEMELKOTO CEMEHHOrO MAAIOCTPHPOBAHHOTO XKYPHAAA IO CAAOBOACTBY
“Die Gartenlaube: Illustriertes Familienblatt”, Borxopusmero B Aettnure ¢ 1853 r. (mpocymect-
BOBaA A0 1944 r., B mOCAeAHHE TOABI BBIXOAUA B Eepmzme). OTO GBIAO OAHO U3 IEPBBIX YCIIENUIHBIX
U3AQHUI AASL CEMEIHOTO YTEeHHUs], OPUEHTUPOBAHHOE Ha MACCOBOIO YHTATEAS CPEAHETO KAACCa.
TaM IIOMEIAAKNCh aKTyaAbHble HOBOCTH, CTAThU IO €CTECTBEHHBIM HayKaM, 3aHHMATEAbHbIE HCTO-
PHH, CTHXOTBOPEHHS H T. I. YIIOMUHast 3TOT sKypHaa, Keaep xoueT mpopeMOHCTpHpOBaTh MacITab
COOBITHIY, IIPOU3OLIEAIINX B DCTOHUH, U HX pe3oHaHC B EBpore, ecan daxce Takoit skypHaa, Kak
“Die Gartenlaube” momecrua o mux mapopmanmio. Baaropapio M. M. AexomieBy 3a moMomp
B pacIH$ppOBKe HCKAKEHHOTO CTeHOrPaHCTKON Ha3BaHU.
Dk3exynus KpecTbsiH (X0A0KoB) 13 AHus (BOAOCTb Ha ceBepe DcToHuH) B Hioae 1858 r. (cm. Hu-
xe). BriocaeACTBHH COBBITHS GBIAM OMHMCAHBI BO BTOPOIl YacTH POMAHHOI Tpuaoruu O. Buabae
“Kuidas Anija mehed Tallinnas kiisid”, 1903, B pycckoM mepeBope — «X0AOKH 13 AHHSI>
' VImeercs B Bupy «I1OAOXKeEHHS O KpecTbsiHAX DCTASHACKOI rybepHun S ampeas 1856 r.». OHo
6B1AO TTepeBeAeHO Ha HeMenkuit i acToHckuit (cm.: Eestimaa Talorahwa Seadus. Tallinn, 1858)
SI3BIKH M PO3AQHO MOMEIIUKAM M IACTOPaM AASL OOBSIBACHHS KPeCTbsIHAM. 3aKOH ACHCTBHTEABHO
6bIA IPU3BAH XOTS GBI B KAKOM-TO Mepe OOAETYHTb MOAOXKEHHE ICTOHCKHMX KPECTbsIH: COKPATHTD
YHCAO GAPIIMHHBIX AHel Ha 14 %, 3aIpeTUTb OMEN[HKAM IIPHCOEAUHSTh K MBI3HBIM 3€MASIM Y4aCT-
KU, HAXOASIIIMECS] B APEHAHOM ITOAb30BAHHHU KPeCThsH U 1p. OAHAKO B AHCTBUTEABHOCTH HeMell-
KHM 3€MAEBAAAEABLIAM, [lyTeM MAaXHHALIUI C [IEPEBOAOM, YAAAOCH CO3AATH TEKCT, II0 KOTOPOMY BBI-
XOAMAO, YTO GapLiMHHAs IIOBUHHOCTh M YCAOBHUSI 3€MEABHON apPEHABI OCTAIOTCS 6e3 M3MeHeHUs.
Kpecrpsaamu o6bsiBaeHme ykasa 23.04.1858 6bIA0 pacijeHeHO, KAK AAPOBAHUE <BOAHM>» CO CTOPO-
HBI 1apsi, CKPBITOI MOMEIIMKAMH, YTO U BBI3BAAO MHOTOYMCAEHHbIE aKThl HEIIOBUHOBAHMS, OXBa-
THBIIKE boAee yeM 75 MOMeCTHit DCTOHKH, BIAOTh AO KPeCThSHCKOTo BoccTanms B Maxrpa. CMm.:
1858. aasta talurahvarahutused Eestis. Kpecrpsirckue Boanerns B Ocronun B 1858 r. Dokumente
ja materjale. Aoxymentsl u marepuasst. Tallinn, 1958. Lk 22-25 (Aasee ccbiaKu Ha 9TO U3AAHUe:
1858. aasta talurahvarahutused, ¢ yxasanuem crpanupt). Boitna B Maxrpa cTasa cCioskeToM OAHO-
uMenHOro pomana J. Buabae (1902 1.).
19 T'y6epHaropom IcTastHauu B 1842-1859 rr. 6614 acTAsIHACKNIL ABopsiHuH MBan Eroposuy I'pus-
BaabaT/I'pronesanvat (Johann Christoph Engelbrecht von Griinewaldt, 1796-1862). Ymep 5 Ie-
TepOypre, OYAyur CEHATOPOM U TAMHBIM COBETHHKOM.
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ecTh MUAOCTB I'0Cyaapst, HO TepeA 3THM OOPATHAUCH K KAHAAPMCKOMY IIOAKOB-
HUKy 32 coBeTOM. TOT UM CKa3aa, YTO BAC-A€ CAHMIIKOM MHOTO, d 9TO UMEET BHA
BO3MYILIEHEs, a BbI BbIO€pHTe TOABKO TPOUX, 2 OCTAAbHBIE He XOAUTE K IybepHa-
Topy. Tak u caesaan. Tpoe moman x rybepHaTOpY, a TaM yxke OBIAO U3BECTHO,
CKOABKO CHA4YaAd OTIPABHAOCH. DTU Tpoe OBIAM TaM OYEeHb AACKOBO IIPUHSTHI,
CBOIIPOCOM: <A pa3Be BAC TOABKO TPOE, a OOAbIIe HET?» — OHH OTBEYAIOT:
«Ecrp y Hac u eme». — «Hy, Tak npuxoauTe Bce BMecTe, YTOOBI BAC BBICAY-
urath>. IToka Te cobupasnce, OBHIAO MPHKA3AHO AEPKATH KOMAHAY HAroTOBE,
KOTOpasi IT0 IPUOBITUH AEITYTALIU OKPYXKHAQ €€ U ¢ 6apabaHHbIM 60eM BeAU UX
u3 Brumropoaa yepes ropoa, Ha HIKHHIL Kpail ero (ropoaa).

TyT yXe 6blAU MPUBE3eHBI BO3bI PO3OT — MaAOK (IIMMIPYTEH), U TaM Bce
OHH OBIAM JKECTOKO MCTSI3aHBI, XOTsI, KOHEYHO, ropoa PeBeab u mporecToBas
IPOTHB 3TOrO BapBAPCKOT0 06x0xAeHMs. OUeBHALBI PACCKA3BIBAAM, YTO HA TOM
MecTe ObIAU AY>KU KPOBH, M OAMH KPECTbSIHIH, KOTOPOMY IIPUIIAA O4epeAb OBITH
HaKa3bIBaeMy, YTOOBI He A€Yb AUL[OM B KPOBB, IOAAOXKHA TTOA AUI[O CBOJ KadTaH,
TO OAMH U3 3PUTEAE 9TOM IIBITKU BBITAIIMA KaQTaH U3-II0A AUIA KPECThSIHHHA,
rosopsi: «Kaxoe Te6e HyxHO eme ya06cTBo>» (ITO rybeprckoe mpaBAeHue Tak
cBupencTBoBaso). ITacrop Apenp us Kysaan'® nassaa stor axr (Haxasanue)
CIIACUTEABHBIM AeViCTBHeM — PefiTeH-pe-Ta <mapa GyKB 3axBaueHa IeperiAe-
Tom. — A. K.>'%.

IMpuuau B PeBeAb Bce X0351€Ba, KTO JKe M3 OYHTOBIIMKOB K JKaHAAPMaM 00-
paimjaercsi, Kak 06paTHANCH 3TU KpecTbsine? Kpome aTOro cAyunaoch mopo6uoe
¥ B ADYTHX MeCTaX, KaK, HAl[pUM.<ep> Ha ocTpoBe Aaro'®, 6p1an mpakTHKOBaHbI
TaKUe e CNACUMeAbHble ACTICTBUSL

KomaHAOBaA BOFICKaMy IIPH 9TOM Kakoii-To 6apo'?’, a renepaa-ry6epHaro-
pom Toraa 651, kaxercst, CyBopos'®, Ho oH He 6bIA B 3TO BpeMst AOMa.

164 JckasxeHBI M MMsI, ¥ Ha3BaHMe MecCTa. IMacropom B mpuxope Kyycaay ¢ 1837 mo 1863 rr. 6b1a us-

BECTHBIIL HICCAEAOBATeAb 3CTOHCKOTO s3bika Jpayapa Apenc (Eduard Ahrens, 1803-1863), sbury-
CKHHK GOIOCAOBCKOrO daxyabTeTa AEpITCKOrO YHHBEPCHTETa, aBTOP ICTOHCKOHM IPAMMATHKU
U OAMH U3 pedOpPMATOPOB 3CTOHCKOTO si3bika. CM. 0 HeM Kak o aunrsucTe: Uue ajastu misjoniling-
vist. Eduard Ahrens 200 / Koost. ja toimet. Kristiina Ross. Tallinn, 2003. ITactrop ApeHc nmeer
YCTOIMUBYIO PEIyTALHIO 3CTOPHAR, IO9TOMY IIPEACTOUT IIPOBEPUTD, HACTOABKO TOYHO CBUAETEAD-
crBo Keaepa.

Yrounenue mo mevatroit Bepcum: “Das ist eine rettende That” («3To cmacureapnoe aeao») //
PC.1886.Ne 11. C. 355.

Aaro — nan: Aaré (Dagd) — AOpeBOAIOLMOHHOE HasBaHHe oCTpoBa Xuitymaa Ha 3amape JCTo-
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166

Hun. Tam B urose 1858 r. IPOUCXOAMAY KPECTbSHCKHE BOAHEHHS, TOAYYHBIIHME HA9aA0 B MMEHUU
Basmaa (Vaemla, nem. Waimel). MaTepuaAb: AOIIPOCOB Ha HAKA3aHKs IITHIPyTEHAMY BadMAACKIX
KpecTbsiH cM.: 1858. aasta talurahvarahutused. Lk 341-342.

' DOxaexyrmeii Hap S0 KpecTbsiHaMK U3 AH¥SI, IPOM3BeASHHOM Ha Pycckom prinke 21.07.1858, pac-

IOpSDKAACS KOMEHAAHT PeBeast renepaa-aeiirenant 6apon A. B.3aabua (Salza), xoTopsiit B Ha-
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W3 Pepeass s moexaa Ha ocTpoB Aaro, TaMm s pHCOBaA Pa3Hble KOCTIOMBL
B Buitmeo I'eprere'®, y rocrioausa, y KOTOpOro st TocTHA ABe HeA€AH, s OTKPO-
BEHHO TOBOPHA, YTO SCTOHIBI HIMEAU OBI IIPABO TaK 5Ke CHAOIO B3SITh TO, YTO OT-
HATO y HHX 0b1AO cHAOI0. Ho ecan sTakuM croco60oM MOXHO A€MOPAAUSHPO-
BaTb HApOA, TO 5T AAS CBOUX OpaTheB He JKeAaA ObI A6MOPAAU3AIIUH, HO 51 TOBOPIO,
9TO OHH XOTb IO KpailHell Mepe UMeAH OBI IIPaBO, XOTb 3d ACHBIH, IIOKYIIATh
Ha3aA 3eMAIO CBOMX ITPEAKOB, KOTOPYIO OHH, AO CETOAHSIIHETO AHsI, 00pabaTsI-
BaAu aad Hemnles. Ha aro r-u I'eprer Bo3paxaa, MAu ckopeil HUYero He Bo3pa-
aA, a MpocTo ckasaa: «IloroauTe, MbI BCe cAeraeM, TOABKO He IPHUCBIAAiTE
PYCCKHX HaM Ha IITe0>.

Y HUX Xe 5 MHCaA C IIOMOIUIO T-XU 'epHET rOAOBKY KpacHBOIrO 3CTOHIIR,

S CAEAQA €€ B OAMH CEaHC, TaK KaK 9TOT 3CTOHEL] KA O4eHb AAAeKO OTTyAa'”’.

IPSDKEHHbIE AASL BAACTH MECSILIBI HHOTAQ HCIIOAHSIA OO53aHHOCTH BOEHHOTO rybepHaropa. ITpous-
BOAHAH 9K3eKyIHio coaparst Illancceasbyprekoro mexorsoro moaka. Cum.: 1858. aasta talurahvara-
hutused. Lk 391-392.

Anexcanap Apkaabesird Cysopos (1804-1882), rpad Poivuukckuit, Kesisb MITaauiicKuit, BHYK 3HaMe-
HHTOTO [IOAKOBOALI, 6bIA B 1848-1861 rr. renepaa-rybepHaropom Audasaann, IcrasHauu u Kyp-
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astHAMN. OH PHAEPIKUBAACS SIPKO BRIPOKEHHON IpoHeMelKoit opuenTaruu. XKua o6srauo B Pure.
19 YlckaxkeHO HasBaHMe MMEHUS H HMS eTO BAAAGABLA: XO3IUHOM UMeHHs Baomaa (Waimel) na oct-
pose Xuitymaa 6b1a B ToT MoMenT Puxapa, on Ieprer (Richard von Gernet, 1823-1892). Ox po-
Auacs B Baomaa, B 1852 1. sxeHuacs Ha Maraaanne ¢pon Iltakean6epr (Magdalena Pauline Char-
lotta Stackelberg).

B pomane fI. Kpocca «Tperbu ropei» anTaronucrom Keaepa Haspan Pyaoabd pon I'eprer,

BHAUMO, [IOTOMY, YTO OH CTaA GOAee U3BECTHBIM YEAOBEKOM, IEPBBIM KOMAHAOPOM IIEPBOro B Jc-
TOHUH SXT-KAY62, HAaYABIIETO CBOIO AESTEABHOCTb B Xaarcaay B 1888 r. (uro Tawke o6brpaHo
Bpomare). OpHako peasbHsiit Pyaoabd ¢on TepHeT — 9TO ChIH 3HAKOMOTO XYAOXKHUKA IO €TI0
npe6bBanmio Ha Xuitymaa. Ero moanoe nms Friedrich Rudolf Herman von Gernet (1857-1893).
Takum obpasoM, peabubiit Keaep 6ecepoBaa ¢ Puxappom ¢pon I'eprerom u ero xeHoit Marpase-
HOI; HaBepHOe, OOIIAACS M C MX IIECTUAETHUM CHIHOM PyA0AbPOM, KOTODBIi, KaK U ero oTel, po-
AUACS B Basmaa.
7 Vcropus xpecTbsHUHA, TouHee, Kydepa B nMeHuu IlITakeanbepros (Ha He6oAbIIOM OCTpOBKe
Kaccapy, psiaom ¢ Xuitymaa) Brasema Tamma, CTaBIIero BIOCAEACTBUU GYPMHCTPOM — OAUH U3
KAIOYeBbIX MOMeHTOB B poMaHe fl. Kpocca «Tperpu ropsr». O B3aumoaeiicTBiu MUba U PEaAbHO-
CTH B 3TOM CIOKeTe FOBOPHTCS B Hameit cratbe «['epon n ux npororuns! y Slana Kpocca (Ha npu-
Mepe HoBeaAb! “Tperbu ropst” u mbecst “TpyaHas Houb pookTopa Kapeaas”> ). [Ipusoaumble 3aech
caosa 1. Keaepa — AumIHee CBHAETEABCTBO TOTO, YTO XyAOKHHK HHUCKOABKO He HHTEpECOBAACST
SKU3HBIO U MOPAABHBIMH KaueCTBAMHU CBOEH MOAEAM, AASL HETO 9TO IPOCTO «KPACHBBI 3CTOHEI>,
KOTOPOTO OH H306pasua Ha KapTuHax «I[sran ¢ Xuitymaa» 1 «XuilyMaacKuil KpeCTbSIHUH C TO-
HOpOM>. 3aNOMHUBIIIHECS eMy YepThl AUl KpecTbsiHuHA Keaep mpuaaa u XpucTy B aATapHOi
dpecke B Kapaosckoit repksu B TasuHHe, KOTOpyto Hamucaa B 1879 r. (9ToT amu30A M3 KU3HH
Keaepa Haxoaurcs B jentpe pomana S1. Kpocca « Tperbu ropbi» ).



NAME INDEX"

Abashina N.

Abel T.

Adaiewsky, see Schultz E. G.
Ahrens E. (3. Apenc)

Aivazovsky L. (1. K. AiiBasosckwuit)
Akhmadulina B.

Akhmatova A. (A. A. AxmaroBa)
Akinfov

Alexander I (Anexcauap ITaBaoBma)

Alexander IT (Anexcanap 11, Axekcaupp

HukoAaeByY, BeAUKHI KHA3D )
Allas A.

Allmers H. (T. Aamepc)
Alpers B.

Altenberg H.

Andresen N.

Arminius

Ashukin N. (H. C. Auryxun)
Augustus (the Emperor)
Azarov V. (B. Asapos)
Bach].S.

Bagritsky E.

Balmont K. (K. A. BaabmoHT)
Balzac H. de (O. ae Baapzak)
Baratynsky J.

Batyushkov K.

Beethoven L. van

Bekhterev V.

98
70, 180

226

114, 175, 190, 224

13
13,98-100, 104, 109, 114
41

25, 30, 34, 35, 37, 38, 40, 4244
57,58, 64, 66-68, 175, 195, 198,
199,221

70, 180

218

157,158

70

170

28
112,122, 154, 161, 163, 169
28

97-99,109

68, 69

98

141, 145

150, 207

98, 104

38

30

77

The Name Index does not include the names of mythological, Biblical, and fictional characters,

nor the surname of the author who is the subject of this book, Jaan Kross, since he is mentioned on

nearly every page.
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Benkendorf A.

Beranger J.

Berg]. C., von

Berg Fr.

Bertram, Dr., see Schultz G.
Bestuzheva A.

Bezobrazov A.

Bibikov A.

Blok A.

Bock A, von (A. ®on-Bok, A. pon Box)
Bock E., von ( Petrova E.)

Bock K., von (K. ¢pon Box)
Bock T., von (T. don Box)
Bortniansky D.

Brecht B.

Brodski N.

Brunswick Th., von
Bryansky J.

Bryullov A. (A. IT. Bpioaaos)
Bryullov K. (K. IT. Bproasos)
Budkovski G. (I'. Byaxosckwii,
I'. ByrkoBckwuit)

Bunin L.

Biirger G.

Byron G.

Cauer der Altere R.

Catherine IT

Cervantes M.

Chaadaev P.

Chalvin A.

Chekhov A. (A. I1. Yexos)
Chernyshevsky N.
Chukovskaya L. (A. K. Yyxosckas)
Chukovsky K.

Cornelius P., von (I1. pou Kopreanyc)

229

42
158
35
37

40,41
84

47

10,13

199,201,202, 208-211, 213,217
35

35

19, 34, 35, 37-41, 44
38

155

171

30

38

190
112,190, 191, 194
194, 199, 200, 203

77

126

39

222

27
27,32,150
39

172
72,73, 81, 149, 150
67

100, 109
13,149
178,215,216
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Dahl V. 113
Danilova M. 38

Dante (Aanre) 28,29,220
Derzhavin G. (T. Aep)KaBI/IH) 27,28,32,38,48,52,114
Dickens Ch. 150
Dmitriev L. 38
Dobrolyubov N. 67
Dobychin L. (A. Ao6braun) 93,94
Dolgorukova E. 57
Dostoevsky F. (®. M. Aocroesckuit) 10,11,27-29,32,128,129, 135,137
Dovlatov S. 111
Dreyschock A. 60

EilartJ. 99
Engelbrecht von Griinewaldt J. C. 225

(W. E. TpunBaabaT, U. E. [proneBasbar)

Enst B. 60, 62, 69
Epaphroditos 68
Escarpit R. 149

Eskola O. 148
Etkind Y. 34

Ewers G. 26, 36
Fadeeva E. 83

Fadeev A. 150
Faehlmann F. 19, 36
Falck H. 56
Famintsyn A. 60

Fet A. (A. A. @er) 101, 105,107,111
Florinski S. 173
Fonvizin D. 153
Foucault M. 40
Friedberg M. 148,171
Furmanov A. 150
Gakkel L. (A. Taxkean) 140, 145
Geitman Y. 112

Gernet R., von 56,227



NAME INDEX

Gernet (Stackelberg) M., von
Giers N.
Glinka M.

Goethe J. W. (H. B. Tere)
Gogol N.

Goncharov L.

Goncharova N.

Gorchakov A.

Goremykin L.

Gorky M.

Gornostaeva V. (B. B. Toprocraesa)
Grant M.

Griboedov A. (A. C.Tpu6oeaos)
Grin A.

Grot N. (H. I1. T'por)

Grot Ya. (5. T1. Tpor)
Guillory J.

Guzairov T. (T. I'ysaupos)
Haravee H.

Hartman K.

Haartman C., von (K. K. pon I'aptman,

K. K. ¢pon 'aaprman)
Haeckel E. (3. T'exxean)
Haug T.

Heine H.

Hermakiila E.

Herzen A.

Hessen I.

Hippius O.

Hollander A. W. ( Toasanaep)
Hueck A.

IrdK.

Issakov S. (C.T. Mcakos)
Ivan IV

231

227
86

60

126, 149, 150, 208, 214
127-129, 131, 135, 137, 153, 172,
216

13

113,224

46,73, 85

86, 87

150, 155

140, 143, 145

83,94

13,39, 44, 146-171, 173

98

62, 63,176,196, 199, 202, 203, 207~
209,215,225

62,178,196

171

12, 45,49, 52,53, 82

156-158, 167

178

195,199,215

218
74,79, 81
13,24,27, 33, 149, 155
157

34, 67,152

90

56

186

19,33

167,171

145,147,171

108
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Ivanov A. (A. FBauoB)

Ivanov D.

Izvolsky A.

Jansen E.

Jevtuenko J., see Yevtushenko J.
Jordan F.

Joyce].

Jogi M.

Jogi O.

Kabur V.

Kafka F.

Kaisarov A.

Kalda M.

Kallas T.

Kaplinski J.

Kapp A.

Karamzin N. (H. M. Kapamsun)
Karell P.

Karjaharm T.

Kask K.

Khomyakov A.

Kirss T.

Kisseljova L. (A. H. Kuceaesa)

Kivimae J.

Klinger F.

Kniipfer R.

Koidula L.

Kolychov

Komarova L.
Kondrasov A.

Koni A. (A. ®. Konn)
Konstantin Pavlovich, Grand Prince
Korsunsky M.

Kohler K. (K. Keaep)

NAME INDEX

58,190
14, 146
80

55, 63,70

177

16

33,77,81

72,81

102, 170

16,17,33

37

149, 171

100, 110

45

73,77

38, 66

54, 56, 64-66,70, 178
36, 44, 54,70

156, 171

135

20,33

12,26, 30, 33, 42, 44, 53, 64, 69, 12,
34,44, 54,70, 174,178, 180
19,33

34

56

99

41

170

170

90, 95

41

97-99

180



NAME INDEX

Kohler P. (I1. Keaep)
Kreegipuu T.
Kreutzwald F. R.
Kron A.

Krull H.

Kruus O.
Kriidener J., von
Krylov 1.

Kubikov L.

Kunileid, see Saebelmann A.
Kuropatkin A.

Kuter T.

Kovamees A.
Kérner J.

Kaari K.
KolerJ. (11. Keaep)

Kéler-Viliandi (1. IT. Keaep-Buananam),

see Koler J.

Laanes E.

Lamsdorf V.

Lang P.

Lange A.

Lapin L

Leesment L. (A. AecmenT )
Lehrberg A.

Lemke M.

Lenin V.

Lepik M.

Lermontov M. (M. 0. AepmonToB)
Lesov R.

Levina, see Samma O.
Levitt M.

233

180-182
149,171
60

98
17,33
59,70
38
38,152
171

84

110

59,70

146-149, 151-154, 157, 158, 160~
168,171

70

9, 54, 56, 60-65, 69, 174179, 180,
182,183,187, 190, 193-197, 199—
205,208, 209, 213-216, 221, 224—
226,228

23,31, 33, 40, 44, 53,70
78, 80

172

172

113

71,81, 85,94

20,21

146

153,154, 170

176

10,13, 104, 112, 116, 126, 150
97

148, 171



234 NAME INDEX

Levy L. (H. Aesbrit) 146, 160, 166, 169

Liivamets M. 81

Lilienfeld S. 40

Lilienfeld K. 37,41

Lipp M. 57,58, 65, 66, 68, 70

Lisanevich M. 93

Lopukhins 40-41

Lotman Y. (FO. M. Aorman) 21,32,33,39,44,173

Lucan 28

Lugovsky V. 98

Lunacharsky A. (A. B. Aynagapckwuit) 120, 153, 169

Luts O. 147,148,171

Lutsepp A. SS

Lohmus M. 172

Lits A. 57,65, 66,70

Lyzhin N. (H. Abpkun) 21, 32, 35, 44

Mallene E. 81

Mandt M. 65, 66

Mann T. (T. Mann) 11,16, 31, 32, 140

Marcus C. 171

Maria Nikolaevna, Grand Princess 177,178, 195,214-216, 224

(Mapus HuxonaesHa, BeAuKast

KHATHHS )

Mark (evangelist) 31

Marshak S. 14,126

Martens A. 78

Martens F. F. (®. ®. Maprenc) 11,71,72,75,78, 80-82, 84-86, 89,
90, 94, 95

Martens G.-F. 72

Martin T. (T. Maptun) 148,169

Martos L. 38

Masing O. W. 36

Mayakovsky V. 13,100, 149

Merezhkovsky D. 16

Mertelsmann O. 146, 147,172

Michelson J. 11,47,52



NAME INDEX

Mikiver M.

Minin K.

Moeller-Sally S.

Monticelli D.

Moshkov L.

Moier L.

Muru K.

Miihlmann W.

Nagel V.

Nechkina M. (M. Heukuma)

Nekrasov N.
Nemzer A. (A. C. Hemsep)

Nero

Neuhaus H. (T. T. Heiirays)
Nietzche F.

Niit E.

Nicholas I (Huxonai I,
Huxonait [TaBAOBHY, BEAHKIT KHS3b )
Nicholas I

Nobel A.

Novalis

Olesk S.

Orlov V. (B. Opaos)
Overbeck J. F. (1. ®. Osepbexk)
Ozerov V.

Palamets H.

Palk G.

Panin P.

Parrot G. F.

Parve R. (P. ITapse)

Pasternak B. (B. A. [Tacrepnax)
Paul I (TTaBeaI)

Paulucci F. (ITayayqau @.)
Peter I (TTerp I)

235

55

38

148,172

150, 172

40

28,29,36

149, 172

27,33

149,172

152,169

104

74,81,104, 105,109, 111,112, 114,
116,117, 122, 123, 125, 126, 137,
140, 145

68

140, 142, 143, 145

59

13

40,42, 64-66, 114, 177, 194-198,
212

84,91

73

35

149, 155,172
152,157,159, 167, 170
178,216,217

38

80, 81

102, 170

47-49

36

97,98,109

111, 114, 140-143, 145
38, 64,201,205

42, 44

21,22,202
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Petronius
Petrova E., see Bock E., von

Phaon
Pild L. (A. TTuaba,)

Pilve E.

Platon, Metropolitan
Plescheev A.

Porfiridov N.

Pozharsky D.
Predtechensky A.

(A. B. TIpeaTeuenckuit)
Preller F. (®. ITpeaaep)
Presnyakov A. (A. IIpecuskos)
Promet L.

Przhevalsky N.

Publius Quinctilius Varus
Pugachev].

Purre E.

Pushkin A. (A. C. ITymxun)

Pustogarov V. V. (B. B. ITycrorapos)
Putyatin L.

Puusepp L.

Piarli U.

Parnik Y.

Radischev A. (A. H. Paammes)
Raudsepp A.

Reidna R.

Reinop H.

Repin L. (V1. Pertun)

Richter S. (C. T. Puxrep)
Romanov B.

Romanovs

Roosevelt F.

Rosen J., von

NAME INDEX

28
35

68
13-15,23, 33,59, 71, 82,95, 105,
138

149,151,172

38

135

151,173

38

18,29, 32, 35, 37, 40, 44

220,221
66, 69

99

92

28

11,12,48-52

148,172

13,22, 32, 39, 46-48, 102, 109, 112
115,117,118, 122, 142, 150, 174,224
71,75,78, 81, 84, 86, 89-91, 94

40

77

147,172

60,70

150, 169

149,173

59,70

151,167, 173

114, 191

101, 105, 107, 111, 138-145

84,94

41

89

46



NAME INDEX

Ross K.

Rostand E.

Rozen R.

Rzhevsky

Rubinstein A.

Rummo P.

Russov F.

Rustaveli Sh.

Riitman L.

Ryleev K.

Saebelmann A.
Salokannel J.

Salupere M. (M. Caaymepe)
Saluri P.

Saludir A.

Salza A. (A. B. 3aab1a)
Samma Olga (O. Camma)
Samma Otto

Samoilov D. (A, Camoiiros)

SawickiJ.

Scheffer A. (A. Illedpdep)

Schiller F. (®. [luaaep)

Schlegel F.

Schultz E., von

Schultz G., von (Dr. Bertrtam)
Schwind M. (M. I1Isuna, ITleBunT)
Semenenko A.

Semenov N.

Semenov P. (IT. Cemenos)
Semenov P. N.

Semenov P. P.

(T1. T1. Cemenos-Tsu-Illanckuit)
Semenova E.

Semenova M.

Semenova N. P. (H. IT. Cemenosa)

237

226
154,155,173

80

41

60, 61,92, 175
27,33

46

150

170

152

73,77,92
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Eessona toimetajalt

Viljapaistva eesti kirjaniku Jaan Krossi (1920-2007) looming on ammu kéit-
nud Tartu tlikooli vene kirjanduse kateedri litkmete tihelepanu oma rikkalike
voimalustega uurida eesti ja vene kultuuri kokkupuutepunkte, aga ka ajaloolise
romaani poeetikat, mille tunnustatud meister kirjanik on. 2009. aastal kiivitu-
nud uurimisteema “Reception of Russian Literature in Estonia in the 20th Cen-
tury: from Interpretation to Translation” (“Vene kirjanduse retseptsioon Eestis
20. sajandil: tolgendus- ja tdlkepoeetika”) raames kujunes see suund iiheks
tahtsamaks. Uurimisto6 tulemus on kiesolev kollektiivne monograafia, kuhu
koondatud artiklid kujutavad endast ithise t66 vilja selle s6na otseses mottes
mitte ainult sellepdrast, et need keskenduvad tihe autori, Jaan Krossi proosa-
ja draamaloomingule ning luuletdlgetele, vaid ka seetottu, et teadlased lihtuvad
oma to0s ihisest eesmirgist ja sarnastest metodoloogilistest pohimotetest”.

Kidesolev monograafia koosneb kolmest osast. Esimesse on koondatud
uurimused, kus vaadeldakse Jaan Krossi vene kultuuriga otse voi kaudselt seo-
tud ajalooliste teoste ajaloolisi ja ilukirjanduslikke allikaid. Kasitledes kunstilise
teksti eri kihte, puutub uurija viltimatult kokku vajadusega kirjeldada seda
teksti kui tervikut. Seetottu tehakse monograafia selles osas katse analiiiisida ka
Jaan Krossi ajaloolise proosa poeetika ildisi erijooni. Mitte tahtes pretendeeri-
da Krossi teoste struktuuri igakiilgsele kisitlemisele, ptitiavad artiklite autorid
ikkagi selgitada vilja méned kirjaniku tekstide dominantsed, votmetihenduse-
ga isedrasused. Monograafia teises osas analiiiisitakse Krossi vene keelest teh-
tud luuletolgete poeetika moningaid muutumatuid suurusi. Kolmandas osas
publitseeritakse esimest korda ithe Krossi kangelase prototiiiibi, kunstnik Jo-
hann Koéleri autobiograafiline jutustus.

' Kiesolevaks ajaks on see juba kolmas Jaan Krossi loomingut kisitlev kollektiivne t66. Vt ka: Meta-

morfiline Kross. Tallinn, 2003; Jaan Kross: bilan et découvertes. Paris, 2011.
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Leitmotiivide poeetika
Jaan Krossi romaanis “Keisri hull”

Lea Pild

Artiklis on kisitletud Jaan Krossi romaani “Keisri hull” (1978) leitmotiivide
kasutamise eripdra, mida, nagu ka kogu tema romaaniloomingu mikropoeeti-
kat, ei ole uurijad veel kirjeldanud. Artikli autori arvates voimaldab see mitte
ainult ldheneda kirjaniku kunstiilma iilesehitusele tervikuna, vaid ka lihemalt
konkretiseerida tervet hulka aspekte, mis on seotud Krossi teosega ning mida
on juba varem kisitletud artiklites ja arvustustes.

Leitmotiivi all on moistetud vastavalt kirjandusteaduses vilja kujunenud tra-
ditsioonile tekstis korduvat elementi (selleks vdib olla sdna, sénaiithend, paral-
leelsed episoodid jne), mis koos teiste sarnaste elementidega moodustab mit-
mekordsete korduste kaudu erilise kompositsioonilise struktuuri. Korduvad
motiivid (voi leitmotiivid) on jutustuse struktureerimise viis (selle komposit-
sioonitiiiip), mis viltimatult toob empiiriliste kujundite korval tekstis esile ka
tinglik-siimboolsed detailid, stseenid voi episoodid. Kérvuti leitmotiivi moiste-
ga on artiklis kasutatud ka teist, nimetatuga seotud terminit — vétmemotiivi,
mille all on moistetud siizeed kujundavat struktuurielementi romaani tekstis.
Kiesolevas to6s on kirjeldatud ja tolgendatud esmajoones votmemotiive, pre-
tendeerimata Krossi konealuse teose koigi korduvmotiivide ammendavale
iseloomustamisele. Romaanis “Keisri hull”, nagu ka mones teises Krossi ajaloo-
lises romaanis, esmajoones romaanides “Kolme katku vahel” ja “Professor Mar-
tensi drasoit”, ndeb artikli autor leitmotiivide kordumisele iles ehitatud jutus-
tust, mis on ldhedane XX sajandi uusmiitoloogilises romaanis kasutatule.

Vene ajalugu ja kultuur
Jaan Krossi romaanis “Keisri hull”

Ljubov Kisseljova

Artiklis analiiiisitakse Jaan Krossi iitht tuntumat teost — romaani “Keisri hull”,
mis ilmus 1978. aastal ja tolgiti seejirel paljudesse keeltesse, sealhulgas ka vene
keelde. Huvitav on selle suure ja keerulise teksti tiks aspektidest, esimesel pilgul
mitte keskne, kuid tihedalt péimunud romaani pohiprobleemiga, mida voiks
mairatleda eestlaste saatusena voora ikke all. Asi ei ole siin ainult ja voib-olla ka
mitte niivord Krossi kirjeldatud ajalooepohbhis, kui Eesti liks Vene impeeriumi
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koosseisu ja jagati kahe Ladnemere-dirse kubermangu, Eesti- ja Liivimaa vahel,
kus valitsesid baltisakslased ning eestlaste pohimass olid parisorised talupojad.
Krossi huvitab esmajoones see, kuidas kurnatud harimatust rahvamassist siin-
nib eesti rahvus. Peategelase prototiiiibiks on reaalne ajalooline isik, Liivimaa
moisnik ja Vene armee erupolkovnik Timotheus Eberhard von Bock, kes pandi
1818. aastal keiser Aleksander I kidsul Schliisselburgi kindlusesse vangi tema
meelepaha tekitava massukirja parast. Reaalsest ajaloolisest isikust peategelase
korval on viljamdeldud jutustaja, eestlane Jakob Mittik, Bocki naisevend. Te-
ma 0Oel Eeval, endisel périsorisel talutiidrukul, kellest saab abielludes Catherine
von Bock, on samuti reaalne prototiitip. Siiski voib teda romaani kangelannana
pidada kirjaniku méttet66 viljaks, sest reaalsest Kittyst, nagu teda nimetas abi-
kaasa, teame liiga vihe. Krossile, eestlaste saatusest koneleva romaani autorile,
on oluline réhutada, et eesti talupojad Eeva ja Jakob suutsid lithikese ajaga
saada haritud inimesteks ning Kittyst ei saanud mitte ainult Timo naine, vaid ka
tema kaasvditleja ja samuti toeline daam, kes valdas ilu, méistuse ja seltskondli-
ku takti koiki niiansse, kaotamata samal ajal oma talupoeglikke juuri. Ta suhtles
vordselt nii kiilanaiste kui ka tilikoolilinna Tartu intellektuaalse eliidiga. Ja mui-
dugi seob Timot ja Kittyt romaanis siigav vastastikune armastus. Krossi romaa-
nis peab balti aadliku valik eesti talutiidruku kasuks kinnitama lugeja silmis
uhkust eesti rahva iile ja usku selle rahva suurtesse voimalustesse. Korduvalt
rohutatakse, et dsjastest talupoegadest on saanud Parroti, Moieri, Ewersi, Zu-
kovski jt vestluskaaslased. Irooniliselt trakteeritakse mone isiku eksalteeritud
reaktsiooni (niiteks keisrinna Maria Fjodorovna puhul), kes nigi selles enne-
olematut imet. Jakob Mittik ei ole tildsegi lihtsameelne maamootja ega inime-
ne, kes on kaotanud iihe (eesti) identiteedi ega ole veel omandanud teist, nagu
on viitnud moned uurijad. Ta on keeruline, reflekteeriv kangelane, kes rohutab
oma uues ja iisna madratlematus seisuslikus staatuses eestlust.

Artikli autorit huvitab, kuidas Kross on télgendanud “Keisri hullus” Bocki
kirja ja millisena kerkib lugeja ette Aleksandri ja Nikolai aegne Venemaa.

Vene kirjanduse tekstid Jaan Krossi novelli
“Michelsoni immatrikuleerimine” kommentaaridena

Timur Guzairov

Jaan Krossi novell “Michelsoni immatrikuleerimine” on kirjutatud 1970. aastal
ja ilmunud 1972. aastal kogumikus “Klio silma all”. Kogumiku novellid, vilja
arvatud iiks (“Kahe kaotsiliinud paberi lugu”), moodustavad iihtse tihendus-
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vélja. Autor ehitab iles konfliktse olukorra ja analiiiisib seda edu saavutanud
eesti rahva esindaja elu pohjal. Kross uurib idealismi ja praktitsismi suhet, voi-
mudega sisemisele kompromissile mineku piire, suhet au ja kohuse vahel, voi-
matust jirgida ihtainsamat moraalinormi. Igas novellis tolgendatakse peamist
eetilist konflikti uut moodi. Kross avastab tihenduste mitmekesisuse, asetades
eri ajastutest parit kangelased eri olukordadesse ja eetiliselt mitmetihendusliku
valiku ette, luues samal ajal kangelaste monoloogidest poliifoonia.

Kiesolevas artiklis kisitletakse “Michelsoni immatrikuleerimise” ideelist
struktuuri uuest, intertekstuaalsest vaatenurgast — tuvastades ja interpreteeri-
des vene kirjanduse koodi Krossi novellis. Selgub, et vene kirjandus, sealhulgas
Puskini looming, oli Jaan Krossi jaoks tihtis nii kunstilisest kui ka ideoloogili-
sest seisukohast — muu hulgas ka kui ajaloolis-kirjanduslik kood.

“Michelsoni immatrikuleerimise” intertekstuaalne analiiis voimaldab teha
jareldusi novelli ideelis-kompositsioonilise struktuuri isedrasuste kohta. Autori
mirkused osutuvad teksti kui terviku lahutamatuks osaks ning voivad erisugusel
keerulisel viisil toimida koos pohisiizeega: esitades teise seisukoha, selgitades
stseenide varjatud tihendust, tuues sisse uusi, ajaloolis-kultuurilisi lisasiizee-
sid (Pugkini duell) — kaike seda, mis iseloomustab Pugkini mirkusi “Pugatovi
missu ajaloos”.

Tegelased ja nende prototiitibid
Jaan Krossi novellis “Kolmandad maed”
ja ndidendis “Doktor Karelli raske 66"

Ljubov Kisseljova

Artikkel analiiiisib Jaan Krossi nende ajalooliste teoste poeetikat, mille tegevus
toimub Tsaari-Venemaal ning kus peategelasteks on eestlased — 19. sajandi
teise poole rahvusliku drkamisaja tegelased — dukonnakunstnik, kunstide aka-
deemia professor Johann Koler ja dukonnaarst Filipp Karell. Tehakse kindlaks
allikad, millele Kross toetus siizeed ja karaktereid konstrueerides, aga ka faktide
interpreteerimise viisid, et luua neomiitoloogilisi tekste ning kirjutada rahvusli-
kult orienteeritud eesti kultuurilugu noukogude reziimi tingimustes. Reaalne
kommentaarium toob ilmekalt esile autori eesmirgi taastada Eesti ajaloolis-
kultuuriline maastik, ehitada iiles rahvuslik projekt ning r6hutada Eesti paritolu
tegelaste rolli nn suures ajaloos. Artiklis avatakse ka Krossi teoste allusioonide
kiht ja selle probleemistiku seos 20. sajandi teise poole tegelikkusega.
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Araséit kui vabanemine.
Eesti teema ja Tolstoi traditsioon
Jaan Krossi romaanis “Professor Martensi araséit”

Lea Pild

Artiklis kasitletakse Lev Tolstoi loomingu kihistust Jaan Krossi romaanis “Pro-
fessor Martensi drasdit” (1984) ning selle seotust eesti teemaga. Peategelase
prototiiiibiks on tuntud jurist ja diplomaat, rahvusvahelise diguse asjatundja,
koguteose “Venemaa poolt vilisriikidega solmitud traktaatide ja konventsioo-
nide kogu” (1874-1909) koostaja Friedrich Fromhold (venelaste jaoks Fjodor
Fjodorovit§) Martens. Teksti kompositsiooniline ithtsus on loodud korduvaid
voi paralleelseid lithisiizeesid arendades, paljusid labivaid motiive kasutades ja
tegelaste struktuuri isepiraselt organiseerides. Niiteks Martensit on kujutatud
kaksik- v6i mitmikkujuna, kusjuures moni tema kiilg ilmestab ka jutustaja hin-
geelu. Martensi pihtimus on varakult orvuks jadnud inimese oma, kes on otsus-
tanud iga hinna eest ja madalast paritolust hoolimata elus libi liiia ja teenida
lopuks vilja aadlitiitel. Martensi sisemonoloogid, mis muutuvad kangelase
iseendaga peetud ringa voitluse tagajirjel aina siiramaks, avavad tema elu pohi-
lise vastuolu. Nagu Martens ise arvab, seisneb see selles, et tema piiiid teenida
eeskujulikult Venemaa valitsust ning keisrit diplomaatia ja teaduse valdkonnas
on alati olnud vastuolus tema vaikiva, viljapaistmatu kriitilise suhtumisega Vene-
maa isevalitsejatesse ja nende lihemasse timbruskonda. Martensi pihtimuse
interpreteerimise voti on hilise Tolstoi eetiline positsioon. Martensi pihtimuse
sivenedes muutub tema vabanemine vabanemiseks valest koigis elu valdkon-
dades. On iseloomulik, et eesti kultuuri- ja teaduseinimesi on romaanis kujuta-
tud tegelastena, kes on oma rahva, mitte impeeriumi teenistuses. Nende ees-
mirk pole isiklik karjadr nagu Martensil, vaid rahvuskultuuri loomine. Nad pea-
vad silmas rahvust kui tervikut, oma tegevust aga vaid osakeseks sellest tervikust.

S. Witte ja F. F. Martensi tegelaskujud
Jaan Krossi romaanis “Professor Martensi draséit”

Timur Guzairov

Romaani “Professor Martensi drasoit” autor Jaan Kross analiiiisib teoses komp-
romissi piire, mis tekivad sisemise vabaduse, rahvusliku identiteedi tunnistami-
se ning riigiteenistuse ja toelise mina kaotamise vahel. Selle probleemi uurimine
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tingis tegelaskujude siisteemi erilise struktuuri. F. F. Martensi ja S. Witte tege-
laskujude omavaheline vastasseis on teksti ideelises struktuuris tihtis element.
Autor teisendab romaanis reaalseid ajaloolisi fakte ja kujutab konflikti titu-
leerimata, anastatud rahva esindaja ja Vene korgema riigivoimu esindaja vahel.
Martensi ja Witte suhete kaudu viljendab kirjanik ideed, et inimese teekond
sisemise vabaduse poole pohineb oma rahvusliku identiteedi tunnistamisel ja

oma rahvuskultuuri méistmisel.

Kaks siizeed David Samoilovi ja Jaan Krossi kogumikus
“bespoHHble MrHoBeHbs / PShjatud silmapilgud”

Tatjana Stepanistseva

Artiklis interpreteeritakse D.Samoilovi ja J.Krossi kogumiku “Besponnsie
mrHoBeHbst / Pohjatud silmapilgud” esimese osa kompositsioonilist lahendust.
Raamatu koostamise ajalugu ei ole seni ildse uuritud, mistottu autor esitab
kogumiku Samoilovi osa kompositsioonilise iilesehituse kohta kaks hiipoteesi.
Kui eeldada, et tekstide valiku ja paigutuse tegi nende autor, siis joonistub vilja
Samoilovi omamoodi alternatiivne poeetiline biograafia. Selle 16pptulemuseks
on idill — liiiriline kangelane leiab dnne uues keskkonnas. Kui selle tegi tolki-
ja (voi toimetaja), siis on rohk just nimelt ruumilisel miiratlusel: poeet “valis
merelahe”, leides uue kodu Eestis. Ja raamatu jargmine osa, Jaan Krossi luuletu-
sed Samoilovi tolkes, avaneb kui dialoog poeediga, kes kuulub leitud ruumi
juurde kui mirk Samoilovi poeetilise ja kultuurilise valiku 16plikust tunnustami-
sest. Kahe poeedi miniatuurne luulekogumik sobitub Venemaa ja Eesti muutu-
vatesse suhetesse 1980.—1990. aastate piiril. Jirgnev uurimus véimaldab tipsus-
tada artiklis puistitatud hiipoteesi.

David Samoilovi luuletus “Majamuuseum”
Jaan Krossi tolkes (kogumikust “P&hjatud silmapilgud”)

Tatjana Stepanistseva

Kiesolev artikkel keskendub esimesele Samoilovi tekstile kogumikus “Pohjatud
silmapilgud” ja selle tolkele. See on luuletus “Majamuuseum” (1961), mis esi-
mest korda ilmus 1963. aastal ajakirjas “Hossrit Mup”. Luuletuse paigutamine
valikus esimesele kohale ei olnud ilmselt juhuslik. Samoilovi luuletuste arv oli
liiga viike, et anda ettekujutus autori loomingulisest evolutsioonist. Sellest hoo-
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limata on kogumiku “Pohjatud silmapilgud” tekstide organiseerimise krono-
loogiline pohiméte tervikuna jilgitav, kuigi sellest rangelt kinni ei peeta (“Iivani
surm” — enne 1953. aastat, “Ballaad saksa tsensorist” — 1958, “Piisivodras” —
1978, “Richter” — 1981, “Afanassi Fet” — mitte hiljem kui 1980, “Laht” —
1978 jne). Piiiides originaalist kinni pidada, muutis Kross tolkimise kiigus
teksti nii, et tuua esile selle potentsiaalne tihendus. Jaan Krossi tolkes kaotas
Samoilovi luuletus “Majamuuseum” Pugkiniga seotud allusioonilise kihistu-
se (reaalide arvu, elulooliste assotsiatsioonide jne vihendamise kaudu), kuid
omandas sellega palju laiema métte. See ei olnud enam (oletatavasti 19. sajandi)
vene poeedi biograafia, vaid “poeedi elulugu tldse”.

“N emy nokasanacb Poccus...":
David Samoilovi ballaad Jaan Krossi tolkes

Tatjana StepanistSeva

Artiklis on esitatud David Samoilovi luuletuse “Basaasa o Hemerxom nensope”
ja selle Jaan Krossi tolke interpretatsioon. Samoilovi ballaad ilmus esimest kor-
da 1961. aastal ning lisati hiljem poeemile “Bawxkune crpansr”. Poeemi pohisii-
zeega on ballaad seotud norgalt. Seetdttu on iisna toendoline, et tegelikult oli
sellel allusiooniline iseloom, mis pidanuks sojateemalise poeemi kontekstis
vihem silma paistma.

Ilmselt aktualiseeris Jaan Kross oma tolkes taas noukogude allusioonid,
et teha luuletus eesti lugejale huvitavamaks. Seejuures loobus ta kirjanduslike
assotsiatsioonide edasiandmisest, mis olid ilmsed ballaadi vene keeles lugejate-
le (need on eelkdige assotsiatsioonid vene klassikalise kirjanduse jutustustega

nn viikesest inimesest).

David Samoilovi luuletus “Puxtep” Jaan Krossi télkes
Lea Pild

D. Samoilovi luuletus “ Puxrep” on kirjutatud 1980. aastal ja ilmus esimest kor-
da 9. jaanuaril 1981. aastal ajalehes “Auteparypnas Poccus” pealkirja all “Pux-
tepy”. Luuletus kuulub luulekogusse “3aaus” (1981).

Svjatoslav Teofilovit§ Richter (1915-1997), saksa piritolu geniaalne vene
pianist, kellest juba tema noorusaastatel kujunes kaasaegsete jaoks legendaarne,
peaaegu miiitiline kuju mitte ainult imepédrase muusikalise talendi, vaid ka
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silmapaistvate isiksuseomaduste tottu. 1990. aastal Tallinnas ilmunud kakskeel-
ses kogumikus “Besponnsie mraosenus” esindab luuletus “Puxrep” nii originaali
autori kui ka télkija seisukohast ddrmiselt olulist kultuuri (kunstniku) teemat,
mis esmajirjekorras ithendab kaht eri rahvusest poeeti. Jaan Krossi tolkes leidu-
vad erisused on seletatavad pigem sellega, et Kross ei taastanud seda intertekstu-
aalset ruumi, milles siindis Samoilovi luuletus. Hoolimata sellest on luuletuse
tahtsad motted edasi antud. Esmajoones on luuletuses kujutatud kunstnikku,
kellel on materjali kisitlemisel vabadus. Erinevalt sdnakunstnikust on selline
vabadus alati (ajast soltumata) kittesaadav suurele muusikule, mida réhutaski
oma tolkes Jaan Kross, muutes monevorra originaali autori peamist moétet, kuid
sailitades siiski ldheduse hilise Samoilovi iildiste esteetiliste toekspidamistega.

Vene klassikud Néukogude Eestis:
Gribojedovi koméodia Jaan Krossi tolkes

Dmitry Ivanov, Maria Tamm

Uurimuses kisitletakse A. Gribojedovi koméodia “Hida maistuse pirast” (1824)
tolkeid eesti keelde, tolkijateks Jaan Kirner (1945) ning Jaan Kross (1962). T66
eesmirk on vaadelda moélemat tolget Stalini-aegse ning -jirgse ajastu peamiste
kultuurisuundumuste kontekstis tolkijate valitud tolkestrateegiast lihtuvalt. Gri-
bojedovi kui n-6 ametlikku antoloogiasse kuuluva autori retseptsiooni uurimine
Eestis andis voimaluse selgitada vilja kirjandusliku kaanoni tilekandemehha-
nismid, mida néukogude v6im rakendas uute vabariikide sovetiseerimisel.

Kirneri tolge valmis ametliku tellimuse tulemusena, mille eesmirk oli de-
monstreerida eelkdige Gribojedovi siinniaastapieva (194S) juubelipidustuste
kontekstis eesti “rahva” ja NSVL “rahvaste pere” jagatavate kultuuriviirtuste
tihtsust ning teisalt luua tekst, mis vastaks tleliiduliste normide jargi kirjanduse
uuendatud programmile Eesti koolis. Kirner valis tipse tolke strateegia. Tema
t606 voeti selle vddrtusest hoolimata vastu kui kirjanduslik ja eluvooras ning tehti
koolidele kohustuslikuks.

Krossi rakendatud vabatolke strateegia oli allutatud koméddia “Hiada mois-
tuse pdrast” tinapdevase, teatraalse teksti loomisele. Vanemuise teatri eritelli-
musel tehtud tolge valmis hiljemalt 20. jaanuariks 1963 ning edastati alles hil-
jem tritkikotta. Tolkija eesmark siilitada algne mote, seejuures teksti arusaama-
tute reaalidega koormamata, lihtsustas Eesti vaatajate poolt komoddia omaks-
vottu. Vabanedes lijalt konkreetsetest ajaloolistest detailidest, saavutas Kross
lisaks sellele kom&6dia universaalsema ja allusioonilisema kéla, mis oli kooska-
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las sulaaja vaimu ning publiku ootustega. Tulemusena siindis komoéddia “Héada
moistuse parast” taisvadrtuslik lavaline ekvivalent, mis voeti vastu kui teos,
millel oli 1960. aastate eesti kirjanduses iseseisev poeetiline véirtus.

Kunstnik Johann Kéleri autobiograafiline jutustus
(Jaan Krossi romaani “Kolmandad maed” jalgedel)

Ljubov Kisseljova

Artikkel on sissejuhatus Venemaa teaduste akadeemia vene kirjanduse insti-
tuudi arhiivist leitud J. Koleri biograafia teksti publikatsioonile. Touke uute
dokumentide otsinguteks eesti maalikunsti isa elukiigu kohta andis Jaan Krossi
romaan “Kolmandad mied”. Otsingute tulemusena avastati kunstniku autobio-
graafilise jutustuse stenograafiliste markmete desifreeringud, mis olid tehtud
ajakirja “Pycckas crapuna” toimetuses selle toimetaja M. Semevski initsiatiivil
ja osavotul. Stenografeerimine toimus aastatel 1881, 1884 ja 1886. Nende poh-
jal ilmus ajakirja kahes numbris publikatsioon, mida kasutas ka Kross oma ro-
maani kirjutamisel. Leitud allikas sisaldab Koéleri elu kohta palju rikkalikumat ja
tiksikasjalikumat informatsiooni enne 1864. aastat, kuid pérast seda markmed
katkevad. Ajakirja suur arhiiv ei ole 16puni labi tootatud, seega voib-olla leitakse
kunagi tulevikus ka teksti puuduvad osad. Artiklis on esile toodud moéned
Koleri suulise kone iseloomulikud jooned ja analitiisitakse ka tema isiksuse
eripara. Autobiograafilist jutustust vorreldakse Jaan Krossi loodud tegelaskuju-
ga. Artiklis kirjeldatakse ka publikatsiooni tekstoloogilisi pohimétteid.

Professor J. Koleri biograafia

L. Kisseljova publikatsioon ja kommentaarid

Siin publitseeritakse stenografisti ileskirjutatud Keiserliku kunstide akadeemia
professori Johann Koleri autobiograafiline jutustus. Tekst on varustatud mir-
kustega, mis kommenteerivad selles esinevaid nimesid ja moisteid, aga ka ste-
nografistile ebaselgeks jadnud voi muudetud kujul esitatud kohtade desifreerin-
guid. Tekst sisaldab Koleri elukdigu kohta palju uusi detaile.



ABOUT THE CONTRIBUTORS

Participants in the research project TFLGR 0469
“Reception of Russian Literature in Estonia in
the 20" Century: from the Interpretation to Translation”

Dmitry Ivanov, PhD in Russian Literature, Research fellow of Russian Litera-
ture, Department of Slavonic Languages and Literatures, University of Tartu.
Field of research: Russian literature and theatre of the 18™ and the 19" centu-
ries, Soviet Culture, Russian culture in Estonia.

Timur Guzairov, PhD in Russian Literature, Research fellow, Department
of Slavonic Languages and Literatures, University of Tartu. Field of research:
concepts of imperial ideology, and the rhetorical means of their expression in
aliterary text; ideological narratives and various national discourses; Russian
culture in Estonia.

Ljubov Kisseljova, PhD in Russian Literature, Professor of Russian Literature,
Department of Slavonic Languages and Literatures, University of Tartu. Field
of research: Russian literature and culture of the 18® and 19% centuries, Russian
culture in Estonia, various aspects of imperial and nationalistic discourse.

Lea Pild, PhD in Russian Literature, Associate Professor of Russian Literature,
Department of Slavonic Languages and Literatures, University of Tartu. Field
of research: Russian literature of the 19" and 20" centuries, creativity of Fet,
Turgenev, Blok, literary poetics, translation theory and practice, Russian cul-
ture in Estonia.

Tatiana Stepanischeva, PhD in Russian Literature, Lecturer of Russian Litera-
ture, Department of Slavonic Languages and Literatures, University of Tartu.
Field of research: Russian poetry of the 19" century, Russian culture in Estonia,
creativity of Pushkin, V. Zhukovsky, P. Viazemsky.

Maria Tamm, Master in Russian Literature, graduated the Department of Sla-
vonic Languages and Literatures, University of Tartu; Coordinator, Faculty
of Philosophy, University of Tartu. Field of research: Russian culture in Esto-
nia, translation theory and practice.



	01_Contents - alr reviewed_23.12.pdf
	02_Introduction_from_the_Editor - alr reviewed_21.12.pdf
	03_Pild_Poetic_of_the_leitmotifs - alr reviewed_07.01.pdf
	04_Kisseljova_Russian_history_and_Culture - alr reviewed_23.12.pdf
	05_Guzairov_Works of Russian Literature - alr reviewed_21.12.pdf
	06_Kisseljova_The Protagonists of Jaan Kross - alr reviewed_03.01.pdf
	07_Pild_The Tolstoyan Layer and Estonian Theme - alr reviewed_07.01.pdf
	08_Guzairov_The Portrayals of Witte - alr reviewed_07.01.pdf
	09_Stepanishcheva_The_two_Storylines - alr reviewed_07.01.pdf
	10_Stepanischeva_David Samoilovs Poem The Museum in Translation - alr reviewed_07.01.pdf
	11_Stepanischeva_And_Russia_seemed_to_him_David - alr reviewed_21.12.pdf
	12_Pild_David Samoilovs Poem Richter - alr reviewed_07.01.pdf
	13_ Ivanov_Tamm_Russian Classics in Soviet Estonia - alr reviewed_07.01.pdf
	14_Kisseljova_The Autobiographical Story of Artist - alr reviewed_22.12.pdf
	15_Kisseljova_Biografia professora Kelera_07.01.pdf
	16_Name_index_07.01.pdf
	17_Summaries in Estonian_23.12.pdf
	18_About the Contributors_23.12.pdf

