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SOME ANTHROPOLOG1CAL REFLECTIONS ON WIDOWHOOD1

LEONARD MARȘ

Anthropology is the comparative study o f society and culture, usually 
practised by the method o f participant observation, but its theories and methods can 
and have been applied to literary texts. In this paper I shall consider the status of 
the widow in various societies and cultures based on my eclectic reading which 
ranges from the Bible to modern novels and short stories. In my own fieldwork, 
conducted in Israel, Wales and Hungary, I have o f course encountered many 
widows and widowers though I have never made a study o f their social position, 
hence my resort to examples taken from a range o f literature. 1 shall not be 
addressing the problems o f widowers, interesting as they are, in this paper.

The social situation of the widow varies with the society, conceived as a structure 
of relationships and institutions, the culture, which includes norms, values and beliefs, 
and with the individual who operates within the society and culture* that to some extent 
constrains her. I shall begin with the book of Genesis and then consider the situation 
of the widow in selected texts from English, Hungarian and Guyanese literature.

THE BOOK OF GENESIS

My first example of the interaction between society, culture and the 
individual is derived from Genesis chapter 38. This chapter provides us with an

1 This paper was intended for a conference entitled “The Merry Widow: Rethinking Widowhood 
in History, Culture and Society” organised by The Centre for Research into Gender in Culture and 
Society (Gencas) held in The University of Wales Swansca 7-9 July 2007. Unfortunalely, almost at the 
last moment, I was unable to participate. It was written whilc I was a visiting professor at the University 
of P&s, Hungary. This post is fundcd by the EU’s Mărie Curie Host Fellowships for the Transfer of 
Knowledge Programme whose support 1 am pleased to acknowledge. I am gratcful to Professor Găbor 
Vargyas for the invitation to join his Department of Ethnology and Cultural Anthropology.

1 should like herc to express my gratitude to Professor Geza Komoroczy, Director of the 
Centre for Jewish Studies of the Hungarian Academy of Sciences, and his colleagues for their 
sustained support over several years.

Yet again 1 appreciate the pertinent comments of Gcrald Marș on an carlier draft of this essay.
1 benefited from the staff and postgraduate seminar of the Department of Ethnology and 

Cultural Anthropology of the University of Pecs where I delivered this paper.
‘ Of course individuals may belong to one or more societies and cultures simultaneously.

Synthesis, XXX1V-XXXV, p. 3-19, Bucarest, 2007-2008
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4 Leonard Marș 2

example of a widow who flouts one norm of her patriarchal and patrilineal society 
by sleeping with her father-in-law, in order to conform to another norm, namely to 
produce an heir for her deceased husband so that his social identity, expressed by 
the perpetuation of his name, may persist even though he is physically dead. The 
widow is Tamar, daughter-in-law of Judah, a founder of one of the twelve tribes of 
Israel. Tamar’s First husband, Er, the eldest son of Judah, was killed by God for 
some unspecified transgression. Since that marriage was childless it became the 
leviratic obligation of Judah’s second son, Onan, to marry and to impregnate his 
brother’s widow so that Er might have an heir. Onan failed to fulfil his duty as a 
levir by practising coitus interruptus with Tamar and he too was killed by God? 
Judah’s third and only surviving son, Shelah, was too young to assume the duty of 
levir so that Judah ordered Tamar to don widow’s garb and to return to her father’s 
home and wait until Shelah had reached sexual maturity. Then Judah promised to 
recall her. It is clear that Judah having lost two sons married to Tamar, had no 
intention of honouring his promise to caii her back so that she could bear a child 
for Er. Indeed, his own name was now in jeopardy. Years elapsed without any 
summons from Judah so that Tamar took the inițiative and resorted to unorthodox 
tactics to fulfil her conjugal duty to Er.

Disguising herself as a prostitute, she solicited her father-in-law and instead 
of accepting the standard payment for her sexual Services, she requested some 
personal items ffom him, an essential insurance policy as it turned out. Tamar 
became pregnant by Judah, who believing she had played the harlot and so 
dishonoured his family, demanded that she be put to death. At that point the 
resourceful Tamar flourished Judah’s tokens and declared discreetly that she was 
pregnant by their owner. Judah, realising that Tamar had been more virtuous and 
honourable than he had been, desisted from further sexual relations with her, which 
in this case constituted incest. The result of Tamar’s stratagem was that she bore 
twins, who in fact replaced Judah’s dead children and who were subsequently 
grafted on to his lineage, as if they were his legitimate sons.4

In this type of patriarchal and patrilineal society a woman’s role is one of 
subordination to her father and subsequently on marriage to her husband or his 
surrogate. Her status depends on her ability to produce children, especially sons. A 
childless widow will have little social security in old age. Tamar without her own 
children was vulnerable. As a mother of sons she could count on their support and 
she could exercise some influence, if not authority over them and their wives, in 
her role as mother-in-law and future grandmother. Within this culture her freedom 
of action was constrained but she could take initiatives within these constraints. 
Thus Tamar could flout the rules of incest and adultery to produce children for her 
late husband. In her case her illegitimate means justified her legitimate ends.

1 Cf. Marș (1984) for a discussion of Onan’s crime.
4 Cf. Gcnesis 46:12; Number 26:19, 1 Chronicles 2:3; Matthew 1:3.

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



3 Anthropological reflections on widowhood 5

Tamar was an isolated widow, alone in her father-in-law’s Household and her 
own natal kin were shadowy figures who were to accept her as a widow until Judah 
called her back. She was expected to wait passively but decided to take an active 
role in her destiny. She is the only woman to feature in the story. The men to whom 
she is related by marriage, Onan and Judah, treat her badly by failing to fulfîl their 
obligations towards her. By contrast she triumphs by fulfilling her duty to the 
family into which she has married. Our next example, also from the Bible, features 
three widows, two of whom support one another in adversity and who eventually 
achieve their goals.

THE BOOK OF RUTH

The three widows in this story are Ruth, Orpah, and their mother-in-law, 
Naomi. Naomi and her husband, Elimelech, had emigrated from Bethlehem in Judah 
to Moab together with their two sons, each of whom had married Moabite women 
who were named Orpah and Ruth. Elimelech and his two sons who had produced no 
children had died in Moab leaving the aging widow, Naomi, very embittered. She 
urges Orpah and Ruth to remain in Moab while she returns to Bethlehem, since she 
has no more sons to act as levir, nor is she convinced that her daughter-in-law would 
be prepared to wait if she did remarry and bear sons. Orpah decides to remain in 
Moab but Ruth insists on accompanying her mother-in-law to her natal home, saying, 
“Your people are my people. Your God is my God” (Ruth 1:16).

The two women return to Bethlehem and settle in the household o f Boaz, a 
wealthy farmer who is a kinsman of Naomi. As a widow Ruth works in Boaz’s 
cornfield and is favoured by her employer who permits her to glean more com than 
is usual. Naomi instructs Ruth to bathe, to put on fine clothes and to lay beside 
Boaz who is sleeping on his threshing floor. Boaz wakes in the night to find Ruth 
beside him and asks about her intentions. She tells him that he is her redeemer, i.e. 
levir, since he will redeem her husband’s land, which she and Naomi were obliged 
to pawn to alleviate their poverty. Boaz considers this reply very virtuous but 
responds that he is not free to act as levir since there is another man more closely 
related to her late husband and who therefore has a prior claim on Ruth. Boaz 
approaches this man and suggests that he redeem the land of both widows and act 
as levir to Ruth. The man waives his claim to Ruth, so that Boaz is now free to 
marry her in a leviratic union, which he does. Subsequently Ruth bears him a son, 
Obed, who is the grandfather o f King David.

In this example the two widows combine forces to enable Ruth to marry, to 
produce children for her late husband, and grandchildren for her mother-in-law. 
Naomi is clearly the dominant person, perhaps by virtue o f her age and possibly by 
her familiarity with Israelite mores. Naomi rewards Ruth for her loyalty by setting
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6 Leonard Marș 4

up the liaison with Boaz who conforms to the norms of his society by first 
supporting the two childless widows and by eventually marrying the younger. As 
with Tamar, Naomi and Ruth take an active role, within the constraints of their 
society and culture, to ameliorate their situation, which can only improve if they 
can find a husband for the younger widow who is capable of producing children. 
Both Tamar and Ruth exploit their sexuality to find an unorthodox but effective 
levir to perpetuate their husband’s name, and in the case of Ruth, to restore the 
family fortune.

“THE SON’S VETO”

My next widow is from a different era and from a very different society, 
namely nineteenth-century, Victorian England. The text is a short story by Thomas 
Hardy, entitled “The Son’s Veto”.5

A simple, uneducated, rustic girl, Sophy, is employed by a country parson as 
a parlour maid. The parson is married but his wife dies and he is left as a childless 
widower, about forty years of age. Sophy realises that the parson, Mr Twycott, will 
have to shed some of his household staff and offers to resign because a local 
gardener, Sam Hobson, has proposed to her but her employer requests her to stay 
on. Shortly afterwards she informs the parson that she has had a tiff with Sam and 
that the marriage is off. While caring for her employer she injures her leg and 
becomes lame. Out of pity, and also self-interest, the parson proposes marriage to 
Sophy, who accepts,

Sophy did not exactly Iove him, but she had a respect for him which 
almost amounted to veneration. Even if she had wished to get away 
from him she hardly dared refuse a personage so reverend and august in 
her eyes, and she assented forthwith to be his wife (1987; 126).

In order to escape local censure for his mesalliance Mr. Twycott moves to a 
parish in London where his new wife becomes an isolate. The couple have a son, 
Randolph, who receives an elite, public school education and who is ashamed of 
his mother’s ungrammatical, rural English and her humble origins. After Tycott’s 
death Sophy finds herself a young widow with a schoolboy son whose career has 
been mapped out by her late husband; he will study at Oxford after which he will 
be ordained as an Anglican priest. After the death of her husband, her health, both 
mental and physical, deteriorates, and she spends much of her time gazing out of 
the window at passers-by. By chance she sees her old sweetheart, Sam, who is now 
the manager of a market garden in London and who observes that she is homesick 
for Wessex. In a spontaneous response she accepts his diagnosis but immediately

5 Harold Orei (cd.). Victorian Short Stories: An Anthology. London: Dent, 1987.
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5 Anthropological reflections on widowhood 7

retracts her statement to declare that London is now her home and that she has a 
son at public school “one of the most distinguished in England”. Sam addresses her 
deferentially, “1 forget ma’am, that you’ve been a lady for so many years.” To 
which she replies,

‘No, I am not a lady,’ she said, sadly. ‘I never shall be. But he’s a 
gentleman, and that-makes it-oh, how difficult for me!’ (131)

They meet a few times and Sophy’s health improves; Sam proposes marriage 
but she tells him that she has to inform her son and is affaid to do so. Sam informs 
her that she is the adult not the child and should be in a position to act on her own. 
Eventually she broaches the subject of remarriage and initially Randolph is in 
favour until he learns that her intended is a tradesman.

I am ashamed of you! It will ruin me! A miserable boor! A churl! A clown!
It will degrade me in the eyes of all the gentlemen of England! (135)

She hopes that he will relent and waits a few more years before repeating her 
deșire to marry Sam. Finally she approaches Randolph again and seeks his 
approval for her marriage to Sam. Now an undergraduate and on the way to 
ordination she suggests it would be advantageous to his career if she got out of his 
life by marrying and returning to Wessex. Cruelly he makes her bend down and 
swear on the cross that she will not marry Sam without his consent. She acquiesced 
hoping that his heart would soften after his ordination. But he remained 
intransigent, “His education had by this time sufficiently ousted his humanity to 
keep him quite firm” (136). Subsequently, and consequently, her health deteriorated 
and she died four years later and was buried in her native village, mourned by her 
loyal Sam now a successful shopkeeper.

In this class-structured society, Sophy is disadvantaged by her lowly origins, 
by cultural attitudes to gender, and by her own reluctance to pursue her individual 
desires and interests. Even as a widow, ostensibly free to decide her own future, 
she becomes a prisoner of her own socialisation as an uneducated, lower class, 
woman, who though formally the wife of one gentleman, and the mother of 
another, has lost her freedom of action. The one man who in terms of class is not a 
gentleman, Sam Hobson, is a “natural gentleman” who treats her with loving 
respect and dignity and with whom she flourishes. Although he shows enterprise in 
advancing his economic position, he too is socialised to consider her a lady so that 
he cannot press his suit too hard and urge her to defy her snobbish, selfish, bullying 
son, who is anything but a gentleman and a Christian for all his pretensions.

Randolph is so absorbed into the circle of aristocratic gentlemen as to be 
totally self-absorbed and egocentric. His lack of filial care and Iove together with 
his manifest contempt for his mother’s lack of schooling induces her to believe that 
he is an alien, and she confides to Sam,

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



8 Leonard Mars 6

“I almost fancy when I am miserable sometimes that he is not really 
mine, but one I hold in trust for my late husband. He seems to belong so 
little to me personally, so entirely to his dead father. He is so much 
educated and 1 so little that 1 do not feel dignified enough to be his 
mother” (133).

Sophy, who has become a lady by marriage, knows her place. She has been 
socialised to the point of passivity and resignation though she shows some 
resistance by daring to go out with Sam while a widow. However she proved 
unable to take the decisive step to defy her son and assert her right to lead her own 
life. Her son’s callous behaviour in effect condemns her to death. Sophy is 
psychologically and morally destroyed and her subsequent death merely confirms 
that psychological destruction. Her plight recalls that of those Indian wives who 
practised suttee on the death of their husbands, except that unlike them she suffered 
a slow lingering death.

As an individual her submissive character is unlike that o f Tamar, Ruth and 
Naomi, who were socialised in a patriarchal society to accept a passive role but 
who resisted and took action to pursue their interests and rights.

“THE C1RCUMCISION”

The main character in this novei by Gyorgy Dalos, which is set in the 1950s 
Stalinist Hungary, is Robert (Robi) Singer, a twelve year old, Hungarian, Jewish boy, 
who is raised by his unnamed, energetic grandmother and his helpless, obese, 
mother, Erzsi, who is lame as a result of a congenital hip displacement. Both women 
are widows. Robi’s grandfather was taken prisoner by the Russians in World War I 
and never seen again; his father died a few months after the end of World War II 
ffom tuberculosis, which he had contracted in the Forced Labour Brigade.6

Although “a half-orphan”, Robi had been in several Jewish orphanages since the 
age of four, having been taken to them by his anonymous grandmother, who was 
aware that her daughter, Erzsi, was unable to care for herself, let alone for her son. 
Indeed when Robi retums home at weekend it is he who escorts his mother around 
town and helps her to cross the road since she is agoraphobic and also hypochondriac. 
In short she is a helpless, hapless, figure, who has lost her ability to type and who is 
employed part time as a receptionist on a nominal wage. His grandmother works for 
the Handkerchief Dyers Cooperative, always hoping to receive her elusive bonus, 
which she intends to spend on a winter coat for her grandson.

6 According lo Hungary’s own Nuremburg laws, Jews were debarred from serving in the army 
but were conscripted into unarmed labour units, many of whom were sent to the Russian front where 
thcy perished in their thousands.
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7 Anthropological reflections on widowhood 9

Grandmother is the dynamic, dominant, healthy person in the Household, and 
her daughter, aged forty-two, is still as dependent as when she was a child. Indeed 
it was Robi’s grandmother who engineered Erzsi’s marriage when the latter was 
thirty, to thirty-six year old Bandi who aspired to be an art historian but who had 
never been gainfiilly employed. Erzsi lacks any domestic skills and on the one 
occasion she tries to cook a meal it ends in utter failure. However she does have 
some limited success in her Iove life when after vacillating, she has an intermittent, 
two year, affair with a sixty-plus, unsavoury, married, Jewish tailor which she 
keeps secret from her mother, but which she confesses to Robi who thus becomes 
her confidant. Before the affair developed, content with his companionship and 
averse to sleeping with him, she discusses the situation with Robi, who asks if “she 
will do it with him”. Indignantly she rejects the question and says she is neither a 
“common pro nor fast”. Whereas Robi and his friends knew that a prostitute was a 
woman who had sex with a man for money, his mother had another definition.

She considered every woman a whore who cheated on her husband 
when she should have been giving thanks to the Almighty for not being 
a widow (73-74).

The lover dies and the grandmother cannot comprehend her daughter’s mood. 
It is Robi who, to help her cope with her grief, suggests that she attend the burial. 
Erzsi cheers up and grandmother observes: “Poor dear, she won’t listen to anybody 
but her son”.

Mother is not the only burden that Robi has to bear since he is approaching 
his bar mitzvah1 but the ceremony will not be held without his circumcision (briss) 
which should have taken place when he was eight days old.8 His teacher of religion 
at the orphanage urges him to undergo the operation together with Robi’s best 
friend, Gâbor Blum, another “half-orphan”, who had also not been circumcised. 
Robi is worried about surgery since a botched operation on his hand had left him 
maimed. Robi’s apprehension is reinforced by his grandmother who is unwilling to 
have him circumcised because she recalled the times during the war when the 
Arrow Cross9 men would debag suspected Jewish men and kill them when 
identified by the lack of a prepuce. She still fears Germany since it was re-arming 
and moreover there were now two Germanys to worry about. To her relatives, 
especially her brother-in-law, she supports Rob’s circumcision, but covertly she 
procrastinates and tries to prevent it. Every time she registers Robi in a new Jewish 
home she rationalises his lack of a briss.

7 Cf. Marș (1990).
* Before and after World War 11 it was not uncommon for Hungarian Jews to refusc to 

circumcise their sons.
9 The Arrow Cross were the Hungarian allies of Nazi Germany who were installcd in power a 

few months after the Germans invadcd Hungary in 1944.
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10 Leonard Mars 8

In terms o f her role as a Jewish grandmother she is remiss in her obligation to 
raise him in the family’s religion. She instructs him to reply to anybody who asks 
his religion to say that he is “a Hungarian Jewish communist. You can’t go wrong 
with that” (45); she encourages him to escort his mother to prayer Services of Jews 
for Jesus; when he comes home at weekend she serves him pork sausage telling 
him: “You’ll be eating enough kosher the rest of the week” (120). Grandmother is 
also a paid up member of the Communist party and takes Robi with her when she 
pays her dues to the functionary who tells Robi that it is enough to be a Hungarian 
communist and to omit mention o f his Jewish origin. (The party official, Klein, is 
himself Jewish.) Robi is close to his grandmother in the physical sense since they 
share a divan bed, in which she sleeps on the outside so that she can get up in the 
night to tend her daughter whenever necessary. Tough and resilient as she is, on 
one occasion Robi catches her sobbing as she works at her sewing machine. In 
response to his concern she informs him: “1 can’t take it any more. I can’t live with 
your mother any longer” (98). Then she expresses her ambivalence about never 
having remarried when she could have done so. Her rejection o f the idea had been 
prompted by the fear that any new husband may not have proven a good stepfather 
but in retrospect she regretted her decision so that Robi reflects: “Grandmother 
isn’t kidding when she says she’s sacrificed her life for her daughter” (101).

Robi, together with his friend Găbor, attend a meeting with the rabbi, the 
principal of the orphanage, and their tutor, Balla, to discuss their forthcoming bar 
mitzvah and briss. Găbor is accompanied by his mother and Robi by his 
grandmother. Neither his beloved tutor nor his grandmother had informed him in 
advance of this meeting and Robi believes, rightly, that the pair had colluded to get 
him there. He feels that he has been taken for granted and is therefore piqued. The 
rabbi informs the boys that the meeting is a formality. Normally they would not be 
allowed to proceed with their bar mitzvah because they have not been circumcised. 
However, as a dispensation the boys only have to make a public declaration that 
they are prepared to have a briss. Găbor promptly does so but Robi impulsively 
refuses to the consternation o f his friend and his tutor, but not apparently, his 
grandmother who seems to have read Robi’s mind well. Robi is ambivalent and 
regrets his inițial refusal but feels he now has to persevere with his decision though 
he is given chances to recant. In the end he States that he cannot consent to the briss 
because he asserts that he is a Jew for Jesus. Grandmother is invited to make Robi 
reconsider his decision but she supports him saying: “I will not influence my grandson 
in this matter” (149).

Because of his refusal to declare his willingness to undergo circumcision he is 
expelled from the Jewish orphanage. Grandmother rewards him by purchasing the 
long-promised coat even though she had not received her bonus. Then she 
accompanies him to the state school in order to enrol him. Again he has to prove his 
origins since the school is under party pressure to practice positive discrimination in
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9 Anthropological reflections on widowhood II

favour of the children o f peasants and workers whereas Robi is from a bourgeois 
background. When asked his father’s occupation Robi replies, “art historian”, but 
grandmother corrects this and says her son-in-law was “a victim of fascism”.10 
Puzzled the official records him under the rubric o f “other” (154).

Communist-ruled Hungary was a much more complex society than that o f the 
ancient Hebrews, which was based on kinship and descent. In the books o f Genesis 
and Ruth there was no scope for action outside the domain of kinship and marriage 
for a widow. Robi’s grandmother operates in a very different society so that we 
must be caretul not to assign undue weight to her identity as a widow. She has 
other identities as a mother, a grandmother, a sister-in-law, a worker, a member o f 
the Communist Party, a Citizen of Hungary, a Jew. She has been a widow for thirty- 
eight years during which she has raised both her daughter and her grandson for 
whom she is a surrogate mother. The abiding dependence o f her daughter imposes 
a străin on this strong, resourceful woman, which she inadvertently manifests to her 
intelligent grandson. Grandmother comes to resent her own daughter for whom she 
sacrificed the chance to remarry and who restricts her freedom of action. 
Grandmother’s identity as a Jew is ambivalent. She is proud to define herself as “a 
Hungarian, Jewish communist” and initially enrols Robi in Jewish schools, but 
does not wish him to be circumcised, nor to eat only kosher food. In fact she wants 
him to move more freely in the world o f non-Jews and so registers him with the 
secular, state school and takes him with her to the offices o f the party. Significantly 
this passage o f Robi from the Jewish world o f his childhood into the wider society 
is marked by his refusal to undergo the briss and by the author’s switch from the 
Hebrew calendar, with which the story begins, to the Julian calendar with which 
the novei concludes."

Her widowed daughter, Erzsi, is inadequate, not because she is a widow, but 
because of her weak personality. She is inadequate as a mother, a daughter, a 
worker and even as a lover, since her affair, which is half-hearted, is one into 
which she is inveigled, rather than one into which she enters as an equal partner.

Two other widows feature briefly in the novei. The First is the mother o f Robi’s 
friend, Gâbor Blum, who is seen to act as a mother in the interests o f her son, unlike 
Robi’s own mother, whose maternal role is assumed by his grandmother. The second 
widow, old Mrs Fleischman, is a distant relative o f grandmother, who is not prepared 
to marry her long-term partner in order to retain her widow’s pension which she 
supplements by breeding parakeets (131). In this case the welfare state enables the 
widow to have financial independence and allows her to break the tradițional norms 
of both the Jewish and the Hungarian, Christian society.

10 Reference to the Jewish victims of Nazism was taboo under the Communist regime so that 
victims of the Holocaust wcre subsumed under that phrase.

" “In the year 5716, as the month of Tevet was drawing to a close” (7), “hc glued 
Grandmother’s membership stamp for January, 1956 into her membership book” (153).
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“THE SHADOW BRIDE”

1 now turn to a novei, “The Shadow Bride”, written by the Guyanese author, 
Roy Heath. The widow is Mrs Singh, born in Kerala and transported on marriage at 
the age of sixteen by her wealthy and much older husband to Guyana where she is 
completely isolated. He turned to India for a bride because unlike Guyanese, East 
Indian women, those from the homeland were subservient to their husbands. At the 
age of twenty-one she was widowed and obliged, alone and without any kin, to 
bring up her only son, Betta, on whom she dotes. In her short marriage she suffered 
five miscarriages. Much later we leam that Mrs Singh had murdered her husband 
by poisoning him. Early in her marriage she had worshipped him as a god (224) so 
that there is an element of deicide in her homicidal act. She was questioned by 
police about her husband’s death but released after her oldest servant, Aji, perjured 
herself and swore that her mistress was a loving wife. This act of devotion enables 
Aji to speak her mind freely to Mrs Singh unlike the other members of her 
household over whom she rule like a patriarch. In defiance of her husband’s wishes 
she does not send Betta to the public school but keeps him at home where he is 
tutored by the Muslim, scholar-priest, the Mulvi Sahib, who lodges with them until 
Betta leaves home to study medicine in Dublin and later for one year in London. 
Although Mrs Singh is a Hindu she is not doctrinaire and recognises the superior 
pedagogic skill of the Mulvi Sahib.

After the death of her husband Mrs Singh cuts her hair short, ceases to wear 
saris and dons men’s clothes. In short she transforms herself socially into a man 
and as such arranges the marriages of two of her maidservants and provides their 
dowries. Indeed her authority over her numerous dependents is that of a male in 
terms of both East Indian and Guyanese culture. In fact the Mulvi Sahib describes 
her as “a man with breasts” (274). However, though others recognise her 
remarkable strength, she herself observes, “my strength is a burden” (74). So too is 
her twenty-five years of self-imposed chastity after the death of her husband. She 
had been loth to marry because of her concern for Betta. However at the age of 
forty-six and still an attractive woman, with a long repressed libido she quasi- 
marries an itinerant, Hindu priest, the Pujaree, whom Betta considers a charlatan, 
and installs him in the conjugal bed. The Pujaree becomes financially dependent on 
Mrs Singh who lavishes generous presents on him, for example a motorcar, and 
donates large sums to his temple, which thereby attracts numerous adherents and 
generates further wealth and status. She renounces her power over the household 
and assigns it to the Pujaree who persuades her to replace the household shrine of 
Lakshmi, the goddess of wealth, in favour of Durga, the destroyer, who may have 
been responsible for the five miscarriages. Thus she exchanges her independence 
and dominance for submission to a man who proceeds to Hinduize the household.
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The mystical presence o f her late husband pervades Mrs Singh’s being so that 
the Pujaree exorcises his ghost. Shortly before she dies she reflects on her status as 
a widow,

There was no doubt that her husband had decreed she was not permitted 
to have close relations with any man and his spirit hovered above her, 
surveying everything she did and said. She was certain o f this the First 
time the Pujaree made Iove to her in the conjugal bed, when 
momentarily, she felt she was being ridden by two men. Hers was the 
curse o f widowhood, with which she had been made familiar since 
childhood from the women’s conversations that often came to an abrupt 
end at the approach o f a man (412).

The one person that she has never been able to control though she had tried is 
her son, Betta. He retums to Guyana as a doctor o f medicine, determined to help his 
people the East Indian indentured labourers who work in the sugar plantations. At 
first he establishes his private practice in his mother’s mansion where, as an idealist 
he treats without payment his poor patients, much to the annoyance of his mother 
who eventually dismisses these impecunious sick persons without his knowledge. 
When he discovers her interference in his work he leaves to work on the plantations 
as a doctor. His mother considere this an act o f desertion. Without Consulting his 
mother he also fmds his own bride; refuses a dowry; and marries in his bride’s home. 
His mother detests his wife, Meena. Obliged to flee ffom the plantations after an 
attempt on his life, because he opposed the hareh and inhumane treatment of the 
workers, he retums with his family to his mother’s home seeking temporary 
accommodation for his wife and two daughtere. Under the influence of the Pujaree, 
who wishes to destroy the mother-son bond, she refuses his supplication. During 
these discussions, the servant, Lahti, summons the Mulvi Sahib and asks him to 
intercede. When he too pleads for Betta Mrs Singh dramatically strikes him on the 
face after he criticises the Pujaree and calls him a kept man. The Mulvi Sahib then 
offere to put up Betta and his family in his own home.

Meena becomes pregnant for the third time and the Pujaree assures Mrs 
Singh that the child will be a boy. Mrs Singh is determined to raise this future 
grandson as her own, and when Betta visits her to seek a reconciliation she drugs 
his tea and extracts a promise that he will deliver the boy to her and his step-father, 
the Pujaree. Betta reneges on his promise and his mother resolves to harm the 
child. After his birth, on the advice o f the Pujaree and with the latter’s evil, 
mystical power she visits the mother and child, bearing gifts. On firet seeing his 
grandmother the newbom emits a fearful shriek “as though a centipede was 
attached to his back” (356). A few months later the child develops a speech defect 
and also becomes lame.
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The power of the Pujaree is now complete over Mrs Singh’s soul (379) and 
she readily submits to his will, indeed she is content to be subservient as she 
oscillates between dominance and dependence. As she herself notes, because she 
was raised as a girl to be subservient first to her father and then to her husband she 
developed “a terrible deșire to exercise power” (35) which she duly did. Strong as 
she is, she realises that she needs men, “I am helpless without them. This terrible 
dependence on men” (370). Powerfiil as he now is, the Pujaree goes too far on one 
occasion and Mrs Singh rebels. During a conversation she tells him that she no 
longer counts in her mother tongue, Malayalan and the Pujaree points out that this 
“was a sign that she no longer thought in that language” (380). She replies “in 
stilted English: ‘1 am nothing then’” (ibid.). Too readily the Pujaree concurs: “In a 
way you are nothing” (ibid.). That same day she informs him that she is closing 
down the house and going to live with Betta and his family. The Pujaree is 
perplexed but he reasons that though he had managed to rupture her ties with 
almost everyone he had failed, despite trying, to destroy “Mrs Singh’s passion for 
her son, an unnatural bond, in his view” (382).

On the advice of the Pujaree she had expelled everybody from her home 
though she later had relented to readmit Sukrum, a malevolent and maleficent, 
malingering servant whom she had forced to marry Lakti, even though she knew 
that Sukrum would destroy his wife, which he duly did since she died under 
suspicious circumstances at the age of twenty three. After banishing the Pujaree 
Mrs Singh remains alone in the house with the evil Sukrum who has brought in 
some disreputable characters. One day Sukrum enters her bedroom and rapes her. 
Waking up alone after this trauma, her first words are: “Betta! What will your 
father say?” (416)

Dressing in her wedding sari over which she had put a shapeless garment, she 
arrives like a beggar and seeks refuge in Betta’s home where she lives in a modest 
room like a servant “in a state of utter dependence on her son” (429). Her face 
develops leprosy-like pustules so that immediately after the râpe she takes to 
wearing a mask.

One day when her detested daughter-in-law comes to feed her she grabs her 
round the neck in “a masculine grip” and threatens to strangle her but in fact cuts off 
her hair with a pair of scissors (435) which she then uses to commit suicide (437).

COMMENTARY

Even this long synopsis cannot do justice to the complexity of this 
sophisticated novei. The widow, Mrs Singh, is an exile from Kerala who arrives as 
a child bride in an alien country far from home and bereft of kin. Initially she is 
totally subservient to her husband according to the traditions of Indian society.
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Much later she yeams to return to Kerala to die among her own people but feels 
she cannot because she has given birth in Guyana and thereby put down roots 
(100). After the death of her husband she builds up a body of dependents, some of 
whom worship her and other who resent and even hate her patronage. Exercising 
patriarchal power and behaving like a man she Controls the lives of those who live 
under her roof. In the grounds she holds religious ceremonies for the East Indian 
community, both Muslim and Hindu.

She arranges the marriages of her two maidservants, Răni and Lakti, to men 
they do not Iove and supplies their dowries. Răni resists Mrs Singh’s control over 
her weak husband and in order to exercise her own parental authority over her son, 
which is threatened by her mistress, succeeds in breaking away with the support of 
the Pujaree. The second servant, Lakti, who is the illegitimate granddaughter of the 
late Mr Singh, is obliged to marry the wastrel, Sukrum, who Mrs Singh knows will 
cause his bride’s death. Mrs Singh acknowledges that she is offering her as a 
sacrifice to Sukrum and so she defies the wishes of her husband who had urged her 
to care for Lakti after his death. After the râpe of Mrs Singh, Lakti appears to her in 
a vision, and she confesses to the ghost: “You’ve always disturbed me, child. I’ve 
done terrible things to my husband on account of you” (426). When Lakti asks why 
she allowed Sukrum to râpe her, she replies: “Because of what 1 had done to you” 
(ibid.). Mrs Singh recognises that “she had been contaminated by the tyranny of 
conscience” (ibid.) and that she had “offered herself to Sukrum as a sacrifice to her 
past” (ibid.).

WIDOWHOOD

Mrs Singh had been a widow for twenty-five years during which period she 
had acted like a man, not just any man but a patriarch with the potestas of that role. 
On her self-declared marriage to the Pujaree she had ceased to wear trousers, both 
literally and metaphorically, and had reverted to wearing saris and assuming a 
subordinate role. We can appreciate that her widowhood is not a permanent status; 
that a widow can change that status by remarrying but in doing so in this society she 
reverts to dependence and subordination, albeit willingly. It seems that social and 
cultural interpretations of widowhood overcome her individual drive for power and 
independence and drive her back to dependence on men, first the Mulvi Sahib, then 
the Pujaree and finally her son, though the latter finds no joy in his exercising of 
power over his mother. But he too feels “he could not have acted otherwise” (437).

Mrs Singh is a passionate woman in both her loves and her hates which can 
change from one to the other as she herself remarked to Lakti’s ghost, when she 
stated that she worshipped both her husband and the Pujaree for a while: “That 1 
can Iove like that, and yet be able to destroy someone” (427). Her passion is also 
manifest in bed with the Pujaree, who mused,

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



16 Leonard Marș 14

She was two years older, but he discovered that her youthful looks did 
not belie her powers in bed, where she performed feats the likes of 
which he had never heard in his years as a priest and collector of 
conjugal tales (229).

In the moments before her suicide when she is in the act of throttling her 
daughter-in-law, she confesses to herself that she does not know who she is. In 
short she has lost her identity.

The Pujaree said that I was generous, but my generosity is not mine.
Keralans are hospitable as a people, so I don’t know what I am really 
like. The Mulvi Sahib said I was own-way and wanted to be a man, yet 
the Pujaree saw me as the most feminine of women. ... I don’t know 
what 1 am (435).

Her gender ambivalence, characterised as we have seen by the Mulvi Sahib’s 
phrase, “she was a man with breasts”, is manifest in various ways. First, in her 
independent phase as a widow by cutting her hair short and wearing men’s clothes; 
second, by striking in public a high status man, the Mulvi Sahib, to whom she had 
earlier prostrated herself; third, by getting drunk at a banquet; fourth, by publicly 
kissing the Pujaree “passionately and long” (290); fifth, shouting out loudly that 
“East Indians should kiss more often” and adding as an encore, “Kiss and do other 
things” (289).

Mrs Singh makes various references to the predicament of widowhood. 
Before she marries the Pujaree, she has an imaginary conversation with him,

You don’t know what I’ve had to put up with since my husband died.
I’ve had nothing ... no Iove, no understanding (44).

She also informs her son of her loneliness since his father’s death (57). She 
complains that the Mulvi Sahib had abandoned her when Betta went abroad to 
study. The Pujaree tries to explain the Mulvi Sahib’s position as a Muslim, which 
prevented him from living alone with a woman and also ffom visiting her, but she 
rejects that explanation,

Many people think there’s something disgusting about a widow. She’s 
like a used cioth. I can see it in the way some people talk to me. A 
woman without a man (75).

Betta recalled how his mother exploited the popular idea that a widow was 
helpless in order to bend people to her will by saying to them “because I’m a 
widow” (76).

Widowhood is both a status that liberates a woman from the normative 
subordination of marriage in a patriarchal society like that of the East Indian 
immigrant community in Guyana, but at the same time as a widow she faces either
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the pity or the opprobrium of that society, in which widowhood becomes a 
stigmatised identity. The widow has an anomalous status, betwixt, between and 
without marriage, she is in a social limbo. Mrs Singh is conscious of this 
ambivalence when she tells Aji that she only wanted to please her husband, “my 
eagle... And through my indescribable grief I found out what freedom was” (103). 
Later when she talks to her young servant, Răni, about marriage she again remarks 
that her husband was her god, “But it didn’t stop me from seeing myself as his 
prisoner” (224). For her marriage represented sacrificial servitude but widowhood 
too had it burden since the community considered that status problematic and the 
weight of public opinion, and perhaps her own needs, forced her back onto 
dependence on another husband.

When the Mulvi Sahib pleads with her to readmit her son and his family into 
her home he appeals to her standing in the community and urges her to conform to 
the standards to which that community subscribes. In sociological-type critique of 
the concept of community, she exclaims:

“Ah! The community!... I mustn’t only support the community; I must be 
a model for it. A model for whom? For Muslim women who look out on 
the world from a window and dare not show their faces to men? Or for 
Hindu women whose husbands keep a gooseberry rod to beat them with 
when they answer back? Do you mean the women when you talk about the

■ community, or the men? The men who despise us for being widows and 
hate us for remarrying. I’m not a model for the community” (277).

Despite all her efforts to defy social demands and in spițe of her having 
achieved personal autonomy as a widow in society, it is the weight of customary, 
tradițional norms that ultimately constrain her and oblige her to relinquish her 
independence. “The curse of widowhood” (412) is not only the control of her 
husband from beyond the grave, but the tyranny of the community, which she 
rejects, and which supports such masculine control.

In Guyanan, East Indian society, the role of a woman was generally confined 
to the domain of kinship and marriage. Mrs Singh managed as a rich widow to 
exercise control over a household composed of diverse dependents and hangers on. 
Insofar as she wielded such patriarchal power she was an anomaly and she herself 
felt the position so onerous that she relinquished it and submitted to the Pujaree’s 
conjugal authority, which she had accorded him. Aware, almost too late, she 
extricated herself from his power to regain her independence, which in fact was 
now a state of alienation and loss of identity, which culminated in her humiliating 
râpe and subsequent suicide.

In the domain of kinship and marriage she occupied several statuses, the 
norms of which she flouted. Thus, after first being a dutiful wife, she murdered her 
husband; defied his wishes about the education of their son; broke her promise to
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establish a charity for the poor after his death; had him, a Hindu, buried in a 
Christian cemetery. As a mother she interfered in her son’s medical practice; 
rejected him and his wife and children; invoked black magic to cripple her 
grandson; as a mother-in-law brutally assaulted her son’s wife.

She certainly was not a model in the eyes of the community. Before her 
marriage to the Pujaree, though she was a Hindu she was religiously tolerant and 
liberal, but afterwards under his malign influence she became a Hindu 
fundamentalist, who would only drink Indian tea in her home, wear only saris and 
insist on the teaching of Hindi and Urdu. As a Hindu by switching from the 
worship of the god of prosperity to the god of destruction, she eventually sealed her 
own fate. As an employer and patron she sought to dictate the lives of her servants, 
their husbands and their children, and only Răni, by her determination and with the 
collusion of the Pujaree, managed to escape her clutches.

CONCLUS1ON

I shall draw four conclusions from these disparate literary sources. First, all 
these cases emphasise the general economic and social subordination of women to 
men, and in particular the social weakness of widows access to resources, and 
hence to respect and status, is achieved through men. Even Mrs Singh who 
achieved economic success by illegitimate means, namely by the murder of her 
husband, chose socially to subordinate herself to the religious charlatan, Pujaree. 
Despite her wealth and economic independence she sought his social authority and 
support so that she could retreat to the position of dependence on a man as 
demanded by the norms of her Indian culture.

Second, however, these examples also demonstrate the ability of some 
women to adapt and manipulate relationships in order to achieve more autonomy, 
respect and status. What is significant in the case of ancient Hebrew society and 
culture is that once they have exercised their resourcefulness and inițiative as 
widows they revert to tradițional dependence on their husbands and later their sons 
in their role as newly remarried women. However, their status as remarried women 
even in that patriarchal society is infinitely better than that of Hardy’s Sophy in 
class-ridden, Victorian, England, where she is condemned to social and, eventually 
physical death, by her son’s insensitivity and cruelty.

Third, widows have two weapons, or assets, to achieve a modicum of 
autonomy, First their sexuality and second, their power or influence over their sons. 
As the First weapon wanes, so the second waxes.

Fourth, how widows use these weapons varies with the society in which they 
are located and with its culture. In kinship-based societies such as those oF the 
ancient Hebrews and the East Indian communities of Guyana, the roles that
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widows can play are limited and become even more restricted if their kinship 
networks are attenuated. Thus Tamar’s natal kin are remote and shadowy although 
they accept her back as a widowed, childless daughter, whose fiiture seemed bleak, 
since she would have limited scope for action. In this predicament she managed to 
create and extend her own network and the roles that she could adopt therein by 
resort to deception, the seduction of her father in law.

Ruth who does have her own natal kin in Moab opts to leave them and to 
identify with her Israelite mother-in-law, Naomi, and to migrate to the latter’s 
homeland in Israel. Naomi’s kinship network becomes accessible to Ruth and she 
is able, again by a cunning stratagem, to fulfil both her own desires and the 
culturally stipulated roles of wife and mother.

Both Tamar and Ruth are outsiders, the former a Caananite and the latter a 
Moabite. Their resourcefulness and willingness to flout tradițional norms and to 
inițiate action on their own behalf may stern from their immigrant background, a 
fact reinforced by Mrs Singh’s behaviour. The latter, by dint of her economic clout 
is able to construct a social network of dependents but the effort in maintaining it 
proves too onerous so that she chooses to revert to the tradițional role of a woman 
dependent on a man. First, the Pujaree, who is transformed from a client into 
husband, whom she subsequently banishes, and second, her reversion to 
widowhood when she becomes dependent on her son. Eventually she finds this 
tradițional role unacceptable so that she escapes it by taking her own life. By 
contrast, Sophy remains in her own country, though her rural background is far 
removed from the urban milieu of her late husband and to the public school and 
university of her son whom she sees as an alien. Transplanted to London, Sophy is 
bereft of social support. She has no network of kin and her own son, who could 
have been her prop, is antagonistic to her wishes. Her response to her predicament 
is one of resignation and submission which in the end proves fatal. Her suicide is 
different from that of Mrs Singh who commits the act wilfully and physically 
whereas Sophy simply fades away.
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FEMIN1TE ET MASCULINITE AU MIRO1R DANS L’ANTIQUITE 
GRECO-ROMAINE

ALINA-DAN1ELA MAR1NESCU

Le miroir comme instrument de toilette est atteste des l’Antiquite et meme si 
son utilisation etait reservee aux femmes, Ies hommes eux aussi se sont laisses 
tentes par sa magie, parce que c ’est celui-ci l’effet produit sur ceux qui s ’y 
regardent. C ’est un objet paradoxal, symbole feminin et masculin â la fois, feminin 
comme marque de la seduction, masculin en tant qu’agent de la connaissance de 
soi. Dans cet article, nous nous proposons d ’analyser quelques representations du 
miroir dans la litterature et la peinture antique, liees â l’usage feminin et masculin 
de cet objet, en etant plutât interesses par Ies deformations dues â cet instrument 
optique, qui s’avere non seulement l’attribut de la reproduction exacte, mais aussi 
de l’anti-mimesis.

1. FEMINITE

a) LA FEMME: LE TEMPS VORACE ET LE REFUS DU MIROIR

Une excellente etude sur le miroir des femmes dans l’Antiquite grecque est 
celle de Franțoise Frontisi-Ducroux qui, au bout de ses recherches sur la representation 
speculaire dans la litterature et l’art grec publies dans son ouvrage L 'aii du miroir, 
arrive ă la conclusion que cet objet est reserve et utilise exclusivement par Ies 
descendantes de Pandore. Sa presence definit le monde feminin, un monde de la 
beaute qui doit etre toujours etudiee, contemplee et admiree dans Ia glace, un monde 
de la parure, de la coquetterie, de la splendeur ephemere, un monde erotise, parce que 
la toilette devant le miroir a un seul but, celui de reveiller le deșir amoureux. En 
revanche, cet instrument est interdit aux hommes, parce qu’il Ies feminise, Ies 
depersonnalise et sa possession est consideree comme honteuse.

Dans la relation amoureuse, la femme devient le miroir de l’homme, par sa 
docilite, par le role passif joue dans le couple oii elle ne doit que repondre aux 
sentiments des hommes, sans avoir jamais 1’inițiative : « La femme n’est jamais amante 
active, ce qu’est l’eraste ; elle ne doit, ou ne sait, que repondre (ou ne pas repondre) 
â l’amour masculin. L’amour au feminin est amour en retour : anteros, c ’est-â-dire

Synthesis, XXXIV-XXXV, p. 21-40, Bucarest, 2007-2008
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mimetisme»1. Dans la procreation, l’epouse devient une matrice oii l’homme 
imprime sa forme, qu’on pourrait comparer â un miroir, capable seulement de 
recevoir Ies images.

Dans ce contexte, il paraît plus difficile d’imaginer une reflexion deformante 
de la femme, le miroir etant cense de reproduire d’une maniere fidele sa beaute, 
vue 1’importance de l’image de soi pour le psychisme feminin. Bien sur que 
pendant la toilette s’opere toute une transformation de l’image de la feminite, il 
s’agit d’un travail d’esthetisation, de la metamorphose du corps en oeuvre d’art 
vivant. En meme temps, il y a aussi une theâtralisation de certe image, car, tout 
comme Ies acteurs avant de monter sur la scene, la femme doit preparer son 
masque, dans ce cas son maquillage, pour etre capable d’incarner son personnage. 
L’essence de la feminite reside dans son apparition qui doit etre eblouissante.

Mais la vieillesse, Ies signes de l’âge avance, eloignent la femme de son 
essence, de son image, de sa beaute et la rendent alienee. Une femme dont le corps 
montre le passage des ans ne se reconnaît plus dans son miroir, son image lui 
devient etrangere et d’ici le refus et le rejet de cet instrument qui apparaît comme 
motif poetique dans Ies epigrammes de l ’Anthologie grecque et dans la lyrique 
erotique d’Ovide. Dans certe anthologie il y a trois morceaux dedies â Lais, la 
celebre courtisane, qui, arrivee â l’âge de la vieillesse, rejette le miroir et le 
consacre â Aphrodite. L’instrument ne reflete plus sa celebre beaute, mais 
seulement Ies signes et Ies ravages du temps, il nie son essence feminine en 
montrant un visage deforme qu’elle ne reconnaît plus : « Lais, dont l’âge a fletri Ies 
charmes merveilleux, a en horreur tout ce qui atteste sa vieillesse et ses rides ; elle 
a pris en haine son miroir, amere negation de sa beaute d’autrefois »2. Le miroir est 
le symbole de la jeunesse, de la grâce, tandis que la vieillesse signifie pour la 
femme la fin de son tete ă tete avec cet instrument devenu un appendice de son 
corps et son manque devient par cela le signe d’une incompletude de son etre. Le 
geste d’offrir son miroir â Aphrodite est la prise en conscience de la beaute 
passagere de la femme en opposition avec celle eternelle de la deesse : « Rețois-le, 
Cytheree, ce disque qui fut le compagnon de ma jeunesse, puisque tes charmes â toi 
ne craignent pas Ies injures du temps »3. Une variation sur le meme theme est 
l’autre epigramme ecrite par le meme Julien, prefet d’Egypte : d’ami, le miroir 
devient l’ennemi de la femme pendant la vieillesse et il fait naître des sentiments de 
repulsions envers sa propre image montree dans sa cruelle verite. La glace ne 
reflete qu’une ombre, l’ombre de la beaute d’autrefois : « car certe femme aux 
cheveux blancs dont elle a horreur de voir Ies traits dans toute leur verite, elle en

1 Franțoisc Frontisi-Ducroux, Dans l ’a il du miroir, Editions Odile Jacob, Paris, 1997, p. 128.
‘ Anthologie grecque, tome 111, traduction de Pierre Waltz, Paris, Societe d'Edition « Les 

Belles Lettres », 1931, VI, 18, p. 33.
Idem.

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



3 Feminite et masculinite au miroir dans l'antiquite greco-romaine 23

hait jusqu’â l’ombre ainsi refletee »4 . Le visage marque par le passage du temps 
devient dans le miroir une image inacceptable, etrangere par rapport â l’image de 
soi que la femme garde dans son inconscient, qui est celle d ’une beaute eternelle. 
Elle n ’aperțoit dans la glace qu’une ombre, le reflet d ’un etre qui a perdu le but de 
son existence. Dans une epigramme de Palladas, la vieillesse est l’objet de 
moquerie des jeunes femmes. Contempler son visage dans le miroir n’est pas 
comme pour Ies philosophes une occasion de reflexion sur soi-meme, mais c ’est 
l’element declencheur de la detresse. Car voir « Ies restes de mon jeune age »5 c ’est 
voir l’empreinte laissee par le temps sur le visage dans Ies sillons des rides et c ’est 
contempler dans le miroir sa propre fin. Contre la depression provoquee par le 
passage des ans, la femme a le parfum et l’elixir du vin, deux substances pour 
l’oubli et l’exaltation : « Avec des huiles au doux parfum, des couronnes aux larges 
feuilles et le suc de Bromios, je  mets un terme aux penses amers ! »6.

4 Anthologie grecque, op. cit., VI, 20, p. 34.
5 Anthologie grecque, op. cit., XI, 54.
6 Idem.
7 Ovide, Les Metamorphoses, tome III, traduction de Georges Lafaye, Paris, Les Bclles 

Lettres, 1991, XV, v. 230-235, p. 128.
8 Idem.
’ Ovide, Les Amours, traduction par Henri Bomecque, Paris, Les Belles Lettres, 1995,1, 14, p. 36.

Meme la belle Helene n’est pas epargnee par le passage du temps 
destructeur : quand elle voit dans la glace son visage vieilli, elle devient consciente 
du caractere illusoire, passagere de la beaute et elle s’interroge si sa gloire 
d ’autrefois a ete reelle : « Elle pleure aussi, la fille de Tyndare, le jour ou elle 
aperțoit dans un miroir ses rides seniles ; elle se demande en elle-meme comment 
elle a bien pu etre enlevee deux fois »7. Ovide developpe le meme motif de la 
vieille femme au miroir que Ies poetes de L Anthologie grecque, mais il met en 
evidence le cote philosophique du theme du temps qui passe. Le temps, Cronos, 
devore ses creatures, en aneantissant tout, et la vieillesse est une mort qui s’insinue 
dans le corps lentement en l’amenant vers sa totale disparition : « O temps vorace, 
vieillesse jalouse, vous detruisez tout, il n ’est rien qui, une fois attaque par Ies 
dents de l’âge, ne soit ensuite consume peu â peu par la mort lente que vous lui 
faites subir »R. Dans ses Amours, l’ecrivain latin considere inutile le geste de se 
regarder dans le miroir, une fois la beaute perdue ; pour s ’accepter, la femme ne 
doit plus penser â son passe : « Tes yeux ne sauraient trouver plaisir ă te voir ainsi, 
ils ne sont pas habitues. Pour te plaire, il te faut oublier ce que tu etais »’. Elle doit 
oublier donc sa beaute, son essence, sa feminite, elle doit s’oublier soi-meme. Seul l’art 
peut sauver la femme de la detresse causee par le passage impitoyable du temps. La 
vieillesse detruit le charme et la femme rejette le miroir qui montre son visage ainsi 
deforme, le croyant trompeur : « Les longues annees altereront ton beau visage, la ride 
senile apparaîtra sur ton front vieilli, et la vieillesse destructrice, qui vient d ’un pas
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silencieux, attentera ă ta beaute. Quand on dira « Elle etait belle », tu te desoleras et 
tu te plaindras que ton miroir soit m enteur»10. Le miroir menteur est celui qui 
montre ce nouveau visage defigure par le passage du temps et que la femme ne 
reconnaît plus.

10 Ovidc, Les Tristes, traduction Jacques Andrd, Paris, Societe d ’Edition « Les Belles Lettres », 
1987,111, 7, v. 32-38, p. 80.

11 Franțoisc Frontisi-Ducroux. op. cit., p. 80.

Dans ces textes concernant le theme de la feminite au miroir, la reflexion 
deformante apparaît dans la connexion avec le motif du temps qui passe et qui 
laisse ses traces sur la beaute des filles d ’Eve. La femme ne se reconnaît plus dans 
le reflet que lui renvoie son instrument jadis si cher, elle s ’eloigne ainsi de son 
image et par consequent de soi-meme. Pour la femme, la vieillesse ne constitue pas 
comme pour l’homme l’element declencheur d ’une meditation sur le temps qui 
passe et sur l’existence, l’occasion donc pour la reflexivite, au contraire elle va fuir 
dorenavant son image.

Le miroir de la ftminiti dans la peinture antique

II y a de nombreuses representations de la femme au miroir dans la peinture 
grecque des vases et dans celle romaine des fresques, mais la reproduction du reflet 
sur la surface speculaire est assez rare et on la rencontre que dans la derniere. Le 
miroir apparaît tenu en main pour servir â la toilette, il peut etre aussi tendu par la 
servante ou seulement accroche au mur, en denotant un espace par excellence 
feminin ou ayant une fonction reflexive « car l’interieur feminin qu’il represente est 
cense reproduire le cadre dans lequel est utilise le vase pe in t»". II ouvre l’espace 
pictural vers le spectateur et suggere un possible exercice de reflexivite de sa part.

Une representation typique de la femme au miroir, retrouvee sur une lecythe 
aryballisque, est celle dans laquelle l’heroine est assise, tenant dans la main droite 
un miroir â manche, richement decore, oii cet objet a un râie decoratif, en se 
constituant ainsi dans une embleme de la feminite. Sur une oenochoe il est peint un 
visage feminin agrandi, â cote duquel se trouve un miroir porte dans la main. C ’est 
une figuration assez insolite et on peut penser que certe figure joue le role de reflet 
pour toute utilisatrice du vase. II s’agit ainsi d’une double reflexion, celle de la 
spectatrice dans le vase et celle de la femme peinte dans son miroir, meme si son 
image n’y apparaît pas, mais sa representation de profil et sa tete â tete avec cet 
objet presuppose ce genre de relation. La scene de la femme au miroir est rendue 
aussi sur une fresque du 1VC siecle dans le palais de Constantin â Treves, oii est 
peinte la mere de l’empereur, la sainte Helene, se regardant dans un miroir 
probablement en verre. Mais c ’est un cas special, parce que il ne s’agit pas d ’une 
simple femme, mais d’une imperatrice et sainte ă la fois qui contemple sa majeste 
dans une glace convexe dont on ne voit que le dos. L’aureole autour de sa tete a un
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correspondant pictural dans le rond du miroir et institue une relation de symetrie 
dans la peinture.

La toilette de la femme est une autre scene tres frequente sur Ies vases grecs 
et sur Ies fresques romaines. Sur le pyxis attique ă figures rouges vers 420-410 av. 
J.C., un objet destine â la toilette feminine, est peinte une femme accroupie, nue, en 
train de ranger ses cheveux, figure dans laquelle n’importe qu’elle femme qui 
utilise le vase doit se reconnaître. Entre l’utilisatrice du pyxis et la femme 
representee se cree par l’intermede du miroir la relation de reflexivite dont nous 
avons parle plus haut et qui, selon Ies mots de Franțoise Frontisi-Ducroux, peut se 
traduire dans un « jeu d’image en abîme qui s’amorce entre Ies femmes peintes et 
Ies utilisatrices du lecythe, destinataires de ces peintures»12. La toilette de la 
mariee, representee sur un kantharos, contient trois personnages : la servante ă 
gauche portant un coffret, la jeune femme assise et Eros l’aile, le dieu de l’amour, 
qui lui tend un miroir. Dans ce contexte, l’objet assure son role erotique, parce que 
la mariee se prepare pour sa premiere nuit â la suite de laquelle elle va devenir 
femme. C’est dans la glace qu’elle aperțoit sa beaute destinee â reveiller le deșir de 
son mari et son futur statut social, celui d’epouse. Parmi Ies rares peintures 
antiques oii le miroir apparaît avec son reflet, la fresque de la Villa des Mysteres de 
Pompei (ill. 1) represente une jeune femme se coiffant et â cote d’elle un petit 
Cupidon qui tend un miroir â la servante situee derriere sa maîtresse. Ce n’est pas 
son visage qui est rendu par la glace, mais celui de celle qui l’aide â se coiffer et 
qui jette un oeil en cachette vers l’objet de luxe qui ne lui est pas destine. C’est un 
miroir rectangulaire, tres peu represente dans la peinture romaine, qui reproduit 
d’une maniere exacte le visage de trois quarts et le buste de la servante. II occupe la 
position centrale de la scene et vers lui sont diriges trois regards : celui de la 
servante, du petit dieu ai le et le possible regard du spectateur. La jeune femme est 
en meme temps presente et absente du tableau par son oeil tourne vers soi-meme. 
Les miroirs etrusques ont sur leur dos des decors graves avec des scenes de la vie 
des femmes. La representation la plus frequente est celle de la toilette comme celle 
que l’on trouve sur un instrument de ce type du IVe siecle av. J.C. regroupant trois 
personnages feminines nues autour d’une fontaine : celle de gauche qui a sa main 
dans l’eau, celle du centre qui tient un miroir et celle de droite qui seche ses 
cheveux. La scene peinte est une reproduction de celle que les utilisatrices de la 
glace repetent chaque jour devant cet instrument et elle est doublee encore une fois 
grâce au miroir tenu par la jeune femme. L’image est aussi « une invitation â se 
mirer dans le disque poli, tout comme le fait le personnage central. [...] II y a un 
dedoublement du meme theme, qui se repete, tout comme une image se reproduit 
lorsque deux miroirs sont places en regard l’un de l’autre »13.

12 Idem, p. 81.
13 Miroirs. Jeux et reflets depuis l ’Antiquite, Somogy, Editions d’Art, 2000, p. 82.
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1. Toilette de la jeune fem m e, IIC style, vere 
50 av. JC, Villa des Mysteres, Pompei, 
rcproduite dans Jeunesse de la beaute. La 
peinture romaine antique, sous la direction de 
Henri Lavagne, Elisabeth de Balanda, Armando 

Uribe Echeverria, Editions Ars Latina, 2001.

Le miroir a aussi un role erotique dans Ies scenes oii une femme est dans la 
compagnie d’un personnage masculin. Par exemple, sur un kantharos est representee 
une fille nue ă cote d’un satyre ; elle tient dans la main un miroir qui occupe la place 
centrale de la scene en focalisant tous Ies regards sur lui. C’est l’instrument de la 
coquetterie feminine qui sert â la jeune femme â reveiller le deșir masculin qui trouve 
ici sa meilleure personnification dans ce personnage du cortege bachique. Dans une 
autre representation sur un volute-krater, accompagnee par Eros, sous ses regards et 
peut-etre â ses conseils, la dame se prepare devant le miroir pour inspirer la passion par 
sa beaute. C’est une scene d’initiation â l’amour presidee par le dieu aile en personne. 
Le vase de type squat lekythos (ill. 2) contient trois personnages porteurs de miroirs ; 
c ’est une peinture inedite par ce motif iteratif qui represente un circuit de reflexions qui 
s’etablit entre Ies trois figures. II y a deux niveaux de la composition : le premier 
contient une femme d ’une stature plus grande que Ies autres (on peut supposer que 
c’est une deesse), le visage tourne vers la droite, et un second plan avec deux 
personnages, l’un situe sous la grande figure feminine et l’autre, â cote de lui, une 
jeune femme. On peut identifier le personnage masculin comme Eros avec ses 
grandes ailes et peut etre la deesse est Aphrodite elle-meme, qui est tres souvent 
representee avec son miroir, signe de sa beaute etemelle. Les deux dieux tenant leurs 
miroirs sont les anges gardiens de la jeune fille qui se prepare pour sa nuit de noces, 
en lui transmettant le pouvoir de l’amour par l’intermede des reflets propages d ’un
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instrument â l’autre. Cette chaine de reflexions envoie sur le miroir de la jeune 
mariee l’image meme du charme feminin et la puissance de la passion erotique.

l.Squat lekythos, Naples 128098, reproduite 
dans H.D.Trendall, The red figured vases o f 
Lucania, Campania and Sicily, Oxford, At the

Clarendon Press, 1967.

b) LA DEESSE : LE BOUCLIER DE PALLAS/ LE MIROIR D’APHRODITE ; 
LE MIROIR MENSONGER DE PERSEPHONE

Le miroir n’est pas seulement l’attribut des femmes, mais aussi des deesses 
dont il reflete la beaute eternelle ; â la difference de celle-ci, le charme des femmes 
a une existence passagere, il n’est qu’une illusion. Sans doute, Aphrodite, comme 
deesse de l’amour, est le plus souvent representee se regardant dans la glace, mais 
Ies autres non plus ne sont depourvues de cet attribut, comme Hera, Artemis ou 
Persephone. Dans Hymnes pour le bain de Pallas, Callimaque construit un 
contraste entre Athena et Cypris â partir de l’utilisation de cet instrument. La 
deesse de la sagesse n’aime pas Ies petites ruses qui augmentent Ies charmes 
feminins : « Non, pas de parfums, ni d’onguents pour le bain de Pallas : Athena ne 
veut point des mixtures parfumees. Point de miroir non plus ; son visage est assez 
beau toujours »14. Le refus de miroir n’a pas la meme signification comme dans le

''’ Callimaque, Hymnes pour le hain de Pallas, traduction de Emile Cahen, Societe d'Edition 
« Les Belles Lettres », Paris, 1961, 15-25, p. 289-290.
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cas des femmes qui Ie rejettent sur leur vieux jours : la deesse n ’aime pas la 
coquetterie et l’artificialite que cet objet presuppose, en etant toute consciente de sa 
splendeur divine.

Le motif du jugement de Paris est tres souvent invoque par Ies poetes comme 
argument en faveur de la beaute de la deesse nee de l’ecume de la mer. Pendant Ies 
preparatifs, ni Hera, ni Athena ne regardent le miroir pour verifier leur beaute, 
« mais Cypris, bien souvent, le miroir de bronze â la main, fit et refit par deux fois 
la meme boucle de ses cheveux » 15. Aphrodite est la seule qui s’etudie dans la 
glace et sa beaute artificielle s’oppose ă celle naturelle des autres deesses. Comme 
divinite guerriere, la deesse aux yeux pers prefere au miroir son bouclier « dont le 
bronze reflete, non point la beaute d ’un visage divin, mais Ies traits monstrueux 
insoutenables ă la vision directe, de la Gorgone mortifere » 16. La vision de ce 
visage deforme semblable â celui du monstre qu’elle a choisi comme son egide, 
Athena l’a eu en se regardant dans l’eau pendant qu’elle jouait de la flute, selon Ies 
mots d’Ovide : « Dans la colere le visage se gonfle, un afflux de sang fait noircir 
Ies veines, Ies yeux s’allument d ’un eclat plus violent que le feu des Gorgones. 
« Loin d ’ici, flute, tu ne vaux pas la peine que je te garde », dit Pallas en voyant ses 
traits dans l’eau. » 17. La deesse s’identifie au masque de la Gorgone, Identification 
qui revele le cote violent, guerrier de la deesse, mis ici en evidence par l’exercice 
de cet instrument musical invente pour exprimer l’horreur suscitee par la mort du 
monstre18. Athena rejette le miroir qui puisse refleter sa beaute divine, mais elle 
n’est pas epargnee de voir dans l’eau son image terrifiante qui emprunte Ies traites 
de son embleme, le gorgoneion.

15 Idem.
16 Franțoisc Fronlisi-Ducroux, op. cit., p. 70.
17 Ovide, L ’art d ’aimer, traduction dc Henri Bornecque, Paris, Societe d ’Edition « Les Belles 

Lettres », 1924, III, 505-510, p. 78.
,H Cf. Franțoise-Frontisi Ducroux, op. cit., p. 70.
19 Nonnos de Panoplis, Les Dionysiaques, tome II, traduction de Pietre Chuvin, Societe 

d’Edition « Les Belles Lettres », Paris, 1976, V, 595, p. 131.

Une autre deesse se contemple dans le miroir, l’epouse de Hades, Persephone, 
qui tombe dans le piege du reflet mensonger du m iroir; son comportement devant la 
glace, decrit par Nonnos de Panopolis, est celui d ’un enfant qui s’y decouvre pour la 
premiere fois, mais tout n’est qu’une illusion : « Et tantot la jeune fille se livre â la 
joie de tenir l’airain lumineux, tribunal des grâces qu’il reflete; elle se confie â cet 
interprete spontane et silencieux qui reproduit ses charmes, lorsqu’elle veut juger un 
corps trompeur dans le clair-obscur du m iroir; elle rit â l’image qui lui ressemble »19. 
Son image se montre dans le miroir fonce, elle a la consistance d’une ombre, 
semblable â celles qui habitent le royaume sur lequel cette deesse regne; en 
consequence, le miroir renvoie un reflet trompeur qui donne l’illusion de l’existence, 
mais il n’est qu’une duperie. C ’est ainsi que la glace apprend â Persephone, la reine
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de l’Enfer, l’essence de la vie qui n’est qu’un mensonge, un non-etre: « et 
Persephone, scrutant le portrait de son visage, qui est inscrit lă de lui-meme, 
contemple ies formes empruntees d’une Persephone mensongere »20.

La diesse au miroir de la peinture

On trouve de nombreuses representations des deesses au miroir dans la 
peinture grecque, notamment d’Aphrodite, mais la seule ou un reflet est figure sur 
la surface polie est celle peinte sur un cratere lucanien du 1VC siecle (ill. 3) qui 
montre Hera faisant sa toilette. La deesse verifie son charme en arrangeant son 
voile transparent devant la glace. Le peintre l’a rendue de profil, tenant son 
instrument dans la main gauche dans une position oblique, de sorte qu’entre le 
reflet et son modele s’institue une symetrie. Le miroir convexe reduit Ies 
proportions de l’image, mais celle-ci garde la fidelite des traits du visage divin. La 
position face â face institue entre la divinite et son double un dialogue, une 
conffontation avec la verite du miroir en vue du jugement que Paris va faire sur le 
mont Ida. La tete â tete avec son reflet presuppose aussi une reflexion sur soi, sur 
sa beaute qu’elle doit maintenant evaluer dans le disque luisant. C’est difficile 
d’expliquer l’absence des reflets dans Ies miroirs peints sur Ies vases, probablement 
ce manque reflete aussi la faiblesse du pouvoir reflechissant des miroirs antiques 
qui renvoient des images assez confuses et noircies. De point de vue symbolique, 
nous pouvons emettre l’hypothese que pour Ies peintres grecs seule le visage divin 
valait 1’efTort d’une representation.

3. Hera se regardant dans un miroir, cratere 
lucanien, Paris, Bibliotheque Naționale de 
France, Cabinet des Medailles, reproduite 
dans Miroirs. Jeux et reflets depuis l 'Antiquite, 

Somogy, Editions d’Art, 2001.

20 Idem.
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2. MASCULINITE

a )L ’ HOMM E: L ’ INTERDICTION DU MIROIR/L’EPEE

Pour l’homme de l’Antiquite, se regarder dans un miroir est quelque chose 
d ’honteux et de repugnant, parce que l’usage du miroir n’est reserve qu’aux 
femmes et si l’homme transgresse certe interdiction, il peut etre accuse de faire 
pârtie de la categorie des invertis ou des effemines, comme le demontre la piece 
d ’Aristophane Thesmophories dont nous allons parler plus tard.

Parmi Ies moralistes, celui qui s’eleve le plus contre l’utilisation du miroir par 
l’homme est Seneque, pour qui cet instrument a d’autres roles que servir â 
l’embellissement: « Ce n’etait certainement pas pour nous donner le moyen de nous 
faire la barbe devant un miroir, de nous epiler la face, de nous polir le visage, nous, 
des hommes »21. La toilette, Ies soins du corps sont reserves aux femmes, Ies mâles 
doivent garder leur aspect naturel; pour eux, le miroir est un instrument qui fait 
penser ă la nature de la reflexion, ă la connaissance de soi-meme et â celle indirecte 
de l’univers. La glace permet la correction des defauts moraux et la reflexion sur 
soi-meme, tandis que pour l’autre sexe il s’agit seulement d ’une amelioration des 
imperfections physiques, sans que l’exercice de la conscience soit implique.

Chez Apulee, le miroir est interdit meme au philosophe â cause des 
considerations misogynes : « « II a un miroir, un philosophe ! II possede un miroir, 
un philosophe ! » Et quand j ’avouerais qu’en effet j ’en ai un -  car tu croiras que 
l’argument porte si je niais - ,  en resulterait-il necessairement que j ’aie aussi 
l’habitude de me parer devant un m iro ir?» 22. Cet objet denote que pour Ies 
accusateurs de l’ecrivain latin par la parure, la toilette, des coutumes de femme, il 
appartient exclusivement â l’univers feminin, d ’ou le mepris de son adversaire. Se 
regarder dans la glace est considere une regression de point de vue moral, une 
profanation : « tu decretes que la vue d ’un miroir est pour un philosophe un pire 
sacrilege que n’est pour un profane celle des objets sacres des mysteres de 
Ceres »23. La comparaison exageree met en evidence l’absurde et l’injustice de 
l’accusation suivie dans la XIVC pârtie d ’une defense de cet instrument pour la 
connaissance de soi.

Dans Mostellaria, Plaute decrit la scene de la toilette d ’une femme epiee en 
cachette par son amant, qui devient jaloux sur cet objet qui rend la femme 
autosuffisante et la predispose au narcissisme :

21 Seneque, Les Questions naturelles, traduction Paul Oltramare, Paris, Socifte d’ Edition « Les 
Belles Lcttrcs ». 1961,1, XVII, p. 67.

"  Apulee, Apologie in Apologie. Florides, traduction Paul Valetle, Sociite d'Edition « Les 
Belles Lettrcs », 1960, X III, p. 16.

2’ Ibidem, p. 17.
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« Philematie : -  Alors, prends le miroir. (Avânt de le passer â Scapha, 
elle baise le miroir).
Philolaches (ă part): -  Ah ! misere de moi, elle a baise le miroir ! Comme 
je voudrais avoir une pierre, pour lui casser la tete, â ce miroir ! »24.

24 Plaute, Mostellaria in Mostellaria, Persa, Poenulus, tome V, traduction de Alfred Emout, 
Paris, Societe d ’Edition « Les Belles Lettres », 1970, v. 265-268, p. 3 1.

25 Antho/ogie grecque, tome II, traduction par Pierre Waltz, Socidte d ’Edition « Les Belles 
Lettres », Paris, 1928, V, 238, p. 105.

26 Idem.

La reaction de l’homme devant le geste de la femme est une reaction de jalousie 
et de haine et se traduit par le deșir de briser l’instrument. Certe attitude montre une 
violence dirigee inconsciemment non seulement vers cet objet de la parure feminine, 
mais aussi vers l’image de sa maîtresse, vers ce double auquel elle offre son amour. 
Une fois le miroir casse, l’admiration et l’amour de la femme pour son reflet n’ont plus 
d’objet et elle pourra manifester son affection pour son seul amant.

Si se regarder dans la glace est interdit â l’homme, il lui est permis d ’utiliser 
ses armes en ce b u t : le role d ’instrument de reflexion peut etre joue par son 
bouclier ou par son epee. C ’est le cas d ’une epigramme de l ’Anthologie grecque 
qui contient le monologue d ’un homme declarant son amour â un autre. C ’est le cas 
d’une relation homosexuelle entre deux semblables, une relation de reconnaissance 
et non de difference et de complementarite comme celle entre un homme et une 
femme. L’epee est â la fois arme et miroir, elle sert â la defense du corps, mais 
aussi â la contemplation de sa propre image d ’homme amoureux. 11 se retrouve 
dans son double envoye par le miroir comme dans l’ceil de son am an t: « Certe 
arme est la compagne de route de mon amour et me dispense de miroir, car en elle 
je me reconnais, sec comme l’est un amoureux »25. L’epee remplace le miroir, 
objet de la coquetterie feminine et elle peut servir â demontrer son amour totale qui 
presuppose le sacrifice de soi, en l’absence de l’objet de sa passion : « Mais que tu 
viennes â m ’oublier, l’epee se plongera dans mon flanc »26.

Si la toilette devant la glace est reservee qu’aux femmes, l’utilisation de cet 
objet est permise ă l’homme dans un seul b u t : celui de perfectionnement moral ou 
d’exercice philosophique. Deux textes presentent ce probleme de la meme maniere, 
avec une construction symetrique : celui de Diogene Laerce dans Vie et doctrine 
des philosophes illustres et un fragment de VApologie d ’Apulee. Tous Ies deux 
decrivent Ies opinions de deux hommes celebres, Euripide et respectivement 
Socrate, qui se constituent en principes de vie. Le debut des textes vise le rapport 
entre l’homme et son portrait en pierre ou sur la toile. L’avis d ’Euripide, rendu dans 
certe histoire des philosophes, est que la ressemblance formelle entre une personne et 
sa statue n’implique pas le fait qu’elle est digne d’avoir un double imperissable sous 
certe forme. Apulee oppose l’argument absurde de son adversaire, selon lequel on 
peut garder son image sous la forme d ’une oeuvre d ’art, mais on ne peut la regarder
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dans un miroir, ă la conviction de Socrate qui conseille le miroir â ses disciples : 
« et dans ce cas, pourquoi juges-tu legitime de voir son image dans la pierre et non 
dans l’argent, sur un tableau et non dans un m iroir? Ou penses-tu qu’il soit 
honteux d ’etudier sa figure par une contemplation incessante ? Socrate le 
philosophe n’allait-il pas, dit-on, jusqu’â engager ses disciples â se regarder 
frequemment dans un m iro ir?» 27. Autant le philosophe athenien que l’auteur 
tragique considerent le miroir comme un formateur moral, un correcteur de la 
laideur de Târne dans le cas d ’un homme beau et comme un compensateur de la 
laideur physique par la vertu : « ceux qui se complaisaient dans leur beaute, pour 
veiller attentivement ă ne pas deshonorer la noblesse de leurs traits par une 
mauvaise conduite ; ceux qui s’estimaient peu doues d’agrements exterieurs, pour 
s’appliquer avec soin â faire oublier leur laideur par leurs qualites morales »28, ou 
dans la variante de Diogene Laerce : « II jugeait bon aussi que Ies jeunes gens se 
regardent continuellement dans un miroir, afin que, s’ils sont beaux, ils en 
deviennent dignes, et que s’ils sont laids, ils dissimulent sous leur education leur 
vilaine apparence »29. L’exercice du miroir ne s’applique pas comme dans le cas 
des femmes â Tembellissement du corps, mais â celui de Târne et â la correction 
morale. On peut expliquer certe restriction de Tusage de cet instrument par Ies 
hommes par certe superiorite accordee dans la pensee antique â T aspect ethique par 
rapport â Taspect physique. Dans ces deux textes, le cote deformant de la reflexion 
n ’implique pas une regression par rapport au modele, mais un progres, une 
amelioration des qualites morales.

27 Apulee, op. cit., XV, p. 18.
28 Idem.
"’  Diogene Laerce, Vie et doctrine des philosophes illustres, traduction sous la direction de 

Marie-Odilet Goulet-Caze, Librairie Generale Franțaise, Paris, 1999, II, 33, p. 240.
’ " Seneque, op. cit., XVII, p. 68.
"idem , XVII, p. 68-69.

Seneque presente ce probleme dans le contexte de la symbolique du miroir 
comme instrument de la connaissance de soi qui implique le meme perfectionnement 
des traits de caractere et la compensation des defauts physiques par Ies qualites de 
Târne : « si Thomme est beau, il evitera la laideur morale ; s ’il est laid, il apprendra 
que certains defauts physiques se rachetent par la vertu »30. Â ces preceptes 
rencontres aussi chez Apulee et Diogene, il en ajoute encore deux sur Ies avantages 
offertes par Tutilisation de cet objet par Ies jeunes et Ies vieux : Ies premiers 
prennent conscience que leur devoir est d ’etudier et d ’agir et Ies autres penserons â 
garder leur integrite morale et â contempler leur vie du point de vue de la 
perspective offerte par la mort qui s ’approche : « s ’il est jeune, il saura que la fleur 
de Tâge est le temps de Tetude et des actes energiques ; s’il est vieux, il renoncera 
â souiller ses cheveux blancs et songera de temps en temps â la mort »31. D ’une 
part Tapprentissage et Taction, de Tautre la sagesse et la pensee, obtenues par
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l’exercice du miroir qui offre une reflexion sur soi-meme suivie par la transformation 
et le parachevement spirituel.

b) L’EFFEMINE

Celui qui n ’utilise pas le miroir pour l’introspection, mais pour la toilette est 
classe par Ies autres comme un effemine ou un inverti, une nature double, 
mi-femme, mi-homme, une creature hybride, un monstre qui provoque soit le rire, 
soit la repulsion.

La plece d ’Aristophane, Les Thesmophories a un tel personnage, Agathon, 
que Mnesiloque essaie de definir ă l’aide d ’une serie d ’antitheses entre des objets 
typiquement feminins et d ’autres utilises par les seuls hommes : « Comment une 
trompette marine peut-elle donner la replique â une robe bouton-d’or ? une peau de 
bique â une resille ? un baudrier ă un soutien-gorge ? ța  ne va pas ensemble ! un 
miroir et une epee, tu trouves que ța  fait bon menage ? ». On retrouve ici la meme 
opposition entre le miroir et l’epee qui symbolise, d ’un cote, l’univers feminin et 
de l’autre, celui masculin. L’effemine se trouve entre les deux, il est un melange 
des traits appartenant â ces deux natures, il a une identite incertaine qui provoque le 
rejet des mâles. II est un « femmelin » ? qui se sert du miroir tout aussi comme les 
femmes pour faire sa toilette qui n ’est pas seulement un embellissement, mais aussi 
et surtout une transformation de son identite sexuelle. Le discours de Mnesiloque â 
l’egard d ’Agathon appartient au langage familier, meme vulgaire, et contient 
beaucoup de termes de jargon qui soutient le comique verbal. L’ironie, la moquerie 
ne manquent pas dans ce texte representatif pour la conception antique sur ce genre 
de personnage.

Aulu-Gelle emploie le meme ton persifleur dans Les nuits attiques pour les 
invertis tres effemines, « les mignons » qui, pour devenir l’objet sexuel des autres 
hommes, se servent du miroir afin de renoncer aux traits masculins de leur corps, la 
barbe, le poil, et de se transformer selon les criteres feminins de beaute :

« Quand un homme se parfume tous les jours et fait sa toilette devant un 
miroir, quand on lui rase les sourcils, quand il se promene la barbe epilee et les 
cuisses epilee par-dessous, quand dans les banquets, comme un petit jeune-homme 
avec son amant, il se place plus bas que lui en tunique chirodota, quand il est porte 
non seulement sur le vin, mais aussi sur les hommes, peut-on douter qu’il n’ait fait 
ce que font les mignons ? »32.

L’instrument de la beaute feminine a ete detoume de sa fonction inițiale pour 
servir â la toilette de l’effemine, pour qu’il contemple sa metamorphose, sa nature 
hybride, monstrueuse. De ce point de vue, la reflexion garde son caractere deformant

32 Aulu-Gelle, Les nuits attiques, tome II, traduction de Reni Marache, Societc d’Edition « Les 
Belles Lettres », Paris, 1978, VI, 12, 5, p. 65.
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et elle vise la creation d’un nouvel aspect, celui appartenant â l’autre sexe. Le 
miroir reflete ce passage d’une identite â l’autre, cette oscillation entre le masculin 
et le feminin.

Marțial essaie d’imaginer l’origine d’un tel etre pour expliquer sa singularite : 
« tu es issu d’un pere rase au miroir et d’une mere qui porte la toge, et ta femme 
pourrait t’appeler sa femme »33. La toilette masculine au miroir, le rasage, est 
l’objet d’ironie ici, aussi comme chez un autre moraliste latin, Seneque, et elle 
marque une preoccupation des hommes au caractere feminin. Au contraire, la toge 
est un signe de masculinite, parce qu’elle est un vetement specifique pour Ies 
Romains et une mere qui la porte est une femme forte, dominante, virilisee. Un etre 
qui a une ascendance parei 1 le ne peut avoir qu’une nature incertaine, etrange, ni 
entierement feminine, ni masculine. Meme son role dans le couple est inverse, tout 
aussi comme celui dans la societe.

Dans Curculio, Plaute presente la dispute entre un soldat et un homme 
effemine pour une jeune fille. Le discours du mâle est agressif, contient des 
menaces et Ies mots utilises font pârtie de la sphere semantique de la guerre : « Un 
leno me menacer, moi ! Et faire litiere de tous Ies combats que j ’ai livre ! Me 
protegent par mon epee et mon bouclier...mes fideles auxiliaires dans la bataille ! 
si la jeune fille ne m’est pas rendue, je te hacherai si menu que Ies fourmis 
t’emporteront par morceaux »34. L’autre repond sans peur en l’avertissant qu’il va 
utiliser en revanche ses instruments de toilette pour se defendre : « Et moi, me 
protegent mes pinces â epiler, mon peigne, mon miroir, mon fer â friser, mes 
ciseaux et ma serviette ă essuyer »35. On retrouve ici la meme opposition entre 
l’epee, respectivement le bouclier et le miroir, entre Ies armes de l’homme et 
l’objet de la coquetterie feminine, entre la force exhibee et la puissance cachee de 
la beaute. Ce n’est qu’un etre hybride, mi-homme, mi-femme, qui pouvait se servir 
du miroir comme d’une arme.

Meme le heros par excellence, Achille, peut etre rattache pendant un episode 
de sa vie â cette categorie : sa mere, Thetis, craignant qu’il perde sa vie dans la 
guerre de Troie, le deguise en fille et le cache â la cour du roi Lycomede. Stace, 
dans Achilleide, raconte l’episode ou Ulysse doit se servir de sa ruse pour le 
recuperer: il apporte â la cour des armes et des objets de toilette feminine et le 
jeune homme tombe dans son piege, en choisissant un bouclier. Le metal rend son 
image d’homme travesti en femme et le heros ne se reconnaît pas en eprouvant de 
la honte devant son reflet: « Mais quand il s’est approche, que l’eclat du metal lui 
a renvoye son image et qu’il s’est vu tel qu’il est dans l’or qui reproduit ses traits, il

”  Marțial, Epigrammes, tome II, traduction de H.J. Izaac, Sociiti d'Edition « Les Belles 
Lettres », Paris, 1973, VI, 64, p. 196.

M Plaute, Curculio in Ci.stellaria, Curculio, Epidicus, traduction Alfred Emout, Societe 
d'Edition « Les Belles Lettres », Paris, 1972, v. 570-575.

15 Ibidem, v. 575-580.
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a tressailli et rougi »36. Â la difference des hommes effemines, Achille n’utilise pas 
un miroir pour contempler sa nouvelle identite, il se sert du bouclier pour prendre 
conscience de son aspect change par Ies vetements de femme, de son alienation par 
rapport ă sa vraie destinde et pour renoncer au masque de la feminite derriere 
lequel il se cachait. II y a non seulement la surface reflechissante qui l’aide â 
reprendre sa nature de guerrier, mais aussi Ies paroles d’Ulysse qui lui rappelle son 
origine, son identite et son devoir envers Ies grecs : « Pourquoi hesites-tu ? Nous 
le savons, lui dit-il, c’est toi l’eleve du centaure Chiron, toi le petit-fils du Ciel et 
de l’Ocean ; c’est toi qu’attend la flotte dorienne, toi qu’attend cette Grece... »37.

c)LE DEBAUCHE

La condamnation de l’utilisation du miroir par Ies hommes ne vise pas 
seulement Ies effemines et Ies invertis, mais aussi Ies debauches dont Seneque 
realise le portrait dans Ies lignes acides du jugement moral. Hostius Quadra est le 
type de pervers qui s’offre le spectacle de ses fantaisies erotiques â l’aide de tout 
un arsenal de miroirs. Ceux qui sont concaves, grandissants, lui procurent l’illusion 
d’une virilite hors du commun et l’ecrivain souligne le caractere trompeur de la 
vision qui donne la jouissance du mâle. Un autre artifice auquel il fait appel est 
celui d’un ensemble de plusieurs miroirs disposes de maniere que l’image soit 
multiplice : « Mais lui, comme si ce n’etait pas assez de jouer ce role passif inoui et 
inconnu, il voulait en repaître ses yeux ; non content de voir ses turpitudes, il 
s’entourait de miroirs qui arrangeaient et multipliaient ses ignominies »“ . Ce 
dispositif catoptrique donne l’impression au voyeuriste qu’il est â la fois le sujet et 
l’objet de l’acte et qu’il est dans la possession de plusieurs partenaires. Une autre 
fonction du miroir est celle d’elargir le champ visuel, de montrer ce qu’on ne peut 
pas voir et le personnage l’utilise pour se regarder dans Ies postures Ies plus 
intimes. L’acte erotique devient un acte mis en scene, un spectacle pour cet 
exhibitionniste qui prend plaisir de son obscenite. Les puissances du miroir 
d’agrandir, de multiplier, d’elargir l’espace sont detournees de leur destination 
commune et elles servent ă la debauche sexuelle. Dans le discours que Seneque lui 
prete, le deprave exalte le pouvoir de cet objet â creer l’illusion de la vie, â donner 
substance â n’importe quel deșir: « A quoi bon etre un triste sire, si la faute est 
simplement ă la mesure de la nature ? Je vais placer autour de moi des miroirs 
capables d’amplifier le reel jusqu’â l’incroyable. Si j ’en avais le moyen, ces 
trompe-l’oeil seraient des realites; puisque je ne l’ai pas, je me nourrirai

16 Stace, Achilleide, traduction de Jean Meheust, Societe d'Edition « Les Belles Lettres », 
Paris, 19 71,1, v. 864-867, p. 4445.

17 Ibidem, 1, v. 867-870, p. 45.
’* Seneque, op. cit., XVI, p. 63.
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d ’illusions »39. Franțoise Frontisi-Ducroux observe â propos de ce texte de 
Seneque qu’il s’agit d ’« une inflation hyperbolique de l’usage ordinaire du miroir 
et des valeurs qui lui sont traditionnellement associees »40 et qu’on met ici en 
evidence la plurifonctionnalite de cet objet qui est « â la fois miroir reflechissant, 
loupe grossissante et instrument producteur d ’une vision holographique, puisqu’il 
permet d’embrasser Ies faces multiples d’une meme action, et meme plusieurs 
operations simultanees, qu’il donne ă voir sous tous Ies angles »41. Hostius Quadra 
est un personnage singulier qui tombe dans le piege du mirage speculaire, prisonnier 
de ce monde du possible, de l’irreel ou son imagination erotique prend forme.

C’est toujours Seneque qui parle d’un autre cote mauvais de l’homme se 
revelant dans le miroir : c’est la haine, la laideur de l’âme qui se montre dans la glace 
dans Ies deformations du visage. Les traits sont si changes que celui qui se regarde ne 
se reconnaît plus : « Souvent, dit Sextius, des gens irrites se sont bien trouves de 
regarder un m iroir; ils ont ete stupefaits d ’etre si changes; comme dans une 
conffontation, ils ne se sont pas reconnus »42. C ’est une confrontation entre l’image 
de soi et la face contorsionnee par la colere, comme si l’on a la vision de l’autre cote 
de soi-meme, celui noir et cache. Meme si l’on dit que le visage reflete l’âme, selon 
le moraliste latin, elle ne se montre pas dans sa laideur reelle dans les traits du visage, 
sa vraie nature est plus monstrueuse que les traces d ’irritation qui apparaissent dans 
la glace. La haine transforme non seulement l’aspect physique, mais aussi et surtout 
l’interiorite, l’essence humaine. On pourrait ainsi identifier dans ce fragment deux 
types de reflexion : l’une qui vise l’exterieur, la face visible de la colere, et l’autre, 
qui provient des changements de l’âme et transparaît d ’une maniere incomplete dans 
les traits du visage defigure par ce sentiment. La monstruosite de la haine touche tout 
d ’abord les trefonds de l’etre et ce n ’est qu’apres qu’elle se montre partiellement sur 
le visage : « Et combien peu l’image refletee par le miroir revelait de leur veritable 
difformite. Si l’âme pouvait se montrer et transparaître en quelque matiere, elle 
confondrait nos regards, noire, souillee, ecumeuse, convulsive, gonflee. Sa laideur est 
deja si grande, quand elle perce â travers les os, les chairs et tant d ’obstacles : que 
serait-ce si elle se montrait â nu ? »43.

d)LE MONSTRE

Si la haine enlaidit et deforme les traits du visage, la folie revele le cote 
monstrueux de l’etre humain qui, montant des trefonds de l’âme, transparaît sur la

” Ibidem, p. 65.
40 Franțoise Frontisi-Ducroux, op. cit., p. 178.
41 Ibidem, p. 180.
4" Seneque, De Ira in Dialogue.s, traduclion de A. Bourgery, Societe d ’Edition « Les Belles 

Lcttres », 1922, II, 36, 1, p. 62.
41 Ibidem, p. 63.
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figure et se montre dans le miroir. C’est le cas de l’empereur Caligula, presente par 
Suetone dans ses Vies de douze Cesars, qui se contorsionnait et exerțait devant la 
glace des grimaces ă faire peur: « Quant â son visage, naturellement affreux et 
repoussant, il s’efforțait de le rendre plus horrible encore, en etudiant devant son 
miroir tous Ies jeux de physionomies capables d’inspirer la terreur et l’effroi. Sa 
sânte ne fut bien equilibree ni au physique, ni au moral »44. La difformite naturelle 
est accentuee par cette deformation intentionnee de l’expression faciale et le 
resultat est la monstruosite qui provoque l’effroi et la repulsion. Suivant le principe 
de l’equilibre entre le physique et le psychique, l’historien souligne la liaison entre 
la laideur du corps et la maladie mentale de l’empereur comme si la folie se 
refletait dans Ies distorsions du visage.

Apres avoir parcouru Ies textes de l’Antiquite greco-latine sur le rapport entre 
l’homme et le miroir, nous avons remarque dans le contexte general d’une 
interdiction de l’utilisation de cet instrument par Ies representants du sexe fort deux 
lignes symboliques de la reflexion deformante : il y a premierement le cote positif 
de cette reflexion qui s’applique dans le cas du miroir comme instrument de la 
correction morale et secondement le cote negatif valable pour « Ies moins mâles » : 
Ies effemines, Ies invertis, Ies debauches et Ies monstres. Pour eux, cet objet sert au 
passage d’un sexe â l’autre, â la transformation de leur aspect masculin selon Ies 
criteres de la beaute feminine (Ies effemines), â la representation des fantaisies 
sexuelles â l’aide des capacites grossissantes, multipliantes des miroirs deformants 
(Ies debauches) et â la contemplation de la difformite physique qui s’avere un echo 
des troubles psychiques.

L’homme et le miroir dans la peinture antique

Le motif de l’homme au miroir est assez rare dans la peinture antique, mais il 
n’est presque jamais represente seul avec cet objet, â son cote il y a dans la plupart 
des cas une femme. L’instrument s’interpose ainsi entre un sexe et l’autre, en 
etablissant une liaison ou une opposition.

Ce conflit entre le bouclier et le miroir, qu’on a deja trouve dans Ies textes, 
est present aussi sur quelques vases grecs ; un guerrier arme d’un bouclier est 
aupres d’une femme avec un miroir et ils sont situes face en face, comme Ies 
representants des deux genres tout en exposant Ies symboles qui Ies definissent. La 
parure, la toilette, la beaute entrent en opposition avec la violence des armes 
(l’homme a de plus une lance dans sa main gauche). La femme ne se regarde pas 
dans la glace, elle ne range pas sa chevelure comme dans la plupart des peintures, 
elle montre son instrument au mâle comme embleme de son essence feminine. Le 
rapport des forces est egal, meme si Ies objets appartiennent ă des spheres

44 Suetone, Vies des douze cesars, tomc II, traduction de Henri Ailloud, Les Belles Lettrcs, 
Paris, 1989, L (50), p. 100.
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semantiques difTerentes; le miroir, objet enigmatique et medusant au regard des 
hommes, devient en ce cas un instrument de la defense feminine.

Sur d ’autres vases, le miroir apparaît entre l’homme et la femme, bien qu’il soit 
tenu par cette demiere. Cette fois-ci, il s’oppose â une canne sur laquelle le mâle 
s’appuie, symbole phallique par excellence. Tendu par la jeune fille, l’instrument 
speculaire capte Ies regards du personnage masculin et lui presente Ies avantages de 
se voir, de se refleter, de se dedoubler, de prendre conscience de soi-meme.

L’offre du miroir ă un homme, de la part d ’une femme, c ’est, peut-etre, soit 
une tentation, soit un mepris. Le feminin invite le masculin ă transgresser 
l’interdiction de se regarder dans la glace, en lui ouvrant Ies portes des secrets de la 
beaute. Le mepris serait adresse ă l’homme effemine, parce qu’il n’a pas garde sa 
dignite masculine, il a montre son cote faible, feminin, et il est devenu ainsi aux 
yeux du beau sexe moins qu’une femme, un etre etrange, hybride, monstrueux.

Le bouclier, on l’a vu aussi dans Ies textes, est le vrai miroir de l’homme, 
plus precisement du guerrier qui l’utilise pendant Ies batailles comme retroviseur 
pour voir ses adversaires derriere lui, mais aussi pour se regarder dans son 
hypostase combative afin de prendre du courage. C ’est ce qui montre la mosaique 
avec Alexandre le Grand (ill. 4) oii il y a dans la pârtie gauche en bas un soldat vu 
de dos, dont le visage se reflete dans le bouclier qu’il tient avec la main gauche et 
contre lequel il s’appuie avec la droite. C ’est une des rares representations d ’un 
visage masculin sur la surface reflechissante d ’une arme. L’ecu presente au 
possible spectateur la figure cachee du personnage, il montre donc ce qu’il n ’y a 
pas visible dans le cadre peint, en elargissant de la sorte l’espace pictural. 
Cependant, un dialogue s’etablit entre le reflet du personnage et celui qui le regarde 
par cette position face â face, par cette conffontation entre Ies yeux d ’un etre fictif 
et d ’un autre reel. Ce croisement des regards rend possible que tout spectateur 
transgresse la limite entre la realite et l’oeuvre d ’art en se reconnaissant dans le 
reflet du guerrier. Du point de vue de la reflexion, le bouclier est un miroir convexe 
qui reduit Ies dimensions de l’image et concentre l’espace, caracteristiques visibles 
dans la petitesse du reflet par rapport â son modele et dans sa localisation â la 
marge du disque.

La seule representation d’un homme tenant un miroir que nous avons trouvee, 
seul dans son tete-â-tete avec cet objet, est celle sur le vase de type bell-krater (ill. 5). 
Le personnage tout nu est assis et il tient dans sa main gauche le disque dans lequel il 
se regarde attentivement. On peut supposer que c’est un effemine qui fait sa toilette ou 
un ephebe qui contemple son beau corps. L’inedit de la peinture reside dans la nudite 
du personnage et dans cette intimite specifiquement feminine qui s’instaure entre son 
miroir et lui. L’instrument le rend conscient de sa jeunesse et de son charme grâce 
auxquels il peut conquerir Ies faveurs des autres hommes. Ici le miroir denote le role 
passif dans une relation erotique de celui qui s’y contemple, parce que l’ephebe qui 
fait sa toilette attend d’etre choisi comme objet de l’amour, donc d’etre conquis. Tout
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4. « Mosaigue d'Alexandre », provenant 
de Fexedre du premier p^ristyle de la 
maison du Faune, Naples, Musee 
Archeologigue National, reproduite dans 
Donatella Mazzoleni, Umberto Pappalardo, 
Fresques des villas romaines, Citadelles et 

Mazenod, Paris, 2004.

5. Kantharos, Bari 7699, reproduite dans 
H.D. Trendail, The redfigured vases o f Lucania, 
Campania and Sicily, Oxford, At the Clarendon 

Press, 1967.

comme le miroir dont la surface polie se remplie d’images, la femme a le meme 
role passif, en attendant etre choisie, aimee et transformee par l’homme dans une 
matrice qui conțoit son image. De meme pour l’ephebe dans une relation 
homosexuelle, avec la difference que se voir dans un miroir c’est aussi se preparer 
afin de se regarder dans Ies yeux de l’autre, que tout amour entre Ies mâles 
implique, selon le commentaire de Franțoise Frontisi-Ducroux : « Les yeux de son 
eraste lui fournissent alors, de fațon transitoire, un substitut du miroir qu’il a 
naguere ete contraint de rejeter pour rejoindre le monde des mâles n4 '.

L’analyse de ces textes traitant le theme de l’usage du miroir par les 
representants des deux sexes nous a offert une riche symbolique de la reflexion 
deformante, attachee tout d’abord dans les deux cas â un refus de 1’instrument

45 Franțoise Frontisi-Ducroux, op. cit., p. 132.
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speculaire qui s’avere pour Ies femmes le revelateur de la puissance du passage du 
temps sur leur beaute et pour Ies hommes un signe de l’effeminement. Le caractere 
non-ressemblant du reflet peut aussi envoyer â l’image d ’un visage defigure par la 
colere, par l’utilisation d ’un instrument musical (le cas de la deesse Athena) ou par 
la folie (l’empereur Caligula). La faussete, la tromperie de l’image speculaire, un 
trăit souvent invoque dans la litterature antique, apparaît dans le texte sur la deesse 
de l’Enfer, Persephone. Le role erotique du miroir est present dans le cas de 
1’efTemine qui se sert de cet instrument comme Ies representantes du sexe oppose et 
dans celui du debauche de Seneque qui fait appel ă toutes Ies capacites 
grandissantes et multipliantes de cet objet. La peinture antique met Ies fondements 
de la representation de la femme â la toilette qui va etre suivie par Ies epoques 
artistiques ulterieures, mais revele aussi par le caractere deformant du reflet 
represente des aspects moins connus de la symbolique reflexive (le dialogue 
institue entre le reflet et le possible spectateur, la discordance entre un personnage 
et son image, la representation du visage cache d ’une figure humaine representee 
de dos grâce au miroir).
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CARTHAGE DANS LA L1TTERATURE LATINE CHRET1ENNE

ALEXANDRA CIOCÂRLIE

La presence de Carthage dans Ies oeuvres des ecrivains latins est constante et 
durable. On la decouvre non seulement ă l’epoque des guerres puniques, mais aussi 
longtemps apres, c’est-â-dire apres la destruction totale de la viile par Scipion 
l’Emilien et meme apres l’edification, sous le regne d’Auguste, d’une colonie 
romaine sur l’emplacement de l’ancienne cite africaine. Celle-ci avait dejă eveille 
l’interet de quelques auteurs grecs preoccupes par la philosophie politique 
(Aristote, admirateur de la constitution mixte carthaginoise1) ou par l’histoire 
(Polybe2, Diodore de Sicile3). A leur tour, plusieurs ecrivains latins ont manifeste le 
meme interet et ont etudie assidument Ies rapports tensionnes entre Rome et 
Carthage. Des historiens (Tite-Live4, Justin5, Florus6), des poetes epiques 
(Naevius7, Ennius8, Virgile9, Silius Italicus10), des auteurs dramatiques (Plaute11), 
des biographes (Cornelius Nepos12), des poetes elegiaques (Ovide13), des orateurs 
et philosophes (Ciceron14) ont ecrit sur l’histoire de Carthage et Ies legendes qui 
l’ont accompagnee.

De meme que Ies auteurs paiens, Ies penseurs chretiens reflechissent â la 
grandeur et au declin des Carthaginois. Originaire lui-meme de la Carthage 
romaine, Tertullien illustre par quelques figures de marque du monde punique la 
force d’âme et la capacite de mepriser la soufffance physique au nom d’un ideal de

1 Aristote, Politique, II, 11, 1272b-1273b.
2 Polybe, Histoires, III.
3 Diodore de Sicile, Histoire universelle, XXI1I-XXIV.
4 Tite-Live, Histoire de Rome, XX1-XXX
5 Justin, Histoire universelle, XVIII, 3-7.
6 Florus, Histoire romaine, I, 18, 22, 31.
7 Naevius, La guerre punique.
H Ennius, Annales frg. 221, 265, 274, 286, 290 Vahlen.
’ Virgile, Eneide, I-1V.
10 Silius Italicus, Les Puniques.
11 Plaute, Le Carthaginois.
L  Cornelius Nepos, Vies des hommes illustres, XXII, XXIII.
13 Ovide, Heroîdes VII, Fastes, 111, 545-654.
14 Ciceron, Pour Scaurus, 42; Pour Balbus, 51; Philippiques V, 25, 27, VI, 6; La loi agraire, 

II, 51, 87, 95; De /a nature des Dieux, 111, 79-80; De la repuhlique II, 7-8; Des devoirs 111, 99-115.

Synthesis, XXXIV-XXXV, p. 41-48, Bucarest, 2007-2008
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vie deliberement choisi. Didon est prete â se suicider pour ne pas etre contrainte â 
un deuxieme mariage apres avoir perdu un mari aime tendrement (ne post virum 
dilectissimum nubere cogeretur); la femme d’Hasdrubal prefere mourir dans 
l’incendie final de Carthage plutot que de voir son mari implorer la clemence de 
Scipion (Asdrubalis uxor, quae iam ardente Carthagine, ne maritum suum 
supplicem Scipionis videret, cum fiHis suis in incendium patriae devolavit -  Aux 
martyrs, 4, 5). Le Romain Regulus fait preuve de la meme force lorsqu’il exhorte 
ses concitoyens de refuser un echange de prisonniers desavantageux, tout en 
sachant qu’il payera de sa vie ce conseil. Fidele jusqu’au bout â la parole donnee 
aux ennemis, il revient â Carthage et subit autant de morts que Ies coups mortels 
qu’on lui inflige (maluit hostibus reddi et in arcae genus stipatus undique 
extrinsecus clavis transfixus, tot cruces sensit -  Aux martyrs, 4, 5)15. Plein 
d’admiration pour l’epouse d’Hasdrubal qui se jette dans Ies flammes de l’incendie 
final de Carthage pour eviter de demander pitie aux conquerants romains, 
Tertullien oppose le courage de cette femme â la lâchete d’Enee, soldat sans gloire 
qui avait trahi sa patrie troyenne (Aeneas certe patria dereliquit socios, feminaae 
Punicae subiciendus, quae maritum Hasdrubalem, Aeneae timiditate in his 
supplicantem hosti, non comitata, raptis secum ftliis formam et patrem sibi habere 
non in fugam sapit, sed in ignes ardentis Carthaginis ut in amplexus patriae 
pereuntis incubuit (Aux nations, 11, 9, 13)16. Dans cette interpretation, la balance de 
la superiorite morale s’incline non pas du cote de l’ancetre des Romains, mais du 
cote de la representante du peuple ennemi17.

A son tour, Jerome invoque Ies memes exemples puniques celebres lorsqu’il 
parle de la force de l’âme feminine. Rememorant succintement la fondation de 
Carthage, il fait l’eloge de la legendaire Didon qui, â la demande en mariage de 
larbas, avait repondu par son acte suicidaire pour sauver son prestige de univira 
(quum ab Hiarba rege Libyae in coniugium pereretur, paulisper distulit nuptias 
donec conderet urbem nec multo post extructa pyra maluit ardere quam nubere^. 
Immediatement apres, il mentionne l’exemple historique complementaire -  celui de 
la femme d’Hasdrubal -  la Carthaginoise qui, aux demiers moments de sa cite, se 
jette au feu pour eviter de devenir la captive des Romains (Casta mulier 
Carthaginem condidit, et rursum eadem urbs in castitatis laude finita est. nam

1 Dans Aux nations, 1, 18, 3, Tertullien recourt aux memes exemples de courage -  Didon, la 
femme d’Hasdrubal et Regulus.

16 Tertullien parle aussi du courage de la femme d’Hasdrubal dans Aux nations I, 18, 3.
17 Dans Heroides VII, en empruntant la voix de Didon, Ovide se situe du point de vue affectif 

du cote de la Carthaginoise trompee par le fondateur de la gent romaine.
11 Les moralistes chretiens Tertullien et Jerome admirent plutot la chastete de Didon qui se 

serait suicidee pour respecter son sermenl envers son mari decede. En revanche, Augustin 
(Confessions, I, 13) reconnait que, sous Tempire de la jeunesse et de la faiblesse, il avait pleure en 
lisant les premicrs chants de VEneide, meme s’il avait appris qu’en realite la rencontre d’Enee avec la 
rcine carthaginoise n'avait jamais eu lieu.
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Hasdrubalis uxor capta et incensa urbe, quum se cerneret a Romanis esse 
capiendam, apprehensis ab utroque latere paruulis filiis, in subiectum domus suae 
deuolavit incendium -  Contre Jovinien, I, 43). Impressionne par l’heroi'sme de ces 
femmes capables d ’affronter la mort plutot que la deshonneur lors de la fondation 
ou bien lors de la chute de Carthage, l’auteur chretien reprend ces exemples dans 
d’autres ecrits, comme la celebre epître dediee â la monogamic (123, 8). De meme 
que Tertullien, Jerome decouvre des figures exemplaires dans l’espace punique.

Augustin -  qui fait une description sombre de la Carthage romaine19, lieu de 
perdition qu’il avait quitte dans sa jeunesse mouvementee -  rappelle quelques episodes 
de l’histoire de la viile punique dans sa Cite de Dieu, oeuvre qui a pour but de 
combattre l’opinion selon laquelle Rome aurait ete conquise par Ies Goths pour avoir 
adopte la religion chretienne et interdit le culte ancien. Le theologien choisit de 
s’arreter â quelques episodes bien connus des guerres puniques qu’il interprete dans la 
perspective chretienne et sur lesquels il fait reposer sa polemique contre le paganisme.

19 Voir surtout Ies livres 111, IV et V des Confessions.
20 Les ecrivains latins paîens reviennent souvent â l’histoire de Regulus (v. Ciceron, Des 

devoirs, I, 39—40, 111, 99-115; Des termes extremes des biens et des maux, V, 82-83; Horace, Odes, 
111, 5; Sineque, Lettres â Lucilius, VII, 67; Florus, Histoire romaine, I, 18, 7; Silius Italicus, 
Puniques, VI, 63-64; Aulu-Gelle, Les nuits attiques VII, 4).

21 Le theologien conclut le passage en toumant l’argument dans un plaidoyer pro domo dirige 
contre ses propres adversaires: pourquoi pretendre que le disastre de Rome vient de ce qu'elle a 
abandonne le culte des dieux paîens alors que, en ddpit du culte le plus assidu, cile aurait pu etre aussi 
malheureuse que l’a ete Regulus? (cur calumniantur temporihus Christianis, ideo dicentes Vrbi

Augustin invoque plusieurs fois la figure de Regulus, magnifique exemple de 
vertu que Ies dieux paîens n ’ont point recompense, en le laisant succomber sous Ies 
tortures Ies plus atroces. II rappelle brievement Ies circonstances de la captivite et 
de la mort du commandant romain loyal â la cause de sa patrie, qu’il met au-dessus 
de son propre salut, tout en restant fidele jusqu’au bout au serment fait â ses 
adversaires. Puisque c ’est dans des ecrits latins anciens qu’il a puise cet episode20, 
Augustin ne pouvait ne pas mettre en avant l’opposition entre la vertu romaine et la 
barbarie des sauvages Carthaginois, satisfaits de soumettre leur victime â de 
terribles tortures raffinees, allant meme jusqu’â inventer la plus horrible et la plus 
insolite, l’epuisement du prisonnier par la veille (ut se in nuliam eius partem sine 
poenis atrocissimis inclinaret, etiam uigilando peremerunt -  1, 15). Chez Augustin, 
ce ne sont pas Ies faits qui different, mais l’interpretation. L’histoire de Regulus 
peut soutenir la these chretienne de l’indifference des dieux paîens, impassibles aux 
souffrances des meilleurs de leurs fideles : si Ies dieux ont voulu ou permis le 
supplice d ’un homme aussi scrupuleux ă respecter son serment, qu’aurait-ils pu 
faire de plus contre un paijure? (qui ergo propterea colebantur, ut islam uitam 
prosperam redderent, si uerum iuranti has inrogari poenas seu uoluerunt seu 
permiserunt, quid periuro grauius irati facere potuerunt? -  I, 15)21. Augustin
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reprend l’exemple de Regulus comme preuve de l’inutilite de la foi dans Ies dieux 
lorsqu’il compare le sort de ce heros romain ă celui du cruel Marius, instigateur de 
conflits civils. Sa vertu entraîne la mort du premier alors que la fourberie de l’autre 
lui vaut le succes. Or, certe injustice prouve soit que Ies dieux n’interviennent pas 
dans la distribution de la prosperite ici-bas et, des lors, ils ne meritent pas qu’on Ies 
venere22, soit qu’ils sont fort injustes et pervers (iniustissimi et pessimi) puisqu’ils 
ont accorde au detestable Marius leur protection et Pont refusee au vertueux 
Regulus (cur in eis adfuerunt pessimo uiro Mario, et optimo Regulo defuerunt? -  II, 23). 
La plus tranchante condamnation des dieux qui ont abandonne un homme vertueux 
intervient dans une retrospective des malheurs qui se sont abattus sur Ies Romains 
durant Ies guerres puniques. L’ecrivain chretien conclut que si la capture de cet 
homme heroique, si 1’infamie de sa servitude, si la fidelite â son serment, si sa mort 
cruelle et inhumaine ne font pas rougir Ies dieux, il faudrait dire qu’ils sont en 
bronze tout comme leurs statues et que ce n’est pas du sang qui coule dans leurs 
veines (illius uiri et captiuitas inopinatissima et seruitus indignissima, et iuratio 
ftdelissima et mors crudelissima si deos illos non cogit erubescere, uerum est quod 
aerii sunt et non habent sanguinem -  III, 18). L’exemple de Regulus fournit â 
Augustin d’autres arguments pour sa demonstration, par exemple lorsqu’il parle de 
l’interdit jete par Ies chretiens contre la mort volontaire: ce n’est pas Caton 
d’Utique qui decide de mettre fin â ses jours pour n’avoir pas â subir l’autorite de 
Cesar qui lui paraît admirable, mais bien la conduite du consul de la premiere 
guerre punique qui, tel Job, a prefere Ies souffrances au suicide. Celui qui, pour 
rester fidele au serment, n’a pas hesite â retourner â Carthage -  plus courroucee par 
son discours devant le senat romain que par ses victoires -  est reste inebranlable 
dans sa determination ă subir le joug de Carthage comme dans sa fidelite â l’amour 
pour Rome (Hoc probauit, cum causa promissi iurisque iurandi ad eosdem hostes, 
quos grauius in senatu uerbis quam <in> bello armis offenderat, sine ulla 
dubitatione remeauit -  I, 24). 11 a refuse la solution du suicide, ne consentant pas â 
derober aux ennemis son corps vaincu, ni â derober â la patrie son âme invincible 
(proinde seruauit et sub Carthaginiensium dominatione patientiam et in 
Romanorum dilectione constantiam, nec uictum auferens corpus ab hostibus nec 
inuictum animum a ciuibus -  I, 24). Personnage d’election de tous Ies ecrits qui

accidis.se illam calamitatem, quia deos suos colere destitit, cum potuerit etiam illos dili gentissime 
colens tam infelix fieri, quam iile Regulus fuit? -  I, 15)

"  Augustin observe qu’on peut jouir de la puissance, des richesses, de la sânte, de la position 
sociale, d’une longuc vie, comme Marius, ayant Ies dieux contre soi, et on peut soufTrir, comme 
Regulus, la captivite, l’esclavage, la misere, la veille, la douleur, la torture et la mort, tout en ayant la 
Taveur des dieux (posse homines, sicut fu it Marius, salute uiribus, opibus honoribus, dignitate 
longaeuitate cumulări et perfrui diis iratis; posse etiam homines, sicut fuit Regulus, captiuitate 
seruitute inopia, uigiliis doloribus excruciari et emori diis amicis -  II, 23)
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exaltent la vertu dont ont fait preuve Ies Romains dans leurs combats contre Ies 
Carthaginois, Regulus garde toute la faveur de l’auteur chretien.

Dans le livre III de La Cite de Dieu, parlant des malheurs que Ies paiens ont 
subis sans que leurs dieux aient ete capables de Ies leur epargner, Augustin etaie le 
point de vue chretien par des exemples puises dans l’histoire des guerres puniques, 
epoque de terribles desastres lorsque Ies Romains saisis d’epouvante ont recouru â 
des remedes vains et ridicules en retablissant Ies jeux seculaires conformement aux 
prescriptions des livres sibyllins (tune magno metu perturbata Romana ciuitas ad 
remedia uana et redenda currebat -  III, 18). II invoque egalement le souvenir de la 
catastrophe de Cannae, cette defaite des Romains que Tite-Live -  qui pourtant 
n’est pas un Champion de l’objectivite -  decrit comme un moment ou l’existence 
meme de l’Etat a ete mise en perii23: d’apres le temoignage meme de ceux qui ont 
moins essaye de decrire Ies guerres de Rome qu’â Ies celebrer, le peuple qui a fini 
par triompher a semble moins vainqueur que vaincu (ita ut his quoque fatentibus, 
qui non tam narrare bella Romana quam Romanum imperium laudare instituerunt, 
similior uicto fuerit iile qui uicit -  III, 19). Dans un sursaut desespere de refaire 
leur armee aneantie par Ies Carthaginois, Ies Romains ont cherche Ies armes dans 
Ies temples. Augustin interprete cette decision comme un reproche adresse aux 
dieux par ceux qu’ils avaient abandonnes -  comme si Ies Romains leur avaient d it: 
quittez ces armes que vous avez portees si longtemps pour rien et on verra si vos 
esclaves ne s’en serviront mieux (detracta sunt templis, tamquam Romani diis suis 
dicerent: Ponite quae tam diu inaniter habuistis, ne forte aliquid utile inde facere 
possint nostra mancipia, unde nostra numina facere non potuistis -111, 19). La fin 
de Sagonte, detruite pour etre restee fidele aux Romains, est le malheur le plus 
injuste et le plus lamentable qu’ait produit la seconde guerre punique24. Le sort de 
l’infortunee cite hispanique fournit â Augustin un nouvel argument contre Ies dieux 
paiens, car on peut se demander si Ies dieux depraves, avides de sacrifices et qui ne 
savent que duper Ies gens par leurs oracles ambigus, n’auraient du faire quelque 
chose pour une viile si devouee aux Romains et ne pas souffrir qu’elle perisse pour 
leur avoir garde une fidelite inebranlable d’autant plus qu’ils avaient medie 
l’alliance entre Ies deux cites (Hic aliquid agerent dii helluones atque nebulones, 
sacrificiorum adipibus inhiantes et fallacium diuinationum caligine decipientes; 
hic aliquid agerent, ciuitati populi Romani amicissimae subuenirent, ftdei 
conseruatione pereuntem perire non sinerent. Ipsi utique medii praefuerunt, cum 
Romanae rei publicae interiecto foedere copulata «1-111, 20). II y a une analogie 
entre le destin de Regulus et celui des habitants de Sagonte bien que, dans une 
perspective chretienne, ces derniers se rendent coupables d’avoir choisi le suicide

J  Tite-Live, Histoire de Rome, XXII, 44—54.
J  Tite-Live (Histoire de Rome, XXI, 14), Vaiere Maxime (Faits et dits memorahtes, VI, 6 

ext.) ou Florus (Histoires, I, 22) decrivcnt le tableau de la conquete de Sagonte.
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pour echapper â la sauvagerie des Carthaginois. Chaque fois, Ies divinites venerees 
par Ies paiens ont abadonne ceux qui ont prefere mourir que manquer â leur parole 
et si, en depit de la protection des dieux, cites et hommes peuvent perir apres avoir 
souffert tant de tourments, alors il est surement vain de Ies adorer pour obtenir le 
bonheur terrestre (siautem etiam illis propitiis multis grauibusque cruciatibus 
adflicti interire homines ciuitatesque possunt, nullo fructu felicitatis huius coluntur - 
III, 20). Le sort de Scipion, enfin, est aussi un chef d’accusation contre Ies dieux : 
le sauveur de Rome dans la seconde guerre punique a ete trăite par la suite avec 
tant d’ingratitude par ses compatriotes qui l’ont force â s’exiler25, qu’il a succombe, 
victime de la rage de ses ennemis, loin de la patrie qu’il avait liberee et abandonne 
par Ies dieux, lui, qui avait protege leurs temples contre la fureur d’Hannibal (unde 
illud magis, quod de Scipione commemoraui, quod cedens inimicis extra patriam, 
quam liberauit, mortuus est, ad praesentem pertinet disputationem, quod ei 
Romana numina, a quorum templis auertit Hannibalem, non reddiderunt uicem, 
quae propter istam tantummodo coluntur felicitatem -  III, 21). En evoquant tous 
ces episodes de l’histoire des affrontements entre Romains et Carthaginois, 
Augustin reste fidele â l’image traditionnelle des ennemis de Rome accuses, par 
exemple, de ferocite (de Cannensi autem mirabiliter horrendo malo quid dicam, 
ubi Hannibal, cum esset crudelissimus, tamen tanta inimicorum atrocissimorum 
caede satiatus parei iussisse perhibetur? -  III, 19), de transgression des traites ou 
de perfidie (Hinc enim Hannibal fracto foedere Romanorum causas quaesiuit, 
quibus eos inritaret ad bellum. Saguntum ergo ferociter obsidebat /.../ Custodiens 
itaque fideliter, quod ipsis praesidibus placito iunxerat, fide uinxerat, iuratione 
constrinxerat, a perfido obsessa oppressa consumpta est -  III, 20). Ce qui modifie 
pourtant l’interpretation du theologien est la vision des Romains qui, pour lui, sont 
moins des connationaux que des paiens qui ont venere de fausses divinites. 
Longtemps apres la disparition de Carthage, l’histoire de ses habitants et de leurs 
combats avec Ies Romains fournit un sujet de meditation â un auteur chretien 
nourri aux sources classiques.

Orose consacre une grande pârtie de son ouvrage Histoires contre Ies paiens 
aux evenements Ies plus notables de l’histoire de Carthage, â commencer par Ies 
vieilles luttes en Sicile et Sardaigne et jusqu’au desastre final de la troisieme guerre 
punique (IV, 6-23). Ce disciple et epigone d’Augustin s’inspire des ecrits 
classiques et (re)arrange des informations puisees dans Justin ou Tite-Live. II en 
resulte une presentation schematique et passablement froide d’evenements que ses 
lecteurs connaissaient bien. Pour ne prendre qu’un exemple celebre entre tous, il

'  Vaiere Maxime montre qu’apres la guerre, Ies artisans des victoires carthaginoises et 
romaines ont eti traites avec la meme ingratitude, leurs exploits dtant recompenses par Ies 
persâcutions de leurs concitoyens: Scipion aussi bien qu’Hannibal ont ete envoyes en exil (Faits et 
dits memorabtes, V, 3, respectivement V, 3 ext.).
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reprend l’histoire de Regulus, mais, loin de partager l’admiration d’Augustin pour 
le general romain, il utilise un ton sec, depourvu d’emotion et conclut par une 
citation qu’il emprunte au discours de Ciceron contre Piso (XIX, 43). Les 
Carthaginois epuises par tant de malheurs deciderent qu’ils devaient demander la 
paix aux Romains. Pour cette negociation, ils ont envoye surtout, entre autres 
ambassadeurs, Atilius Regulus, le general romain qu’ils maintenaient en captivite 
depuis cinq ans deja: une fois revenu d’Italie sans avoir obtenu la paix, ils l’ont tue 
« en le forțant â rester eveille, attache â un echafaud, apres lui avoir coupe les 
paupieres » (Post haec fessi tot malis Carthaginienses petendam esse pacem a 
Romanis decreuerunt. ad quam rem Atilium Regulum an tea ducem Romanum, 
quem iam per quinque annos captiuum detinebant, inter ceteros legatos praecipue 
mittendum putauerunt: quem non impetrata pace ab Italia reuersum resectis 
palpebris inligatum in machina uigilando necauerunt -  IV, 10). Orose se borne ă 
resumer les narrations bien plus substantielles de ses devanciers; tout au plus, 
ajoute-t-il -  rarement -  un commentaire personnel, du point de vue chretien. Dans 
la tempete qui a empeche Hannibal d’attaquer Rome, par exemple, il voit un 
miracle, une preuve que Dieu protegeait le lieu ou allait s’epanouir le 
christianisme. La cite eternelle est sauvegardee pour que la future foi soit sauvee 
(ad futurae fidei credulitatem seruatam fuisse -  IV, 17). En analysant les causes 
qui ont mene au declenchement de la troisieme guerre punique, Orose est tente de 
croire que la cause du conflit ne vient pas d’une transgression du droit par les 
Carthaginois provocateurs, mais de la disposition changeante des Romains qui 
s’amollissaient (causam non ex iniuria lacessentum Carthaginiensium sed ex 
inconstantia torpescentium Romanorum ortam inuenio -  IV, 23). Empruntant â 
Salluste le theme de la peur de l’ennemi26, l’auteur chretien rappelle la dispute qui 
opposa au Senat les partisans de la destruction de Carthage et ceux qui etaient 
favorables â sa conservation afin de garder toujours eveillee la vigueur romaine. 
Persuade que c’est la decision d’aneantir la cite africaine qui a declenche la crise 
morale romaine, Orose trouve dans ce debat un argument pour renforcer l’idee que 
la decadence de Rome n’est pas imputable aux chretiens, du moment qu’elle avait

26 Dans La conjuration de Catilina, 10, Salluste remarque le fait que Rome commence son 
declin juste â partir du moment oii son empire arrive â dominer le monde â la suite de la victoire 
remportee dans les guerres puniques. L’histoiren explique la liaison de causalite entre ces dvenements 
dans La guerre de Jugurtha, 41: I’andantissement de Carthage a entraîne la disparition de la crainte de 
l’ennemi (metus hostilis) qui assurait la solidarite entre les citoyens romains menaces par un danger 
commun. La prospiriti et la paix ont eu la consequence inattendue de declencher la discorde 
interieure â Rome. La these du rapport direct entre la destruction de Carthage et la decadcnce morale 
et sociale du monde romain est devenue ulterieurement un topos de l’historiographie latine, le theme 
etant repris par des auteurs comme Ciceron (De l'invention, I, 11, 72), Vellcius Patcrculus (Histoire 
romaine, II, 1, I), Florus (Histoire romaine, I, 31, 5; 33. 1, 34, 18) ou Pline (Histoire naturelle, 
XXXIII, 150).
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ete annoncee bien avant l’apparition de ces demiers par des esprits eclaires comme 
Scipion Nasica (cur Christianis temporibus imputant hebetationem ac robiginem 
suam, qua foris crassi, intus exesi sunt? qui porro ante sescentos fere annos, sicut 
sui prudentes timentesque praedixerant, cotem illam magnam splendoris et 
acuminis sui Carthaginem perdiderunt -  IV, 23). Ces observations mises â part, le 
disciple d’Augustin suit de preș Ies sources classiques, de sorte qu’on ne s’etonnera 
pas de voir que sa conception est celle que Ies Romains avait accreditee depuis 
toujours concemant leurs ennemis. Les critiques qu’Orose adresse aux Carthaginois 
n’ont rien d’original. Leurs peches attirent sur eux la sanction divine : le penchant 
conținu pour la discorde, l’impiete et la cruaute dont ils font preuve en sacrifiant 
des enfants quand ils sont en crise (6), l’ingratitude et la haine envieuse pour des 
connationaux comme Hamilcar Rhodanus (6), les ruses qu’ils emploient pour 
tendre des pieges â leurs adversaires (â Cornelius Asina, par exemple), la facilite 
avec laquelle ils trahissent leurs serments quand ils violent une paix qu’ils avaient 
eux-memes sollicitee (12). Hannibal, le Carthaginois par excellence, accumule des 
traits negatifs, â commencer par la haine aveugle qu’il ressent des le moment du 
serment prete dans son enfance (14), â quoi s’ajoute son manque de loyaute (14) ou 
son penchant â tendre des pieges aux adversaires (15). II faut pourtant rendre cette 
justice â Orose : il n’ignore pas completement les qualites des Carthaginois. II 
rappelle que Scipion avait reconnu le talent militaire d’Hannibal reconnus par 
Scipion (19) et admet ă son tour l’heroisme de l’epouse d’Hasdrubal qui prefere la 
mort â l’esclavage (23). Mais les rares mentions d’eventuelles qualites ne changent 
pas la tonalite generalement sombre du portrait de l’ennemi, tel qu’il l’esquisse. 
Quand la presentation historique ne lui sert pas directement de support pour sa 
polemique contre les paiens, Orose conserve la perspective traditionnelle sur le 
passe de Rome et de ses ennemis.

Longtemps apres la disparition materielle de Carthage, les ecrivains latins 
chretiens gardent leur interet pour cette cite -  en mentionnant au passage, comme 
Tertullien ou Jerome, des faits que les Carthaginois ont accomplis ou en 
s’attardant, comme Augustin ou Orose, sur certains episodes de l’histoire de la 
rivalite entre les deux puissances mediterraneennes. II semble que le mirage de la 
cite reduite en cendres par Scipion n’a pas fini d’agir sur les descendants de ceux 
qui l’ont detruite.
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STEPHANITES AND ICHNELATES IN THE GREEK AND SLAVIC 
LITERATURES: A CRITICAL BIBLIOGRAPHY STUDY*

MANUELA ANTON

1. The point of departure for the Byzantine Fiirstenspiegel Stephanites kai 
Ichnelates is the Arabic Kalîla wa-Dimna, the ultimate sources of which should be 
sought in India. Here this collection of fables survived in the epic poem 
Pahcatantra and was transmitted in the Arabic literature through a Middle Persian 
(Pahlavi) lost version from a Sanskrit original. The Greek text, which preserves the 
framework story1 of the prototypes, belongs to the translation movement from 
Arabic into Greek started after Photian renaissance as a direct result of the 
translation movement of the Greek classical writings into Arabic from the early 
‘Abbăsid rule.2 The Greek manuscript tradition of Stephanites and Ichnelates 
started during the ruling years of the Byzantine emperor Alexios I Komnenos 
(1081-1127), later copies indicating to Symeon Seth, the court physician, 
philosopher and natural Sciences researcher, as its translator.3

* The research for this paper was conducted at the University of Cambridge, Clare College. The stay 
in the Cambridge Colleges Hospitality Scheme was supported by the University of Cambridge, Open 
Society Institute (Budapest), Open Society Foundation -  Romania (founded by Mr Georgc Soros) and 
British Council. 1 wish to thank Professor Simon Franklin from Clare College for his encouragement.

1 This principie of organizing the narrative here appcars as following: a king of India asks his 
philosopher to teii him a story in order to explain a certain story; furthermore, there is an externai 
framework of conversation between the lion king and his courtiers.

2 Cf. D. Gutas, review of the book by H. Condylis-Bassoukos, Stephanites kai Ichnelates, 
traduction grecque ( X f  siecle) du livre Kalîla wa-Dimna d'lhn al-Muqaffa' (VHT‘ siecle). Etude 
lexicologique el litteraire, Leuven, 1997. In: Byzantinische Zeitschrift, 95/1 (2002), 155. See by the 
same author: Greek Thought, Arabic Culture. The Graeco-Arabic Translation Movement in Baghdad 
andEarly 'Abbăsid Society (2"J-4 'h/8'h-lO '1’ centuries), London/New York, 1998, p. 175-186.

3 For the author’s life and scholarly and literary activity see: L. Allatius, De Symeonom scriptis 
diatriba, Paris, 1664, p. 181-184; I.L. Ideler, Physici et medici Graeci minores, volume 2, Berlin, 
1842, p. 283-285; M.E. Colonna, Gli storici bizantini dai IV al XV secolo, volume 1, p. 118-119; 
L.-O. SjOberg, Stephanites und Ichnelates. Uberlieferungsgeschichte tind Text, Stockholm/GOteborg/ 
Uppsala, 1962, p. 87-99 (= Acta Universitatis Upsaliensis. Studia Graeca Upsaliensia: 2); Tusculum- 
Lexikon griechischer und lateinischer Autoren des Mittelalters, third edition, MUnchen, 1982, 
p. 118-119; A. Kazhdan, Symeon Seth, in The Oxford Dictionary o f  Byzantium, volume 2, New York/ 
Oxford, 1991, col. 1881-1883.

Synthesis, XXXIV-XXXV, p. 49-53, Bucarest, 2007-2008
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2. In Stephanites and Ichnelates the animal world is used as a literary 
convention with the purpose to reveal moral truths. The employment of animals as 
characters of a literary narrative was not peculiar for the Byzantine letters. The 
book of theological symbolism and typology, Physiologus, which originates in the 
late-second-century Christian intellectual realm of Alexandria, was known and 
used as a manual for theological education and instruction in several early 
Byzantine versions.4 The animal world of Physiologus resembles the human world 
and the human qualities attributed to animals were considered by medieval man to 
be real, signifying the spiritual truths. In its tum, Stephanites and Ichnelates 
preserves (except Russian versions, to which I will come below) the secular 
content of its Arabic model. It illustrates the ways in which the sovereign should 
rule over his state and how he should behave towards his subjects, thus advancing 
some prescriptions of Lebenskunst.

3. In the Byzantine literature the themes of the limits of sovereign’s power, of 
the arts of governing and of the moral profile of the ruler were discussed in the 
form of collection of precepts (florilegies) or advice given to the inheritor of 
monarchical throne with didactic purposes (Paideia Vasilike).5 These writings 
reflected the oflficial Byzantine ethics, which draw up an ideal model of life related

The Slavonie versions altemately ascribe the authorship to Symeon Seth and John of Damascus. 
Cf. A.N. Pypin, Istoriia russkoi Uteratury. 2. Drevniaia pis'mennost'. Vremena Moskovskago tsarstva. 
Kanun preobrazovanii, Sankt-Petersburg, 1898, p. 54; V.P. Adrianova-Perets/V.F. Pokrovskaia, Drevne- 
russkaia povest', Moscow/Leningrad, 1940, p. 113-116; O.P. Lixacheva/Ia.S. Lur’e (ed.), Ștefanii i 
Ixnitat. Srednevekovaia kniga basen po russkim rukopisiam XV-XVII vekov, Leningrad, 1969, p. 105— 
114; S. Nikolova (ed.), Ștefanii i Ixnilat. Starobălgarska prevodna povest ot XIII vek, Sofia, p. 17. It 
seems that this confusion has been taken over from the copy of a short version preserved in the 
manuscript no. 373 from Dublin. Cf. T.K. Abbot, Catalogue o f the Manuscripts in the Library ofTrinity 
College, Dublin, to which is added a List o f  the Fagel Collection o f Maps in the Same Library, 
Dublin/London, 1900, p. 57; J.G. Smyly, Notes on Greek MSS. in the Library ofTrinity College, in: 
Hermathena, 23/48 (1933), p. 188; Sjdberg (cited above), p. 26-27.

The ascription of Stephanites and Ichnelates to John of Damascus is based on the fact that the 
Church writer was known for his Christian adaptation, through Arabic intermediary texts, of the 
legends about Buddha and Indian fables. See F. Max Miiller, On the Migralion o f Fables, in Selected 
Essays on Language, Mythology and Religion, volume 1, London, 1881, p. 533-547; H.-G. Beck, 
Kirche und theologische Literatur im byzantinischen Reich, Miinchen, 1959, p. 482-483; A. Prinzing- 
Monchizadch et al., Barlaam und Joasaph, in: Lexikon des Mittelalters, volume 1, Miinchen/Ziirich, 
1980, col. 1466.

4 For the reception of Physiologus in Byzance see, for example: F. Sbordone (ed.), Physiologus, 
Milan, 1936; D. Kaimakis, Physiologus nach der ersten Redaktion, Meisenheim/Glan, 1974. On the 
comprehensive bibliographical survey on Physiologos, see C. Velculescu/M. Anton, Physiologus, in 
Enzyklopâdie des Mârchens, 10, Berlin/New York, 2002, col. 1035-1047.

Sec G. Schmalzbauer, Fiirstenspiegel. Byzantinischer Bereich, in: C. Bretscher-Gisiger (ed.), 
Lexikon Literatur des Mittelalters. 1. Themen und Gattungen, Stuttgart/Weimar, 2002, p. 235-237.
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to God. With some exceptions, at the imperial court the Fiirstenspiegel was 
exercised more for the sake of rhetoric and to sing addressees’ praises than to 
discuss the art of govemment itself,6 a raționale characteristic to this literary genre 
developed primarily in the Persian literary tradition, keeping the same principles in 
the Arabic context. Thus, together with the inclusion of KalTla wa-Dimna, likewise 
that of Syntipas, in the Byzantine corpus of texts pertaining to the Staatsweisheit, 
the Byzantine Fiirstenspiegel was combined with the Arabic type of Fiirstenspiegel, 
which appeared to be more pragmatic, giving the freedom to speak about things as 
they really are. In this way, the newly formulated moral principie was far removed 
from the tradițional Byzantine ethical system reflecting the Christian worldview. 
The down-to-earth moral perspective of Stephanites and Ichnelates put forward 
three sources of happiness: independent fortune, good repute and success. The way 
to achieve these goals was opened through a just acquisition of wealth, good 
administration of property, generosity towards the needy and avoidance of sin.7

4 . As regards the history of the text it should be mentioned that Stephanites 
and Ichnelates was firstly edited in a Latin version -  Specimen Sapientiae Indorum 
veterum -  by the Jesuit Petrus Possinus in a historical survey on the emperor 
Michael II Palaiologos (1666).8 In 1697 Gottfried Stark edited in Berlin the Greek 
text of Stephanites and Ichnelates preserved in the Hamburg manuscript 
(Hamburgens. phil. 86 fol.).9 Stark considered that the Latin translation by 
Possinus was too ffee in relation to the original, therefore, he provided for his 
edition a new Latin translation. The German editor has neglected the introductory 
chapters, published by P.F. Aurivillius, after Uppsala manuscript (Upsaliens. 8), in 
1780, also in a Greek-Latin version, but without the main text.10 The Stark-version

6 Cf. D.M. Nicol, Byzantine Political Thought, in: J.H. Burns (ed.), The Cambridge History o f 
Medieval Politica! Thought c. 350-c. 1450, Cambridge, 1997, p. 55-57.

7 Kazhdan (as in note 3), col. 1883.
s G. Pachymeres, Michael Palaeologus sive Historia rerum a Michaele Palaeologo (...) 

intreprete Petro Possino, Rome, 1666.
It should be mentioned here that the first Latin version o f Stephanites and Ichnelates is preserved 

in two manuscripts from the fifteenth century. Cf. A. Hilka, Eine hischer unbekannte lateinische 
Ubersetzung der griechischen Version des Kalilahuchs (Stephanites kaî Ichnelates), in: 95. Jahreshericht 
der Schlesischen Gesellschaft Jur vaterlândische Cultur. Sektion Jur neuere Philologie, Breslau, 1917; 
Idem, Beitrdge zue lateinischen Erzâhlungsliteratur des Mittelalters. 2. Eine lateinische Ubersetzung der 
griechischen Version des Kalila-Buchs, in: Abhandlungen der Gesellschaft der Wissenschaften in 
Gdttingen. Philol.-historische Klasse, XXI/3, Berlin, 1928, p. 59-166.

The version from the fifteenth century contains two stories, which are not to be found in the 
Kalîla wa-Dimna literature and is under the Arabic influence: both jackals have the latinised Arabic 
names Kililes and Dimnes. Cf. SjOberg (as in note 3), p. 114-116.

S.G. Stark, Specimen sapientiae Indorum veterum (...), Berlin, 1697.
10 P.F. Aurivillius, Prolegomena ad  librum Stephanites kaî Ichnelates ( ...) , Uppsala, 1780; 

L.-O. Sjâberg, Codices Upsalienses Graeci 6 et 8, in: Eranos, 58 (1960), 29-35.
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was translated into German by M.C. Lehmus under the title Abuschalem und sein 
Hofphilosoph, and was published in Leipzig in 1778."

5. The first contributions to the scholarship o f Stephanites and Ichnelates did 
belong to Vittorio Puntoni at the end o f the nineteenth century. The Italian scholar 
has examined nine Greek manuscripts comparing them with the available at that 
time Arabic texts and establishing four versions o f the Greek translation.12 The last 
criticai edition o f Stephanites and Ichnelates was prepared by Lars-Olof Sjoberg.13 
He has identified two -  short and long -  versions o f the Greek text. According to 
Sjoberg, the short version preserves the original translation by Symeon Seth, the 
additional material ffom the long version having been successively interpolated by 
other translators and copyists. The most important difference between the two 
versions is that the long version includes the introductory chapters: description of 
the voyage of the Persian physician Burzoes (the translator o f Pahcatantra into 
Pahlavi) to India; explanation o f the purpose o f the book by Ibn al-Muqaffa', the 
author of the Arabic version o f Kalila wa-Dimna; Burzoes’ (auto)biography.14

6. The intense reception o f Stephanites and Ichnelates in the Byzantine and 
post-Byzantine Greek culture is proved by forty four manuscripts, on which Sjoberg 
based his research.15 Besides, the text established and published by Stark in Berlin in 
1697 was reprinted in Athens in 1851.16 In the sixteenth and eighteenth centuries the 
Byzantine version of Stephanites and Ichnelates was two times paraphrased in Neo- 
Greek by Theodosios Zygomalas and D. Prokopios respectively.17

11 M.C. Lehmus, Abuschalem und sein Hojphilosoph oder die Weisheit Indiens in einer Reihe 
von Fabeln. Ein Handbuch des Kdnigs Chosroes, mittelbar aus dem Indischen und unmittelbar aus dem 
Griechischen iibersetzt, Leipzig, 1778. See H.F. Diez, Uber Inhalt und Vortrag, Entstehung und 
Schicksale des kbniglichen Buchs, eines Werke von der Regierungskunst, als Ankundigung einer Uebers. 
nebst Probe aus dem Tiirkisch-Persisch-Arabischen des Waassi Aly Dschelebi, Berlin, 181 l ,p .  157.

L  V. Puntoni, Alcune favole dello Stephanites kai ichnelates, secondo una redazione inedita di 
Prete Giovanni Escammatismeno, in: Studi de filologia greca publicati da E. Piccolomini, volume I/I, 
Torino, 1882, p. 29-58; Idem, Sopra alcune recensioni dello Stephanites kai Ichnelates, in: Atti della R. 
Accademia dei Lincei (...), serie quarta, classe di scienze morali, storiche e ftlologiche (...), Memorie 
11/1 (1886), 113-182; Idem, Stephanites kai Ichnelates: Quattro recensioni della versione Greco del 
Kitâh Kalila wa-Dimna/Abu-’ Amr ’Abdallâh Ruzbih lbn-al-Muqaffa’, Rome/Florence/Torino, 1889.

13 See Sjoberg (as in note 3). The review o f the edition was made by P. Speck and published in 
Byzantinische Zeitschrift, 56(1963), 101-105.

14 For the presentation o f the introductory chapters, see Franțois de Blois, Burzoy's voyage to 
India and the origin o f  the book o f  Kalîlah wa Dimnah, [London], 1990, p. 24—33 (= Prize 
Publication Fund: XXIII).

15 For the description o f the manuscripts, see Sjoberg (as in note 3), p. 24—46.
16 See T.K. Typaldos, Chitopadassa e Pantsa-Tantra (Pentateuchos) syngrapheisa hypo tou 

sophou Visnou Sarmanos, Athens, 1851. Cf. J. Irmscher, Dimitrios Galanos und die Anfîinge der 
Indologie in Griechenland, in: Revuedes etudes sud-est europeennes, 10 (1972), 4, 669-675, esp. 673.

1 Sjoberg (as in note 3), p. 122-136; cf. G. Fatouros, Zygomalas, Theodosios, in: Biographisch- 
bibliographisches Kirchenlexikon, 14, Hamm, 1998, p. 675; see also O. Cicanci, Deux variantes grecques 
de I 'iruvre Stephanites et Ichnelates, in: Revue des etudes sud-est europeennes, 10(1972), 3, 449 458.
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7. In Slavia Orthodoxa, Stephanites and Ichnelates circulated in three versions: 
Bulgarian (thirteenth century), Serbian (fourteenth century) and Russian (fifteenth 
century).18 It seems that the Bulgarian version contained at least ten chapters, but in 
none of the four preserved manuscripts there is the complete text.19 The four 
manuscripts of the Serbian version are interrupted in the middle of the tenth 
chapter, probably because of the mechanical deterioration of the original.20 The 
richest Slavic manuscript tradition of Stephanites and Ichnelates is the Russian 
one. Forty three copies ffom the fifteenth to nineteenth centuries are divided into 
three main groups deriving from the same original, which was interrupted in the 
middle of the seventh chapter.21 In their turn, the three groups are divided in the 
sub-groups, due to the successive interpolations into the text. Thus, in the Russian 
literary world Stephanites and Ichnelates was gradually worked out as a Christian 
writing with excerpts from the Holy Scriptures and Fathers of the Church.22 In spițe 
of its considerably “Christian” character, the language of the book is considered as 
a typical example of language used in the “cultural” writings outside the religious 
sphere.23 In the nineteenth-century Russia, Stephanites and Ichnelates was among 
the favourite readings, together with apocryphal writings, of the staroobriadtsy. In 
the twentieth century the theme of the fables was taken over by Aleksei Remizov.24

18 A.V. Rystenko, K istorii povesti Stefanit i Ixnilat v vizantiiskoi i slaviano-russkoi literaturax, 
in: Letopisi istoriko-filologicheskogo obshchestva pri Novorossiiskom universitete, 10 (1902), 237
280; Nikolova (as in note 3), p. 155-172; la.S. Lur’e, Stefanit i Ixnilat, in: D.S. Lixachev (ed.), 
Slovar' knizhnikov i knizhnosti Drevnei Ruși, 2/2, Leningrad, 1989, p. 417-421; O.P. Lixacheva, 
Stefanit i Ixnilat, in: O.V. Tvorogov (ed.), Literatura Drevnei Ruși. Biohibliograftcheskii slovar', 
Moscow, 1996, p. 211-214; H. ImendSrffer, Die Rezeption von Pancatantra als Stefanit i Ixnilat, in: 
Die Geschichte der russischen Fabel im 18. Jahrhundert. Poetik, Rezeption und Funktion eines 
literarischen Genres, volume 1, Wiesbaden, 1998, p. 94-100.

In the following there are itemized the editions of the Slavic versions: Gj. Danitic (ed.), 
Indiiske priche prozvane Stefanit i Ihnilat, in: Starine, 2 (1870); p. 265-310; F. Bulgakov (ed.), 
Stefanit i Ixnilat, in: Obshchestvo liubitelei drevnei pis 'mennosti, 16 and TI, Sankt-Petersburg, 1877
1878; A.E. Viktorov (ed.), Stefanit i Ixnilat, in: Obshchestvo liubitelei drevnei pis'mennosti, 64 and 
128, Sankt-Petersburg, 1880-1881; Lixacheva/Lur’e (as in note 3), p. 7-101; O.P. Lixacheva, Stefanit 
i Ixnilat, in: L.A. Dmitriev (ed.), Pamiatniki literatury Drevnei Ruși. Konets XV -  pervaia polovina 
XVI veka, Mosocow, 1984, p. 152-221; Nikolova (as in note 3), 17-95.

19 Cf. Nikolova (as in note 3), p. 162.
20 Ihidem.
*' la.S. Lur’e, Istoki russkoi belletristiki. Vozniknovenie zhanrov siuzhetnogo povestvovaniia v 

drevnerusskoi literature, Leningrad, 1970, p. 331-337; A. Grankov, Neizvestnaia kontsovka Povesti o 
Stefanite i Ixnilate, in: Russkaia literatura, 1 (1966), 199-200.

22 Cf. Lixacheva/Lur’e (as in note 3), p. 189-215, esp. 198-207; A.S. Orlov, Perevodnye 
povestifeodal'noi Ruși i Moskovskogo gosudarstva XII-XVH vekov. Leningrad, 1934, p. 64—65.

21 See R. Cleminson, Stefanit i Ixnilat (unpublished PhD dissertation), Oxford, 1983.
"4 A. Remizov, Povest' o dvux zveriax. Ixnelat, Paris, 1950; Cf. la. Lur’e, A.M. Remizov i

drevnerusskii Stefanit i Ixnilat, in: Russkaia literatura, 4(1966), 176-179.
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LA VISION CHRETIENNE DU THEÂTRE 
DE LA RENAISSANCE FRAN^AISE

LAURA AȘTELIAN

1. LE CONTEXTE POLITIQUE. JEAN CALVIN. LES GUERRES DE RELIG1ON

Une retrospective, meme sommaire, de l’epoque de la Renaissance franțaise, 
envisagee sous ses aspects historiques, justifie pleinement et meme impose une 
analyse focalisee sur l’emergence de nouvelles idees religieuses du XVIC siecle, 
dans la litterature et, en general, dans la culture. 11 ne faut pas ignorer le role de la 
religion â cette epoque-lâ : ce n ’etait pas un role marginal, mais, au contraire, la 
religion imposait des principes et influențait des decisions dans des domaines 
absolument surprenants pour le regard du lecteur contemporain (Geneve, par 
exemple, n’a pas eu de Constitution jusqu’au moment ou Jean Calvin en a redige 
une, â la demande des autorites).

Dans ce sens, quelques dates sur l’histoire du XVIC siecle franțais en dessinent 
l’arriere-plan. On se trouve dans l’annee 1550, moment â partir duquel commencent 
â apparaître Ies plus reussies tragedies â sujet religieux de l’epoque. Qu’est-ce qui se 
passe, cependant, sur le plan politique, en France ? Les guerres avec l’Espagne 
entrent dans leur derniere etape, mais ce sont les guerres de religion qui vont les 
suivre, en marquant un tournant dramatique dans l’histoire de cette moitie de siecle.

Pour comprendre ces bouleversements religieux, il est necessaire de proposer 
une analyse sur la diffusion des idees protestantes en France, idees mises en 
relation avec le nom de Jean Calvin. Les premiers indices d ’une nouvelle 
orientation religieuse lui sont, pourtant, anterieurs. On y parle de Jacques Lefevre 
d’Etaples, qui, â la fin du XVC siecle, traduit la Bihle et, en comparant le texte 
original avec les dogmes catholiques, en tire la conclusion, avant Luther, que le 
celibat des pretres, les jeunes et une pârtie des Sacrements ne seraient pas institues 
par l’Evangile. En meme temps, il conteste les gloses medievales des textes sacres 
et prone le retour au texte biblique, aussi que lajustification par la foi. Lefevre cree 
autour de lui un cercle d ’humanistes, adeptes de ses idees, parmi lesquels 
Guillaume Bude, Louis de Berquin et Guillaume Brițonnet, l’eveque de Meaux, 
qui transforme sa viile residence en centre de l’evangelisme et qui va etre contraint 
par la Sorbonne de renier les idees de Luther.

Synthesis, XXX1V-XXXV, p. 55-62, Bucarest, 2007-2008
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Quant ă Calvin, on lui a attribue Ies plus importantes actions de propager le 
protestantisme en France. Lie â ce pays aussi bien par l’origine (ne â Noyon, en 
1509) que par Ies etudes (Paris, puis le droit â Orleans et â Bourges), Calvin s’est fait 
remarquer depuis l’âge de 24 ans, quand il preparait le discours que le recteur de 
l’Universite devait prononcer â Sorbonne et qui etait, en essence, un plaidoyer de 
l’evangelisme. Ce discours a ete defere au Parlement et Calvin a quitte la viile. 
C ’etait seulement le commencement; des moments importants allaient lui suivre : la 
parution de 1'Institution de la religion chretienne (â Bâle, en 1536, en latin et puis â 
Geneve, en 1541, en franțais), de nombreuses lettres avec d ’illustres destinataires 
(Franțois ICT, Marguerite de Navarre). On a dit de Calvin qu’il n’etait pas un penseur 
createur, mais qu’il avait une impressionnante force de synthese logique, en 
developpant la conception de Luther, malgre Ies differences qui Ies separaient.

Quelle a ete, cependant, l’attitude de la royaute ă l’egard de la Reforme ? 
Souvent, elle a hesite entre tolerance et repression, en fonction des interets 
politiques d ’un moment ou d ’un autre. La tolerance etait dictee par la necessite des 
bonnes relations avec Ies Etats allemands qui avaient embrasse le lutheranisme. Les 
persecutions etaient le resultat des pressions de la Papaute (qui, plus responsable et 
beaucoup plus active spirituellement, avait deja initie d ’importantes reformes dans 
le cadre de la Curie), mais aussi de deux institutions notoires pour leur conservatisme : 
le Parlement de Paris et la Sorbonne.

Dans la premiere pârtie du regne de Franțois Icr, l’atmosphere, autour de la 
Reforme, etait assez relâchee. Meme si le roi s ’opposait ouvertement â l’heresie, de 
l’Allemagne on importait d ’enormes quantites de publications lutheriennes et, 
beaucoup plus, une pârtie des titres paraissaient aussi en France. L’« Affaire des 
Placards » de 1534 declenche une repression brutale contre les adeptes de la 
Reforme : des arrestations, une procession catholique avec une messe publique â 
laquelle le roi meme a participe et des condamnations au bucher. Â ce moment-lâ, 
le mouvement protestant etait, pourtant, mal organise et ne representait pas une 
reelle menace.

Malgre les reticences et l’hostilite des autorites envers les jesuites, les exces de la 
Contre-Reforme se font ressentir en France aussi : on a instituee la Chambre ardente, 
qui, pendant deux ans seulement, a prononce plus de cinq centaines de condamnations.

De l’autre câte, le mouvement protestant renforce sa position et son influence 
en France. Des villes telles que Paris, Meaux, Angers, Poitiers, partent des missionnaires 
dans tout le pays, apparaissent les premieres manifestations publiques, se cristallise 
une hierarchie bien organisee de l’Eglise reformee et, en 1559, â Paris, le premier 
synode național calviniste se reunit. Les heretiques exiles se refugient ă Bâle ou â 
Strasbourg, d’oii ils reviennent bien catechises et fermes dans leurs convictions 
religieuses. Un role important dans la diffusion de la Reforme en France revient â 
la conversion des grandes familles nobiliaires Châtillon et Bourbon, par difference 
â la familie de Guise, restee sur les positions intransigeantes du catholicisme.
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L’amirale Coligny va devenir le plus notoire et actif huguenot des annees 1560. 
La diffusion rapide des idees calvinistes parmi Ies nobles est expliquee par 
l’anticlericalisme, par l’influence des femmes, attirees par la Reforme et aussi par 
le clientelisme (Ies « clients » politiques servaient leurs protecteurs meme en 
questions de religion).

L’eclatement des conflits de religion etait imminent. La premiere guerre a 
commence en 1562 et Ies demieres confrontations ont eu lieu en 1580. Les guerres ont 
ete interrompues d ’accalmies, avec des edits plus tolerants ou plus severes pour les 
protestants. Le point culminant: le mois d’aout, 1572, la nuit du Saint-Barthelemy, 
avec des milliers de protestants tues â Paris, mais aussi dans d’autres villes.

Les conflits religieux s ’eteignent vers la fin du siecle, lorsque Henri IV 
embrasse le catholicisme, mais, en compensation, signe l’Edit de Nantes (1598) qui 
va proteger la position des reformes, en nombre d ’environ deux millions, â cette 
epoque-lâ. Mais c ’etait le crepuscule de la Renaissance ...

2. LE CONTEXTE CULTUREL. RELIGION ET LITTERATURE

Pendant la deuxieme moitie du XVIC siecle, la France respirait l’air inquietant 
des tensions religieuses et beaucoup de noms importants de l’epoque se rapportaient 
â l’une ou â l’autre des doctrines chretiennes. Voici deux exemples.

Marguerite de Navarre ecrit un Dialogue en form e de vision nocturne ou se 
retrouvent des idees calvinistes sur la predestination, ensuite un Miroir de l ’Ame 
pecheresse, condamne par la Sorbonne pour les idees d ’inspiration protestante, et 
l ’Heptameron avec d ’evidents accents anticlericaux.

D’autre part, Ronsard envisage le calvinisme d ’une maniere critique, d ’autant 
plus qu’il occupait une fonction politique, celle de conseiller et chapelain ordinaire 
du roi. II ecrit deux ouvrages : Institution pour Charles IX  et Discours des miseres 
de ce temps, ou il fait un plaidoyer pour la sagesse et pour l’equilibre dans un siecle 
de fanatisme religieux. II ecrit aussi Remontrance au peuple de France et Reponse 
aux predicants ou il exprime sans equivoque l’attachement â la tradition religieuse 
catholique. Pour lui, le calvinisme representait une menace pour l’unite naționale.

Quelques-uns des tragediens de la Renaissance sont engages dans les querelles 
religieuses de l’epoque. Jean de la Taille prend part aux guerres de religion, Florent 
Chretien embrasse le calvinisme, pour que, plus tard, il revienne au catholicisme. De 
tous, Theodore de Beze reste le plus actif du point de vue religieux. II traduit les 
Psaumes, ecrit des ouvrages doctrinaux en franțais et en latin, devient le recteur de 
l’Universite de Geneve, en tant que successeur de Calvin. Dans la Preface de la 
tragedie Abraham sacrifiant, il affirme que cette oeuvre represente un geste de 
repentir pour les vers indecents de sa jeunesse errante.
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3. L’ORIENTATION VERS DES SUJETS REL1GIEUX

L’Ordonnance de Blois (1579) interdit, surtout aux ecoliers, de representer 
des textes dramatiques (des farces, des tragedies, des comedies, des fables), en 
franțais ou en latin, qui contiennent des invectives ou des scenes licencieuses. Le 
theâtre de la Renaissance s’est reoriente vers des sujets religieux.

D’une part, il s ’agit de la survie des mysteres medievaux jusqu’ă la fin du 
XVI' siecle (Confreres de la Passion mettaient en scene Mystere du Roi advenir, 
L 'Assomption de Notre-Dame, Vie de Saint Christophe).

D’autre part, Ies repertoires des theâtres universitaires proposent une creation 
nouvelle, propre ă Ia Renaissance, selon des modeles grecs, mais surtout latins. II 
s’agit des tragedies en latin (comaedia sacra), qu’on ecrivait en Italie depuis le 
XVC siecle et qui apparaissent en France pendant la premiere moitie du XVC siecle: 
Barthelemy de Loches, Johannes Jacomotus, Georges Buchanan.

Cette orientation vers des sujets religieux figure dans Ies plus celebres arts 
poetiques de la Renaissance. Jean de la Taille, par exemple, ne recommande pas 
« Ies fureurs d ’un Athamat, d’un Hercules, ni d ’un Roland, mais celles que la 
Verite meme a dictees »' et Vauquelin de Fresnay dit ferm em ent: « Au lieu d ’une 
Andromede au rocher attachee / Et d ’un Perse qui l’a de ses fers reache / Un Saint 
George venir bien arme, bien monte »2 (173).

4. EPISODES ET PERSONNAGES BIBLIQUES PREFERES. 
LE PROBLEME DE L’AUTORITE ROYALE

Le repertoire des personnages bibliques preferes par Ies tragediens de la 
Renaissance comprend: Abraham, David, Salomon, Jean-Baptiste, Esaii, Esther, 
Aman, Jephte, Joseph, Cain, Saul, Holopherne, Saint Pierre.

Tandis que dans Ies mysteres le point culminant est atteint avec Ies episodes 
du Nouveau Testament et surtout avec Ies Passions, dans la tragedie renaissante, la 
plupart des figures appartiennent au Vieux Testament. Le meme phenomene d ’une 
attention accrue pour le Vieux Testament se manifeste, aussi, dans Ies arts 
poetiques : pour soutenir l’idee de la divine inspiration du Poete, Thomas Sebillet 
s’appuie sur Ies personnages du Vieux Testament (Moise, « le premier poete 
divin », David, Salomon, Jeremie). Ce n ’est pas au hasard. Â la difference des 
autres theologiens de la Reforme qui pretaient attention au Vieux Testament 
seulement par son rapport au Nouveau Testament, Jean Calvin a montre un interet 
particulier pour le Vieux Testament pour sa valeur en s o i : celle de comprendre Ies

La plupart des documents electroniques de GALL1CA ne sont pas numerotes.
1 Jean de la Taille, De I ’art de la tragedie.
‘ Vauquelin de la Fresnay, L ’art poetique.
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formes par lesquelles Dieu a revele aux mortels Sa presence et Ses commandements. 
De plus, la position centrale du systeme de Calvin est occupee par Dieu le Pere et 
toute l’atmosphere de la theologie calviniste ne se trouve pas sous le signe du divin 
amour, mais sous celui de la peur.

De toutes ces figures, Saul merite une attention particuliere. Dans sa trilogie, 
(David combattant, David triomphant, David fugitij), Louis des Masures surprend 
la lutte des Israelites contre Ies Philistins, la victoire de David sur Goliath, mais 
surtout la poursuite de David. Saul apparaît comme un personnage pathetique qui 
se lamente ; ii est vaniteux, injuste, influențable, lâche et mecontent. Dans Saul le 
furieux, Jean de la Taille approfondit le personnage : Saul est faible, parce qu’il a 
rate la grâce divine. Accable par la fatalite de cette perte irremediable, il balance 
entre revolte et plainte, il passe de la gloire â la ruine, de la reaction energique â la 
resignation melancolique. Peint ainsi, Saul a quelque chose de la fascination du 
personnage damne du romantisme de plus tard.

Mais Saul est interessant non seulement pour la composition du personnage, 
mais aussi pour la question brulante qu’il suscite : Ies fideles sujets, ont-ils le 
devoir d ’obeir â un roi indigne ?

Dans la trilogie de Des Masures, la reponse tend â demeurer conservatrice : 
Ies faveurs royales sont, en effet, inconstantes, comparees â un roșeau fragile 
(« Souvent envers Ies Rois et grands seigneurs du monde / Sur la faveur desquels 
l’homme s’arreste et fonde / Comme qui fermement de s’appuyer fait cas / Et 
s’asseure au support d ’un roșeau qui est cas »), mais le roi reste l’Oint de Dieu : 
« je n’avais point / Voulu toucher le Roy qui du Seigneur est l’Oinct » ou « II [le 
Roi] est de Dieu ordonne pour le regne / Parquoi ne faut que personne entreprenne / 
Lui faire m a l; cela seroit oser / Mesme au vouloir du Seigneur s ’opposer w.1

En ce qui concerne l’autorite royale, il faut faire quelques precisions. Pendant 
le Moyen Age, la relation entre le roi et ses sujets fideles etait etablie en termes 
contractuels : le roi devait rendre la justice, mais, s’il abdiquait ce devoir, personne 
ne lui devrait plus l’obeissance. Ce principe est remis en cause au debut du XV1C 
siecle, lorsque la notion de loyaute est remplacee par d ’autres, plus absolutistes : la 
theorie de la soumission sans condition au roi. Le monarque avait ensuite le devoir 
de respecter Ies lois de Dieu et du pays, mais Ies sujets n ’etaient pas en mesure 
d’apprecier â quel point ces lois etaient respectees. C ’est ce que Ies historiens 
appellent « la nouvelle monarchie » ou la « monarchie de la Renaissance », qui a 
fait le passage vers l’absolutisme politique du XVII' siecle. Â la moitie du XVI' 
siecle, le pouvoir de la Couronne franțaise atteint des proportions sans precedent: 
en 1518, Franțois Icr menace le Parlement de Paris, en cas d ’insoumission. 
D’ailleurs, en 1540, le meme Franțois I" dissout le Parlement de Rouen pour 
n’avoir pas enregistre un edit royal et ordonne l’arrestation de tous Ies magistrats.

1 Louis des Masures, Davidfugitif.
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Le pouvoir du Roi est renforce aussi par l’autorite de l’Eglise catholique. Cette 
relation etroite est mise en evidence par la ceremonie de couronnement, pareille â la 
messe de consecration de l’eveque. On disait que la couronne du roi contenait un 
fragment de relique qui avait appartenu â la Couronne d ’epines de Jesus et que par le 
simple toucher, le roi avait le pouvoir surnaturel de guerir Ies malades. Le roi de la 
France personnifiait le modele biblique de Melchisedech, « pretre et roi ».

Les theologiens de la Reforme non plus ne contestent Ies autorites politiques. 
Luther et Zwingli proclament le devoir de l’individu de se soumettre â son 
seigneur. Calvin va suivre la meme theorie : le peche originaire de l’humanite doit 
etre puni quelquefois par le fleau des systemes politiques temporaires toleres par 
Dieu et auxquels l’homme n ’a pas le droit de s’opposer.

Cependant, le nombre des persecutions s’accroît et, par consequence, les 
pressions des communautes protestantes. C’est pourquoi Calvin accepte un compromis. 
II propose l’idee selon laquelle la souverainete appartenait au peuple et non pas au 
roi qui n’en etait que le depositaire et devait des lors en rendre compte â ses sujets. 
En cas de manquement du roi â son devoir, le peuple etait en droit de resister â son 
pouvoir, mais seulement par les fonctionnaires de rang inferieur, en vertu de leur 
autorite officielle dans la hierarchie de l’Etat. La doctrine est developpee par 
Theodore de Beze (l’auteur de la tragedie Abraham sacrifianf) qui a rejete avec 
vehemence l’idee d ’une monarchie de droit divin et par Philippe de Plessis-Mornay 
(dans l’ouvrage Tindiciae contra Tyrannos).

5. LA VISION CHRETIENNE DANS LES ARTS POETIQUES

Beaucoup de tragedies et d ’arts poetiques de la Renaissance surprennent par 
l’accent mis sur des problemes d ’ordre theologique. Dans PArt poetique de Jean de 
la Taille, trois pages sur quinze sont reservees au debat dogmatique autour de 
l’episode ou l’ombre de Samuel fait son apparition. Qu’est-ce que cette ombre : 
Târne de Samuel, son fantome, une apparition magique, un esprit, un demon ? Pour 
soutenir sa « correction theologique », Jean de la Taille justifie cet episode par des 
citations du Vieux ou du Nouveau Testament, mais aussi de Saint Augustin.

C ’est dans le meme esprit de la correction theologique que les tragediens 
s ’arment de precautions lorsqu’ ils font recours â des allusions mythologiques : 
chaque fois, elles sont annotees avec promptitude, pour souligner leur fonction de 
subtilites stylistiques et rien de plus. Autrement dit, on evite le risque que ces 
allusions soient considerees comme des elements d ’une vision paienne. C ’est le cas 
de Thomas Sebillet qui, apres avoir evoque les louanges des pretres de Marș, 
complete : « Nous aussi qui tenons le vrai caractere de la divinite, chantons la 
pluspart des louanges et prieres que nous dressons â Dieu et ses saints ».4 Â la fin

4 Thomas Sebillet, Art poetique fran<;ais.
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de son Art de la Tragedie, Jean de la Taille apporte la precision qu’il n ’invoque pas 
le nom des Muses, mais celui de Dieu, le Createur supreme : « A fin que par mes 
vers â ton beau ciel j ’aspire ».5

5 Jean de la Taille, De l ’art de la tragedie.
6 Louis des Masures, David comhattant.
7 Idem.
K Jean Calvin, Sermon sur la Resurrection.
9 Larivey, Le Laquais.

6.TENDANCES PROTESTANTES DANS LES TEXTES DRAMATIQUES

Les auteurs des tragedies â sujet religieux declarent leur fidelite au texte 
biblique et meme leur mepris pour la «fiction», avec une connotation pejorative. 
Quelques-uns avouent meme le gout de la lecture biblique, selon les recommandations 
de la theologie protestante, qui niait la Sainte Tradition (la doctrine Scriptura so la ) : 
« Ceste saincte parole (â cause que ne puis / Me repentir encor’de l’estude ou me 
suis / Quelquesfois adonne ».6

II existe ensuite dans les tragedies quelques etats moraux des personnages qui 
creent une atmosphere typiquement protestante. 11 s’agit de la peur du jugement 
divin, de la conscience du peche, de la sobriete, en tant que valeur fondamentale et 
surtout de l’attitude de piețe pour la Sainte Parole (« Que du vray Dieu la Parole 
tant saincte / Jamais prise ne soit qu’en reverence et crainte »).7

Dans une tragedie, David erre, banni injustement de la cour de Saul, 
poursuivi par les hommes du roi et par Satan. Dans un autre texte, Saul, le 
persecuteur, devient le persecute, sous la justice de Dieu. L’homme apparaît 
comme un etre corruptible et vulnerable, sauve uniquement par la grâce divine. 
Calvin meme affirmait que l’homme est insignifiant et pecheur (« Nous ne sommes 
que terre et poudre et toutes nos vertus ne sont que fumee qui s'ecoule et 
s'evanouit»).’ Par lui-meme, l’homme ne represente rien. C ’est ce qu’on peut 
appeler une ontologie dialectique inconfortable peche / grâce.

Une autre dimension protestante des textes dramatiques et des arts poetiques 
est la dimension morale et moralisatrice. Le probleme moral depasse le domaine du 
theâtre et des satires. L 'Heptameron de Marguerite de Navarre se distingue de son 
modele italien justement par les reflexions morales et religieuses des personnages. 
Meme Larivey, auteur de comedies, transmet un message moral : « J ’ai mis [dans 
les comedies] divers enseignements fort profitables [...] affin de faire cognoistre 
combien le mal est â eviter [...] pour meriter louange, acquerir honneur en ceste 
vie et esperer [...] une celeste recompense apres le trespas », dit-il dans le prologue 
de sa comedie Le Laquais?

En conclusion, dans la France, les tensions religieuses du XVIC siecle se 
refletent dans les tragedies et dans les arts poetiques, dans les oeuvres et dans les
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biographies. Sous l’influence de nouvelles idees protestantes, on redecouvre dans 
le Vieux Testament une source fertile d’inspiration et on met, de nouveau, en 
discussion des problemes tels le destin de l’etre humain, sa relation avec la 
Divinite, Ies limites de l’autorite royale, la moralite du clerge, la divine inspiration 
du Poete et le message moralisateur de l’art.
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A VINTAGE TEXT: 1OAN BARAC’S HAMLET

PETRE ROȘULESCU

When it was translated for the first time by loan Barac, a parson from the 
Transylvanian city of Brașov, around the year 1800, Hamlet was basically 
perceived as a German Famiiientragodie of the eighteenth century. In an 
atmosphere of skilful deceit and crafty deception the intrigue unfolds against a 
conspiratorial background replete with petty scheming and mean plotting; Barac’s 
Hamlet comes across as the blameless hero he sets out to be, and his curve of 
fortune finally makes him prevail triumphantly upon his adulterous and murderous 
adversaries; the denouement makes him over into Fate’s victor, he overcomes all 
hardships and survives the ordeals of Fortune and is eventually installed into his 
father’s throne, -  the final scene does not observe the ending in the original English 
text, -  (“S-au săvârșit viața Craiului și a Crăiesei și toată țeara s-au cutremurat și au 
pus pă Amlet Craiul în scaunul tătână-său”).1

Barac’s rendition of Hamlet into Romanian, which is in manuscript form and 
was written in the Cyrillic alphabet, comprises 54 hand-written pages, and is 
currently being kept in the Manuscript Department of the Romanian Academy 
Library, and bears the title: “Amlet, Prințul dela Dania. O tragodie în cinci perdele. 
După Șakespeer” [S-au producăluit în Ch(esaro)-Crăescul Teatru al Curții].2 The 
excerpts were bound in one volume which was donated to the Romanian Academy 
Library by the Very Reverend Barac from Brașov, the author’s close relative. 
Except for a couple of scenes from acts I, II and V, which were transliterated by 
Ion Colan in his work, “Viața și opera lui loan Barac” and alternatively by 
G. Bogdan Duică in his biographical study entitled “Opera lui loan Barac”, this 
translation by Barac has never been printed or published.

With the help of a qualified specialist we have been for some time busily 
engrossed in the toilsome effort of transliterating the first two acts from a

1 Romanian manuscript no. 209 (Romanian Academy Library), p. 296. Free translation: “this 
is the tragic end of the Danish King and Queen which made the people of Dcnmark shake with fcar 
and in the end they put Hamlet on the Danish throne” (Act 5, Scene 16).

* See manuscript no. 209, p. 242-296 (loan Barac’s collected manuscripts “Scrieri în versuri și 
proză”). Translation of the title: “Hamlet, the Prince of Denmark. A tragcdy in fivc acts. Aflcr 
Shakespeare” [The play was staged in the Royal Habsburg Court Theatre]. The title in Romanian is 
the original title of the German translation published by Heufeld in the 1772 Vienna edition.

Synthesis, XXXIV-XXXV, p. 63-89, Bucarest, 2007-2008
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photocopy o f the manuscript and have already managed a preliminary scholastic 
examination and appraisal o f the text and reached the following conclusions: 
Barac’s translation endeavors to concentrate the action of the tragedy into a neat plot, 
whose denouement is unravelled in a direct, straight, tragic manner, the translator 
eliminating any dramatic side-elements or secondary sub-plots which do not have 
direct relevance to the main intrigue. He left out important characters like 
Fortinbras, Rosencrantz, Voltimand, Cornelius and the Gravediggers together with 
all the parts containing comic speeches. Ophelia’s part is reduced and a lot o f other 
minor episodes are cut out so that there are no ambivalent interpretations as to the 
original play’s manifold social, politica! or philosophical issues. All of these omissions 
make Hamlet into the sole main personage who brings into the foreground the 
moral-educational values he stands for in a didactic way. The intrigue revolves 
around Hamlet’s pivotai moral strength to avenge his father’s foul murder and to 
make the perpetrator and his accomplices admit to it and repent. In order to drive 
this moral point home, Barac’s translation entirely omits Hamlet’s philosophical 
melancholy at the end of Act II, and compensates for it by bringing out into bolder 
relief the criticai self-awareness of the Prince; to a reader who is well-acquainted 
with the original Hamlet text it seems as though Barac suppresses on purpose the 
metaphysical meditative mood of Hamlet’s dilatory procrastination just as he 
leaves out the comic parts full o f witty repartees on account o f the fact that he 
deems these dever retorts unsuitable for the main dramatic movement o f the play.

In point o f fact, as is already known, Barac took over these elements from the 
German version of the original Hamlet, adapted by Friedrich Ludwig Schroder, a 
former great German actor and writer, for the Habsburg Hof-Burgtheaters in 
Vienna. According to the extant sources, it was the Viennese writer Heufeld who, 
employing Wielen’s translation, created Hamlet by fashioning him in this 
Habsburg manner.3 According to Bogdan-Duică, Heufeld, also a stage director, put 
on the play at the Hof-Burgtheater in Prague for the first time on the 16 January 
1773, based on a translation done by him and published in a Vienna edition in 
1772.4 Heufeld curtailed the passages of great dramatic poetry which contained 
Hamlet’s impassioned tirades, stripping Shakespeare o f his dramatic rhetoric, 
eventually straying from the original. Hamlet’s poetic soliloquies of melancholy 
disposition which voice his self-questioning doubts become fainter in Heufeld’s 
production. Thus, the spleen o f this Teutonic Hamlet produces an impression 
which makes the audience, in an anticipatory manner, liken him more to Werther’s 
Weltschmerz. It was the Austrian censorship which operated at that time that made 
Heufeld stray from the original text. In Heufeld’s version, the Queen, Hamlet’s 
mother, is guiltily in the know about Hamlet’s father murder, and tacitly acquiesces

3 See G. Bogdan-Duică, Opera lui loan Barac, Bucharest, 1928, p. 47.
4 Idem. 121.
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in the collusion of silence and passive compliance, but she evinces contrition in a 
compunctious confession at the end of Act V.

The Schrdderian adaptation for the theatre was first staged in 1776 and it was 
published later in two separate editions, in 1777 (when he toured Hamburg), and in 
1778 successively. Although it is indebted to Heufeld, Schrdder restores Laertes 
and the Gravediggers to the plot, but does not modify essentially the intrinsic 
Germanic character of Heufeld’s Hamlet. Several months later, another translation 
of Hamlet into German, that belonging to Johann Joachim Eschenburg, raised the 
standard of the Habsburg public reception of Shakespeare. His translation was 
immediately hailed in the literary societies of the time as “very advanced from the 
artistic point of view”, and was swiftly proclaimed as being superior to (and more 
successful than) that of Wielen. It was in the light of these two translations that 
Schrdder revised his script for the second edition, published in 1778. Despite the 
positive changes he made in his choice of vocabulary and style, Schroder’s second 
edition did not record any improvement if we look at things from the dramatic 
angle. On the contrary, he left out the Gravediggers and concentrated the action in 
five, not six acts, as before. However, it was this text which was used for staging 
the Hamlet production, which also toured Germany in 1778.5 This production was 
still included in the repertoire available for performance when Schrdder toured 
Vienna, and henceforth, traveling theater companies took this German 
Familientragodie to the remotest provinces of the Habsburg Empire, including 
Transylvania.

5 Idem, 124-125.
6 See C.S. Checkley, “Rumanian Interpretations of Hamlet”, in The Slavonie and East-European 

Review, 37(1959), 413-429.
7 Bogdan-Duică, as in note 3, p. 125.

In his contribution on the Romanian interpretations of Hamlet, C.S. Checkley 
maintains it is Schroder’s 1777 text which was to serve Barac as a model for his 
Romanian translation.6 Hamlet was performed in the city of Cluj in 1794, 1800, 
1804, 1805, 1807, 1810 and 1812. loan Barac was studying in Cluj at the time, and 
he must have seen the play. Hamlet had already become a popular dramatic 
personage and he was already being performed in German and Hungarian, and 
Barac was conversam with both languages. But it was not until Hamlet reached 
Brașov, Barac’s native town, either via traveling theater companies or via text 
bearing books, that he envisaged translating it. At the time Brașov was the hub of 
sundry intercultural negotiations and events. Hamlet was performed in Brașov by 
Felder’s Theater Company with a cast of 18 characters in 6 acts on the 26 October 
1794 (21 years after it had been initially performed in Vienna).7

Barac’s receptiveness to the dramatic effect of the performance quite likely 
inspired him to try the first translation of the Prince into Romanian and hence-forth 
he dedicated himself thoroughly to the task of translator. To what degree was he
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successful? After reproducing in prinț in Latin alphabet a number o f excerpts 
which he offers to the reader ffom Barac’s hand-written manuscript, Bogdan-Duică 
is o f the opinion that “following the analysis o f the excerpts I offered for 
exemplification, I can only add that solely a nutty Englishman or a batty German 
would be able to prinț Barac’s whole translation of Hamlet, which, I nevertheless 
hope, will be included in the still unwritten chapter on Hamlet’s circulation in 
Romanian culture, in a literary history thoroughly tracing Shakespeare’s influence 
on the Romanian language” .*

As regards the funny vein in which Bogdan-Duică ventured a wild guess at 
the nationality of the future translator and his mental state, I can only comment that 
he made a statement which is a matter of opinion and which, as we can see, did not 
prove to be true (I am neither an Englishman nor a German and I consider that I am 
carrying out an interesting enterprise trying to transliterate Barac’s text). Insofar as 
its worthwhileness is concemed, I think the unwritten chapter on Barac’s Hamlet is 
a commendable undertaking, long overdue (and it was anticipated by Bogdan-Duică, 
even though he considered Barac’s text nugatory).

But first some more considerations on the German model of Barac. Schrdder, as 
was customary in the Habsburg cultural pattem at that time (which, to a certain 
extent, was characterised by stilted adherence to priggish convention), Germanises 
some of the original English Shakespearean characters’ names. Instead o f Francisco 
there is Frantov, instead of Osric, Elrich, in lieu of Marcellus and Bemardo there are 
Gustav and Bemfeld, Guildenstem is Guldenstem, Polonius becomes Oldenholm. 
The prim, prudish decorum of Habsburg censorship, got Wielen (Schrbder’s original 
source through Heufeld who acted as an intermediary) to omit Ophelia’s “excellent 
white bosom” (Act II, Scene 2, line 113) or some such other words as “strumpet”, 
“whore” (idem, lines 591-599) deemed as licentious and as showing disregard for 
sexual restraint and out of line with the strict rules of the Habsburg code of 
priggishness and correctness. In Shakespeare version, Hamlet’s little Iove poem 
dedicated to Ophelia appear in Act III, Scene 2, and Barac rendered these prose lines 
into rich verse just as he usually did with other passages which, in Schrbder’s 
German version were in prose (like Hamlet’s impassioned aside in Act II, Scene 8). 
Barac combined it with an earlier Hamlet soliloquy which in the original occurs in 
Act 1, Scene 5, immediately after his encounter with his father’s “apparition”.9 
Likewise, Scene 3 of Act III in Schrbder’s German prose translation (which belongs 
to the end of Act II, Scene 3 in the original Shakespeare), Barac rendered in lavish 
poetry full of edulcorated fragrance.10

* Idem, p. 134.
9 See in Bogdan-Duică's work (p. 131-133) for the contrastive comparison between SchrOder’s 

German and Barac’s Romanian texts.
'°ldem, p. 131-133.
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Barac was an honest translator and an avid versifier to boot. Being versed in 
both German and Hungarian he did some translating from the Odyssey based on a 
Hungarian version (as a curiosity, in Barac’s translation Odysseus is Odisefs), he 
translated the story of “Tyll Eulen Spiegel” (“Tilu Buh Oglinda”) based on several 
German source books, he rendered “Argirus Historiaja” in Romanian verse, also 
based on the Hungarian version of Albert Gergey. In point of fact, we can 
obviously discern a poetic streak in his creative străin, since all the above- 
mentioned scenes which initially came from the original Shakespeare replete with 
genuine dramatic poetry and which were rendered by Wielen, Heufeld and 
Schroder into Teutonic prose texts, in their turn, were all finally transmuted by 
Barac the versifier into scenes of lyric poetry which, by West-European standards, 
were written in a belated classical vein. His style also definitely exhibits the touch 
of an early Romanian Romantic poet, albeit rudimentary and naive. Comparatively, 
Barac’s prose passages follow closely the Teutonic ruggedness of their Germanic 
models and appear to be downright rough texts, full of the asperities of a 
rudimentary, primary, fundamental Romanian language.

But how do we account for the blunt rigor of the German texts first? The 
Frankfurt School critics, especially Max Horkheimer and Theodor W. Adorno, 
mapped out for the different areas of modern Western culture bringing the 
construction of intellectual modernity in early modern Europe into close foci of 
scrutiny." By laying down the aesthetic principles which make up the fragmentary 
components of modernity, they tried to puzzle out the conundrum of the crucial 
role of early modern subjectivity and its relations to the cultural crisis caused by 
disenchantment and desacralisation, which entered the modern world in the 
Enlightenment, together with the idea of the aesthetic (as we understand the term 
today) and which came into being in the eighteenth century. In this connection, we 
might add that the status of the works of Shakespeare as belonging to the 
Renaissance, which is a precursor of the Enlightenment, changes the issue of the 
criticai discussion of the Frankfurt School.

The plays of Shakespeare were crucial documents in many of the seminal 
discussions of the aesthetic, particularly those of late eighteenth-century Germany, 
where the Zeitgeist of the era was such that Shakespeare had already emerged as a 
major figure of the Aujklârung, both as a vehicle for and as a major instance of the 
new aesthetic thinking. For example, he was a key case in point in the paradigm- 
changing work of Gotthold Ephraim Lessing. What transpires in his work 
“Hamburg Dramaturgy”, is that for Lessing and the German Auflclârung and also 
for the Romantic period, generally, Hamlet was the key document, and much of the 
fascination of it centered in the elusive subjectivity of the Prince, who, on the one 
hand was assigned the role of the alienated sensitive artist hero whose restless

11 M. Horkheimer and Theodor W. Adomo, Dialectic o f  Enlightenment, Boston, 1972, p. 30-60.
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subjectivity rebelled against the confinement imposed upon him by a tyrannical 
society, and on the other he was cast in the part o f the revenge-tragedy hero 
opposing entrenched authority.12 It is to this dual hypostasis -  imposed by the new 
Weltanschauung of this momentous juncture in the history of ideas, namely, the 
co-occurrence of the prevalent mindset of the Age of Reason and the flourishing of the 
Romantic movement with its distinctive ethos-(Sense and Sensibility/Subjectivity) in 
which the Prince was cast - ,  that we owe the double stance exhibited by Schroder’s 
text (which was adapted at the incidence of the intersection between the 
instrumentality of Reason and Romantic subjectivity).

Hamlet comes across as the twofold hero both in the posture of the Sturm und 
Drang individual, possessed of rousing action and high emotionalism actuated by 
his revolt against “the rotten state o f Denmark,” and in the Weltschmerz attitude of 
a melancholy Werther, inhabitant o f an ideal world, disenchanted with the drab 
predicament he finds himself in and disillusioned by the condition of the 
state/world (of Denmark) around him. In approaching the Schroder source text for 
translation, Barac took over these elements underlying the deep structure o f this 
Teutonic Shakespeare. But he also added to it the values characteristic o f the 
Romanian cultural matrix at that time and place and managed to embed it into 
Romanian literature by impressing and leaving his peculiar imprint on it, even 
modifying it here and there.

The very first comparatist glance brings out his provincial style, emanating 
parochialism, his language permeated by Transylvanian regionalisms, which to us 
today seem clumsy archaisms, “the asperities of an unmitigatedly rugged idiom”, 
as George Bogdan-Duicâ put it13 (e.g. “[Laertie]: Abia pot trece preste inimă!” - 
“And yet it is almost against my conscience!”, Act V, Scene 2, line 296 in the 
original Hamlet). However rigid or stilted or obsolescent, Barac’s vernacular may 
sound at times to modem readers, still it does not lack flavour and sturdiness. 1 
personally relish his old-fashioned language evoking the graphic expression o f the 
Romanian chroniclers o f olden times. Even though Barac’s Shakespeare is at a 
third remove from the original Anglo-Saxon Shakespearian spirit, who thus 
becomes “double distilled”, it is still preserved in Barac’s gritty Romanian grain. In 
other words Barac’s Shakespeare is as much a British literary figure as he is a 
Romanian one, being incorporated into the Romanian culture even from this very 
first consequential trans-coding done by Barac into his target text. His language 
plies the sounds and rhythms o f the popular vernacular o f the eighteenth-century 
Transylvanian Romanian. There is a terse, aphoristic and moralistic concision 
about the sententious parlance that Barac puts into his personages’ mouths which 
engages our memory. Let us pick for example the exhortatory, parenetic counseling

'■ Sec G.E. Lcssing, Hamburg Dramaturgy, New York, 1962, p. 9.
11 Bogdan-Duică, as in note 3, p. 126.
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that Oldenholm gives his son Laerție: “Dar tot aici ești Laerțis? în corabie, fiul 
mieu, ca vântul învălvăie pânzele și te așteaptă. Și te mai binecuvântez încă o dată, 
(punându-i mâna pe cap zice:) și cuvintele ceale regulatice <ce> ți-am grăit, să le 
scrii adânc în minte, nu de limbă, cugetului tău. Și când te vei vedea apucat de 
ceale nedrepte, să nu le pui în lucrare, fii către tot omul bun, fără a te întovărăși cu 
dânșii. De-ți vei afla prieteni buni, nu-i lăsa de lângă tine, însă nu-ți da prieteșugul 
către toate cunoștințele ceale de curând clocite și încă golașe. Păzeaște-te a lucra 
ceva și înainte de prilejuri, iar aflându-te la lucru, așa să te porți, ca potrivnicul tău 
să nu aibă nădejde a te vătăma ...”.14

14 See manuscript no. 209, p. 11.
"idem, p. 257-258.
16 Sec in Bogdan-Duică's work (p. 128-131) for a comparison between the German sourcc and 

Barac’s target text.
"idem, p. 130-131.

And now a sample of Barac’s belated classical poetic vein (even by Romanian 
standards; and he evinces an early Romantic străin to boot even though it is a belated 
one by Western literary standards). He readily waxes versifier o f light prosody 
swiftly tuming prose into poetry: “[Amlet]: Oh, cete cereți cu gloate!/ O pământe, 
mari și toate!/ Dar tu ce zici, ladule?/ Oh, inima mea cea mare!/ Ține-te în vine tare!/ 
Vai! Vai! Blestematule!/ Iubitele mele vine!/ Țineți-vă foarte bine!/ Nu cumva să vă 
slăbiți . . .”.15 In the original Shakespeare, this is Hamlet’s soliloquy after the 
apparition departs and it occurs in Act I, Scene 5.16 Hamlet’s sinews become nerves: 
“meine Nerven” in the German trans-coding and in Barac’s target text they are 
“vine”, i.e. “blood vessels”. Hamlet’s memories are not erased (“wiped away” -  line 
99, as in the original Hamlet), in Barac’s text they are “puse jos”, i.e. “laid aside”, 
Barac being obviously influenced by the Hungarian verb “letenni” (= to lay down, to 
lay aside carefully).17 Barac’s spelling is archaic and there are a lot of corrupted 
words in his translation/text. We have alternative vowel change, syncope, aphaeresis, 
metathesis, vowel elision or diphthongization and vowel shift: “lapădă-ți (leapădă-ți) 
vejmintele” (= shed thy apparel), “teame-te (teme-te) Amlet” (= thou shouldst be 
afeared, Hamlet), “seamen” (= omens), “creaște (crește)” (= growth), “treace (trece)” 
(= passeth), “să (se) iveaște ( ivește)” (= there appearth) (Act 1, Scenes 2, 3, 9); 
syncope: “fiicei meale (mele) cei (celei) nedrepte” (= mine ungrateful daughter); 
metathesis: “cealoalte” (archaic: cealalte, modem: celelalte), “troanul (tronul) mieu 
(meu)” (= my throne) (Act I, Scene 8); iotacisation: “fiiul (fiul) mieu (meu), fiica 
mia” (= mine son, mine daughter), “temelia căsii (casei) cei (celei) bune” (= the 
foundations o f the solid house) (Act II, Scene 2); verbal iotacisation: a phenomenon 
of morpho-phonological alteration, which is imposed by phonological rules, of the 
final consonant in the root o f some verbs, the consonants affected being: t, d, n, 1, r - 
they are altered under the influence of the following “iot”, e.g. “eu sai (sar)” (= I bound)”, 
“eu spui (spun)” (Act 1, Scene 4), “eu poci (pot)” (= 1 could) (Act II, Scene 6), “a
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clăpi (clipi)” (= to blink), “țăpușele (țepușele) ariciului” (= the spines o f the 
hedgehog), “grăiaște (grăiește)” (= speakst thou) (Act II, Scene 9), “întră (între) mine 
și el” (= betwixt thou and me) (Act IV, Scene 14), “zemislirea (zămislirea)” (= the 
fathering) (Act III, Scene 4).

There is also everywhere in Barac’s text the archaic etymological spelling of 
silent “u” : “zăbovit-au multu lucrul acela” (= That apparition, didst he tarry long?)” 
(Act 1, Scene 10), “te-au schimbat <el> la straje?” (= Didst he change rounds with 
thee?) (Act 1, Scene 9). Altemately, there is archaic disagreement between subject 
and verb sometimes owing to the Romanian verbal plural marker “u’ elision”: “Să 
deschidea<u> mormintele” (= Graves yawned) (Act I, Scene 5), “vejmintele vinde 
pre om” (= the clothes make the man) (Act II, Scene 2), “se auzea<u> tobele și 
trâmbițele” (= the beating of drums and the flourish of trumpets could be heard) (Act 
II, Scene 4). Also the archaic iotacised genitive is present, e.g.: “mării (măriei) tale” 
(= of thine Lordship) (Act I, Scene 8), “casii meale (mele)” (= of mine house) (Act II, 
Scene 2). The archaic forms of certain rhotacised prepositions are present: “pre (pe)” 
(= on, in), as in “pre lângă straje” (= gone by our watch) (Act II, Scene 3), “preste 
(peste)” (= over, above), as in the expression “preste fire (nefiresc, din cale afară)” (= 
beside oneself, unnatural) (Act I, Scene 4); “1” is substituted for “n” in certain 
corrupted forms of verbs, e.g.: lambdacisation: “împrejurare care îți amel<n>ință 
primejdie” (= happenchance menacing thee with threats) (Act III, Scene 14), archaic 
pronominal ante-positioning of “așa o” (“o așa”) just as in “o am luat<-o> de soție” 
(= her 1 wed to be my bride) (Act I, Scene 8), “nenorocire amelință de la el cătră toți” 
(= such mishap menaces ffom him to everyman) (Act IV, Scene 14), probably by 
contamination with everyday words in the Romanian Transylvanian homestead. 
Possibly “melița” (= primitive tool or implement used for pounding and threshing 
flax and hemp to obtain fibers), which also occurs in the expression “a turui (vorbi) 
ca o meliță” (= to talk, chatter, like a chatterbox). There is also voicing of the fricative 
“f ’ in “vântul învălvaie (modem Romanian: fâlfâie + causative prefix “în”) pânzele” 
(= the wind blows and the sails flutter) (Act II, Scene 2); archaic verb forms: “rumpe 
(rupe)-te inima mea!” (= breakest thou mine heart!) (Act I, Scene 5).

As far as Barac’s vocabulary is concemed, there are evidently a lot of 
borrowings from German, Hungarian and Slavic. Barac’s neologisms are, more often 
than not, borrowings from German and Hungarian nouns, verbs and adjectives: 
“prang” (spânzurătoare) (=gibbet), “boc” (capră de la trăsură) (=dicky), “modelia” 
(model) (= Modell; German), “magnit” (= Magnet; German), “paradie” (paradă, 
gardă) (= parade, guard; German: Parade), “cu paradie” (gata de luptă cu garda sus) 
(= armed and ready for battle), “vizir” (vizieră) (= visor; German: vizier), “Prințipe” 
(principe) (= Prinz; German), “Dania” (= Dane), “Polaci” (= Poles), “teatraliști” (= 
theatre players-noun built from the German stern “theatralisch”).

As to verb morphology, comparative to modern Romanian, conjugations 
belong to different classes: “a meritelui” (a ierta, a ușura păcatele, a avea îndurare)
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(= to confer grace, to grant/vouchsafe mercy, to remit sins), “a prăcticălui” (the 
German “practik” + the suffîx “ălui”) (= practice), “a producălui” (= produce). There 
is the Hungarian noun forming suffîx as in: “meșteșug” (= craft), “prieteșug” (= 
ffiendship), “rămășag” (= wager), and the verb “a rămăși” (back-formation ffom it), 
e.g. “m-aș rămăși pre viața mea” (= 1 would wager my life on it); Hungarian adjective 
“sucheat” ffom “suket” (deșucheat) (= nutty); Slavic ones: “drob” (= ball, big piece of 
clod, salt), “vistieriu” archaic for “vistiernic” (= treasurer, chamberlain), “perdea” (= 
curtain, i.e. act), “arătare” (= showing, i.e. scene) (Act 1, Scene 1); archaic verbs such 
as “a oblădui” (Slavic: “oblădovăți” (= foster, cherish, protect), “a oblici” (a afla, a 
prinde de veste, a auzi) (= to leam, to hear): “Tu, Ofelia, care nu ai oblicit nimica 
despre întâmplările primejdioase ce să urmează din niște lucruri ca acestea” (= Thou, 
Ophelia, didst not leam anything o f the mishaps following such perils) (Act I, Scene 
3); “a scobălți” (a aluneca, a cădea, a se clătina) (= slip, stagger, totter, wobble, fall): 
“[Craiul către crăiasă]: Du-te, nebuno, care poți tu să te scobălțești întră mine și întră 
el, fiiul tău?” (= King to Queen: Get thee hence, thou mad woman, wherefore swayest 
thou betwixt me and thine own son?) (Act IV, Scene 14); “a se mânji de la cineva” ( a 
se desprinde, smuci de cineva) (=to break ffom someone, used as a reflexive verb): 
“Amlet să mânjește de la el” (= Hamlet breaks ffom him) (Act I, Scene 6); archaic 
expressions: “Au vrut într-un rând să grăiască” (= At one time he meant to speak) 
(Act I, Scene 7), “să nu lași patul cel crăiesc al Daniei ca mai îndelung să să 
necinstească cu atâta rușine” (= let not the Danish royal bed a couch for shameful 
incest) (Act 11, Scene 7); regionalistic verbs and expressions: “a slobozi” (= to allow): 
“[Laerție]: cum slobozi ca să mă întorc înapoi la Franția... (voiești să-mi dai 
slobozenie)" (= My lord ... wilt thou allow me to go back to France?., wilt thou give 
me thy leave?) (Act 1, Scene 8); “s-au săvârșit viața Craiului” (= the king’s life 
ended) (Act IV, Scene 14), "s-au pus într-o cumpănă voia bună și durerea” (= both 
our mirthful disposition and deep sorrow are even-handedly weighed) (Act I, Scene 
8), “Franția, de unde am venit după râvna mea" (= France, ffom whence to Denmark 
I strove through mine own endeavour) (Act I, Scene 8), “Ce-ți este ție, fiiule?” (= 
What’s with thee, beloved son?), "te fa (fa-te) de bucurie în Dania” (= assume a 
mirthful countenance) (Act I, Scene 8), “[Amlet]: Aceasta este soarta cea de obște" (= 
[Hamlet]: This is the fate that befalls all o f  mankind) (Act I, Scene 8), “[Oldenholm 
către Laerție]: Să mă înștiințezi despre aflarea ta” (= let me know about thy well- 
being) (Act II, Scene 1).

Likewise, there are the so-called binomial synonymic repetitions which are 
expressions o f juxtaposed correlative pairs, frequently used in Romanian folktale 
literature and in other Românce languages, but also very much so in English too, 
e.g.: “viu și nevătămat” (French: “sauf et sain”, Italian: “sano e salvo”, Spanish: 
“sano y salvo”, English: “safe and sound”). In Barac’s text we have: “otrava care 
au lucrat așa cu degrabă și de iute" (= the poison which worked so quick(ly) and 
sudden(ly) (Act II, Scene 6) and “[Craiul]: Căutați trupul lui Oldenholm, și-l
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îngropați pă taină și pă neștiute” (= Look for and find Polonius’ body and bury 
him in secret and unbeknownst to anyone) (Act IV, Scene 14). Also: “nefratele 
meu, acel neomenit și de sânge însetat și cruntat” (= that fratricidal beast, that 
cruel, blood thirsty murderous monster), (“[Duhul către Amlet]: așadar fa izbânda 
pentru moartea sa de ocară și preste fire” (= Apparition to Hamlet: therefore, ... 
revenge his fou l and most unnatural murder) (Act II, Scene 7); compare to 
“înfricoșata-ți gătire ... ne face să ... sărim peste hotarul firii noastre” (= thine 
fearful apparel ... maketh us ... lose our natural faculties and go beyond mortality) 
(Act II, Scene 5), also “ochi înfricoșați<tori>” (= fear/(ful)/-/inspiring/ eyes) (Act I, 
Scene 10), “chip înfricoșăt<or>” (= fear/(ful)-/inspiring/countenance) (Act I, Scene 
3), “această taină de veci nu este pentru urechi de carne și sânge” (= French: “en 
chair et en os”, Italian: “in carne e osse”, Spanish: “en carne y huesos”, English: 
“this secret forevermore bespeaketh not to mortal ears made o f flesh and blood”) 
(Act II, Scene 6).

Sometimes Barac’s word for word loan translation ffom German into 
Romanian seems stilted and unnatural to modern ears: “[Amlet]: să nu te duci pentru 
toată lumea” (= thou shouldst not go, not fo r  the whole world) (Act II, Scene 5). 
Barac did a loan translation of these phrases ffom Heufeld’s German version “fiir die 
ganze Welt”, the English original version being “no, by no means” and the nominal 
phrase “viermele cel de foc” (= the glow worm) is a loanword o f the German 
“Leuchkafer” (= fire bug). Again, the German source text influences Barac’s target 
text in one of the most meaningful lines spoken by Hamlet at the end of act II: 
“vremea au ieșit din rânduiala sa ... căci am căutat eu sa mă nasc ca să le pun la 
cale” (= the times are out o f  order ... fo r  I was born to put things right) (Act II, 
Scene 9), where Barac evidently reproduces “Ordnung” (= order), which occurs in 
the German text, the original English version being “Oh, cursed spițe/ That ever I was 
bom to set it right” (= O, blestemate vremi și scoase din țâțâni aceste/ Iar Hamlet fu 
născut ca tocmai să le-ndrepte -  own translation) (Act 1, Scene 4).

In point of fact, Barac’s sometimes unnatural style mimicking the original 
source is quite common during the mimetic language development period o f a 
național literature’s incipient stages. This process naturally benefits the recipient 
culture. Now the obvious question arises as to the peculiar development of 
Romanian literature. What was the Romanian Zeitgeist at the turn o f the eighteenth 
century? What kind of specific culture was the eighteenth-century Romanian 
literature incorporated into? Not wholly immersed into the European ethos, comes 
the evident answer. Ottoman Turkish, Phanariot Greek, Balkan Slavic (Bulgarian 
and Serbian), Russian, Polish, Habsburg (Hungarian, Austrian, German) and last 
but not least, French and English influences, all these intermingled and left an 
imprint on our allegedly liminal culture which was in its early progress of 
development by Western standards. Thus, owing to unfavourable historical events, 
Romanian culture was conditioned to retardation in so far as the full and timely
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evolution of other național literatures in the West are concerned, again according to 
the criteria canonically imposed by tradițional benchmark Western literary periods 
and currents. Thus, the rules of different literary movements like the 
Enlightenment, the Romanticism and so on used a yardstick of rigid canons in this 
way gauging other cultures (allegedly liminal ones like our own), as assimilating 
and absorbing simultaneously Age of Reason and Romantic elements and evincing 
bodies of literary works incorporating elements ffom both of these and recording 
modern features to boot.

It was not unusual for Romanian literary creation on the threshhold of 
modemity to intend a Renaissance of poetry by both Age of Reason and Romantic 
standards while at the same time evidencing Symbolism with tinges of Realism. A 
case in point is Mihai Eminescu, who, after 1860 inaugurated modemity. 
Incidentally, he considered Shakespeare to be his cultural mentor. Even while 
appropriating modemity and busily engaged in a cultural discourse in his 
gazeteering, Eminescu also drew heavily on Romanian folktales and pursued 
dramatic projects which, though never achieved, got inspiration from the historical 
figures and mythical traditions of Romanian literature: Gruia, Alexandru 
Lăpușneanu, Bogdan, and Dragoș. Romanian culture has a great tradition of folk 
literature on which a translator assimilator and adapter like Barac richly drew in 
terms of graphic language and vivid expression. Thus, we have: “sa răvărsa dă 
ziua” (= dawn breakth), “pentru ce și-au spart oalele tale cele sfințite mormântul?” 
(= wherefore have thine canonised bones burst their holy sepulchre?), this probably 
in contamination with the idiomatic expression “a se face oale și ulcele” (= to tum 
into dust, to die), “lucrurile cari le pui în lucrare” (= the things that you put to 
work) (Act II, Scene 2), “la-i seama bine, Gustave!” (= Scrutinize him closelyl) 
(Act I, Scene 4); obsolete adjectives: “sufletul mieu cel proorocesc'.” (= Oh, my 
prophetic soul!) (Act II, Scene 9); collocations full of archaic flavour lend 
succulence to the text and testify to Barac’s vigorous literary style: “vrednicie 
neprihănită” (= virtuous dignity) (Act II, Scene 9), “gradină negrijită” (= untended 
garden); the archaic use of the “ne” prefix is widespread building up the stylistic 
effect: “nebucuria mea” (= that sorrow of mine), “nevrednicia mea” (= mine 
unworthiness), “netrebnicia mea” (= mine worthlessness) (Act II, Scene 1), 
“nesilita învoială” (= consent willingly) (Act I, Scene 4); there is the archaic prefix 
“im” which is used with nouns: “imprevestirile” (= the signs of the times, 
prophecies) (Act 1, Scene 5); “aerul slobod” (= in the open air) (Act I, Scene 7). 
Also there is the apheresis, “a” prefix omission in verbs: “<a>stâmpără-ți mirarea” 
(= contain thy wonder) (Act II, Scene 10); conversely, there is prosthetic “a” 
prefixation in “Nu-ți aseamănă cu Craiul?” (= Doeth he not look like the king?) 
(Act 1, Scene 3). Likewise, there are picturesque post-modifying adjectival phrases: 
“aduceri aminte (expression which we find in Eminescu’s poems) ... de-a pururi 
strașnice păzitoare” (= lingering remembrances forevermore locked in my
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memory), "urechile-ți lesne crezătoare” (= thine readily-believing ears) (Act II, 
Scene 1), "ar f i  cu cale să facem ” (= let us act as it is fitting us) (Act II, Scene 6). 
Then, there are again old fashioned regionalisms: “stanele” (= the cliffs) (Act II, 
Scene 6), “Că unele ca acestea ne vestesc pre noi urgisiți la Răsărit sau la Apus” (= 
this ... makes us traduced and taxed from East to West -  English original version, 
Act 1, Scene 4, line 18) (Act II, Scene 4).

Surprisingly, there are some neologisms too, despite Barac’s obsolescent 
vein: “siguranția” (= surety), “patridă” (= homeland) (loanword from Phanariot 
Neo-Greek). Proper names from the Greek and Roman antiquity are also loanwords 
from German: Eraclie, lulius (Caesar), Apollon (Act I, Scene 9). Similarly, names 
of countries: Franția (Act I, Scene 10). Likewise, there are mentions o f exotic 
locations where grapevines are grown in renowned vineyards yielding famous 
wines of old and exquisite vintage: “vin de Raino” (= Rhine wine) (Act I, Scene 7). 
At long last there is: “în toată Dania nu e un așa om fără de lege carele nu e <și> un 
Ar<li>himi” (= There’s never a villain dwelling in all Denmark, but he is an arrant 
knave -  English original version, Act I, Scene 5, line 23). Barac’s Arlihimi is again a 
loanword translation from German. He employs the German loanword “Harlekin” 
which he corrupts to Ar<li>himi, which is a playing cârd from the Habsburg pack 
of cards -  Harlekin. This cârd carries the figure o f the Soldier o f Fortune, servant 
to, and ranking below the Queen. In German as in English, the Harlequin is also 
associated with the clown, buffoon or jester. It is the Jack (an English playing cârd 
carrying the figure o f a soldier or servant and ranking usually below the Queen). 
This Habsburg game o f playing cards was probably well-known in Barac’s 
Transylvania. The correspondent of the Harlequin in the English tradițional pack of 
cards is the Knave (the word used in the Shakespeare’s original by Hamlet when he 
refers to Claudius’s baletul nature), which stands for a male person o f humble birth 
and position who is tricky, deceitful and dishonest. In both English and German the 
cârd of the Knave/Harlekin-Harlequin preserves its dual maleficent sense of 
Fortune’s Fool and Devil/Rogue at the same time. Thus Barac, even while he is 
influenced by the German source text, preserves the play-upon-words, punning 
from concrete to figurative meaning, returning full circle and coming once again 
close to the original! Different signifiers but definitely the same signifieds!

Barac is very thorough in his translating exertion (for instance, this play-upon- 
words is missing from L. Levițchi’s lavish translation of Hamlet). This is what trans- 
coding presupposes when we mean to communicate from one culture to another! The 
cultural, linguistic, historical, political even social context may differ from one 
civilisation to another. But even though there never can be complete translatability 
among them, still, Shakespeare’s foreignness can be brought nearer to the Romanian 
național spirit by transmutation and transfiguration which presupposes both 
approximation and also re-appropriation and absorption into Barac’s own culture.
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As far as verb morphology is concerned, we cannot fail to observe the reflexive 
reciprocal verbs with dative objects, peculiar to archaic Romanian, for example: 
“împrejurările care îți amelință <ție> primejdie” (= happenings threatening thee 
<with> danger) (Act 11, Scene 14), “lucrul care amelință de la el cătră toți” (= the 
matter that menaces from him to everybody) (Act II, Scene 14), “ne făgăduim pre 
noi” (= we pledge ourselves) (Act II, Scene 11), “crezi tu cuvintelor lui?” (= believest 
thou his words?) (Act II, Scene 3), “descoperă nouă pre acelea” (= disclosest thou 
that matter to us), “să descoperim aceasta tânărului Prinț!” (= let us reveal this secret 
to the young Prince) (Act I, Scene 7). There is also the old, obsolete fiiture with the 
auxiliary “va” (in its invariable form) plus the Romanian subjunctive: “<adevărul> va 
să iasă la iveală” (= truth will out) (Act II, Scene 8), “Ofelia, va să te porți cum să 
cuvine fiicei tătâni-tău și cinstei tale” (= Ophelia, thou shalt behave as it behoves 
thine father’s daughter and your honour) (Act I, Scene 8), “va să bată douăsprezece” 
(= it is about to strike twelve) (Act I, Scene 2) “ce va să vie” (= what will come to 
pass) (Act I, Scene 9).

A few more words about the archaic use of connectors: “iar încât <este> despre 
Amlet” (= as to Hamlet) (Act II, Scene 1), “Craiul care este cătră acesta ca Apollon 
cătră un Satir” (= So excellent a King; that was, to this <Claudius>/ Hyperion to a 
satyr -  English original version, Act I, Scene2, lines 139-140). Shakespeare is 
selenocentric in his simile, just like Eminescu he invokes Hyperion, the father of the 
moon in Greek mythology (this Hellenistic template has been handed down all the 
way to Eminescu by Romantic poets, as Shelley’s “Ozymandias”, Keats’s “Ode on a 
Grecian Um”). Barac is heliocentric in his comparison (being influenced by Heufeld), 
he prefers the image of the Roman sun god Apollo. The Teutonic cultural matrix is 
marțial. The Habsburgs (Weilen, Heufeld, Schroder), loved the more warlike Roman 
gods more markedly and they preferred them to the more subdued Greek Pantheon. 
Still the two metaphore can be associated: both gods project images of “superiority”, 
being over and above any common Claudius, Hyperion suggesting coldness and 
aloofhess and Apollo distant loftiness. The whole point about this metonymic polarity 
Hyperion/Apollo is that it proves that cultures and hence literatures are in a position 
of complementarity to one another.

In “Re-thinking Literary History”, Linda Hutcheon and Mario Valdes 
postulate that for literary history the minor works also bestow național and regional 
legitimacy to the cultural heritage and that the interpretation o f literary texts does 
constituie a presumption o f cultural identity.1* Our endeavor belongs to this “fusion 
of horizons” (the concept evolved by Gadamer’s “Hermeneutics” and used by Hans 
Robert Jauss’s Rezeptionsasthetik), i.e., the need to make the Romanian cultural 
past embodied into a literary text part o f the aesthetic interests and pursuits of its 
present-day readers. In our exposition o f the cultural event that has Barac as its

11 See L. Hutcheon, M. Valdes, Re-Thinking Literary History, New York, 2000, p. 21.
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focus of inquiry, we have attempted to outline the way the Romanian cultural 
identity legitimised itself at a time when the English cultural artifact was being 
transferred into Romanian culture.

The Shakespeare artifact was being mediated, reproduced by the receptacle of 
the eighteenth-century community of Romanian readers and literati who 
participated in a specific Zeitgeist. Shakespeare’s reception by Barac made a 
historical event out of a literary production/translation/appropriation. Also, Paul 
Ricoeur, in his “De l’interpretation”, said that the mode of configuration of the 
historical event and that of the literary texts are parallel endeavours since both 
events and texts are inscribed as text-reader dialectic and the event document 
dialectic and both text and event are highly mediated configurations of the world 
and they form a temporal construct which is the result of the interplay between the 
“horizon of expectation”(Ricoeur’s coinage) of the historical moment itself and the 
space of experience, i.e., we are inexorably affected in the present by our 
inescapable sense of the past.19 In this connection, Sloterdijk’s philosophical tenets, 
namely that the diachronic past is contemporaneously synchronous with the present 
possibly might help us surpass the warps of Foucault’s postulated “fissure 
perspective” with its spirit of slipperiness and rupture between the Zeitgeist of the 
past and that of the present. In this way, literary history can be renovated by the 
aesthetic of reception and may thus claim to include a phenomenology of the act of 
reading which contextualises the literary past-the author’s literary community, with 
the historical evidence of a literary culture. Stephen Greenblatt, too, even as he lays 
down the “new historicist” principles that the literary past must include the authors 
in the conditions in which they wrote, also hints at the complex “negotiations” of 
the contingency/juncture between past and present which bring these authors to us 
and make them part of our simultaneous and current sense of cultural reality. In 
this way, the reception and appreciation of literary creation (like cultural identity), 
becomes an open-ended process of inquiry turning into a chronotopic event. How 
can we then achieve a percipient gauging of the past and a more pointed 
assessment of it co-existent with the acute sense of present in our post-modern 
world? By reading and learning to receive, apprehend, comprehend and imbibe 
Shakespeare through loan Barac’s “Amlet”, for instance.

19 See P. Ricoeur, De l ’interpretation. Paris, 1998, p. 136-137.
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AMLET PRINȚUL DELA DANIA
O TRAGODIE ÎN CINCI PERDELE DUPĂ ȘACHESPEER 

S-AU PRODUCĂLUIT ÎN CHESARO-CRĂESCUL TEATRU AL CURȚII

PERSONAJE

Craiul dela Dania
Crăiasa, maica lui Amlet 
Amlet, nepotul craiului 
Duhul tatălui lui Amlet 
Oldenholm, marele vistieriu 
Laeriie.ftiul lui 
Ghildenștern, un curtean 
Gustav, Bernfeld -  ofîțiri dela straja trupelor 
Elrich, Franfov -  soldati dela straja trupelor 
Tetraliști 
Curtenii
Straja

PERDEAUA D1NTÂ1U 
TERASSA DIN NAINTEA PALATULUI

ÎNTÂIA ARĂTARE

ELRICH Șl FRANȚOV LA STRAJE

F: Cine e?; răspunde!; stai și spune cine ești?
E: Să trăiască Craiul!
F: Elrich?
E: El este.
F: Tocma bine ai venit.
E: Că au bătut tocma douăsprezece ceasuri.
F: îți mulțumesc, frate, că mă schimbi la vreame, că nu-mi e prea bine.
E: Avut-ai străjuire cu odihnă?
F: Nici un șoarece nu s-au mișcat.
E: Noapte bună. De vei vedea pre Gustav și pre Bernfeld carii vor să străjuiască cu mine, 

spune-le să nu zăbovească.

A DOUA ARĂTARE

GUSTAV, BERNFELD Șl CEI DINTÂIU

F: Și se pare că vin. Stai. Cine ești?
G: Buni prieteni de aici.
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B: Și supușii Craiului din Dania.
F: Eu vă poftesc noapte bună.
B: Așijderea și eu îți poftesc. Cine te-au schimbat?
F: Elrich, noapte bună.

A TREIA ARĂTARE

GUSTAV, ELRICH, BERNFELD

B: Aici este Elrich?
E: (Dând mâna lui Gustav): Dar acesta este Gustav?
G: Un drob dintr-însul.
E: Bine ai venit, Gustav, bine ai venit, Bernfeld.
B: Spune-mi de s-au mai arătat lucrul acela și în noaptea aceasta.
E: încă n-am văzut nimica.
B: Că Gustav gândește cum că nouă numai ni să nălucește și nu creade să fie ceva lucru 

adevarăt întru acest chip înfricoșat ce l-am văzut noi în două rânduri. De aceea l-am 
rugat să păzească cu noi în noaptea aceasta, că de se va mai ivi iară lucrul acela, să ne 
crează pre noi și să grăiască cu năluca dacă va pofti.

G: Bine, bine, dar nu să va mai arăta.
E: în trecuta noapte am văzut noi cu Bernfeld tocmai când bătea unul.
B: Tăceți că iată iară vine.

A PATRA ARĂTARE

DUHUL Șl CEILALȚI

E: Tocma în forma chipului răposatului Craiului Amlet.
B: Tu ești un om învățat, Gustave! Grăiește-i!
E: Au nu știi, semăna Craiului? I-ai seama bine, Gustave!
G: Cu adevărat întocmai pre mine mă apucă spaimă și mirare.
B: Grăiește-i, Gustave!
G: Zi-ne, ești tu carele umbli în ceasul acesta și în puterea nopții întru această făptură înaltă a 

răposatului înălțatului Craiului Daniei, rogu-te pre înaltul Ceriului, grăiaște.
B: Nu are voie.
E: Ia taci, că vrea să se ducă.
G: Stai și grăiaște și te rog ca să-mi răspunzi și mie; (s-au dus Duhul).

A CINCEA ARĂTARE

GUSTAV, ELRICH, BERNFELD

B: Ce zici acum, Gustave? Ce tremuri și ți-ai schimbat fața? Au nu este aceasta mult ca o 
nălucire? Ce socotești tu?

G: Pre Dumnezeul mieu, eu n-aș fi crezut una ca aceasta de nu ar fi văzut ochii miei cu toată 
simțirea spre încredințare.

B: Dar nu-ți aseamănă cu Craiul?
https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



17 loan Barac’s Hamlet 79

G: Ba, ca și tu, (ie însuți. Așa era el îmbrăcat cu gătirea când au bătut pre norvegianul, așa își 
încrunta sprânceanele când au trântit în duel pre prințul de la Polaci pre gheață. Rar lucru.

B: Acum de două ori s-au arătat tot în ceasul acesta, cu pași de bătălie au trecut pre lângă 
straja noastră.

G: Eu nu știu ce să socotesc a fi, însă mă tem că este o schimbare mare în statul nostru și 
ascunsă.

E: Tocma de aceia poate ca să iveaște cu așa seamne de război nălucirea aceasta și în chipul 
Craiului treace pre lângă straja noastră.

G: In vremea cea mai înaltă și de biruință a Romii, mai nainte de căderea lui lulius să 
deschidea mormintele și morții striga cu glas tare pre ulițele Romii cu larmă, stelele 
erau cu coade de foc, cădea ropot cu sânge și soarele să întuneca ca la Ziua Județului. 
Astfialiu de semne minunate s-au împreunat pre ceriu și pre pământ care sunt 
obicinuitele solii ale împrevestirilor ce să arăta ca să aducă pre țara aceasta într-o 
înfricoșată așteptare a nenorocirii de obște.

A ȘASEA ARĂTARE

DUHUL ȘI CEI DINAINTE

G: Dar, tăceți, tăceți, că iată, iar să iveaște; voiu să-ți tin calea, măcar de mi s-ar întâmpla 
orice. Stai, nălucă (el își întinde mâinile asupra Duhului). De ești în stare de a da glas 
de la tine, grăiaște cu mine sau de să va putea face ceva și lucru bun ca să-ți fie spre 
ușurare și spre odihnă, și de mă vei meritelui pre mine spre un lucru bun, așa grăiaște; 
de-ți este cunoscută vreo soartă viitoare spre nefericirea țării aceștia, spune-ne și 
grăiaște. Sau, de cumva ai ascuns în pamant niște comori cu nedreptul strânse, și de 
aceia îți caută să umbli așa; descoperă-ne și grăiaște. Opreaște Elrich!

E; Să dau întrînsul de nu va vrea sa stea?
G: Da, dacă nu va sta (să duce Duhul).

A ȘAPTEA ARĂTARE

GUSTAV, ELRICH, BERNFELD

B: (trage pe Elrich înapoi) Vezi că vom vătăma făptura cea împărătească ce o poartă de-i vom 
face...(ceva).

E; Au vrut într-un rând să grăiască.
G; Dar, apoi, să părea că-i pare rău și să trăgea înapoi tremurând ca un vinovat când îl mustra 

cunoștința. Dar să răvarsă de ziua, să ne ducem și de ziceți și voi ca mine, să 
descoperim aceasta tânărului prinț Amlet, ce ai văzut în noaptea aceea, că m-aș rămăși 
pre viața mea cum că Duhul acesta cât este de mut pentru noi își va căpăta graiul pentru 
dânsul! Voiți ca noi, atât din dragoste cât și din datorința să-l înștiințăm despre aceasta?

B: Cu toată inima, că știu eu unde și la ce vreme să grăim cu dânsul (să duc).

A OPTA ARĂTARE

CRAIUL, CRĂIASA, AMLET, OLDENHOLM, LAERȚIE, CURTEZANI și STRAJA

Craiul: Cu adevărat că să cădea nouă, încă până era proaspătă pomenirea scumpului mieu 
frate, Amlet, de a ne învălui inimile în jale și a aduce toată ființa împărăției acestii la o
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durere....(ca aceasta), insă trebuia să găsesc să ingăduiesc înțelepciunii tale întru atâta 
preste fire, precum eu supt dreapta durere despre pierderea lui, nu-mi pot uita de noi. 
Așadar, eu, pre foasta soru-mea, pre moștenitoarea acestui război, nici împărații..(ei nu 
i-am râvnit ci)...o am..(luat)..de soție, cu toată nebucuria mea. Ca un ochi îmi 
strălucește de desfătarea nunții și celălalt mi să îneacă în lacrimi. Voia bună și durerea 
s-au pus într-o cumpănă. Nici am lipsit a ne sfătui cu a ta înțelepciune care tot lucrul 
acesta l-au întocmit foarte bine. Pentru acestea toate să primești de la mine mulțămire. 
Iar voi Oldenholm și tu, Laerție, ce ziceați și ce era cererea voastră? Că ce ar fi să nu 
... (mai zăboviți în a grăi)...ce ați voi de la Craiul vostru? Că capul nu este bun fără 
inimă, nici gura fără slujirea mâinilor, după cum este tatăl tău către troanul acesta. Și ce 
poftești tu, Laerție?

L: Aceasta este, preaînaltul mieu stăpânitoriu milostiv ce ești, cum slobozi ca să mă întorc 
înapoi la Franția, de unde am venit după râvna mea, ca să-mi fac datoria la încoronarea 
împărăției tale. Iar acum, fiindcă această datorință s-au săvârșit, mă trage cugetul și 
pofta sa mă întorc iarași acolo la Franția și sa mă rog a mi să da milostiva slobozenie.

Craiul: Dar tatăl tău datu-ți-au voie? Ce zice Oldenholm la aceasta? Prea milostive Doamne, el 
de la mine și-au câștigat cu rugăciunile lui cele necontenite, slobozenia; așadar, mă rog 
să-i dai și împărăția ta voie la aceasta.

Craiul: Pleacă, dar fiule într-un ceas fericit și-ți întocmeaște bine ...(datorințele)... cu vremea 
după voia ta și după vrednicul de laudă cugetul tău ...(luîndu-și Laerție ziua bună să 
duce). Iar acum cu tine voiesc să grăiesc un cuvânt, preaiubite nepoate Amlet, 
preaiubite fiul mieu.

A: (în sine): Mai mult ca un nepot și mai puțin ca un fiu.
Craiul: Ce-ți este ție, de unde și până unde umbli tu tot așa în noapte?
A: Ba nu este aceea, preamilostive Doamne! Ci eu sunt de prisos și prea multu la soare.
Crăiasa: Dragul maichii Amlet, lapădă-ți odată această față întunecată și te fă de bucurie în 

Dania ca un prieten al țării. Nu umbla tot cu ochii mai închiși la pământ, ca când ți-ai 
căuta pre răposatul, vrednicul tău tată, în pulbere. Că bine știi cum că așa este soarta 
omului: toți cei ce viețuiesc caută să și moară.

A: Așa este, maică. Aceasta este soarta cea de obște.
Crăiasa: Apoi dacă este așa, pentru ce ți să pare ție așa preste fire, lumea aceasta?
A: Ba mie nu mi se pare, ci așa este. Eu nu am nici o părere că nu este, maica mea, numai 

această haină neagră, nici sila de o aflai după obiceaiu, nici suspinul cel meșteșugit ca 
șueratul unui vânt nu este; ci ochiul, de-a pururea lăcrămat; nici fața cea posomorâta, 
nici altfelul de semn de mila fără al supărării care îi arată starea cea adevarată a inimii 
meale. Cu adevărat că toate acestea sunt numai niște păreri, că sunt niște lucruri care să 
pot mântui prin măiestrie. însă aceea ce simt eu întru ceale din lăuntru ale inimii meale, 
nu să poate spune. Iar cealoalte sunt numai vejmintele și podoabele durerii.

Craiul: Aceasta este o dovadă de laudă a inimii tale cei bune, Amlet, de-ți jelești căutata 
datomicie, pre tatăl tău, însă nu uita aceea, cum că tatăl tău au pierdut pre tatăl său și 
tatăl acela pre alt al său tată, și cu adevărat că, fie ca datorința este de a jeli pre cei 
morți, insa cu măsură. Căci a se supăra omul necontenit cu îndărătnica întristare este o 
slăbiciune nebărbătească sau o ticăloasă neodihnă și nemulțumire cu cereasca Pronie, 
este un semn de nerăbdare, de o slăbiciune a minții sau al slăbiciunii priceperii cei 
închipuite, că ... ce să ne punem pre inimă așa tare acea ...(durere)... ce caută să fie 
pentru a să face așa numai din îndărătnica minte copilărească? Că e păcat asupra 
ceriului, păcat asupra celor morți, păcat asupra firii și nepotrivit lucru în ochii 
înțelepciunii care nu cunoaște alta fără numai moartea părinților și de la cea dintâiu 
îngropăciune până la cel ce au murit nepăzit și neîncetat ne strigă că așa caută sa fie.
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Așadar, te rog să-ți lapezi această întristare de nimica și să arunci în mormântul tatălui 
tău, caută de acum la mine ca la tatăl tău, Fiindcă lumea trebuie să știe aceea cum că tu 
ești cel mai de aproape de tronul mieu cel crăesc. Și te iubesc tocma ca tatăl tău în ce 
chip au iubit orice părinte pre Fiul sau. Și știu cum să Fac ca să împărătești după mine cu 
adevărat troanul acesta. Și eu nu poftesc să te mai întorci înapoi la înaltele învățături 
ale școalelor cum ai poftit, ci să rămâi aici să te văz totdeauna dinaintea ochilor miei 
cei plini de dragostea ta. Că tu ești nădejdea mea, nepotul mieu și Fiul cel iubit.

Crăiasa: Nu face, Amlet, pre maică-ta ca să se roage în zadar, rămâi, rogu-te la noi.
A: Eu te ascult maică....
Craiul: Fiule, Fii ...(stăpân)... în Dania, precum sunt eu însumi. Crăiaso, poftim că mi-au foarte 

plăcut aceasta nesilită învoială a lui Amlet și ziua aceasta să ne Fie ziua cea de bucurie, 
poftim! (să duce).

A NOUA ARĂTARE

AMLET SINGUR

A: Oh! Că de s-ar topi această came vârtoasă și prea vârtoasă în lacrimi și de ar curge toată! Sau 
de nu și-ar Fi în tine cel veșnic; tunetul său asupra celui ce să omoară însuși pre sine; O 
Doamne Dumnezeule, cum și cât îmi sunt mie de grețoase, urâte, nepoftite, neplăcute și 
nesuferite toate bucuriile în lumea aceasta! O lume netrebnică și mincinoasă, că e ca o 
gradină negrijită unde să aruncă toate în sămințe și le umple buruiana și urzicile. Cum 
caută să ajungă omul una ca aceasta în viață. De două luni mort! Ba nici atâtă. Un Craiu 
atât de vrednic; către aceasta ca Apollon către un satir; și carele iubea așa tare pre maica 
mea în <așa> chip <încât> socotea a o păzi să nu o atingă nici un vânt. Oh Ceriule și 
pământe, pentru ce caută să Fie cugetul mieu așa credincios! întratât era maica mea ținută 
de dânsul! Și tot până la o lună de zile dânsa, tocma dânsa, iaca și un dobitoc fără minte 
încă l-ar Fi jelit mai îndelungat. Dânsa s-au măritat după unchiul mieu, fratele tatălui mieu, 
însă atâta este de nepotrivit cu tatăl mieu, ca și eu cu Eraclie; până la o lună de zile! Aș, cu 
grabă și într-un pat rușinat cu amestecătura de sânge. Ba nu e nici un bine și nici nu o va 
scoate la nici o cale bună. Oh, inima mea rumpe-te. Că eu caut să tac.

A ZECEA ARĂTARE

AMLET, GUSTAV, BERNFELD, ELR1CH, ÎNTR-UN LOC DE TAINĂ

G: Bucură-te, milostive prinț!
A: Mă bucur că vă văz pre voi! Tu ești, Gustave, ori te-am uitat!
G: Eu sunt Gustav, Domnul mieu, și prea plecată slugă mării tale, Amlet.
A: Bine iubitule, dar ce pricină te-au adus pre tine de la școalele ceale înalte la mine, Gustave? 

Dar acesta nu e Bemfeld?
B: Ba așa, măria ta.
A : Mă bucur că vă văz, dar fără glumă, spune-mi, Gustave, ce te-au adus aicea?
G: Am venit Domnul mieu să văz îngropătoarea părintelui mării tale.
A: Nu-ți bate joc, rogu-te. Zi mai bine că ai venit să vezi nunta maichii meale.
G: Ba că grăind adevărul, prea cu grabă s-au făcut, Domnul mieu!
A: Tot din economie, dragul mieu Gustave, ca fripturele ce au ramas de la pomana tatălui 

mieu să le poată pune la nuntă reci pe masă. O, Gustave, mai bucuros aș Fi văzut pe
https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



82 Petre Roșulescu 20

vrăjmașul mieu cel mai rău in Ceriul decât am ajuns să văz ziua aceasta. Tatăl mieu, mi 
se pare că văz pre tatăl mieu.

G: (cu degrabă): Unde și cum?
A: Cu ochii sufletului mieu, Gustave!
G: Eu l-am văzut odată; dar și era un crai vrednic.
A: Zii că au fost un bărbat și așa ai spus din destul, că eu ca dânsul nici nu voi mai vedea.
G: Domnul mieu! Ba eu gândesc că l-am văzut și astă noapte.
A: L-ai văzut? Pre cine?
G: Pre Craiul, tatăl mării tale!
A: Pre Craiul, tatăl mieu?
G: Stâmpără-ți mirarea și mă ascultă până-ți vor povesti pre lângă mărturia aceasta, Bemfeld 

și acestor soldați in ce chip l-am văzut.
A: Pentru Dumnezeu, spune-mi că auz.
G: în două nopți, una după alta avură Bemfeld și Elrich, la straje, pe la miezul nopții o 

deosebită întâmplare. Că li s-au arătat o făptură ca tatăl mării tale intr-armat din cap 
până-n picioare și au trecut pre lângă dânșii cu paradie, incet și ca un împărat; de trei 
ori s-au dus pre lângă dânșii, cu ochii înfricoșați, cu toiagul său în mână, încoace și 
încolo; ei au stat nemișcați, n-au îndrăznit să-i grăiască. Așa ei mi-au spus mie aceasta 
și m-au făcut de m-am dus și eu cu ei astă noapte și l-am văzut și eu tot pre vremea în 
care spunea că l-au văzut dintâi. Eu am cunoscut pre tatăl mării tale, căci semăna ca 
mâinile acestea una cu alta.

A: Și unde era aceasta?
G: La terase.
A: Dar nu i-ați grăit nimica?
G: Ba eu i-am grăit, milostive, însă nu mi-au spus nimica; numai o dată mi s-au părut când și- 

au ridicat capul în sus că doară vrea să grăiască, dar numaidecât au <dis>părut 
tremurând de la ochii noștri.

A: Mare minune!
G: Așa e, milostive Doamne Prințipe, și noi ne-am ținut îndatorați ca să te înștiințăm!
A: Cu adevărat caut să cunosc, și nu mă pot odihni (către Bemfeld și către Elrich): dar la 

noapte sunteți de strajă?
B: Suntem, milostive Doamne, că ne-am rugat.
A: Și ziceți că era într-armat?
B: într-armat din cap până în picioare.
A: Așadar nu l-ați putut vedea în față.
G: Ba l-am văzut că-și purta vizirul descoperit.
A: Și ziceți că era posomorât?
G: Să părea că ar da din el mai multă întristare decât mânie.
A: Dar căutat-au în fața voastră?
G: Foarte tare.
A: Aș fi voit eu a fi de față.
G: Nu puțin te-ar fi înspăimântat.
A: Să poate. Dar zăbovit-au mult?
G: Ca până ar număra omul o sută.
A: Eu voiu să păzesc cu voi la noapte că poate că să va mai arăta iară.
G: Negreșit așa va fi.
A: De să va arăta în chipul tatâni-mieu, eu voi grăi cu dânsul orice de mi s-ar întâmpla. Dar, 

vă rog, că dacă până acum nu ați spus cuiva despre aceasta ceva, să tăceți, să rămâie
https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



21 loan Barac’s Hamlet 83

aceasta numai între noi tăinuită. Orice ni se va întâmpla în noaptea aceasta, să luați 
aminte și să tăceți să nu știe nimenea, că eu voi fi <re>cunoscătoriu pentru dragostea 
voastră. Fiți sănătoși! între unsprezece și douăsprezece ceasuri voi veni la voi la terase!

G: Bernfeld și Elrich, umilite slugile mării tale, milostive Doamne, (să duc)
A: Sănătate bună!

A UNSPREZECEA ARĂTARE

AMLET SINGUR

A: Duhul tatălui mieu într-armat. Nu e bine. Eu mă tem că e ceva ascunsă răutate. E mult până 
la noapte. Odihnește-te până atunci, suflete al mieu. Trebuie să iasă la lumină niște 
fapte de ocară, măcar de le-ar fi acoperit pământul cu totul, (să duce)

SFÂRȘITUL PERDELEI DINTÂ1U

PERDIAUA A DOUA 
ÎN CASA LUI OLDENHOLM ÎN PALAT

ÎNTÂIA ARĂTARE

LAERȚIE, OFELIA

L: Sănătate bună, sora mia, fiindu-mi vântul bun în călătoria mea, să-ți aduci aminte de mine 
și să mă înștiințezi despre aflarea ta.

O: Dar cum poți să ai îndoială la aceasta?
L: Iar încât este despre dragostea lui Amlet cu care ți să lingușește aceea să socotești ca pre o 

jucărie după modă și a sângelui tinereților.
O: Și mai mult nu decât atâta?
L: Crede-mă, draga mea soră, că noi la tinerețile noastre creștem și ne împuterim și sufletul 

încă creaște laolaltă cu lucrurile lui ceale din lăuntru și cu datornicele sale să întind 
înainte; poate că el te iubește acum pre tine din inimă curată până incă nu i s-au stricat 
inima lui. Dar să socotești aceale, cum că la înălțimea rangului lui, aplecarea inimii lui 
incă nu-i stă în puterea lui ca să atârne de la nașterea lui și nu cutează să-și aleagă ca 
alții oameni de rând. La odihna și binele statului să ține de a sa alegere și așa el caută 
să-și hotărască după <cum îl duce bunul plac?> și pofta trupului ca <și cand> dânsului 
<acolo> îi este capul. Așadar de va zice el că te iubește pre tine, atunci te îndatorează 
pre tine <în> mintea ta ca numai până la atâta să-i dai crezămant până unde ii dau lui și 
cuvintelor lui putere nașterea lui și vrednicia cea viitoare. Și aceea nu este mai mult 
fără numai până unde își va câștiga el voie de la Craiul. Așadar, ia-ți seama bine ce 
poate să pătimească a ta cinste de vei lua cântecul lui cel amețitoriu în urechile-ți lezne 
crezătoare, teame-te, Ofelia, teame-te, scumpa mea soră. Cârmește-ți aplecarea dragostei 
cei încă nevinovate și atâta de primejdioase și nu te lăsa după curgerea poftelor celor 
lingușitoare. Păzeste-te mai din urmă, că aici este frica, siguranția cea mai bună. Tinerețile 
au întru sine singur vrăjmaș, cu toate că pe dinafară nu are nici una.

O: Eu voiu păstra aceste aduceri aminte ca pre niște de-a pururea strajnice păzitoare pre ale 
inimii meale. însă, fratele mieu, să nu faci și tu ca unui (...) buni de care ne arată nouă
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cărările ceale spinoase ale virtuței, iar ei intr-acealea însuși negândind la învățătura lor, 
apucă pă drumul voiei cei sloboade și pre calea cea largă a primăverii des frânări lor.

A DOUA ARĂTARE

OLDENHOLM, Șl CEI D1NTÂ1U

L: Despre mine să nu ai grijă! Ci iată tatăl mieu, cu atât mai bine. Că două blagoslovenii fac 
două bunătăți.

O: Dar tot aici ești Laerțis? In corabie fiul mieu, ca vântul învălvăie pânzele și te așteaptă. Și 
te mai binecuvântez încă o dată, (punându-i mâna pe cap zice:) și cuvintele ceale 
regulatice <ce> ți-am grăit, să le scrii adânc în minte, nu de limbă, cugetului tău. Și 
când te vei vedea apucat de ceale nedrepte, să nu le pui în lucrare, fii către tot omul 
bun, fără a te întovărăși cu dânșii. De-ți vei afla prieteni buni, nu-i lăsa de lângă tine, 
însă nu-ți da prieteșugul către toate cunoștințele ceale de curând clocite și încă golașe. 
Păzeaște-te a lucra ceva și înainte de prilejuri, iar aflându-te la lucru, așa să te porți, ca 
potrivnicul tău să nu aibă nădejde a te vătăma. Dă-ți urechea la toți, iar inima la puțini. 
Primește defăimarea de la toți, dar judecata ta ține-o înapoi îmbrăcată cu vejminte de 
atâta preț care să-l poți plăti și nu te mândri, că vejmintele vinde pre om de multe ori și 
în Franția să obișnuiesc oamenii cei de frunte și cu vază a să arăta numaidecât prin 
aceea, ca să să îmbrace după gust și după stare. Să nu fii nici împrumutătoriu, nici 
datoriu către împrumutări; de multe ori să strică omul și pre sine și pre prietenii săi și 
făcând datorii să sapă cu aceaia temelia casii cei bune spre cădere. Mai nainte de toate, 
să fii drept către tine însuți, că de acolo va urma cu adevărat precum urmează noapte 
după zi, de vei fi apoi cătră tot omul drept. Sănătate și călătorie bună, fiiul mieu. 
Binecuvântarea mea să-ți așeze învățăturile acestea în mintea ta.

L: Dumnezeu să te ție, scumpul meu părinte!
O: Ai vremea înainte, du-te că slugile tale te așteaptă.
L: Sănătate bună, Ofelia, să-ți aduci aminte de cuvintele meale.
O: Acelea s-au încuiat în mintea mea și tu să iei cheia la tine.
L: Sănătate bună, (să duce)

A TREIA ARĂTARE

OLDENHOLM, OFELIA

O: Dar ce ți-au grăit el, Ofelia?
Ofelia: Mi-au grăit pentru Amlet.
O: Bine că mi-ai adus aminte, <ni s-au> spus cum că de la o vreme încoace, mai adeseori, au 

grăit cu tine singur și tu l-ai primit la tine ascultându-l. De este așa după cum m-am 
încredințat, caut să-ți spun cum ca tu va să te porți cum să cuvine fiicei meale și cinstii 
tale. Dar ce este între voi, să-mi spui drept?

Ofelia: El (Amlet) s-au arătat de la o vreme către mine cu dragoste adevărată.
O: Cu dragoste? Oh, tu grăiesti ca o copilă tânără care nu ai oblicit nimica despre întâmplările 

cele primejdioase ce să urmează din niște lucruri ca acestea. Dar crezi tu cuvintelor lui?
Ofelia: Eu nu știu ce să socotesc, părintele mieu.
O: Eu te voi învăța cum să socotești că tu ești o copilă proastă, dacă i-ai primit încredințările 

lui ca pre niște bani buni când ei sunt niște bani răi, mincinoși. Ferește-te de astfel de 
încredințări. Sau că tu vei zice-ca sa te ții de acea vorbă, săracă cum că ești o nebună.
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Ofelia: Părintele mieu, cu adevărat că el și-au arătat o dragoste foarte mare către mine, insă cu 
limite și omenie.

O: Ba cu nebunie, să fie zis. (am zice)
Ofelia: Și cuvintele și le-au întărit cu jurămintele cele mai sfinte.
O: Ba cu cursele, că eu știu în ce chip să înverșunează inima în jurăminte când este sângele 

aprins în văpăi, fiica mea, să nu socotești tu văpăile acelea ca pre un foc adevărat, că 
ele sunt numai ca o lumină din seara de vară rece, care luminează fără căldură și să 
stinge așa cu degrabă precum s-au ivit. Din ceasul acesta, să fii mai cu păstrare și decât 
o porunci că va să grăiască cu tine. Să-ți însemnezi aceasta, așa-ți poruncesc.

Ofelia: Te voi asculta, părintele mieu! (să duce)

A PATRA ARĂTARE 
TERASA DINAINTEA PALATULUI

AMLET, GUSTAV, BERNFELD

A: Cum taie vântul de iute și rece.
G: Că e iute văzduhul de tot.
A: La câte ceasuri este?
G: Va să bată douăsprezece.
B: Ba au și bătut.
G: Eu nu am auzit. Așadar este aproape vremea pre care umblă duhul (și se auzea trâmbițe și 

tobe în palat). Ce va să zică aceasta prințul mieu?
A: Craiul are masa și își prelungește băuturile în noaptea cea adancă și de câte ori golește 

paharul plin de vin de Raino, îi vestesc trâmbițele și dobele izbânda împărății sale ce 
și-au câștigat dintr-însul.

G: Dar așa este obiceiul?
A: Așadar, însă după cugetul mieu, cu toate că și eu sunt un Dann și de mult m-am obișnuit la 

aceasta, un obiceiu ca acesta ar fi mai cu cinste să să schimbe decât să să ție. Că unele 
ca acestea ne vestesc pre noi urzisiți la răsărit sau la apus și ne ține de rău poate la 
celelalte neamuri.

A CINCEA ARĂTARE

DUHUL Șl CEI DINTÂIU

G: Iată, Prințule, vezi!
A: O, îngerilor și puterilor cerești, nu ne lăsați pre noi. Bun duh ești sau blestemat?; miros 

ceresc ne aduci ori putoare din Iad. Și cu cuget bun ai venit sau cu rău, că făptura cu 
care te-ai ferecat este atâta de cinstită, încât eu voiesc să grăiesc cu tine. Eu voiu sa te 
numesc pre Amlet Craiul, tatăl mieu. Ah, răspunde-mi, nu mă lăsa în neștiința care va 
să mă prăpădească. Spune-mi, pentru ce și-au spart oasele tale cele sfințite mormântul? 
Și ce va să zică aceasta? Unde stă <al tău> un trup, mort fiind, și <acum> umbli cu 
înfricoșata gătire toată noaptea de spaimă și pre noi ne scuturi cu gândurile așa de tare 
încât sărim preste hotarul firii noastre. (Duhul îi face semn)

G: Vezi că te cheamă să mergi după el, ca când ar voi să-ți spue ceva și singur.
B: Vezi cu ce dragoste te poftește la un loc mai departe, dar să nu te duci.
G: (țiind pre Amlet inapoi) Ba să nu te duci, pentru toată lumea.
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A: Findcă aici nu vrea sa grăiască, mă duc după dânsul.
G: Să nu faci aceasta, prințul mieu.
A: Pentru ce nu? De ce sa mă tem? Că viața mea mi-o dau și pentru un ac, apoi cu sufletul mieu 

nu are nimic, că e nemuritor ca și el. lată, iară mă cheamă, fugi că mă duc după el.
G: De te-ar putea sui pre vârful stânelor și, fărămându-se într-altă făptură, mai Înfricoșată, să-ți 

pierzi mințile și amețind să cazi in prăpastie?
A: Tot mă chiamă. Du-te că vin.
B: Noi nu te lăsăm să te duci.
A: Fugiți, lăsați-mă.
B: Ba nu te duce așa, te rugăm.
D: Să asculți cele ce voi să-ți grăiesc.
A: Aceasta poftesc eu.
D: Să apropie ceasul și caut să mă întorc înapoi într-o flacără de pucioasă chinuindu-mă.
A: îmi este milă de tine, sărace Duhule.
D: <indescifrabil> ci să mă asculți ce voiu ca să-ți descopăr ție.
A: Ce?
D: Eu sunt Duhul tătâni-tău, osândit ca pre o vreme din noapte nemuritor să umblu așa și preste zi 

să mă topesc închis în niște văpăi de foc până ce se vor stinge păcatele vieții mele cei 
pământenești. De nu m-ar fi oprit pre mine a descoperi tainele cele ascunse ale prinsorilor 
meale și ți-aș putea povesti un lucru ca acela carele cu cel mai mic cuvânt ți-ar fărâma 
sufletul tău, ți-ar sta sângele și ochii ți-ar clăpi în loc ca stelele și ți s-ar scula periu capului 
în sus ca <al> porcului sau ca țăpușele ariciului, însă această taină de veci nu este pentru 
urechi de came și sânge -  ascultă, o, ascultă!, iubite, oricând pre tatăl tău cel bun!

A: Rânduiala mea mă cheamă și acela atât îmi întărește vinele trupului că pre ale unui leu. Și 
tot mă cheamă (Bemfeld ia) mâinile de pre mine (se mânjește de la el). Ah, că voi să 
fac o nălucă din cine vrea să mă ție. Fugiți, zic, du-te numai-că vin după tine. (Duhul cu 
Amlet să duc)

A ȘASEA ARĂTARE

GUSTAV, BERNFELD

G: Așa s-au înfierbântat de nu știe ce face.
B: Să mergem după dânsul ca la un lucru ca acesta n-ar fi cu cale să-l lăsăm așa.
G: Dar oare la ce cale va ieși la urmă?
B: Trebuie să fie un lucru rău în statul din Dania.
G: Va îndreaptă cel de sus.
B: Vino să mergem după dânsul, (să duc)

A ȘAPTEA ARĂTARE

AMLET, DUHUL

A: Dar unde mă duci? Grăiaște că nu mai merg, Duh.
D: Așadar fă izbânda pentru moartea lui cea de ocară și preste fire și pentru omorul lui.
A: Omorul?
D: Omorul, că tot omorul este de ocară, dar acesta este și mai de rușine, preste fire și nu-i de 

crezut.
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A: Dar vezi de-mi spune odată cine te-au omorât, că cu atat mai tare să mă grăbesc și eu mai 
cu degrab decât cugetul dragostei ca să alerg spre izbândă.

D: Așa tot ești cum te poftescu, dar nici ai avea simțire de nu te-ai pomi. însă, ascultă-mă, 
Amlet. Că mi-au scornit veste cum că un șarpe m-au mușcat când dormeam în grădina 
mea. Această pricină a morții meale au umplut toata țara Daniei. însă cu mare 
înșelăciune s-au înșelat țara, dar să știi, fiule, că șarpele care m-au mușcat și au omorât 
pre tatăl tău, acum îi poartă coroana lui și împărățește.

A: Oh, sufletul meu cel prorocesc! Unchiul meu?
D: El, el, acel neomenit și de sânge însetat și cruntat, nefratele meu cu fermecătoarea lui 

amăgire și prin multe daruri și prezenturi au robit Crăiesii mele pre care o am socotit eu 
a fi mie bună și fără nici o prihană. O, fiule. Ce cădere mare au fost de la mine când 
dragostea era într-o vrednicie neprihănită a căsătorii în deosebita faptă și să-mi cază ceea 
în mana unui ticălos carele despre darurile cele firești nici nu să potrivea cu mine! însă mi 
se pare că simt un aer de dimineață. Caut să mă grăbesc, că eu zăceam supt umbrariu de 
vară în grădina mea dormind fără grije. Și au venit unchiul tău întru ascuns, încet, cu un 
pahar plin de otravă și mi l-au vărsat în ureche, care au lucrat așa cu degrabă și de iute, 
încât nici că m-am putut deștepta din somn, ci numai decât mi-au răpit viața, coroana și 
pre Crăiasa mea, în mijlocul păcatelor mele m-au smuls fără a mă putea găti de moarte, 
fără a-mi face rugăciunile pocăinții și mai nainte de a-mi da seama de ale vieții, m-au scos 
din viață și m-au trimis aici încărcat cu toate păcatele mele!

A: Ah, ce lucru înfricoșat!
D: Așa, de ai tu în vinele tale o picătură de sânge de la mine, să nu rabzi aceasta, să nu lași 

patul cel crăiesc al Daniei ca mai îndelung să să necinstească cu atâta rușine. însă de 
vei fi oricât de mânios și înfricoșat întru izbândirea ta, tot să nu cumva să-ți spurci tu 
sufletul cu vreun cuget sângerat asupra maichii tale. Ci aceea să o lași asupra celui de 
sus și asupra viermelui celui ascuns în inima ei. Rămâi sănătos că viermele cel de foc 
mă înștiințează cum că să apropie ziua de dimineață, rămâi sănătos, sănătate bună, 
rămâi sănătos, fiule. Și-ți adu aminte de mine, (au perit)

A OPTA ARĂTARE (ÎN VERSURI)

AMLET, SINGUR

A: Oh, cete cerești cu gloate!
O pământe, mari și toate! 
Dar tu ce zici, ladule? 
Oh, inima mea cea mare! 
Ține-te în vine tare! 
Vai! Vai! Blestematule! 
Iubitele mele vine! 
Țineți-vă foarte bine! 
Nu cumva să vă slăbiți! 
Nu vă lăsați a vă teme, 
Să nu cumva fără vreme, 
Să mi vă îmbătrâniți, 
Ci să mă purtați vânjoase 
în puteri și sănătoase! 
Și la tine să gândesc?
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Cum să nu gândesc, sărace, 
Duhule! că n-am ce face, 
Ci să te tot pomenesc, 
Cum să nu gândesc la tine? 
Ba toate alte mai bine 
Ce-i în lume voiu uita, 
Toate ideile mele, 
Cărți cetite, și pre ele 
Toate le voiu depărta 
Orice din copilărie 
Am avut spre bucurie 
Toate le voiu pune jos, 
Și porunca ta cea mare 
Cu multă înfierbântare 
O ascult mai bucuros. 
Oh ceriule! Oh muere! 
Oh om rău! Spurcată hire! 
Om de râs, spurcatule! 
Muere făr-de rușine! 
Om făr-de lege ca tine 
Nu e blestematule!
Astfeliu unde să mai poate 
Să le iau în scris pre toate, (scrie) 
Puteți râde surezând, 
Râdeți acum ce vă pasă 
Ori și unde va să iasă! 
în fărădelegi râzând!
Auziți ce-mi zice mie?
Sănătate bună, (ie 
O fiiul meu cel iubit! 
Adu-ți aminte de mine 
Și te socotește bine 
C-ai văzut că sânt scârbit.

A NOUA ARĂTARE

AMLET, GUSTAV, BERNFELD

G: înălțate Doamne!
B: Prințule Amlet!
G: Dar ce este, Doamne? Ce-ai auzit? Și cum?
A: O, niște lucruri înfricoșate.
G: Descoperă nouă pe acelea. Doamne.
A: Nu să poate că va ieși vorba.
G: Eu nu voi spune la niminea.
B: Nici eu. Doamne!
A: Dar cine să-și aducă aminte, dar voi tăcea-veți? 
G și B: Noi vom tăcea Doamne, așa să ne ajute ceriul.
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A: în toată Dania nu este un așa om fără de lege, carele nu e <și> un Ar<li>himi.
G: Nu trebuie să vie nici un duh din mormânt să ne spue aceasta, Doamne.
A: Așa e. Drept aveți și așa socotim să ne dăm mâna unul altuia și să mergem fieștecare la 

trebuințele sale. Și să mă duc la rugăciunea mea.
G: însă, Doamne, aceastea sunt tot numai niște vorbe minunate și fără <indesiffabil>.
A: îmi pare rău că te vătămași foarte rău, îmi pare din inimă.
G: Nu e spre nici o vătămare, Doamne.
A: Ba așa este, încă spre grea vătămare, așa să mă crezi. Ce să iveaște aici să ferească 

Dumnezeu că este un duh. Duh de treabă, aceia vă poci spune. Iar pofta voastră nu o 
poci împlini ca să vă spun ce s-au făcut între noi și așa, fraților, prieteni buni să fim și 
numai atâta vă rog, să mă ascultați.

G: Ce este aceasta, Doamne?
A: Să nu spuneți la nimenea ce ați văzut și ce s-au întâmplat aici în noaptea aceasta.
G și B: Bucuros ne făgăduim.
A: Nu e destul atâta. Trebuie să puneți jurământ.
G: Pre credința mea, Doamne, nu voiu spune la nimenea.
B: Nici eu, pre omenia mea.
A: Să jurați pre sabia mea!
B: Dar noi am jurat o dată, Doamne.
A: Că pre sabia mea să jurați. (Duhul de supt pământ):
D: Jurați!
G și B: Noi jurăm. (își pune mâinile pre sabia lui)
A: Odihnește-te, nenorocitule Duh! Și lasă toate a se arăta și ce va putea face un om sărac, 

cum este Amlet, ca să-ți arăt dragostea mea, ce va vrea Dumnezeu cu mine, nu voi lipsi 
a săvârși. Să mergem dar, să fiți tot cu degetele voastre pre gură, așa vă poftesc, că 
vremea au ieșit din rânduiala sa. O, întâmplare nenorocită! Căci am căutat eu să mă 
nasc, ca să le pun la cale.(să duce)

SFÂRȘITUL PERDELII A DOUA

Transliteration: Petre Roșulescu
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AVATARS DU PAYSAGE ET RECHERCHE IDENTITAIRE 
(L’EXEMPLE DE LA POESIE ROUMAINE DE BESSARABIE 

DES ANNEES 60-80 DU XXC S1ECLE)

ELEONORA HOTINEANU

L’elargissement de l’Europe permet l’ouverture â de nouveaux territoires. 11 
donne l’occasion ă l’interpretation de nouveaux paysages et par lâ -  â la decouverte 
de nouvelles « emotions ». Mais, dans l’immediat, tous Ies pays, helas, n ’auront 
pas la possibilite de ces retrouvailles geographiques et historiques -  soit, 
identitaires. La Roumanie vient d ’integrer la nouvelle Europe en 2007, mais 
malheureusement, sans ce territoire de l’est, denommee tantot Moldavie, tantot 
Bessarabie, suivant Ies caprices de l’histoire ou Ies preferences politiques.

Bessarabie est la pârtie de l’ancienne principaute Moldova, dont Ies 
vissicitudes historiques se sont averes particulierement dramatiques. La principaute 
subit plusieurs siecles le joug ottoman. Et suite aux guerres russo-turques du XlXe s., 
elle fut contrainte de se separer de sa pârtie est. La Bessarabie, baptisee ainsi par le 
nouvel occupant tsariste, fut soumise desormais â tous Ies sevices politiques, 
sociaux et culturels, que lui infligerent Ies differents regimes politiques. Si l’on 
parle en teimes paysagers, le territoire en soi, aussi bien que son expression dans 
l’imaginaire poetique, dans un cadre identitaire connut nombre de defigurations et 
refigurations. D’ou Ies hesitations, Ies incoherences, Ies ambiguites, Ies paradoxes - 
Moldavie/Bessarabie, moldave/roumain, alphabet latin/alphabet slave, etc.

Europeen par sa geographie, le territoire entre Prut et Nistru (Ies deux fleuves 
qui bordent ses frontieres â l’ouest et â l’est), attend toujours de retrouver l’autre 
moitie de l’ancienne principaute moldave, pârtie integrante actuellement de la 
Roumanie. Au XXe s. la Bessarabie de l’entre-deux-guerres faisait pârtie de la 
Roumanie. La Moldavie de l’est, ex-republique sovietique, aujourd’hui etat 
independant, est desireuse de rejoindre l’Union Europeenne, â l’instar des pays 
baltes. En attendant, â partir de 2007, le fleuve Prut separe non seulement la 
Moldavie de la Roumanie, de sa patrie historique, mais egalement du fameux 
espace Schengen pour un temps indetermine...

On se retrouve de nouveau comme â l’epoque sovietique, lorsque un mur 
imaginaire, mais infranchissable, separait Ies deux mondes. C ’etait l’epoque oii la 
langue roumaine etait tabouisee en Moldavie, etant nommee langue moldave et ecrite â

Synthesis, XXX1V-XXXV, p. 91-111, Bucarest, 2007-2008
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l’aide de l’alphabet slave ; la culture et la litterature roumaines etaient presque 
meconnues de la population bessarabienne. Apres la defaite de l’URSS, grâce aux 
combats des ecrivains et intellectuels moldaves, la langue roumaine retrouve ses 
droits et son alphabet latin. La litterature bessarabienne, elle reintegre, finalement, 
la litterature roumaine.

Le hasard a voulu que Ies grands poetes classiques de XIXC s. de la litterature 
roumaine, Mihai Eminescu et Vassile Alecsandri, soient originaires de Moldavie 
(de la Moldavie roumaine). Tout de meme, ils etaient etudies dans Ies ecoles de la 
Moldavie sovietique, puisqu’il fallait bien avoir quelques references litteraires. Ces 
auteurs ont modele Ies contours classiques du paysage roumain. Ainsi, Eminescu, 
le genie du romantisme, s’inspirant du folklore roumain, avait celebre Ies collines 
moldaves couvertes des forets -  codri, qui ont toujours servi d’abri pour ceux qui 
fuyaient l’oppresseur et l’occupant et devinrent, par consequent, un symbole de 
refuge et de liberte. Dans l’imaginaire roumain codri sont associes depuis au nom 
d’Eminescu. Codri, la foret -  c’est le lieu, le berceau meme de la civilisation 
roumaine selon le poete. Dans sa conception, comme l’afFirme l’illustre critique 
roumain George Călinescu, « la nature est une entite metaphysique, c’est la matiere 
dans un perpetuei devenir [...] c’est la nature elementaire -  la foret, la mer, la 
riviere, la lune representant des idees, des divinites [...] l’homme n’etant qu’un 
phenomene qui n’intervient pas, mais subit seulement le circuit [...] codri [...] 
c’est le lieu des extases religieuses [...] »'.

La pantheisation et la mythification de la nature plaide dans la faveur d’une 
certaine stabilite du paysage et permet de le concevoir comme une « eglise ». Si 
l’on considere, selon la mentalite orthodoxe que l’Eglise est le « corps » de Dieu, la 
nature, elle est, par consequent, justement une « eglise ». Le poete s’adresse â 
codru comme â son vieil ami, il se confesse comme dans une eglise, devant son 
Dieu. La poesie d’Eminescu a ete et reste la source essentielle d’inspiration pour 
Ies generations posterieures de poetes.

Un autre possible modele d’inspiration poetique au theme de la nature a servi 
Vassile Alecsandri et son celebre cycle de « Pastels », qui decrivent Ies differents 
paysages â travers Ies saisons. Ces bijoux bucoliques ont mythifie le paysage rural, 
idealise Ies travaux champetres et humanise l’univers vegetal. Grâce â l’allegorie 
Ies plantes, Ies fleurs acquierent des traits et des comportements de personnages 
mondains; ceux-lâ ont particulierement peuple la dramaturgie de l’auteur. 
Alecsandri cree un spectacle teinte d’un exotisme regional, pendulam entre 
amusement et feerie. En enfermant le paysage dans un conte, avec quelques details 
luxuriants, recherches, le poete lui prete un caractere plus exotique. Les poemes 
sont ecrits dans la meme tonalite feerique que les pastels (tels que « Mandarin », 
« Pastel chinois »), oii l’exotisme, au contraire, est rapproche du quotidien ; 
l’histoire, en effet, se tisse en contemplam la porcelaine chinoise du salon.

1 George CJIinescu, Istoria literaturii române, Ed. Litera, Chișinau, 1997, p. 157 (notre trad.).
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Les deux poetes, selon l’avis du prof. Andrei Pleșu2, donnent deux images de 
la Roumanie : la premiere, celle d ’Alecsandri, presente une vision idyllique du 
pays -  les labours, l’hospitalite, le sentiment de la mesure, la joie -  tout cela se 
revendiquant des ancetres latins vainqueurs; tandis que la deuxieme, celle 
d’Eminescu, remonte â la gravite et â la melancolie des ancetres vaincus, les Daces, 
dont l’esprit remplit l’espace mythique des codri roumains.

2 Voir Andrei Pleșu, Pitoresc și melancolic, Ed. Humanitas, București, 1992, p. 101.
3 Voir Mircea Eliade, Jurnal, voi. 1, Ed. Humanitas, București, 1993, p. 350.
4 E.M. Cioran, « Aveux et anathemes », in CEuvres, Quarto Gallimard, 1995, p. 1651.
5 Mihai Cimpoi, O istorie deschisă a literaturii române din Basarabia, Ed. Arc, Chișinău, 

1996, p. 10 (notre trad.).
6 Lucian Blaga, Trilogie de la culture, Librairie du savoir. Paris, 1995, p. 142.
1 CansianbnNdic^ Rostirea filosofică românească, Ed. Științifică, București, 1970,p. 160 (notre trad.)

Les poetes de Bessarabie, en vertu de leur condition « d ’exil interieur », â 
l’instar d ’Ulysse, si l’on suit Mircea Eliade3, devaient accomplir leur chemin vers 
Ithaque, vers le Centre, et, comme tout exile, devaient comprendre le sens cache de 
leurs errances en les concevant comme une longue serie d ’epreuves initiatiques. 
Dans certe incessante recherche d ’identite artistique, d ’identite naționale, les poetes 
reviennent â leurs sources -  le folklore et la poesie classique. Nicolae Dabija, par 
exemple, ecrit ses pastels en esquissant un paysage « essentiel » de son pays, de sa 
petite patrie -  son village -  « le pre », « l’air », « la colline », « le ble muri » -  le tout 
couvert par un seul mot. Ce mot est « mere », il est synonyme de la « patrie », du 
« village », du « langage », comme le precise le titre meme du poeme. Emil Cioran 
ecrivait: « ... On n ’habite pas un pays, on habite une langue. Une patrie, c ’est cela et 
rien d ’autre »4. Or, la langue roumaine a ete la patrie des poetes bessarabiens.

Le theme des racines definit leur ecriture. Selon l’avis du critique bessarabien, 
l’academicien Mihai Cimpoi « le type de poete impose par la litterature 
bessarabienne est celui de rhapsode modele par la mentalite folklorique, celui du 
poete naif, poete de la nature et du naturel, auquel s’ajoute la veine messianique, 
d’inspiration religieuse »5.

La spiritualite orthodoxe conțoit la nature non pas comme un simple 
« royaume » de Dieu, qui lui est subordonne, mais, selon notre constat anterieur, 
comme le « corps » lui-meme de Dieu. « L’orthodoxisme, quant â lui, prefere les 
categories de l’organique : la vie, la terre, la nature »6 -  soutient le grand poete et 
philosophe roumain Lucian Blaga. La transcendance est suggeree par la 
symbolique de la nature immanente. « La nature est un lieu de passage »7, explique 
un autre philosophe roumain Constantin Noica. Elle est l’expression spațiale de 
l’ouverture supreme des frontieres. C ’est pourquoi â l’horizon qui renferme, le 
Roumain prefere le mot « zare » (l’immensite de l’horizon) qui evoque l’ouverture. 
Tout semble possible, relatif. Rien n ’est ni trop eloigne, ni trop rapproche ; â la 
reiati vite de l’etendue horizontale correspond une parei lle reiati vite des espaces
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verticaux, des hauteurs et des profondeurs. Ainsi, la recherche de l’integrite 
spirituelle passe par l’allegorie de l’integrite paysagere et par I’ouverture des 
horizons : « ... la petite alouette, avec un fii de chant,/ fait attacher la glebe au 
firmament» ; « Ies hommes nettoient avec une poignee d’herbe le ciel des 
faux... » ; « le ciel nous presse contre la terre... »8.

Pour le poete un paysage evoque peut en cacher un autre -  il peut etre 
signifîe et signifiant â la fois, comme d’ailleurs chacun de ses constituants : 
« codrii », « ble », « glebe », « herbe », « colline », etc. « L’emotion du paysage » 
peut etre provoque et stimulee par l’evocation meme d’un de ces signifiants. 
Michel Collot precise: « ... L’evocation poetique donne moins â voir qu’â 
imaginer et â entendre le retentissement interieur du spectacle exterieur. Elle 
exprime une Stimmung, qui unit en une seule coloration ou tonalite affective 
l’atmosphere du paysage, l’etat d’âme du sujet et la resonance du poeme9 ».

Un paysage peut reveler non seulement une sedimentation culturelle, mais 
egalement une accumulation emotive. II peut etre l’expression d’une memoire de 
l’imaginaire collectif. Ainsi, la pantheisation dans le poeme « Circuit eternei» 
d’Arcadie Suceveanu permet de decouvrir derriere le paysage reel un paysage 
hypothetique, charge de memoire. Invoque par l’auteur, il lui permet de rejoindre 
l’integrite du cosmos et connaître « l’alliance secrete » qui se cree entre le monde 
materiei, le regne de la nature, la vie affective et spirituelle.

La decouverte des « alliances secretes » entre l’evident et le suppose â travers 
le paysage se poursuit dans le poeme de Vsevolod Ciornei « Frontiere » avec 
encore plus de force. Inspire par Ies toiles de Van Gogh, le poeme rend dramatique 
la « frontiere » entre le materiei et le spirituel. On dirait qu’on contemple un 
paysage decoupe transversalement, ou l’herbe sert de « frontiere fragile », tel un 
horizon qui separe le visible de l’invisible, dont la reversibilite supprime Ies lois de 
la physique. L’allegorie releve le danger des pertes de reperes et le basculement du 
cosmos dans le chaos. Le poeme aussi bien par sa conception, que par Ies 
problemes souleves se place dans la modemite.

Dans le meme cadre de la modemite s’inscrit le poeme de Nicolae Popa 
« Descente», ou la mythification du geste amoureux s’accomplit dans la 
refiguration d’un paysage symbolique. Son existence est garanție par la fatalite de 
sa reiteration. Le rituel de l’amour entraîne dans l’imaginaire poetique un certain 
rituel du paysage : « Lorsque le ciel du sud tire sur le gris d ’argent / lorsque le ciel 
du nord rougit »... Plusieurs ciels (quatre en tout, comme quatre points cardinaux) 
suggerent la co-existence de plusieurs paysages simultanes, qui sont rythmes dans 
un espace metaphysique, un espace aux equations ontologiques. Quatre points 
cardinaux, comme une possible allegorie de la crucifixion quotidienne, condition

* Lcs cxcmples cites appartiennent â la poesie de Nicolae Dabija.
9 Michel Collot, Paysage et poesie du romantisme â nos jours. Jose Corti, Paris, 2005, p. 15.
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infaillible et paradoxale du cycle vital et sentimental. Relativiser l’etendue 
horizontale et la distance verticale -  Ies hauteurs et Ies profondeurs -  , relativiser la 
mort, qui n ’est jamais absolue, qu’on la contemple avec la pensee melancolique de 
« l’eternel retour», melancolie que l’on sous-entend « comme le tragique devenu 
supportable et, donc, non-tragique » 10, selon la definition de C. Noîca. Le poeme de 
N. Popa repond â tous ces criteres de la mentalite roumaine.

La sacralisation des gestes est en concordance avec la sacralite de l’espace. 
Parfois l’espace/paysage porte un nom -  Căpriana, par exemple. Un celebre 
monastere de Bessarabie, mais aussi le village qui l’abrite -  c ’est l’espace mythique 
oii se deploie le paysage du poeme « Căpriana » de N. Dabija. Vu la resonance 
historique et religieuse du lieu, la Stimmung provoquee par le paysage de Căpriana 
devient collective, reconnaissable, ayant l’effet d’une elevation spirituelle commune.

C ’est pourquoi, l’invocation d ’un paysage defigure des lieux sacres profanes, 
comme c’etait le cas du poeme satirique « Villon » de P. Cărare, suscite un 
sentiment de desolation et de revolte collective. A l’epoque de l’atheisme combatif, 
sous la dictature communiste, l’auteur a eu le courage de parler fiigitivement des 
nombreuses eglises aux croix arraches, transformees en magasins et entrepots. Le 
paysage defigure reapparaît dans la poesie bessarabienne actuellement, â l’epoque 
post-communiste et toujours dans Ies buts satiriques dans des poemes aux 
tendances post-modemes. Par exemple, le jeune poete Em. Galaicu-Paun compare 
l’image de la viile â une bouse deposee au milieu de la route.

Le paysage reel, surtout celui urbain, a subi beaucoup de transformations, 
d’ « invasions » au fii du temps. On pense aux nombreuses bâtisses parallelepipediques 
ou bien aux pretentieux edifices imitant, soit l’imposant mur rouge du Kremlin, soit 
Ies somptueux palais orientaux -  bref, tout ce que symbolisait la force et le 
pouvoir. Et pour que le « transfert » du paysage soit parfait, accompli, on a meme 
plante Ies fameux « sapins bleus » en face du bâtiment gouvernemental -  Ies 
memes, â la forme conique, alignes le long du Kremlin moscovite. Car le sapin 
roumain est d ’autre espece, « arrive de la montagne », chante dans ses poemes par 
V. Alecsandri. Le meme sort est attribue au « bouleau russe », tellement cher â 
Essenine, mais qui est plutât rare dans Ies contrees moldaves. Episodiquement on 
peut denicher quelques poemes consacres au bouleau, meme aux forets de 
bouleaux -  mais c ’etait toujours un clin d ’oeil fait au poete russe. C ’est donc 
comme un produit de la sedimentation historique et culturelle qu’apparaît le 
paysage dans la poesie bessarabienne, plutot qu’une representation mimetique d ’un 
paysage reel.

Outre la venerable poesie d’Eminescu et d’Alecsandri, la sensibilite bessarabienne 
penche egalement, (parfois « clandestinement» !), vers la poesie symboliste - 
roumaine ou franțaise. Ses traces se retrouvent, par exemple, dans l’exploration du

10 Constantin Noica, op. cit., p. 88.
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paysage automnal et hivernal. Â cote de Verlaine, le poete roumain le plus sollicite 
devient George Bacovia. Malgre ses origines moldaves, son oeuvre, aux inflexions 
baudelairiennes, n’etait pas inclue dans le programme scolaire bessarabien -  on le 
trouvait trop « decadent », trop « morbide » pour le gout puritain triomphant du 
totalitarisme.

Trahissant Ies interminables pluies provinciales, Ies immenses chutes de 
neige, Ies accents bacoviens se repercutent dans Ies poemes des Bessarabiens tout 
en recuperant la tonalite optimiste des pastels alecsandriens. La poesie vient â 
l’encontre du mythe, en plongeant en meme temps naturellement dans le quotidien. 
Habitue aux paysages villageois des vignobles oii « Ies renards boivent Ies clairs de 
lune », des preș oii « Ies lapins font leurs noces », ou aux paysages citadins ă 
«1’industrie [...] malade», le contemporain d’Arcadie Suceveanu est â la 
recherche du « temps de l’enfance », d’un « conte d’hiver » aux paysages exotiques 
polaires. Sous 1’emprise du mythe de « l’eternel retour »" de la regeneration et de 
la cyclicite du temps, la Stimmung poetique remonte â l’archetype du paysage 
hivernal, celui de l’espace metaphysique des « antarctiques celestes », oii le chaos 
est en train de s’articuler en cosmos : « Et que Ies choses au ciel se mettent â nu,/ 
D’un saint ecorchement comme si elles etaient prises,/ Dans leur corps, comme 
dans un mystere perdu/ Qu’un brisement suivi d’un mariage se produisent.//» 
L’espace nordique, ou « des phoques surgissent en brume â l’horizon », est bien 
l’espace propice pour « que le temps renaisse en soi encore». De lâ-bas, 
egalement, on attend « l’exode d’enormes masses neigeuses ». Mais ce ne sont 
guere Ies terrifiantes neiges melanges au sang de « l’abattoir» bacovien ! Bien au 
contraire, la neige tombe comme une manne celeste -  « une neige sainte, si pure, si 
tendre et fine », une neige des « elements ». La reiteration de l’epithete « saint », si 
cher â Eminescu, renforce l’idee messianique du poeme.

Deploye dans le temps, le paysage hivernal change â mesure que Ies flocons 
de neige s’egrenent -  l'emotion du paysage s’enrichit par d’autres references 
culturelles ou litteraires. Personnifiee -  « chute douce, abrupte, desesperee » -  la 
neige et avec elle le paysage entier acquierent le role d’un personnage en blanc, 
venant â la rescousse du monde « gravement malade ». Avec l’evocation du 
chevalier de la Triste Figure et de la « tragique farine » moulu â ses moulins, le 
paysage hivernal s’avere ephemere et fragile, un reve desespere de durer et, donc, 
une utopie. En meme temps, l’image de Don Quichotte apporte une legere touche 
d’humour au texte, le preservant ainsi d’une tonalite trop pathetique.

Dans l’ambiance plus iudique du « Conte d’hiver » le mythe litteraire est 
substitue aux paramythesn . C’est le cas du chansonnier Adamo avec sa celebre

11 Voir Mircea El iade, Le mythe de l 'eternei retour, Gallimard, 1969.
'* Nous appelons « paramythc » tout « mythe », fabrique « ă la demiere heure », ephdmere, 

n’ayant plus de « recit fabuleux » â sa basc, admettant plusieurs interpretations au meme phenomene. 
parfois contradictoircs. Ainsi, par exemple, Ies litteratures sous Ies dictatures communistes abondaient
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« Tombe la neige » ou meme la figure de Franțois Villon -  « Mais ou sont donc Ies 
neiges d ’antan ? » La reference permanente aux valeurs culturelles franțaises et, 
d’une fapon plus generale, europeennes, illustrent d ’une maniere eloquente la 
vocation des Roumains (dans notre cas des Bessarabiens) pour l’espace culturel 
europeen et par lâ -  pour le paysage europeen.

Neanmoins, en vertu des particularites historiques et de sa proximite territoriale 
de l’espace russophone, le paysage bessarabien beneficie d ’un vocabulaire poetique 
qui excelle en emprunts, dits « exotiques ». Ceci est valable, par exemple, pour le 
mot « Siberie ». Son periple connotatif dans la poesie roumaine debute encore 
au XIXC siecle. V. Alecsandri, terrifie par la politique de deportation tsariste, 
ecrit son celebre poeme « Pohod na Sibir » (La marche vers la Siberie), ou est 
evoquee la marche penible des detenus enchaînes â travers la neige siberienne. Le 
titre du poeme est ecrit en russe, tellement le phenomene est considere comme 
typiquement russe.

Par ailleurs, en tant que lieu exotique, l’espace nordique avait suscite dans le 
passe l’interet des poetes parnassiens et symbolistes, aussi bien franțais que 
roumains. Ils ont propose une image virtuelle du Nord. L’image est devenue reelle 
pour Ies Bessarabiens en vertu de leur destin historique, en transformant le Nord dans 
une terre de triste gloire. Plusieurs poetes bessarabiens de l’entre-deux-guerres du 
XX' siecle ont esthetise le paysage nordique en le metamorphosant dans un paysage 
tragique, celui de l’Exil qui se concretisait dans des denominations symptomatiques 
et emblematiques -  « Siberie », « toundra », « taiga ». Ces mots, qui n’ont pas un 
pluriel grammatical, etaient utilises au pluriel par Ies poetes, provoquant ainsi la 
sensation de « multiplication » du calvaire nordique. La Siberie ainsi couvrait tous 
Ies territoires occupes par la Russie sovietique. Elle transformait, symboliquement, 
tout le pays en un immense exil. « Siberie » du coup est utilise comme un mot 
commun, banalise; d’un lieu exotique, lointain, ie nord, la Siberie devenait un lieu 
relevant du quotidien et de la proche proximite. II etait meme transfigure dans un 
paysage sentimental par un poete de l’entre-deux-guerres : « L’âme est une carte,/ 
voici la Mer Morte ;/ de rudes Siberies reposent/ sur l’etendue de la steppe enneigee 
solitaire... »13 -  l’on peut dire : un paysage virtuel d ’une Stimmung reelle ! Notre 
contemporain, le poete deja cite A. Suceveanu ramene l’exotique chez lui, en 
utilisant Ies denominations geographiques au pluriel, comme noms communs : 
« siberies celestes », « antarctiques celestes ».

La Stimmung ainsi, se montre beaucoup plus riche, plus diversifice, ayant 
plus de possibilites d ’expression que le paysage. Elle peut se construire en 
juxtaposant, en substituant, en synthetisant facilement plusieurs paysages, en 
utilisant la sedimentation historique ou culturelle. C ’est le cas de la poesie

en stereotypes et paramythes. Voir â ce sujet notre article « Entre litterature et paralittdraturc, entre 
mythe et paramythe, ou l’histoire d’une involution poetique », in Synthesis, Bucarest, 1999, pp. 47-57.

15 lorgu Tudor, « Poem », in Itinerar, 1940, n° 3, p. 3.
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roumaine de Bessarabie, qui a accumule une riche emotion du paysage, surgie 
egalement de l’epreuve sinistre du goulag. Dans ce sens, â notre avis, Ies pays 
baltes pourraient egalement en temoigner.

Debutant comme pamassien et symboliste dans l’entre-deux-guerres, redacteur 
en chef de la revue « Viața Basarabiei » (« La vie de Bessarabie »), Nicolae 
Costenco a eu par la suite un destin profondement eprouve. Deporte avec sa familie 
dans un câmp de concentration en Siberie dans Ies annees d ’apres-guerre par le 
pouvoir sovietique, fraîchement instaure en Moldavie, il put rentrer dans sa terre 
natale seulement apres la mort de Staline. Pourtant, le goulag restait toujours un 
sujet tabou pour la litterature. Mais le poete ne pouvait ne pas penser â ses annees 
d ’exil, d ’autant plus qu’il etait en permanence hanțe par le souvenir d ’une tragedie 
personnelle -  il avait perdu son enfant au goulag. Par detours, en decrivant des 
paysages varies, l’idee de cette perte douloureuse revenait constamment. Dans son 
ample poeme « Asie » l’auteur decrit ses sensations en survolant l’espace siberien. 
Le texte poetique est inegal, chaotique dans sa conception, un melange ou plutot un 
collage de differentes tonalites stylistiques, entrecoupe par des slogans 
communistes gratuits, par des fragments historiques lies â cet espace geographique - 
on dirait une bouillabaisse aux tentatives surrealistes, realistes, condimentee â la 
pamassienne et au modeme -  enfin, le tout, sans exagerer, annonțant un ... pre- 
post-modeme. A ses debuts poetiques de la fin des annees ’30, N. Costenco 
soutenait l’idee que Ies poetes bessarabiens, vu de leur soi-disant « retard » par 
rapport ă leurs confreres roumains et europeens, devaient creer â la fois et pour Ies 
pamassiens, et pour Ies symbolistes, et pour Ies surrealistes, et pour Ies modemes, 
et pour Ies traditionalistes, evidemment. Ainsi, sa predilection pour un lexique 
savant, pour Ies details recherches, luxuriants chers aux pamassiens, a laisse 
quelques traces dans son ecriture posterieure : « froids madrepores », « osmose du 
soleil », « lointains d’amethyste », etc.

Jamais le poete ne parle directement du goulag, mais il decrit le periple des 
Moldaves sur ces terres du debut du siecle, ce qui fait penser, par analogie, au 
destin de milliers de deportes d ’apres-guerre stalinien. Sur ce fond historique et 
culturel la Stimmung est alimentee, d’abord, par des sensations eprouvees pendant 
le voi. Du haut, le paysage acquiert Ies traits d ’un espace m etaphysique: 
« hyperbole euphorique de l’espace ».

Un aphorisme allemand precise: « lorsqu’on fixe longuement l’abîme, 
l’abîme nous retoume son regard » H . C ’est pourquoi « la vue est moulue par Ies 
lointains d ’amethyste » dans le texte poetique de Costenco. La distance devient un 
gouffre situe sur l’horizontale. Mais le regard du poete se heurte â un vide qui 
l’entoure, aussi bien sur l’horizontale que sur la verticale. Un meta-monde, un 
espace negatif, demoniaque, proche d ’un chaos s ’installe -  « relief chaotique »,

H  Cite d'apres Jenseits von Gut und Bose, in Andrei Pleșu, op. cit., p. 78.
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« horizons d ’angoisse », « lointain froid », etc. Les profondeurs, synonyme de 
l’enfer -  dangereuses, mysterieuses, regardent « d ’en bas, telle une panthere 
sommeillante ». La panthere n ’est pas forcement le fauve de ces contrees, ce qui 
renforce l’idee d ’une transfiguration du paysage concret dans un paysage 
conventionnel, surrealiste, utopique, voire hypothetique. C’est une « terre gelee » - 
hostile, car elle lui a pris son fils, apprenons-nous dans un autre poeme de l’auteur - 
«Requiem ». Meme s’il s ’agit en realite d ’une etendue sans bornes sur 1’horizontale 
et d ’une profondeur aussi immense sur la verticale, l’espace metaphysique dans les 
poemes de N. Costenco tend vers un espace clos, insulaire, utopique, voire 
tragique : « Le cercle de l’horizon se deplace avec moi ». L’auteur s ’identifie avec 
son « cercle d ’horizon », avec sa peine... Les horizons ne l’appellent pas, mais « se 
deplacent », traînent presque derriere lui.

Dans un registre completement different s’inscrit le poeme de George 
Meniuc « Similitudes ». Amoureux de la France, qu’il n ’a jamais eu la possibilite 
de visiter d ’ailleurs, connaissant bien son histoire, sa culture, sa litterature, le 
poete, finalement, se projette â travers ses paysages (Paris, Languedoc, Provence), 
assimile ses valeurs culturelles, tout en cherchant des « similitudes » avec les 
paysages de son pays. Evidemment, c ’est un paysage improvise, livresque, 
stereotype de la France, qui releve du « pittoresque» ( « d ’une experience 
mediatisee » 15, dirait A. Pleșu). Les cliches et les paramythes abondent. Et meme le 
paysage moldave, declaratif, idealise et stereotype, est presque kitsch. La formule 
des symbolistes sur la « correspondance entre les sons, parfums et couleurs » est 
reprise par l’auteur et appliquee naivement dans le but de « Communications » 
entre les peuples et les pays. Pour le poete les horizons s’ouvrent, deviennent 
accessibles : « Apres les sommets d ’autres sommets s ’ouvrent sereins ». C ’est tout 
â fait dans l’esprit roumain que de relativiser les distances. L’âme roumaine 
conțoit son chemin « en montant, puis en descendant, en recommențant â nouveau 
la montee, puis ă nouveau la descente, comme si elle le faisait sous 1’emprise et 
dans le rythme d ’une eternelle doina cosmique [...] . Dans la doina, [...] (chanson 
melancolique -  n.n., E.H.), ce chef d ’oeuvre du folklore roumain [...] on trouve, 
assurement, ce type d ’horizon participant aux accents de l’âme : elle exprime la 
melancolie, une melancolie ni trop pesante ni trop legere, celle d ’une âme qui 
monte et descend sur un plan indefiniment ondule»16, afTirme le grand Lucian 
Blaga, le modele spirituel et artistique du poete bessarabien.

15 Andrei Pleșu, op. cit., p. 154.
16 Lucian Blaga, op. cit., p. 128.

Ainsi, tout devient possible, y compris ... l’elargissement de I’Europe, â 
laquelle revaient nos poetes. C ’etaient des reves providentiels !

Tout compte fait, le paysage poetique bessarabien d ’apres-gueire a evolue dans 
un espace « d ’exil interieur ». Ayant comme « point de repere le talus domestique »
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(selon la parole inspiree de N. Costenco) et soucieux de profiler son identite 
artistique/nationale dans un espace mythique, toutefois ouvert vers « Ies horizons 
lointains », le poete enrichit la Stimmung. Celle-ci, eclectique par ses origines, 
devient l’expression par laquelle l’etre du poete recouvre sa pleine identite.
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Nicolae Costenco 
(1913-1993)

A S I E

(fragment)

Sur le candelabre de la connaissance
Encore un arc s’est tendu ;
Un arc voltaîque -  arc-en-ciel de naissance
D’une nouvelle certitude. falimente
La trepidation de l’emotion d’un nouveau ffisson.
Je grandis en hemisphere. Je descends en spirale.
Le voi ne s’epuise pas au bord du nuage.
Je passe l’espace â travers des tourbillons sonores, 
Comme dans un telescope inverse, aux froids madrâpores. 
Je ressens l’osmose du soleil, comme on ressent la glace, 
Comme on ressent le parfum de la fleur cachee.
La vue est moulue par Ies lointains d’amâthyste...

Les voyages gigantesques sont en quelque sorte tristes.

On regarde, et le regard en soi
Cherche le point de repâre, le talus domestique.
Le lointain est ffoid, au parfum spectral,
Horizons d’angoisse...
Etourdi tel un enfant
Dans la foret de lumiere, dans la nuit ă pleine lune - 
« Maman ! » -  crierais-tu.
Mais la mere est hypoth^tique.
Hyperbole euphorique de l’espace est tentante
Ainsi, g^ante, mysterieuse, pathetique -
L’Asie
Te regardes d’en bas, telle une panthere sommeillante

Moscou -  Habarovsk, neuf heures seulement!
Neuf heures... lorsque nos Moldaves avec leurs chamies â bceufs 
De Lohanesti jusqu’au Soutchan, 
En miile neuf cent dix, â la recherche 
Des ressources d’une existence misdrable, 
Ont quittd la Bessarabie goubemiale 
Des griffes d’un riche tchinovnik, 
Vetus de bure, en bottes marchandâs.
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Et seulement dans quelques mois ils sont anivds, tout en haillons.
Leur chemin inconnu, que meme Ies descendants 

ne s’en souviennent plus, 
Pleure de tourment, maladie et ossements.

Les voyages gigantesques ont l’air d’etre tristes de loin seulement!
Quel festin d’impressions, quels paysages inattendus !

Les moteurs vrombissent telle la voix de MaTakovsky, 
Essenine sourit de la surface de l’Enissei, de l’Amour, 
De la taiga aux forets, sapins et bouleaux.
Au-dessus de la Russie, quelle merveille, en avion se balancer 

comme sur une corde !

Le salon est assez banal: comme une salle de biliard.
A travers les hublots, dehors, dans le gel affreux -
Une tranche congelde de lune. A droite,
Quelques etoiles flamboient tels des oeufs fendus, dans le vide 
De froid. Des caravanes de constellations ambulantes...

Un relief chaotique sous le mystere du pare-brise, 
Atteint de premiers flocons, sous un maquillage savant. 
Chez nous, en Moldavie, des filles font les vendanges - 
Ici, en haut, l’Atlante russe tient le globe !

R E Q U I E M 

(fragment)

Le cercle de l’horizon se ddplace avec moi.
Les avions sovi&iques s’elancent avec moi.
Fascinăje regarde le dessin fantaisiste d’en bas.
Les labours kolkhoziens aux javelles denidre les faucheuses, 
Moscou gigantesque, la coiffure des usines...
Toi -  tu dors dans la terre geMe.

(Du recueil: Nicolae Costenco, Poezii fi  poeme, Chișinău, 1969)

Traduit du roumain par Eleonora Hotineanu
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George Meniuc 
(1918-1987)

SIMILITUDES

(fragment)

Je n’ai pas vu Paris
renverse dans mes glaces. 

Ni au moins la Seine
aux reflets crepusculaires, 

Je n’ai jamais rencontre Apollinaire 
descendant doucement des etoiles, 

Pour me dire sous le pont Mirabeau :
« Les jours s’en vont je demeure ».

Les vignobles 
sur les rives du vieux Nistru, 

Les grappes de raisin 
aux mamelons murs 
se hissant parmi les feuilles.

Je me souviens du vdndrable Languedoc, 
riche en vignes, 

Et des eaux du Rhone 
par les troubadours glorifie.

La plaine de Bugeac gâtee par le soleil, 
baignee par des lacs, 

Est presque semblable â la douce Provence, 
dans l'attente de la pluie.

Lâ-bas, les jeunes filles 
ont un regard doux, 

Tout comme les demoiselles dans l’herbe 
chez Renoir, 

Ici, au bord de la Mer Noire 
les ftlles ont le meme air candide.

Les collines et les vallees 
s’entrecoupent muettes, 

Apres les sommets 
d'autres sommets s’ouvrent sereins.

Cest ici que Mioritza s’est communiie

Mioritza -  l’agnelle mythique, personnage de la ballade naționale « Miorița », repere pour le 
moins identitaire du folklore roumain.
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pour la derniere fois, 
Et lâ Roland a sonni du cor, 

en solitude.

Lorsque j ’entends une fille 
loin dans le jardin chanter, 

C’est comme si c ’etait Mireille Mathieu 
qui voyage partout dans le monde.

Ce n’est pas etonnant: 
sur Ies grands express et paquebots 

La musique, le parfum et la couleur 
communiquent entre eux.

1986

(Du recueil: George Meniuc, Preludiul bucuriei, Chișinău, 1988)

Traduit du roumain par Eleonora Hotineanu
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Arcadie Suceveanu 
(ni en 1952)

CIRCUIT ETERNEL

Etranges, etonnantes nuits de solstice !

Par le circuit des herbes et des seves, 
Ies ancetres 
arrivent â nouveau chez nous...

Dieux translucides - 
ils veillent â proximite, protecteurs, 
ils sourient et se rejouissent; 
leur etre abstrait 
change en objets, qu’on peut 
ressentir et toucher...

Ah, voilâ dans ce chene c ’est le coeur frissonnant 
de mon aieul Vassile â 21 ans !
Si je  regarde longuement l ’ceuvre de la lumiere - 
j ’entrevois des alliances secretes 
entre la floraison du champ de seigle 
et le regard bleu 
de mon arriere-arriere-grand-mere Ioana...

Les noces des regnes, 

le tremblement des constellations 1

A  travers l ’herbe du champ, 

sur l ’eau, parmi les acacias, 

je  marche avec precaution et apprehension : 
oh, par mdgarde, 

que je  n’empeche pas 
le circuit de la matiere...

CONTE D’HIVER

Depuis quelque temps les flocons sont passes â « sans frequence », 

Ils apparaissent, puis disparaissent de l ’ institution d'hiver, 
Absorbes rapidement par une trop etrange absence...

II neige, mais c ’est plutot une neige imaginaire.
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Au cours d’une, ou deux semaines ils troublent notre esprit, 
Dans Ies arenes aeriennes Ies flocons dressent leur manege, 
Juste le temps pour rafraîchir nos desirs, 
Juste le temps pour qu’Adamo chante « tombe la neige ».

Alors le temps de l’enfance se radoucit,
Les vieillards se r6jouissent aussi en secret,
Dans les vignobles les renards boivent les clairs de lune, 
El les lapins font leurs noces dans les preș.

Les tristesses reviennent au siege, elles aussi, 
Le souffle du chanvre s'allume par-dessus le village, 
L’industrie tombe malade au lit, 
Comme si abattue par le silence du Moyen Âge.

Apres, etant conquis par une hâte fibnle,
Les flocons se dispersent dans des antarctiques celestes, 
En laissant sur nos paupieres des cachets d’argile, 
Et au fond des tasses le marc des souvenirs.

Et ă nouveau on s’empresse, on mime,
A travers le zodiaque on avance confus, en boitant, 
On pleure aussi comme Franțois -  le sublime, 
« Mais ou sont donc les neiges d’antan ? »

LE GRAND BLANC

(fragment)

J’attends l’exode d’enormes masses neigeuses, 
S’egrenant dans l'air du soir par blanches volies, 
Heurtdes par de grandes ai les, les nudes fougueuses 
Secouent des sibiries celestes achamdes.

Qu'il neige -  chute douce, abrupte, disespdrie,
Tel un torrent de lave la neige se diverse, 
Que tout ce monde, gravement malade, vicii, 
Glisse dans une beaute de reve candide qui berce.

Qu’il neige -  une neige sainte, si pure, si tendre et fine, 
Qu’il neige en convulsions, comme dans une faute, 
Comme si, â ses moulins, une tragique farine 
Etait moulue en hăte par Don Quichotte.
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Et que Ies choses au ciel se mettent ă nu, 
D’un saint ecorchement comme si elles etaient prises, 
Dans leur corps, comme dans un mystdre perdu 
Qu’un brisement suivi d’un mariage se produisent.

Et que de longs bateaux fumants du nord, 
Telles des phoques surgissent en brume â l’horizon, 
Et que le temps renaisse en soi encore, 
Attrapâ dans Ies horloges de gros flocons.

Et â nouveau qu'il neige... De vives tempetes 
Allument dans la nuit des grains phosphorescents, 
Les boues, vaincues par des candeurs călestes, 
Vont crier, toutes blanches, parmi les elements.

(Du recueil: Arcadie Suceveanu, Mesaje la sfârșit de mileniu, Chiținău, 1987)

Traduit du roumain par Eleonora Hotineanu

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



108 Eleonora Hotineanu 18

Nicolae Dabija 
(nf en 1948)

LANGAGE

(fragment)

Sur ces collines la rosee tombe en pluie, 
Le langage est doux, Ies horizons -  ouverts.

Collines nues ou des forets couvertes : 
tout est paix et pensee...
Chaque parole est tel le une fete 
parmi Ies miens, aupres des vieux et des bibis.

Je dis « mere » -  et la joumde augmente, 
ies feux ajoutent de la lumiere, - 
le mot qui embrasse 
la colline, la plaine et l'air,

le ble muri, Ies lourds silences...

Le temps aupres de lui est presque humble : 
tel un oiseau qui a oublie de s'envoler, 
ou bien un poisson qui a oublid de nager.

Les hommes nettoient avec une poignee d’herbe
le ciel des faux, 

les femmes sont dans les champs...
Le village est si petit sur la colline, lâ-haut, 
qu’une maison pourrait l’abriter facilement.

Le village est sous la voute -  d’ici, de ces ruelles 
tu peux compterde nombreux feux dans la valide...

Le ciel nous presse contre la terre - 
de sorte que les enfants meme ont le dos courbd.

Sous les toits le fromage larmoie dans la passoire, 
la fumde s’accroche aux arbres de la colline, 
entre les bottes d’aneth les gosses en zdzayant 
articulent des mots qui illuminent.
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... La graine, voilâ, eclot dans le sillon.
On entend un inquietant silence.
Celui qui comprend le langage des etoiles 
surpris, trouve une frappante ressemblance

avec le Langage parle sur ces collines, 
oii l’horizon est hăul, immense, serein, 
oii Ies fleurs s’attardent dans leur parfum 
et Ies arbres poussent plutot dans Ies racines.

CĂPRIANA

(fragment)

Chirie, allons de nouveau â Căpriana - 
lâ, Ies acacias sont en fleur maintenant, 
et Ies ciels en haut paraissent encore plus bleus, 
c’est lâ que je vais dâclarer ma flamme.

La campanile sur la colline sent l’eclair ;
en mai Ies arbres poussent avec achamement, 
la petite alouette avec un fii de chant 
fait attacher la glebe au firmament.

Les nuits, lorsque le ciel devient friable 
et sur Căpriana ^mierie s’egrene, 
les astdroides de la voute glissent si bas 
que les tourelles eclatees dans l'herbe s'dteignent.

Et les animaux de la foret touffue 
se faufilent furtivement sur les terrasses, 
et le matin -  sur le sol, dans la poussiere, 
on peut epeler facilement leurs traces.

Et que le temps soudainement devienne clâment 
dans ces valldes paisibles, sur ces collines, 
que les cerisiers gelds, couverts de neige, 
parsâment des fleurs en bas, vers les racines.

... Et â nouveau le mois de mai s’annonce 
et les arbres jusque dans les ciels fleurissent.

1985

(Du recueil: Nicolae Dabija, Zugravul anonim, Chișinău, 1985)

Traduit du roumain par Eleonora Hotineanu
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Vsevolod Ciornei 
(ni en 1955)

FRONTIERE

(fragment)

L’herbe est une frontiere fragile 
entre ce qu’on a ite et ce qu’on est.
Je suis un afTame esclave. Je suis mort et je laboure.
Je suis celui qui est laboure. Je suis vivant et je gemis.

J'ai jete des grains lourds 
dans Ies blessures du labour. 
Le pain blanchit, lourd sur l’assiette.
Je mange et meurs. Je mange et meurs.

Mais qui se penche sur mon sepulcre ?
Mes fils ou bien Ies âtrangers 
m'enfoncent de la racine 
des fleches de ble ? Des fleches de ble...

Et dans ce cercle inftni 
un pain et un gueret tournoient - 
ceux qui sont morts se trouvent sous nous 
au-dessus d’eux sont ceux qui meurent

L’herbe est une fragile frontiere 
entre Ies mourants et enterr^s.
Sous nous sont ceux qui poussent.
Et nous sommes ceux qui sont ensemencds.

(Du recueil: Vsevolod Ciornei, Cuvinte și tăceri, Chișinău, 1989)

Traduit du roumain par Eleonora Hotineanu
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Nicolae Popa 
(ni en 1959)

DESCENTE

Lorsque le ciel du sud tire sur le gris d’argent 
lorsque le cie! du nord rougit 
et que l’on sent derriere soi 
la mort descendre 
lorsque mes levres s’amincissent vite 
et que sur leur contour 
le baiser perd son equilibre 
lorsque je me penche sur toi 
te couvrant de mes larmes 
avant de plonger dans Ies eaux dordes 
du crepuscule 
lorsque Ies collines vertes apparaissent au levant 
lorsque la bete ronge toujours ronge 
l'os de la lumiere 
lorsqu’on ne peut plus reculer 
et qu’on a le courage de ne vouloir plus se sauver 
alors on comprend soudain 
que l’inquietude nous projette dans le ciel 
quand tout le reste est deja descendu sur terre.

Traduit du roumain par Eleonora Hotineanu

Le poeme traduit a ete publie dans la revue « Europe », n° 870, octobre 2001
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LE DEGUISEMENT ONIRIQUE DES SYMBOLES RELIGIEUX— 
LA NUIT DES INNOCENTS ET LE LONG VOYAGE DU PRISONNIER 

PAR SORIN TITEL

CR1STINA BALINTE

La mise en ceuvre des strategies (ou plutot des stratagemes), afin d’assurer la 
parution des livres, pendant Ies periodes de coercition ideologique maximale, peut 
avoir malheureusement, dans le contexte actuel, l’air d’une bizarrerie paranoiaque. 
Toute forme et tout essence du discours etant permises, l’idee meme de contrainte 
fait penser, au moins en theorie, sinon completement en pratique, â la desuetude, et 
si l’on veut metaphoriquement conțue, â l’image d’un objet abandonne dans Ies 
entrepots de l’histoire. Ce qui aujourd’hui porte la marque de l’invraisemblable, 
dans le passe pas tres lointain, a ete une realite tout entiere.

Notre approche porte sur quelques ecrits de Sorin Titel, prosateur roumain 
(ne en 1935, dans la region de Banat; mort en 1985, â Bucarest). II s’agit des 
nouvelles La Mort de Jacob (I et II), tirees du recueil La Nuit des innocents 
(1970)1, et du petit roman Le Long Voyage du prisonnier (1971)2, elabores -  selon 
l’opinion de la critique -  sous l’influence sensible du « groupe onirique », fonde en 
1968 par Leonide Dimov et Dumitru Tsepeneag.

Comment expliquer ce choix d’analyse ? Un premier argument vise la 
specificite des elements selectionnes, bâtis â l’echafaudage d’un reseau de 
symboles d’origine biblique, en mouvement permanent de signification, en raison 
de chaque nouvelle occurrence textuelle. Le deuxieme argument s’arrete sur le 
profil d’une epoque : â la fin des annees 60 et au debut des annees 70, nous 
sommes au carrefour de l’ouverture vers l’Occident, d’une part, et de l’ossification 
des habitudes acquises lors des dernieres decennies, de l’autre. Une frele, mais 
encourageante possibilite de soulagement du mecanisme ideologique s’entrevoit; 
du cote de la prose, on accepte Ies « experiences » faites â partir des modeles 
occidentaux (c’est surtout l’essor du Nouveau Roman franțais), on se penche sur la

1 La Nuit des innocents. Editura pentru Literatură, Bucarest, 1970, livre repris dans l'ddition 
des oeuvres fondamentales de Sorin Titel, tome 1, Editura Fundației Naționale pentru Știință și Artă, 
Univers Enciclopedic, Bucarest, 2005, p. 227-318.

~ Le Long Voyage du prisonnier, Editura Cartea Românească, Bucarest, 1971; Sorin Titel, 
(Euvres, tome I, p. 541-641.

Synthesis, XXX1V-XXXV, p. 113-117, Bucarest, 2007-2008
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traduction des ouvrages de reference de Kafka, Joyce, Robbe-Grillet. Meme s’il est 
encore peu, en tout cas, l’avenir s’annonce prometteur... Rien de plus faux, car 
l’engrainage du systeme a commence ă fonctionner par inerție, en depit des 
tentatives de Iui modifîer le rythme. L’autocontrole agit sagement gouverne par 
l’instinct de garder la voie d’un conformiste « bon sens », tandis que le controle 
officiel ne s’eloigne point de la lețon apprise au fii du temps. Le troisieme 
argument vient de la pratique de l’edition : d’habitude, Ies textes en volume 
reprennent ou developpent des fragments inseres dans Ies pages des publications 
culturelles du pays. Lâ-bas, au niveau des revues, toute sorte d’elements consideres 
inacceptables par des raisons politiques, morales-educatives se glissent souvent, en 
passant inaperțus et en echappant â la vigilance de la censure. Mais au moment de 
l’edition en volume, la situation change : attentivement examine, le texte subit des 
intrusions qui parfois apportent des graves prejudices au plan inițial, ce demier se 
voyant brutalement modifie et transforme en toute autre chose3.

1 Voir la section Notes. Commentaires. Variantes, dans Sorin Titel, (Euvres, ed. cit., p. 1207
1244 etp. 1338-1339.

4 Sur l’historique, Ies concepts et Ies ecrits-manifestes, on revoie le lecteur aux anthologies 
Leonide Dimov, Dumitru Tsepeneag, « Momentul oniric », par Corin Braga, Ed. Cartea Românească,
Bucarest, 1997; Leonide Dimov, Dumitru Tsepeaneag, «Onirismul estetic», par Marian Victor 
Buciu, Ed. Curtea Veche, Bucarest, 2007.

' « Equinoxe », III' annâe, no. 1-2, janvier-fevrier 1971, p. 7.
6 « Horizon », XXXII' annee, no. 28/698, 16 juillet 1981, p. 1,6.

La Nuit des innocents et Le Long Voyage du prisonnier ne font aucune 
exception â la regie. Pour faire survivre ses textes, l’auteur renonce petit â petit â la 
coherence des enchaînements symboliques, en faveur d’une technicite exageree ou 
d’un parabolisme artificiellement entretenu comme appartenence â la categorie de 
l’absurde du type kafkian. Si dans le premier cas, celui de La Nuit des innocents, la 
construction narrative aboutit â un deploiement en succession des images oii le reel 
et le fantastique s’entremelent et coexistent, la structure courte se pliant 
convenablement ă l’ambition de l’ecrivain de s’exercer dans la maniere 
« onirique» (vue comme pratique de creation en toute lucidite des realites- 
simulacres semblables aux reves4), dans le second, represente par le roman Le Long 
Voyage du prisonnier, le trajet epique, parseme des symboles religieux dont 
l’afflux, conception et pertinence d’apparition echappent ă toute logique, poussent 
le recit vers la dimension d’une parabole renvoyant maladroitement aux contextes 
depourvus de sens. D’ailleurs, dans Ies deux interviews ou il parle de son roman de 
1971, parus dans Ies revues roumaines «Equinoxe»5 (de Cluj-Napoca) et 
« Horizon »6 (de Timișoara), Sorin Titel hesite â offrir une ele de lecture ou une 
possible desambiguîsation des symboles employds. « Je ne veux pas repondre tres 
exactement [â la question sur le sens particulier donne â l ’idee de voyage; n.n., 
C.B.], parce que cela equivaudrait â la decodification de mon roman. Ce qui serait
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impossible, puisque je ne crois pas qu’un voyage puisse detenir une seule 
signification »7, dit le prosateur en 1971; dix ans plus tard, il s’exprime moins 
evasif: « j ’ai ecrit un livre, Le Long Voyage du prisonnier, ou le voyage porte 
l’habit noir du desespoir »8 .

7 Sorin Titel, loc. cit., p. 7.
8 Sorin Titel, loc. cit., p. I.
9 Sorin Titel, CEuvres, p. 265.
10 tbid., p. 547.

Essayons maintenant â voir comment Ies textes se presentent en volume, la 
nature des interventions et comment ou â quel prix ces dernieres ont ete assimilees. 
La Mort de Jacob (I) reflete une meme situation des faits que La Mort de Jacoh 
(II), la difTerence etant principalement une question de focalisation du cadre : un 
vieil homme nomme Jacob, dont le fils s’appelle Joseph, est surpris en guettant le 
moment de sa prochaine disparition. II balbutie quelques phrases (« Bientot, je vais 
rejoindre mon peuple. Enterrez-moi aupres de mes parents dans la grotte situee sur 
la terre d ’Ephone le Judee. Dans la grotte qui est dans le village de Mocpeba, â 
l’est de Mamre, au pays de Canaan »9), dont le sens est perțu uniquement par Ies 
lecteurs; Ies proches du vieillard Ies prenant pour une forme de delire. Les 
modifications operees au niveau des variantes sont minimales, elles visant, en 
general, des corrections d ’orthographe et des developpements d ’idees. Les 
connotations bibliques se cachent dans le pli qui separe le realisme du fait 
particulier de la mort du vieux Jacob, paysan de Banat, du cote mythique elargi ou 
on pourrait rencontrer l’archetype (suggere) du personnage veterotestamentaire 
Jacob. A l’exception des noms du protagoniste et de son fils qui jouent sur 
l’equivoque, la citation ă valeur identitaire se sauve par son encadration dans le 
regime d ’un troublement psychique du ă l’etat mental precaire du vieillard. La 
censure avale la tromperie, car au bout du compte, qui aurait eu la disponibilite de 
controler les manifestations passees dans la tete des seniles?

D’autre part, le roman de 1971, Le Long Voyage du prisonier, donne â la 
premiere vue l’impression d ’un exercice de style effectue sur les traces du 
parabolisme kafkian. Un declare coupable, sans lui avoir precise la nature de la faute, 
part dans la compagnie de deux gardiens vers une destination inconnue, envisagee 
souvent comme un lieu de supplice depourvu de coordonnees spatio-temporelles. 
Pendant son errance, il est aussi accompagne par des etres-symboles. De leur suite, 
viennent au prim-plan une obsedante figure feminine, que le captif appelle « Maria », 
personnage d ’essence biblique ă identite vague, puisqu’elle est saisie soit comme 
mere, soit comme epouse, soit comme prostituee, et un jeune homme qui s’ofTre â 
changer de role avec le prisonnier (« Reste ici, et je passe dans ta place ! »10).

Le contexte fait progressivement penser au chemin de la Passion christique, 
les deux gardiens pouvant accomplir le role des deux larrons cruciftes avec Jesus, 
Pun tout â fait mechant, l’autre plus humain qui essaie une fois aider le prisonnier.
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Mais ce repertoire ne quitte pas le niveau de la suggestion. Le texte edite en 
volume est domine encore par incertitude et equivoque. Le decryptage des symboles 
s’avere sans issue. Et le roman tout entier plonge en « parabole », « allegorie », 
« experimentation des procedees », « kafkianisme », « synthese entre Kafka, Beckett 
et le Nouveau Roman », en mettant ses commentateurs â la deroute1'.

Meme si dans le cas de la litterature de Sorin Titel, aucun effort n’est epargne 
par l’ecrivain pour entretenir la confusion en ce qui concerne l’identite des 
personnages, ceux-ci changeant de nom, de role et de fonction, en se promenant d’un 
texte â l’autre, dans Le Long Voyage duprisonnier, Ies choses se montrent differents.

En faisant, â ce point de la discussion, la comparaison de la variante definitive 
du roman avec Ies ffagments parus en periodiques, on constate que l’auteur avait eu 
l’intention d ’accommoder un theme religieux (le chemin du Calvaire) â la structure 
construite selon une technique cinematographique (enchaînement de cadres 
juxtaposes), propre au Nouveau Roman. Pour le soi-disant kajkianisme, il ne devait 
pas depasser le role d ’une reference culturelle due aux lectures ou d’une etiquette 
collee -  faute de mieux -  en hâte, sur un texte heteroclite.

La desambiguî’sation la plus percutante des symboles extraits du Nouveau 
Testament se trouve dans le texte intitule La lune, le cheval et le prisonnier, 
fragment de roman, publie dans la revue litteraire bucarestoise «L’Etoile du 
B erger» 12. On a lâ-bas une sequence dont l’interpretation s ’annonce provocatrice 
bien du cote doctrinal ecclesiastique, mais aussi du cote de la psychanalyse : Ies 
trois personnages, le prisonnier entoure par ses gardiens, en prenant (toujours et de 
preference) le chemin vers la gauche (connotation feminine), s’arretent le soir pour 
dormir. D’une fațon surprenante, miraculeuse pour une telle place deșerte, un 
cheval (figure du Pere) fait soudain son apparition. Affames, Ies trois tuent l’animal 
et lui mangent la chair. Le fragment continue avec un episode qui dans la variante 
definitive est insere plus loin : on retrouve Ies voyageurs dans la chambre d ’une 
femme qui a un fils et qui avait tue son mari. Elle s’offfe â laver seulement le corps 
de celui qui porte Ies chaînes ; de plus, il rețoit pour ses blessures le remede d ’une 
huile odorante (« La femme [...] se mit alors â laver le corps du prisonnier â l’aide 
d ’un essuie-main dure, impregne d ’eau brulante. II supporta la douleur sans dire un 
mot, puis elle couvrit son corps lave, dans Ies blessures duquel le sang suintait 
encore, d ’une huile aromatique qui lui calma miraculeusement la douleur»13. 
Simple coincidence avec la figure de Mărie Madeleine ? Ne soyons naîfs, car dans 
le texte, le prisonnier, en s’exprimant â l’esprit des mots du Christ, lui avoue 
son desarroi : « Pourquoi dois-je payer pour vous tous ? [...] Ne veux-tu peut-etre 
que je te sauve ? Que je prenne tout sur mon compte, que tu puisses coucher

11 Voir la sous-section consacree dans Ies Notes â l'accueil critique au moment de la parution 
du roman, ed. cit., p. 1339-1345.

12 « L’Etoile du Berger », XII' annee, n“ 43, 25 octobre 1969, p. 4—5.
11 Ibid, p. 4.
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tranquillement avec ton amant. Mais je ne veux pas [...]. Je ne veux pas. Pourquoi 
serais-je celui qui... ? »14.

14 Idem, p. 4.
15 Sorin Titel, CEuvres, ed. cit., p. 625.
16 Sorin Titel, Le Long Voyage du prisonier, Denoel, Paris, 1976, traduction en franțais par 

Marie-France lonesco.

En fait, de qui s’agit-il ? Quelle est l’identite de celui qui nomme sa mere 
« Mane » et dit qu’elle est une vierge (« Ma mere est une vierge ! Regardez-moi, 
son fils errant qui rentre chez elle »15) ? Chaque fois quand Ies autres lui posent des 
questions sur son passe, son nom, ses parents, sa femme ou ses enfants, il garde le 
silence ou declare son amnesie. Bon stratageme de cacher ce qui ne serait pas 
permis d’exprimer !

Dans le roman edite, le degre d’ambiguite des personnages et des gestes 
symboliques a une ouverture plus grande, noyant en equivoque toute signification. 
Un tourbillon de figures d’une inconsistance fantomatique, se manifestant 
indiciblement dans le reel ou dans Ies reveries, s’attache d’une maniere hesitante au 
contexte biblique. Sans sauver le texte, elles le polluent, en le rendant depourvu de 
sens avec une bete gratuite : 1’absurde par lui-meme.

Comme â l’epoque de la parution du Long Voyage du prisonnier, un theme 
religieux eveillait des suspicions sur la formation de l’ecrivain, il a valu mieux de 
sacrifier un livre prometteur aux scrupules (de l’editeur, de l’auteur?). En France, 
chez Denoel, il a ete traduit comme parabole antitotalitaire, par Marie-France 
lonesco ; remarquable evenement pour un prosateur roumain du temps.

Le deguisement avait de nouveau reussi -  la regie se voyait une fois de plus 
confirmee : ce qui ne touchait pas â la realite pouvait ă la fin etre accepte. On peut 
quand meme se demander maintenant: l’auteur avait ressenti la troncation de son 
roman comme frustration ou il s’etait naîvement rejoui du succes d’un texte 
imparfait, egare de sa direction initialement prevue, mais pani en traduction, en 
1976, dans une maison d’edition occidentale16?
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FROM CHILD’S PSYCHOLOGY TO PSYCHIATRY. 
MAGICAL AND PATHOLOGICAL CASES: TONI MORRISON, 

BELOVED

CR1STINA DEUTSCH

Even from the first paragraphs of her well-known novei, Beloved, Toni 
Morrison introduces us in a space that can be characterized as magical, or maybe 
even beyond what we caii “tradițional” magic: “ 124 WAS SPITEFUL. Full of a 
baby’s venom”.1 The house, this territory inside which the action is taking place 
belongs to Sethe, an ex-runaway slave escaped from the plantation where she was 
working, “Sweet House,” more than twenty years ago. Anyway, the theme in itself 
may seem even a cliche: the influence that Sethe’s one-year-old dead baby, lost in 
the same period of her flight, exerts upon home and family. Nevertheless, this 
element becomes a complex one even from the beginning, on the one hand 
because, in spițe of choosing a subject that is “magical” in itself, the displacement 
inside the structure where the fiction’s laws are working will be intensified, even at 
a primary level, by justifying an impossible event. However, on the other hand, 
Morrison will go deep into some aspects of child’s psychology through the 
introduction into the narrative thread of the third main character, besides Sethe and 
the one who we know only by the word carved on the tombstone, Beloved, namely 
her second daughter, Denver.

As we have already said before, from a “technical” point of view, the 
presence of the character Beloved is an impossible one; the “ghosts” phenomenon 
or that of the “apparitions” has been studied and examined thoroughly throughout 
history, analyzed in books -  more or less scientific -, discussed in famous 
psychologists’ and psychiatrists’ case analyses like Freud or C.G. Jung, for giving 
only the most well known examples, debated in TV shows and so on for various 
reasons. Bui it is obvious that this analysis does not find its place in here. In 
exchange, what calls our attention in the opening of Morrison’s novei is precisely 
the reference to a “baby ghost”, a deceased girl only two years old. Nevertheless, 
from the thousand and thousand of stories mentioned concerning this type of 
phenomena, we were not able to find not even one referring to something with the 
same characteristics as the one encountered in the novei. The theorists of this

1 Toni Morrison, Beloved (New York: Penguin, 1998), p. 3.

Synthesis, XXXIV-XXXV, p. 119-132, Bucarest, 2007-2008

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



120 Cristina Deutsch 2

phenomenon consider that “letting behind” such a young spirit -  therefore, from the 
point of view of the religious doctrine, especially of the Christian one, considered to 
be “without sin’ -  is something impossible because these go directly “into the light” 
(more precisely, into Paradise) after death. Moreover, the specialists in this field 
establish a precise limit of a child’s “losing the innocence”, a threshold that would be 
situated around the age of five, coinciding, from a psychological point of view, with 
the moment when the child starts to achieve self-conscience. Besides, it has been 
made a quite clear differentiation between the so-called “ghosts” (the Beloved’s case 
in this novei) and “apparitions”, this being a theory according to which the ghosts are 
only images that “reproduce” certain events, actually some “registrations” provoked 
by the residual energy, therefore being unable to interfere with real space and time. 
However, it is enough to keep in mind that we are dealing with fiction in here for 
agreeing that there is no rule that can be applied as far as the potentiality of existence 
of one character or another is concemed.

For Morrison, of course, the child as a “ghost-character”, as a potențial 
magical case, is more an excuse for rewriting a history, a personal one, this action 
grouping together more elements which, at First sight, may seem not to reiate to 
each other. Mainly, in this specific case, we are dealing with a “rewritten history” 
from the perspective of a marginal group, that o f the Afro-Americans where Toni 
Morrison belongs, her infantile prototype coming close, from this perspective, to 
some of Philip Roth’s characters, from the American Jewish novei, or to those of 
Amy Tan, from the United States oriental area. In addition, it is obvious that an 
important branching of the fictional evolution is that regarding the mother-daughter 
identification, with the explanatory note that the direction is from Beloved towards 
Sethe. More precisely, we are dealing in here with an inverted pattem, the 
“powerful” character who establishes the construction being the infantile prototype, 
interesting to notice in this context may also be the absence o f a relation Sethe- 
Denver or, more colorless, Sethe-Howard-Buglar (the two sons who have run 
away from home around the age of 13).

Morrison also blends the impossible with the miraculous, dealing both with 
“strânge” things that cannot be explained in rațional terms and with that kind of 
miraculous we often come across in fairy tales, a category described by Tzvetan 
Todorov as “an event which happens in our world and which seems to be 
supernatural”, considering also that “in this manner we reach the fantastic thing’s 
core. In a world which is ours, that we already know, without devils, without 
sylphs, without vampires, where an event impossible to explain for the laws o f the 
same familiar world takes place. The one who perceives the event must choose 
between one or two possible Solutions: be it an illusion o f the senses or a product of 
the imagination and the laws of the world continue to be what they are, or the event 
has actually taken place into reality, it is an integrant part o f the reality, and in this 
way reality is govemed by laws which we don’t know. Or maybe the devii is only
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an illusion, an imaginary being, or maybe it really exists, in the same way as the 
other beings, with the only difference that it is more difficult to encounter it.”2

In this way Morrison blends the fantastic, which is based mainly on reader’s 
instability, supposing that, in this case, we deal with an “ambiguity of the 
explanation” with surrealism. Obviously, it is not properly surrealism what 
interests us in here, but more precisely one of it’s characteristics referring to the 
decomposition of reality and its possibility of being recomposed according to some 
new rules. Another ingredient is that of magical realism through which she inserts a 
big dose of supernatural into this reality, at the same time dwelling upon as it 
would be a perfect normal thing, permanently feeling the necessity of rewriting 
history ffom this perspective. In the narrative field, we can say that Sethe wants to 
protect herself ffom this “malignant” effects of history, a peculiarity however 
underlined form the first pages of Beloved, more precisely in a fragment that deals 
with the figure of Paul D. Gamer, “one of the last men of Sweet Home”. The 
intrusion of the male element into the domestic space, however, disturbs the setting 
of the events, Beloved’s ghost being chased away for a very short period by Paul 
D.’s presence. However, this aspect does not mean not continuing, at the same 
time, its experience on a separate level; the encounter with the past, with the 
memories, is the one that blocks actually this presence which, on a psychological 
level, is nothing else than his mother’s projection of her unfulfilled desires. This 
projection phenomenon is the act through which two different personalities are 
relating one to another and, in this case, the course not only that is reversed, ffom 
child towards mother, but it also lacks coherence and continuity. This is a fact 
suggested at the writing’s level first by the fragmented text, similar ffom multiple 
perspectives to Faulkner’s “stream of consciousness” technique we find, for 
example, in “The Sound and the Fury” or in Keyes’ “Flowers for Algernon”. It is 
also true that the character is not necessarily a child, but this is, in some manner, 
more “infantile” in the same way as it happens with Beloved, rather a ghost 
embodied in a baby’s body, there too we are able to notice the presence of some 
children’s personalities inside adult’s bodies. Moreover, we should also take into 
consideration, from the same perspective, both the mixture of past references with 
the present ones, the clear evolution from the narrative mode to the poetic one, and 
the dichotomy between prose and poetry that could be easily interpreted too at a 
symbolical level.

From the child’s psychology perspective, this projection refers to the fact that 
“when a child is bom, the congruent area between the child and its primary 
caregiver, normally its mother is large. This large congruent area is normally due to 
the child’s total dependence on the mother in food and protection. As the child ages 
and starts to become independent, the congruence begins to lessen. The child

‘  Tzvetan Todorov, Introduccion a la literatura fantastica, trans. Silvia Delphy (Mexico: 
Premia Editora de libros, 1981), p. 13.
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begins to develop its own desires and wants, and begins to differentiate personality 
where thought processes do control his or her own behaviors, which allows the 
congruent area to become smaller. The mother must help to foster the growth of 
independence. This movement towards independence normally comes from the 
physical as well as emoțional growth of the child. As the child matures and 
becomes physically independent, movement away from the mother allows the child 
to gain experience. This helps to supply the child with the cognitive tools necessary 
for independent thought.”3 It is obvious that inside Beloved does not happen the 
same thing; the matemal link Toni Morrison presents is not, definitely, a unique 
direction in the novel’s entangled narrative texture but “is a dominant theme which 
focuses upon... the spiritual and sacred union within the mother and child 
cosmos.”4 Here, this circle which, in theory, should be perfect, between mother and 
child, is fragmented by the abnormal institution o f slavery. As we already know, 
Sethe is a runaway slave, an individual that tries to escape from a given condition, 
to revolt against circumstances, and Beloved is, in her turn, while still alive, a 
“baby-slave” who, paradoxically, the evil, the murder liberates, this “evil” 
demonstrating to be in some way a proof o f ethnic identity. In a way the murder 
may seem a modality o f assuming these new characteristics, it is an immoral act 
but, in the same time, for Sethe it is much more immoral to accept whites’ values 
without questioning them and without rebelling. For Sethe “the best thing she was, 
was her children”,5 does not raise the problem of a case where the matemal instinct 
is absent, but on the contrary.

In this novei we are dealing, in exchange with an identity problem -  the child’s 
murder is more a development o f the symbol o f Afro-American identity seen as a 
special minority group being “killed” by a white history. Sethe tries, in fact, to free 
her daughter for being able to recreate her memory in the fiiture. To this main 
narrative core, a multitude of timeless motives mingle together with various African 
myths and with elements of the fantastic: the biblical Parable o f the Fall, the identity 
search in the medieval meaning of the term, the initiation rites, the philosophical 
nature of good and evil, the ambiguity of the Garden and the Serpent symbol. 
Tuming back to the relation mother-daughter in Beloved, one can notice that this, at a 
basic level, is a primary, natural, even animal connection, a detail which places 
Morrison’s novei into the literary anthropology area. This link is the result o f the 
primordial substance represented by milk as nourishment and as indestructible 
connection between the creator and his creation, between mother and child: “I had

J. Michael West, “Independence and Control. Psychological Implications for Applied 
Technology”, South Carolina Assislive Technology Programme, University Center for Excelence, 
Columbia, 2007.

4 Michclc Mock, “Spitting out the Seed: Ownership of Mother, Child, Breasts, Milk and Voicc 
in Toni Morrison's Beloved”, in College Literature, October 1996.

Morrison (as in note 1), p. 251.
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milk,” she said. “I was pregnant with Denver but I had milk for my baby girl. 1 
hadn’t stopped nursing her when 1 sent her on ahead with Howard and Buglar.”

Now she rolled the dough out with a wooden pin. “Anybody could smell me 
long before he saw me. And when he saw me he’d see the drops of it on the front 
of my dress. Nothing I could do about that. AII I knew was I had to get my milk to 
my baby girl. Nobody was going to nurse her like me. Nobody was going to get it 
to her fast enough, or take it away when she had enough and didn’t know it. 
Nobody knew that she couldn’t pass her air if you held her up on your shoulder, 
only if she was lying on my knees. Nobody knew that but me and nobody had her 
milk but me. 1 told that to the women in the wagon. Told them to put sugar water in 
cloth to suck from so when I got there in a few days she wouldn’t have forgot me. 
The milk would be there and I would be there with it.”6 The milk metaphor is used 
in here as an image of maternal Iove, an abstract feeling that has the capacity of 
materializing itself but, first of all, it is a symbol of spiritual nourishment. When 
the two boys rob this precious thing to Sethe, the link between her and Beloved 
tends to break down, it cannot be sustained any longer, and it falls apart. In 
addition, we must not ignore the fact there is another general aspect too, which has 
been disseminated especially through the Middle Ages Christian iconology: that of 
the mother who is nursing her baby with the milk of truth in opposition with the 
bad mother who is nursing serpents. Moreover, in this context, it is also relevant 
Hercules’s myth who, together with the milk stolen from Hera, gained the quality 
of immortality; the act of nourishing the baby accomplished by the divine Mother 
is the sign of adoption and, as a consequence, of supreme knowledge. Hera nurses 
Hercules, Saint Bemard is nursed by the Virgin: he becomes thanks to this fact the 
adoptive brother of Christ. The philosopher’s stone is often called The Virgin’s 
Milk: the milk is in here a nourishment of immortality.”7 Precisely in this 
symbolical meaning, Sethe’s milk transforms in blood through the killing of 
Beloved. A symbol similar to that of milk, the blood, as a vehicle that gives life is 
spilled in here, the “nourishing” materializing in death.

6 Idem, p. 17.
7 Jean Chevalier, Alain Ghcerbrant, Dictionnaire des symboles, scvcnth edition. volume H -  P1E 

(Saint-Etienne: Seghers, w.y.), p. 103-104.

Anyway, this symbolism will be underlined when Sethe feeds Denver with 
her own blood mixed with milk, a maternal Iove transfer, but also a power transfer 
in the same time: “Sethe reached up for the baby without letting the dead one go. 
Baby Suggs shook her head. ‘One at a time’, she said and traded the living for the 
dead, which she carried into the keeping room. When she came back, Sethe was 
aiming a bloody nipple into the baby’s mouth. Baby Suggs slammed her fist on the 
table and shouted, ‘Clean up! Clean yourself up!’ They fought then. Like rivals 
over the heart of the loved, they ought. Each struggling for the nursing child. Baby 
Suggs lost when he slipped in a red puddle and fell. So Denver took her mother’s
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milk right along with the blood of her sister.”8 In this way, the link between 
mother-daughters-sisters is being highlighted even more, through the two 
primordial symbols that are the milk and the blood. Anyway, in the same 
symbolical context, at a certain key-moment, the male character, Paul D., will say 
that her Iove is “too thick”, like milk itself, and Sethe will defend herself because, 
in her conception, “thin Iove ain’t Iove at all"9 -  as far as the milk is concerned 
only the thick, viscous, rich substance, like blood, has the capacity to feed and 
maintain life.

This relation between the two primordial organic substances is extremely 
important for the entire novel’s articulation in itself and for this reason precisely 
we consider necessary to insist a little more on it. In the tradițional symbolical 
literature, for example, blood -  generally mixed with water -  leaking from Christ’s 
wounds, an image often recalled in the Grail’s legends, is, above all, “an 
immortality beverage”, being “a fortiori, the Eucharistic transubstantiation’s 
case.”10 In this context, Beloved’s murdering is enriched with the characteristics of 
a sacrifice, a sacrifice made in honor of her own liberation but also with the 
purpose of conserving its personal and ethnic memory of history. It is in fact the 
moment in which its personal history becomes simply history, on the one hand the 
one which is communicated between mother and child and, on the other hand, that 
between a member of the group and the others. In an environment where past, 
present, and future seem to coexist, the memory has the capacity of turning back, 
recreating things, or events.

The house preserves the imprints of what has happened in there but Sethe’s 
body plays the same role: her back constitutes a labyrinth of scars to which she 
refers as the “chokecherry tree”, a remembrance of the violent actions of the slave 
owner. It is not a coincidence that “the mașter” is a teacher whose “words”, carved 
into Sethe’s flesh, will remain forever, giving birth in this way to a manner of 
seeing memory as something concrete. From the ex-slave’s point of view, the 
image that etemally bears on her back, more precisely on her shoulders, as an ever- 
present burden is a “tree of knowledge”. This chokeberry tree’s image urges us to 
take into consideration a certain peculiar significance, encountered both in the 
Native American tradition and in the Afro-American Voodoo practices: the fact 
that, besides using the fruit of this tree with the purpose of increasing creativity (so, 
in a way, profoundly related to the action of writing) and to heal the mind, the 
chokeberry tree’s juice has been used, in old magical recipes, as a substitute for 
blood. To this Sethe opposes both her creativity seen as “creation through 
procreation” and the metaphor of matemal milk that we have already mentioned 
above, with the meaning that Helene Cixous has given to this metaphor when

" Morrison (as in note 1), p. 153.
9 Ihidem, p. 202.
10 Chevalicr, Gheerbrant (as in note 7), p. 144-145.
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making the difference between male writing and female writing: “She gives birth. 
With the force of a lioness. Of a plant. Of a cosmogony. Of a woman... And in the 
wake of the child, a squall of Breath! A longing for text! Confusion! What’s come 
over her? A child! Paper! Intoxications! I’m brimming over! My breasts are too 
overflowing! Milk. Ink. Nursing time. And me? I’m hungry, too. The milky taste of 
ink!”" In practice, the woman who speaks, asserts Cixous, and who does not 
reproduce the representational stability of the symbolic order will not speak in a 
linear manner: feminine writing, as well as this type of discourse, are not objective 
and they cannot be seen as objects, in this way being canceled the distinctions 
between text and discourse, between chaos and order and, in our case, between 
authority and subversion. Consequently, l'ecriture feminine will use a language 
that deconstructs in an inherent way, referring implicitly to the subversive 
dimension of the rațional discourse. A rapprochement is obtained, symbolically, 
through this complex process, a vicinity to the maternal body, to the breast’s image 
in the direction of a union, of a non-separation.12 For this reason, Cixous uses the 
metaphor of the “white ink”, of writing in mother milk, this element of 
identification being linked to the expression, to the sound, to the song in general as 
a manner of manifestation which in the case of Toni Morrison’s novei, is translated 
through the black woman who speaks from the perspective of her race, dance and 
music being also some sort of discourse that underlines even more profoundiy the 
latent conflict between rațional and irrational in the terms of this splitted Ego: “In 
women’s speech, as in their writing, that element which never stops resonating, 
which, once we’ve been permeated by it, retains the power of moving us -  that 
element is the song: the first music from the First voice of Iove which is alive in 
every woman. Why this privileged relationship with the voice? Because no woman 
stockpiles as many defenses for countering the drives as does a man. You don’t 
build walls around yourself, you don’t forego pleasures as ‘wisely’ as he. Even if 
phallic mystification has generally contamined good relationships, a woman is 
never far from ‘mother’ (I mean outside her role function: the ‘mother’ as nonname 
and a source of goods). There is always within her at least a little of that good 
mother’s milk. She writes in white ink.”13

11 Helene Cixous, “The Laugh of the Medusa”, in Signs, I (1976), 4, p. 879.
12 Mary Klages, Helene Cixous, The Laugh o f the Medusa, 1997.
13 Helene Cixous, “The Laugh of the Medusa”, in Criticai Theory since 1965, ed. Adams and 

Searle (Florida State University Press, 1986), p. 309-320.
14 Morrison (as in note 1), p. 176.

Beloved recalls the song that Sethe has created for her children: “I made that 
song up,” said Sethe. “I made it up and sang it to my children. Nobody knows that 
song but me and my children”14 -  a transmission of history and culture under the 
form of fragments of thoughts, glimpses of singsonged conversation but being 
also, in the same time, the proof that Beloved is the murdered baby reborn under a
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ghostly form. The relation between mother and daughter is often materialized 
under the aspect o f a song, as it happens in the refirain “Beloved, she’s my 
daughter. She’s mine”, through this flow of “singed” consciousness being revealed 
the feeling of complete possession that she has towards her. Playing, Sethe 
identifies Beloved with a real child and not with the spirit o f  a deceased person: the 
magical child (and not simply magical but in some sense, even malignant) plays 
through the song with the secret purpose to reconquer the space that has been 
declined previously to her. Both at the factual level o f the events, that are 
developments o f time implying various characters, and at the linguistic level, this 
trăit is very well delimitated: for example, Sethe, instead o f using words as “to 
remember” and “to forget” uses “to remember” and “to disremember”, demonstrating 
in this manner that the past lives into the present. Similarly, the act o f singing and 
playing for a being who in fact does not find her place any longer in the 124 space, 
are assertions of the past referring to a future that does not exist except inside 
characters’ imagination. This fantasy is awaken by the refrain addressed to 
Beloved, Sethe trying to assure her that she will be a good mother proving, 
unconsciously, to justify her murder as an act o f Iove.

Beloved, as a child-character, is definitely a classical magical example. 
Unlike other cases, she does not place herself either at the positive pole, as it 
happens, for example, in the case of the Little Prince of Saint-Exupery, or at the 
negative one, as it happens with Pearl, Hester Pryne’s daughter from Nathaniel 
Hawthorne’s “The Scarlet Letter”, but she has a neutral charge. It is true that Paul 
D. identifies her as being malignant; the ghost mirrors, as it happens also with the 
other characters in the novei, his own repressed emotions allusive to the past, with 
a personal history that questions permanently everything. He feels the need of 
labeling it as “bad”, condemning the past because of the terror exerted upon him 
and especially because of the humiliations, he has been subject to: “ ‘Good God.’ 
He backed out the door onto the porch. ‘What kind o f evil you got in here?’ ” Paul 
D. says, addressing to Beloved’s apparition. From another point o f view, Denver 
finds herself completely on the other side when she says that the ghost is, alike her, 
just reproachful, “sad ... not evil.” 15 The third point o f view is , obviously, Sethe’s 
who sees Beloved “not evil, just sad”,16 offering in this way a complete 
characterization when she “offiers the final pronouncement on the ghost’s character 
by denying the ghost’s loneliness, as she denies her own, acknowledging instead 
only the anger that acts as an armour for the sadness that lies beneath it: ‘I don’t 
know about being lonely... Mad, maybe’ ”.17

1 Ibidem. p. 13.
16 Ibidem.
17 Lynda Koolish, «To be Loved and Cry Shame»: A Psychological Reading o f Toni Morrison's 

Beloved -  Criticai Essay, MELUS, 2001.
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So, as Morrison herself asserts, “many times good may seem evil and evil 
may seem good”, increasing through this device the literary text’s ambiguity but 
also, first o f all, the character’s ambiguity in itself who has, alongside the novei, a 
sinuous, even tortuous evolution interpreting, throughout the childish game, the 
blood-curdling pattern that Sethe bears on her shoulders. Initially, Beloved is just a 
murdered child who begins to haunt a house for reappearing, later on, in a physical 
form apparently ffom nowhere. She will remain under this form until the moment 
when Paul D., upset by the control she has gained over the house, chases her away; 
as a result, Beloved comes back in a much more powerful physical form than the 
previous one, more real, in order to have the possibility o f interacting directly with 
the other characters. In the beginning, Beloved tries to seduce Paul D., an action 
that, in reality, is tantamount to his attempt o f confronting with his own past. When 
she calls her name -  as the ghost has asked him -  the male character accepts, in 
fact, the intrusion and the inclusion o f the past in the present that he is living 
together with Sethe and her family. From this perspective, Beloved’s presence has 
also an implication o f healing although, precisely in this point, the novel’s 
atmosphere does not tend to consider her a beneficial spirit. The deșire o f seducing 
Paul D. can be seen in two manners: on the one hand, at a primary level, she tries 
to force him to betray Sethe trying to make past dominate present. On the other 
hand, when she asks him to give her a child, she asserts the implication she wants 
to have into the present through an infantile image hidden inside her. In this way it 
is very clear the fact that Beloved will exist only until the past exists in connection 
with her mother. The relation between the two characters reaches therefore a 
normal level -  the dependence mother-child and not the other way round - ,  and 
justifies Beloved’s instability as a child-character who does not want to be 
separated again from the one who has given her life.

In her physical form, Beloved will become a real emoțional vampire, feeding 
herself with the Iove and sufferance of the people around her: “All the pattems derive 
from the fact that Emoțional Vampires see the world differently than other people do. 
Their perceptions are distorted by their cravings for immature and unattainable goals. 
They want everybody’s complete and exclusive attention. They expect perfect Iove 
that gives but never demands anything in retum. They want lives filled with fun and 
excitement, and to have someone else take care of anything that’s boring or difficult. 
Vampires look like adults on the outside, but inside, they’re still babies.” 18 Anyway, 
it is obvious that Beloved shares with the folklore’s tradițional vampire more 
characteristics and one o f the strongest proofs in this direction would be the 
discussion between Ella and Stamp Paid when they say that “people who die bad 
don’t stay in the ground”;19 in the same connection, it is also full of significance the

18 Albert J. Bernstein, Emoțional Vampires: Dealing with People Who Drain You Dry (New 
York: McGraw-Hill, 2001), p. 4.

19 Morrison (as in note 1), p. 188.
https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



128 Cristina Deutsch 10

moment when Beloved enters in one of 124’s rooms and a mirror breaks, this being 
also a phenomenon associated with the vampire’s image.

As far as blood as a symbol inside the literary text is concemed, there are 
elements in here too that brings Beloved nearer to this type of characters. For 
example, the scene in which the blood is dripping from the child’s cut throat, the 
unquenchable thirst that Beloved feels when she shows up in a physical form for 
the first time but also the detail that her teeth were “pretty white points”: “I AM 
BELOVED and she is mine. I see her take flowers away from leaves she puts them 
in a round basket the leaves are not for her she fills the basket she opens the grass 1 
would help her but the clouds are in the way how can I say things that are pictures 1 
am not separate from her there is no place where 1 stop her face is my own and 1 
want to be there in the place where her face is and to be looking at it too a hot thing

AII of it is now it is always now there will never be a time when I am not crouching 
and watching others who are crouching too 1 am always crouching the man on my 
face is dead his face is not mine his mouth smells sweet but his eyes are locked

some who eat nasty themselves I do not eat the men without skin bring us their 
moming water to drink we have none at night 1 cannot see the dead man on my 
face daylight comes through the cracks and I can see his locked eyes I am not big 
small rats do not wait for us to sleep someone is thrashing but there is no room to 
do it in if we had more to drink we could make tears we cannot make sweat or 
moming water so the men without skin bring us theirs one time they bring us sweet 
rocks to suck we are all trying to leave our bodies behind the man on my face has 
done it it is hard to make yourself die forever you sleep short and then retum in the 
beginning we could vomit now we do not

now we cannot his teeth are pretty white points someone is trembling 1 can feel it 
over here he is fighting hard to leave his body which is a small bird trembling there 
is no room to tremble so he is not able to die my own dead man is pulled away 
from my face I miss his pretty white points.”20

10 Ibidem, p. 211-212.
In popular tradition, the first vampires have been described as having hundreds of white fangs 

capable to tear flesh and bones apart in a second. Later on, the vampire stories changed, describing 
them as having only two sharp fangs through which they were suckling their victims’ blood. In 
addition, in the African folklore we come across many stories in which creatures similar to the 
vampires from the European tradition appear, with similar characteristics too: in South Africa, for 
example, Ashanto, mcmbers of an ethnic group spread in Ghana, the Ivory Coast and Togo, speak 
about the so-called asanbosan, fantastic creatures which have iron teeth and live in the trees, 
attacking from above; the Ewe population too, from the South-East of Ghana (Volta Region) refers to 
adze, characters similar to the vampires which have the form of a glow worm being able instead to 
gain a human form when they are caught. These ones feed themselves with coconut milk, palm oii 
and blood and huni especially the childrcn. The tribes from South Africa (especially Poudo, Zulu e 
Xhosa) imagined a mythological creature named impundulu (“the thunder bird”) which takes the
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In a strânge way, only throughout her the other characters are able to leave 
their past behind, being prepared to deal with future. The homicide may seem in 
this case also a manner of reconstructing identities, going from the “uplifting” of 
black character’s conscience caught in the trap in a white society, passing through 
“evil” as a necessary proof of demonstrating an ethnic identity. Beloved’s 
murdering can be seen not only as a simple infanticide but both as ritual murder, an 
offering made to the future liberty, and liberatory killing; sending the baby from a 
slavery world, a white universe, in a freedom world, a black, dark one). Even at 
first sight it is obvious that tradițional values are turned upside down, especially at 
a mythical level existing also in here a presupposed religious underground; the 
essential myths are generally conserved but there are also inversions of their 
“orthodox” meanings. More precisely, the murder is an immoral act but much more 
immoral would be accepting the values of a slave oppressive society, as that of the 
whites. Conserving and defending the seif, recovering the seif (as it happens with 
Sethe), losing the childhood (Denver, Beloved) are events strongly linked with the 
violation of precise tradițional rules imposed by the society, rules that, in exchange, 
belong in reality to this oppressive system which will determine too the two major 
movements towards the direction which articulates the novei in its whole: Sethe’s 
escape and Beloved’s return.

The main character returns not only in order to manipulate and control the 
others, not for taking revenge as one could believe at first sight, but because she is 
nourishing herself with their Iove and attention. Beloved Controls Sethe through the 
feeling of guilt, Paul D. throughout seduction techniques, using allusions with 
sexual coating, and Denver through isolating her from her mother and accelerating 
the process of her breakdown with childhood. In this context, a very common motif 
of the American literature shows up, generally considered commonplace after 
being intensively used by writers as Henry James, Fenimore Cooper or Herman 
Melville; more precisely the theme of the Fortunate Fall that materializes through 
the necessity of recovering from a heavenly state of innocence. This is a status of 
weakness, raising itself to a painful knowledge of the seif. With Morrison, this 
theme will appear in a more dramatic form, similar in some aspects to that of 
Hawthorne’s “The Scarlet Letter”; the consequence is the return to the true 
community, to the “global” conscience, emphasizing in this case the possibility of 
discussing, in a peculiar manner, about “black” conscience.

Another biblical allusion has a great symbolical importance for defining the 
relation between characters and, in their turn, their affinity with the territory in 

shape of a black and white bird of the size of a person and which is also a vampirc-type crcation 
which often shows up in popular stories as the servant or the parent of a witch or of a wizard, 
attacking generally their encmies. Anyway, these cases often happen to show up in the real lifc too, 
foe exantple, in 2005, a man of South African origin has been condemned for homicide after hc has 
killed a 2 years old baby thinking that he was an impundulu incamation (for other dctails, sec also 
Matthew Bunson, The Vampire Encyclopedia, London: Thames & Hudson, 1993).
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which they are developing. Sethe’s constant reference to “the three of us”, talking 
about Beloved, Denver and herself, constructs a kind of trinity only that, different 
from the biblical Holy Trinity we are dealing in here with female instead of male 
characteristics, with black instead of white. In fact, Morrison uses in a much more 
sophisticated way this trinity model along the entire path of the novei; First of all at 
the text level in itself, the book being divided in three parts numbered as such. In 
exchange, the human trinities, as the one mentioned before, develop too, having, at 
a primary level, the role of emphasizing the relations between characters but also of 
highlighting the mentalities that lie behind them. This is a common characteristic 
testifying that these human relations prove to be unequal: there is always a 
character who has complete control over the other two who unconditionally obey 
him. At the base there is not necessarily the biblical example, but, more important, 
that of the slave who is forced to obey his mașter. In this direction, these human 
trinities have in the novei the role of demonstrating the fact that the characters, at a 
psychological level, are in a totally dependence status yet, of slavery, of 
unconditioned submission to a virtual mașter. Periodically, these trios are broken, 
the leader’s place being taken by another character. The first trinity that can be 
found exactly at the beginning of the novei is that including Baby Suggs, Sethe, 
and Denver, with Baby Suggs playing the role of the leader and with Sethe and 
Denver in secondary positions. Subsequently, Paul D. will take the main role when 
Baby Suggs dies, constructing a new trinity, much more important than the first 
one because it represents Family: the Father (Paul D.), the Mother (Sethe) and the 
Child (Denver). Of course, this fact implies also the idea of home as a real space, 
representing an image of the universe but also, as Bachelard said, “the inner being, 
the floors, the cellar, and the attic symbolizing various stages of the soul, the cellar 
has as a correspondence the unconscious, the attic -  spiritual raising”. In addition, 
it is necessary to notice that the house is also a feminine symbol above all, 
implying the idea of a shelter, of motherhood, of protection. As soon as Beloved 
becomes the head of this new trinity, there is a return from apparent normality to 
that game of the past in which home is not a sheltering space any longer, a real one, 
but a magical territory in a negative sense where the relation between Beloved, 
Sethe and Denver is transmigrating in another form of continuing the slavery: “You 
are mine, You are mine, You are mine!”21 Beloved says to Sethe at a certain point. 
Eventually, Beloved will gain complete control over Sethe because of the painful 
feeling of guilt she is experiencing.

The house in itself, 124, bears the implications of the memories of a 
repressed past; and in this case, the reference to numbers made by Morrison has the 
purpose of showing the continuity of slavery’s subsequent effects through the 
actions of the characters who are inhabiting it. The number 124’s significance is 
that of a character in itself, being not only the origin of Beloved’s hunting but

21 Morrison (as in note I). p. 216.
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representing in fact Beloved in various stages of the novei. From a real space, the 
house, which represents a shelter for the family, together with the ghostly 
apparition, will be transformed, from an anonymous home, into a magical territory. 
As soon as 124 becomes “full of baby venom”, this place will gain some peculiar 
traits, linked with the supernatural. For example, when Paul D. enters 124 for the 
First time, the first thing he comes across is “a pool of red and undulating light that 
locked him where he stood”22 -  that light is in fact the baby-ghost and when he 
passes across, Paul D. is overwhelmed with a feeling of grief. In the same way, but 
this time in a much more violent manner than the previous one, it is the excerpt 
where the baby-ghost grabs the family dog, throwing it against the wall so hard that 
she plucks its the eye out and breaks its legs, provoking convulsions that make the 
dog swallow its tongue. In this moment, the ghost’s physical force is so real that 
she becomes not only a presence in the house but also an element of extreme 
violence inside what should be the home of a family: “Furthermore, when the home 
or the community becomes so hardened that passing from one to the other is 
difficult, if not impossible, when these spaces lose some of their power as catalysts 
for larger social transformations, because chattel slavery, colonization, and racism 
penetrated every moment in U.S. history, there is a sense in which all homes are 
haunted by violence and trauma. To paraphrase Baby Suggs, there is not a home in 
the U.S. (and perhaps America proper) not haunted by a ‘Negro’s grief. It is 
Morrison’s insistence on this widespread haunting that makes Beloved a useful 
place to investigate the troubled history of domestic spaces. The home is a place 
where horror becomes embodied, and where sustaining human connections can be 
found. The very walls and doors of the home can stymie interventions by the 
community, or facilitate them.”23 In this way, 124, together with Beloved’s 
apparition, will be transformed from a community center into an isolated home 
from the outside and closed from the inside. It is interesting from this perspective 
the house ’s reaction too; for example, when Paul D. kisses Sethe on the back the 
floor starts to tremble and the entire house begins to move. When Paul D. asks the 
ghost to leave, shouting, everything quiets down. Beloved needs this magical space 
in order to be able to concentrate her energy that gives her the capacity to subjugate 
the others, building the connections that we have mentioned before between the 
feeling of power and the awareness of freedom.

In fact, these two elements materialize continuously inside the two major 
registers of the novei: the flight and the return, Sethe and Beloved. Therefore, we 
have the gesture of running away from Sweet Home, an ironical simulacrum of the 
desired shelter, from where she is chased away by the slavery’s ghost and the 
attempt of returning to freedom as far as the mother is concerned. For the child, 
there is the escape from childhood through the refusal of growing up in a chained

22 Ihidem, p. 8.
25 Nancy Jesser, “Violence, Home, and Community in Toni Morrison’s Beloved”, in African 

American Review, 22 June 1999.
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material body and the return to the maternal body seen as a source o f Iove, as 
accumulation o f meanings by the means o f which past, present and future could be 
clarified. This return to the future is both a transformation and a transfiguration - 
the child is not a child anymore in the proper meaning o f the word, but becomes a 
spirit, an imaginary projection maybe of the infanticide mother. Nevertheless, 
without this return, without the intrusion o f magic, even negative, in the characters’ 
life the act o f running away would not gain any meaning, they would be unable to 
imagine a future different of the past or to shape their new lives in such a manner 
that these could belong to them for real. The rebels have in this way the possibility 
of becoming heroes, good can create evil and evil can be seen as good, the 
characters’ sins being, through this intricate process, expiated. The narrative closes 
with the complete oblivion o f Beloved’s mysterious apparition and sudden 
disappearance. This is a sign that the final goal has been attained with the necessity 
of creating a new set of values, a set o f authentic emoțional relationships that are 
strongly linked with the lived experience: “The alternative discourse created in the 
text by the free black community can be translated to național ideologies. The 
novel’s liberatory potențial lies in its embodiment o f mestiza24 identity and 
consciousness. Through the concept of rememory, the text calls for a process of 
decolonization that is communal rather than isolated and individualized. As a 
mestiza text, Beloved crosses borders and transgresses boundaries; within the text, 
Sethe learns to transcend the boundaries between seif and the other and, as a whole, 
the novei forces readers to cross borders through a definition o f rememory that 
signifies collective decolonization. Through Sethe’s story of colonization, intemalized 
colonial paradigms, and eventual decolonization in a communal context, Morrison 
speaks to the need for collective decolonization before the ‘național trauma’ can 
reach resolution. Beloved, then, is a ‘voice’ that, by disrupting the dominant 
discourse of național history, serves as an alternative ideological model for all 
descendents of a colonial history.”25

24 Mestiza -  a mixed race woman, especially between a European and a Native American.
Mary Jane Suero Elliott, “Postcolonial Experience in a Domestic Context: Commodified 

Subjcctivity in Toni Morrison’s Beloved”, Gate Group, The Society for the Study of the Multi-Ethnic 
Literature of the United States, 2000.
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POCCIM -nOJIBlUA: OHblT MHOrOBEKOBblX 
B3AHMOOTHOU1EHHM B 3EPKAJIE JIMTEPATYPHOrO 

nPOUECCA. PA3MbIIHJIEHHH H M  KHHTOM

A.C. CTbIKAJIHH

H a y n e H H e  npeA C T aw ieH H H  co cea H H X  H a p o a o B  a p y r  o  a p y r e ,  C JIO IK H B IU H X C H  B 

n p o u e c c e  AJiH TejibH bix H cropM H ecK H x K O H T 3 K T O B  M O im y  H H M H , craHOBHTC» B 

n o c j ie j m e e  s p e i m  O A H H M  H3 n ep cn eK T H B H b ix  H anpaB neH M ii H C T op H K o-K yjib iyp H bix 

H ccneaoB aH M H , c n o c o â H b iM  n ocraH O B K oii o 6 m n x  n p o â jie M  H  H X  coB M ecT H biM 

peuieH H CM  o& b e w H M T b  n o j i  O A H O H  K pbiLueiî y n e H b ix  p a3 H b ix  AMCUMruiHH - 

HCTOpHKOB, ^ U T epaT ypO B e^ O B , (J)OJlbKJIOpHCTOB H T .fl. 0 6  3T0M CBH flereJlbCTByeT, B 

HaCTHOCTM, nJIQflOTBOpHOe COipyaHHMeCTBO pOCCHHCKHX H HOJlbCKHX ryM aH H T apneB , 

n o flr a r o B H B iiiH x  B  n o c j ie A H e e  .u ecjrrm ieT H e coB M ecrH biM H  y c m itw M H  p e j ib if i  p m 

KOJUieKTHBHblX T py^O B , BIOHOHaS paCCM aTpHBaeM bliî câop H H K , O^HH H3 JiyMlUHX B 
CBoeM p o a e 1 .

K O H C I H O , 3 a a o j i r o  4 0  H X  n o sB J ieH H »  H pe3B biH aH H 0 6 o r a ™ i i  (JiaKTaMH H 

C06bITHHMH, nOJIHblH npO T H B O p eiH H  H ApaMaTHHCCKHX CT0J1KH0BCHHH OHblT 

B 3aH M 00T H 0ineH H H  A B yX  HapOAOB CTaJl ( B  p a3H O o6p a3H b IX  CBOHX npOBBJieHHHX) 

npeAMCTOM rpoM aA H O H  HCTopH orpa<j)H H . S a t a n a  B o c n o a H eH H B  „ â e i ib ix  n sT C H ”  B 
HCTOpHH pa3HOCTOpOHHHX pOCCHHCKO-HOJlbCKHX K0HT3KT0B aK T yaJlbH a H CerOAHH2 .

1 riojnKH M pyccKHe: BiaHMonoHHMaHHe H BjaHMOHenoHMMaHMe. CocTaBHTena A.B. 

JlnnaTOB, H.O . UlafiTaHOB. M ., „MHHPHK”, 2000. C M . TaioKe: Polacy w oczah Rosjan / Rosjanie w 
oczah Polakow. Zbior Studiow. Warszawa, 2000; FIOJIIIKH H pyccKHe B nia3ax apyr apyra. O TB. 
peaaKTop B.A. XopeB. M ., „MHJPHK”, 2000 (CM . Ham OTKJIHK: CaaBSHOBeneHHC, 2001. N°.5); POCCHH - 
riojibiija. O6pa3bi H crepeoTHnbi B jiHTepayype H KyjibType. O TB. pcaaicrop B.A. Xopca. M ., 
„H H^PHK”, 2002; Lipatow A. Rosja i Polska: konfrontacja I grawitacja. Torun, 2003; XopeB B.A. 
riojibuia H nojwKH rjiaaaMH pyccKHX aHTepaTopoB. HMaronorHHecKHe oiepKH. M ., „MH JP H K”, 2005.

* 0 6  IT O M  CBHjieTejibCTByeT noaBJieHxe B 2000-e roabi âoiibiuoro aoanHCCTBa HayHHbix 
TpyaoB. C M ., HanpHMep: CoBercKO-no.nbCKHe OTHOuieHH» B nonHTHHecKHX ycaoBHax EBponbi 30-x 
roaoB X X  CTOJieTHB. C6opHHK CTaTcii. M ., MPH PAH, 2001; M .H . MejibTioxoB. CoBCTCKO-nojibCKHC 
BOHHbi. BoeHHO-nojiHTHiecKoe npoTHBOCTOBHHe. 1918-1939 rr. M ., 2001; B.C. riapcaAaHOBa, A .K ). 
H6nOKOB, H.C. 51>K6opOBCKajL KaTblHCKHH CHH^pOM B COBCTCKO-nOJIbCKHX H pOCCHHCKO-nOJIbCKHX 
OTHoiueHHHx. M ., 2001; PyccKO-nojibCKHe HayHHbie CBBIH  B X IX -X X  BeKax. O TB. peflaicrop B.K. 
BOJIKOB. M ., 2003; OpexoB A .M . COBCTCKHH C O KH  H riojibuia B ro jb i „orrenejiH” : H3 HCTOPHH 
COBCTCKO-nOJIbCKHX OTHOUieHHH. M ., 2005.

Synthesis, XXXIV-XXXV, p. 133-165, Bucarest, 2007-2008
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H o  npw  BceM 3HaneHHH aaJibH eiiiiiH X  jM nnpHHecKHX M3bicKaHHH aocTH FH yTbifi 

ypOBCHb pa3BHTH« pOCCHHCKOH nOJIOHHCTHKH (KaK H HOJlbCKOH pyCMCTHKH) 

noiB O Jw er oG painT b cn  K pem eH H io G o a ee  CJIOJKHMX npoSn eM . PeHb, B nacT H O cni, H aer 

o  BbipaGoTKe „HMajiiKHOJiorHMecKoro” n o .a x o .a a  K H syneH H io a B y cro p o H H H x 

K yjibrypH bix CBH3C H . KaKOBbi ycTOHHHBbie npeacTaBJieHMH (cT ep eo T H n b i), 

C(|)OpMHpOBaBIIlHeCS B noabCKOM HaUHOHajIbHOM C03H3HHH OTHOCHTeabHO POCCHH 

H pyCCKHX, a  B pyCCKOM HaUHOHajIbHOM C03HaHHH OTHOCHTCJIbHO nOHHKOB H 

r io jib iu H , B pe3yjibT aT e M H O FO B C K O B O F O  OGIUCHHJI a B y x  H a p o a o B ?  KaK H3MeH«jiHCb 

3TH  CTepeoTHnbi n o  M epe pacuiH peHH Ji C BH3CH  H oGpeTeHHH O GC H M H  H auusM H 

HOBoro HCTopHHecKoro onb iT a? K a x o e  OTpajKCHHe O H H  HauiJiH B  npoH 3B eaeH H Jix 

ayXOBHOH KyjIbTypbl 060H X  H a p o a o B ?  C epbC 3H bie nOnbITKH OTBCTHTb Ha 3TH H 

HeKOTopbie a p y r u e  B o n p o cb i T peG yioT  O GHOBJICHHJI H coBepuieHCTBOBaHHa 

M eroaojiorH H ecK oro HHcrpyM eHTapwi, TCM  S o jiee , HTO (jjopMbi 6brroBaHn» crep eo rH n o B 
KaK B HapoaHOH, TaK H B BbICOKOH K yjlbT ype Hpe3BblHailH 0 M H 0r006pa3H bI3 . IlpH 

3T0M B Ka>KaOM KOHKpeTHOM CJiyHae HCTOpHKy KyjIbTypbl npHXOaHTC» BblXBJIXTb B 

aoaro)KHByiHHx npeacraB jieH H B x H apoaoB  a p y r  o  .a p yre  COOTH OUICHH C  oâteK T H B H oro 

H Cy&bCKTHBHOrO MOMCHTOB. E aB a JIH CTOHT aOKa3bIB3Tb, MTO 3THHHCCKHe CTepeOTHnbl 

H axoaurcji B  BecbMa onocpeaoBaH HO H  CB«3H C H cr o p m e cK o ii peajibH OCTbio, nojK ajiyfi, 

B  6 o j ib iu e f i  M epe xa p a K T ep u sy fl nopoaH B U H H  H X  m n  MeHTajibHocTH, H O K C JIH 

o G ie ic r  c B o e r o  OTpa>KeHHH. 3aH acT yio  a a w e  n p oT H B o p en a  la ic r a M , O H H  TCM  n e 

M en ee  HrpaiOT aKTHBHyio p o jib  B  $opM H poBaH H H  co3H aH H » u e jib ix  noK oaeH H H . 

TeM  CaMbIM OHH CTaHOBSTCH MOHJHblM CyGbeKTHBHbIM (JjaKTOpOM HCTOpHMCCKOFO 

n p o u e c c a .

C  H3MeHeHHeM couH ajib H b ix  ycjioBH H  CTepeOTHnbl M o iy r , K O H C H H O  JKC, 

n p er e p n e B a T b  3 BOJIK>U,HK), n p H o S p era T b  HOBbie 3HaHeHH», c o x p a H a a  B T O  » e 

BpeMH CBoe cM b ica o B o e  « a p o  H aK ryajiH 3H pyjicb  B o n p e a e J ie n H b ie  MOMeHTbi 

HCTOpHH, H n p e x u ie  B c er o  B HOBblX KOH(|)JIHKTHbIX CHTyaiJHJIX. IlpHCyTCTByiOmHe B 

naMHTH o  npeiKHHx KOHtfjjiHKTax, nopoH caeH H bie 3T O H  naMHTbio ycTOHHHBbie 

npeacT aB JieH H » o  a p y r n x  c T p a n a x  H H a p o a a x  BO  B ce  B peM en a ycnjieH H O 

SKCiuiyaTHpoBajiHCb nojiHTHKoii, HaeojiOFHeii H  o6cjjyjK H Baiom eH  H X  n p o n a r a H a o ii, 

OCOGC H H O  K oraa  p e n b  3 a x o a u a a  0 6  O T H O U IC H H » X  c  c o c e a sM H . B e a b  Ha (|)OHe 

3THHHecKoii 6aH3OCTH, H3biKOBoro p o a cT B a  H  reo rp a(|)H H ecK oro  COCeaCTBa 

K yjibTypH bie H KOHt^eccHOHajibHbie paaiiHHH» B bicT ynaioT , KaK 3TO  HeoaHOKpaTHO 

O TM eHaaocb B HayHHOM jiH T epaT yp e, c  OCOGOH  Bbipa3HTejibHOCTbio.

1 WccjicaoBaieiiHM npw H3yneHHH crepeoTHnoB npHxoaHTCH HMCTb je n o  c rereporeHHbiM 

MaTepManoM HaHHHaa OT H3biKOBbix CTepeoTHnoB, HauieiiujHx OTpaweHMe BO 4>pa3eoaorM3Max, 
4>yHKUHOHHpyiOlUHX B UlHpOKOM KOMMyHHKailHOHHOM HOJie, H KOHHaX CyJKUeHHXMH KOHKpeTHblX 

HCTopHHecKHx juni, H M C IO IU H M H  CBOC aBTopcTBo. llpo6neM a 3Ta noaHHMaaacb B p>me craTcă 
c&opHHKa: rioaxKM H pyccKHe B rnaaax a p yr .npyra. M ., 2000.
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C jieayeT corjiacHTbcn c A .B . JlnnaTOBUM B TOM , HTO „cocymecTBOB3HHe 
ueHrpo6e>KHbix H neHTpocTpeMHTejibHbix CHJI B npocipaHCTBe onpeaeJieHHOH 
3THoreHerHHecKOH O6 IU,HOCTH -  y/ien OTHK),ub He TOJibKO CJIBBJIHCTBS” (C .8), MO>KHO 
TOMy npHBeCTH HCM3JI0 npHMepOB H3 HCTOpHH HapOAOB repMaHCKHX H pOM3HCKHX 
H3biKOBbix rpynn. B CJI3 BBHCKOM MHpe coxpaH ieTcn rjiyâHHHa» KyjibTypno- 
KOHcțjeccHOHajibHaa pa3o6meHHOCTb Me>Kay HeKOTopbiMH aaiae oneHb 6JIH3KHMH B 
83MKOBOM OTHOuieHHH HapojiaMH, HanpHMep MOKjjy cepSaMH H XOpaaTaMH, HTO 
npHBOJlHJlO HX K nOJlHTHHCCKOMy npOTHBOCTOSHHK) H JJCJiaJIO B X X  BCKC 
He«H3Hecnoco6HbiMM (n o  KpaiiHeH Mepe, Ha /uiMTejibHyto HCTopHHecicyK) 
nepcneKTHBy) pa3pa6oTaHHbie B TeopnH H „rji34KHe Ha 6yM are” npoeKTbi 
KjrocjiaBBHCKOH rocy,uapcTBeHHOCTH. C jipyroH cropoHbi, caM foaier cymecTBOBaHHJi 
H^en jorocjiaBH3Ma (KaK B CBoe BpeMa H HexocnoB3KH3M3), a TCM 6o jiee  ycneniH oe 
npeTBopeHHe HX B «H3Hb B onpeaejieHHbix HCTOPHHCCKHX ycjioBwax HsnoMHHaioT 
O UeHTpOCTpeMHTCJIbHblX TeHfleHUHSX BHyTpH CJI3BBHCTB3, OJKMBJieHHC KOTOpblX, 
KaK np3BH.no, npoHcxo.iiH.no B MOMeHTbi oâocTpeHHS BHCUJHHX yrpo3, OCO6 CHHO 
repMaHCKOH4 .

4 C M .: A.C. C’TbiKajiHH. MeraMop4>o3bi HCTOPHH H cuaBXHCKoe 6paTCTao: PaiMbiujneHH» Han 

KHHTOH / /  CnaBHHCKHH aiibMaHax. 2000. M ., 2001. C .236-246.
' C M .: B.B. M oiajiosa. flojibCKaji TeMa B pyccKHX naMUTHHKax X V I B. // D OJHIKH H pyccKHC B 

masax npyr apyra. C .33-44.
6 KaK OTMeHaer E. JleBKHeBCKa», „c TOHKH apenax cpenHCBeKoaoro npaBocjiaBHoro MUUIJICHHII 

KaTOHHHeCTBO KaK 6bl y>KC He XBJHUlOCb XpHCTHaHCTBOM, nOTOMy HTO KaTOJlHKH H3-3a CBOHX

HTO ® e KacaeTcs poccHHCKO-nojibCKHX npoTHBopeHHH, TO HaaBHa nponeraiomaji 
Mexmy AByMH HapoaaMH nonoca  O TH yw H H fi najioiKHJia rnyâoKHH OTnenaTOK Ha 
HCTopHK) KaxcuoH H3 cipaH 3a nocjieflHHe neTbipe CTOJieTHS, npoHBJiaerc» H B 
cero,nHJiiiiHHx MesrocyflapcTBeHHbix OTHOLUCHHHX. Ha.no npH3HaTb, HTO „aonraB 
TpajjHUH» TpyjjHoro coce^CTBa He Morna He CKasaTbca Ha caMOH ncnxnK e 
nojiHKOB, HX MeHTajiHTeTe, ne Morna He BHejjpHTb B HX co3HaHne KOMnjieKC Bpara, 
co34aTb CHHapoM nocTOBHHOH „yrpo3bi c BocTOKa”, HTO y>Ke Ha HauiHx rjiaaax 
BOnJIOTHJlOCb B CTpeMJICHHe BOHTH B H A T O ” (C .10 ). npHHCM npHMCHHTCJlbHO K 
nojiHKaM, n o  MHCHHIO A .B . JlwnaTOBa, penb B naHHOM cjiynae MOJKCT H^ TH OTHtojjb 
He 0 6  arpeccHBHOM a m e  3HTHpyccKofi HanpaBJieHHOCTH (KaK KOC- KTO nojiaraeT B 
POCCHH), a CKopee o HOBOH nonbiTKe caMoocBo6o>KaeHHa OT coxpaHHioinHxcH 
KOMnneKCOB CTpaxa n ep ea  B OCTOKOM.

YcTOHHHBbie npeacTaBJieHHfl o noanKax B POCCHH H O pyccKHX B flojib iue 
BOCXOJWT CBOHMH HCT0K3MH K X V I B.5 . PjISBHblH BOAOpa3.HeJl MOKJiy 3THHHCCKH 

6JIH3KHMH oGmHOCTBMH npojieraji B KOH(|)eccHOHajibHOM HJIOCKOCTH. KyjibTypHO- 
HCTopHnecKaB AHcțxțiepeHUHBUHH HapojiOB EBponbi, B TOM HHCJIC H CJIBBHHCKHX, 
6bina npeAonpeAejiena pacKOJiOM xpncTHaHCTBa H nocjiejiyioiHHM paarpaHHHeHHeM 
BH3aHTHHCK0T0 H J13THHCKOTO KpyTOB CBponeHCKOH UHBHJIH3aUHH. H OTHOlUCHHe 
K nojisKaM B POCCHH X V I B . ( B nncbMax H BSH S Fpo3Horo, a p yrn x  jjOKyMeHT3x 
o6mecrBeHHoii MMCJIH) B 3H3HHTenbHOH Mepe 6bino oSycnoBneno HX npnBep>KeHHocTbK> 
HHOH (a 3H3HHT „nOÎKHOH” !) Bepe6 .

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



136 A .C . CTbiKajiHH 4

PauiwMim THnoB rocy,napcTBeHHOCTH TaioKe noMoraim ocosHasan* Henoxo>KecTb 
POCCHH H rioiibiiiH. AHanH3 3nHCTOJiHpHoro Hacjieami HsaHa rpo3Horo AOKa3biBaer, 
HTO nepBbiw pyccKHH uapb KpaHHe HeraTHBHO OTHOCHJICH K lUjmxercKoii 
flCMOKpaTHH, BHHfl B Bbl6opHOCTH KOpOJW (K TOMy )Ke Ha OipaHHHeHHOC BpeMfl)nrpy 
cjiyqan, a 3HaHHT, HCTOHHHK HenojiHOueHHOCTH H cjiaGocTH BJiacTH: H36paHHbiH 
rocyaapb, corjiacHO JiorHKe poccHHCKoro MOHapxa, He BOJICH B CBOHX uejiax, ero 
CBo6o.ua orpaHHHeHa caMOBOJibCTBOM H36paBmeH ero [UJMXTbi. npH 3TOM 
pa3MbnujieHHn HsaHa rpo3Horo o xapaKTepe BJiac™ BXOUHJIH B KOHTCKCT ero 
npeflCTaBJieHHH o âowecTBeHHOM saMMCJie H HejioBenecKOH BOJie. Hapyuiaji 
ycTaHOBJieHHbifi EoroM MHponopaaoK, nojibCKoe rocy^apcTBO H JIMHHO Kopojib 
OKa3biBajiucb BHe npe^ejioB xpHCTHaHCKOH CHCTeMbi ueHHOCTeii. B CBOIO onepeAb 
H B C03H3HHH HOJIHTHHCCKOH 3JIHTbI PeHH IlocnOJIHTOH pa3JIHHH» flByX 
rOCyAapCTBCHHblX CHCTeM TpaKTOBaJIHCb C npOTHBOHOJlOJKHblM OHCHOHHblM 
3HaKOM -  nojibCKaa CBo6oaa y»e Toma npoTHBonocraBJuuiacb POCCHHCKOH HCBOJIC, 
4ecnoTH3My. IlpH STOM He Bceraa yiHTbiBajiocb, HTO CHJibHaa ueHTpaJiHSOBaHHaa 
BJiacTb 6buia B Espone XVI, aa H XVII BeKa cKopee nopMOH, a Peib nocnojiHTa» 
OflHHM H3 HeMHOrHX HCKJHOHCHHH.

CnpaBeanHBocTM păun nano CKa3aTb, HTO HacTb POCCHHCKOH rocyaapcTBeHHOH 
TpanHHHH HaxojiHJiacb BHe nojis 3peHH» nojisKOB. 3 TO KacaeTCH, B H3CTHOCTH, 
HOJIHTHHCCKOH CHCTeMbi BejiHKoro HoBropo,na XIV-XV BB., HMeBHieii HeMano 
o6mero c rocyaapcTBeHHbiM ycTponcTBOM PeHH IIocnojiHTOH XVI-XVII BB. 
(cocjiOBHaji jieMOKpaTHH, orpaHMHHBaiomaH BJiacTb K H O ). 3 ra  Tpa^HUH», 
o,uHaKo, oKasanacb B POCCHH nojiaBJieHa BCJICACTBHC HaTHCKa MOCKOBCKOH

MHoroHHCJieHHbix oTCTynneHHH OT KaHOHOB ceMH BcejieHCKnx coâopoB yTpaTHjm BCKKOC npaao 
Ha3biBaTbcn xpHCTHaHaMH” (DOJIBKH H pyccKHe B rjiasax apyr apyra. C.232). B pyccKoii 
ny6nnuMCTHKe XVI B. KOHI|>JIHKT C riojibuieH ueH3MeHH0 paciieHHBaJia KaK npojiHTHe HCBHHHOH 
xpHCTHaHCKOH KpoBH; npaBocjiaBHoe BOHCKO, lammuaioiuee HCTHHHyio, XpHCTOBy aepy, 
nocneaoBareabHO npoTHBonocraBaBaocb HMCHHO no npH3HaKy HajiHHHH/oTcyTCTBHS 3TOH sepia 
KaTOJiHKaM-nojixKaM, KOTopbix HepeaKO CTaBHJiH Ha oany aocKy TO C MyeyjibMaHaMH, TO C 
A3biHHHKaMH-„6acypMaHaMH”. B Hanane XVII B., B nepHoa „CMyTHoro apeMeHn”, Henoepe,iiCTBeHHbie 
KOHTaKTbi 3aMCTHo pacuiHpHJiHCb: c npHxoaoM apMHH, BeaoMoii /jMHTpueM CaM03BaHueM, MHorHe 
TMCDHH muTeneii MOCKOBHH anepBbie CMoran yBHaerb UOJIHKOB BOOHHIO. MaccoBbie cjiynan 
OCKBepHeHMH nOJlbCKHM BOHCKOM UepKBCH H HaapyraTCBbCTB Haai HK0H3MH H MOUiaMM JIHUJb 
yKpenjuuiH B pyccKOM CO3H3HHH npeacTauxeHHe o KaToaiHKax KaK o HexpHCTHx. flame nojibCKHe 
HCTOpHKH HC MOryT He npH3HaTb, HTO HMeHHO TaKOTO poaa „AeHTejlbHOCTb” HX COOTeHCCTBeHHHKOB 
„BHecjia pemaioiiiHH BKJiaA B KpHCTaajiH3au.nK> y pyccKHX HeraTHBHoro o6pa3a nojiKKa-npHTecHHTejui" 
(TaM me. C.10). KaK npo«BaeHH« HexpHCTHaHCKoro oâpaaa ACHCTBHH BocnpHHHMajiocb H MHoroe 
apyroe -  OCO6CHHOCTH 6biTOBoro noBeneuH», oaemaa H BHeuiHHii O6JIHK noanKOB, ueo6biHHbie ana 
PycH. flame B 6pHTbix no,n6opo,tiKax KaTOjiHKOB BHACJIH npH3Hax aeMOHHHecKoii ripupoabi HOJIBKOB - 
oTcyTCTBHe 6opoa y MymiaH B aonerpoBCKoii Pycn ocMbicjumocb KaK BnaaeHHe B epecb, 
xapaKTepHO, HTO H 6ecbi H3o6pa)KajiHCb Ha HKOHax 6e36opoAbiMH. CM.: O.B. Bejioaa. „JIHX- 
acBBTbaeHHHK" H „MocKajib-jiio.uoe.ii” (npeaciaBxeHHn 3THHHCCKHX coceaeii apyr o apyre) // TaM we. 
C.226-230; E.E. JleBKHeBCKaa. KoHijicccHOHajibHbiH o6pa3 nojidKa B pyccKoii HapoAHoiî H 
nncbMeHHOH TpaaiHUHH // TaM )Ke. C.231-238).
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MOHapmecKOM BJiac™ . B  I lo j ib u je  « e  m nojiorH H ecK H  6 JIH3KHC aan eH im  n p o f lo m a iiH 

«H T b, (j)opM H pya „cneiiH (|)H H ecK H ii MeHT3JinTeT rpaxcuaH C K oro o 6 m e c T B 3  B 

paM Kax o jiH o r o  C O C JIO B H B” ( C .8 5 ) .  K 3TOMy M OJKHO  uoâaB H T b, H TO  B CHJiy 

ocoGeHHOCTeii C B oeii nojiHTHHecicoH CHCTeMbi P e i b  n o c n o j iH T a »  e m e  B O  BpeM eH a 

A H flp ea  K y p 6 c K o r o  6 b u ia  npn6e>K nm eM  a n a  roHHM bix H3 P O C C H H C K O H  HMnepHH. 

f l j in  T o r o , HTo6bi H36ea<3Tb HeBOJibHbix ynp om eH H H  B TpaKTOBKe C T epeoT H noB 

BOCnpHHTH» IloJIbllIH  B flOneTpOBCKOH PyCH, B o o 6 w e  Heo6xO,HHMO HMeTb B BH4y: 

B pyccKOM  C O S H S H H H  cym ecT B O B aji T a x a te  (n y c T b  Ha n epm țjepH H ) o 6 p a 3  PeHH 

n ocnojiH T O H  ( B K JH O H SB  B ejiH K oe KHJiacecTBO JIH T O B C K O C ) K SK  6 o j i e e  C B O GO^ H O H , 

npocB em eH H O H , OTJiHH3iomeHca 6 o j ib iu e iî  BepoTepnHM OCTbio CTpaHbi, m e  HCxajiH 

H H B X O A H JIH  npHCTaHHiue T e, KTO  He acen an  MHpHTbca c  M O CK O BC K O H  T H P S H H C H  - 

noMHMO K y p 6 cK o ro  MoacHO Ha3BaTb nepBoneH3THHK3 H B3H3 O e a o p o B a , BOJibHO,nyMU3- 

epeTHKa O e o a o c H »  K o c o r o .

f lp n  TOM, HTO npHH34Jiea<HOCTb K pa3HbIM KOH(J)eCCHJIM, CHCTCM3M 

rocy ,n3p cT B eH H oro  y cT p o n cT B a  fleăcTBH TejibH O  n p e j jo n p e a e jm j is  c o  BpeM eH 

cpejiHeBeKOBbH p a 3 J im n a  B  MeHTajiHTerax HOJWKOB H pyccK H x, Henb3» He/iooueHHBaTb 

H B33HMonpHT«)KeHHs flB y x  K yubT yp. B e jjb  npH  B ceîi Mea<KOH(ț)eccHOHajibHOH 

KOH(ț)JIHKTHOCTH J13THHCK3A H BH33HTHHCK3H C(ț)epbl KyjlbTypHOTO B.1MSHHS „H e 

6blJlH B3aHMOHenpOHHU3eMbIMW B CHJiy C3M0H nepBOH3HanbHOH O61HHOCTH 

XpHCTH3HCKHX UeHHOCTCH H OCHOB3HHOH H3 HHX yHHBepcajIbHOM (H3aH3UHOH3JlbHOH) 

KyjibTypbi E B p o n b i”  ( C .8 ) .  H oTpaceH H H  cMyTbi H3H3J13 X V I I  B . B ce  ace 33 CT3 BHJIH 

n p 3 B » m y io  B ep x y u iK y  n o  H C K O T O PO H  cTeneH H  0T K 333T bcs O T  npeacH H x 

npeacTaBjieH H H  o  C SM O A O C T ST O H H O C T H  P O C CHH  K SK  „T p eT b ero  P H M S ” , nocM O TpeTb 

B nOHCKaX n y T e ii BbIXOfl3 H3 33T»a<HOrO KpH3HC3 H3 „epeTHHeCKHH” 3 a n a ^ . 

HeCKOJIbKO G oJlblU M , HCM B 3HOXy K B3H3 FpO3HOrO H EopHCa FoUyHOBa, TiyXOBHSfl 

OTKpbITOCTb, yCTpeMJieHHOCTb pOCCHHCKOH 3JlHTbI K HO3H3HHK) BHCUJHerO MHp3 

CnOCo6cTBOB3JIH BOCnpHHMHHBOCTH K COBpeMCHHOH CBponeHCKOH K yjlbT ype, 

npHHCM OCOâeHHO CHJIbHbIM H MHOTOrpSHHblM B X V I I  B. SbIJlO BJIHHHHC PeHH 

FIocnojiHTOH, CTBBUieH a n »  poccHHH C B oero  p o fl3  npeAUBepHCM K 3 a n a ^ y .  MM C H H O 

npH nocpeaH M H ecT B e nojibC K oro 63poK K o K yjibT yps M O C K O B H H  BnH CbiBanacb B 

CBpOneHCKHH KOHTeKCT, HTO O3H3H3J1O OTHKJJlb He TOJIbKO 33MMCTBOB3HHC 

BHeLUHMX (spXHTCKTypHblX, ACKOpSTHBHblX H T .fl.) (|)OpM. OcO3H3HHC HH3KOBOCTH 

K3TOJiHHecKoiî K yjibTypbi B ce M en ee  CTSHOBHJiocb npenuTCTBHeM u n s  npH TsaceH H» 

K aKCHOJIOTHHeCKHM OpHCHTMpSM, CO343HHMM J13THHCKHM 3 3 H W M  -  nepCOH3JIH3My, 

npHM3Ty J1HHHOCTH. IlOSBJieHHe B pyCCKOM C3MOCO3HaHHH JIHHHOCTHOTO 

C 3M 00lliym eH M S HeOT/ieJlHMO, T3KHM o6p33O M , OT nOJlbCKOFO BnMHHHfl, HTO JiyHUie 

B cero  MoacHO 6 b u io  6b i n p ocjieflH T b H3 M 3TepH ajie xyfloatecT B C H H oii C JIO BCCHO CTH  . 

IlpH  TOM, HTO peJlHTHO3HblH B UCJ1OM X3paKTCp pyCCKOH K yjlbTypbl B 

floneT poB C K yio s n o x y  n o -n p e a c n e M y  n p e f lo n p e a e j is j i  n p eu M y m ecT B eH H o e 

BOCnpHBTHe riOJlblHH CKBO3b npH 3M y e e  KOH(ț)eCCHOHaJIbHOrO npOTHBOCTOHHHfl
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POCCHH, no Mepe pacuiMpeHMH aBycTopoHHHX KOHTaKTOB 4>opMnpoBa_nc5i 6ojiee 
CJIOWHMM o6pa3 STOH cTpaHbi H ee «HTCJieii.

B nerpoBCKoe H nocjienerpoBCKoe BpeM» POCCHH yT B epT O ercn B p ju y 
BCJIHKHX eBponencKHX u e p ™ ,  Torjia KaK Ilojibina, HanpoTHB, yrpaMHBaeT 
npe>KHHe noanuHH. CooTBercrBeHHO ocjiaâeBaer 3HaneHHe nojibCKoro HanpaaneHHa B 
POCCHHCKOH BHeiUHeH nOJIHTHKC -  oSteKTHBHOe nOJIOJKCHHe FIOJlbUIH B E spone , 
CTeneHb ee nojiHTHHecKOH H BOCHHOH MOIUH C KaauibiM ,zxec»TmieTHeM aaBanH Bce 
MeHbiiie ocHOBaHHH /ui» SecnoKoficTB B CaHKT-IleTepâypre. Bce 3TO nopo iiq a jio  B 
npaBHuiHX Kpyrax omymeHHe npeBocxo,ucTBa POCCHH Hau flojibineii, B TOM HHCJIC 
H 04H0H nOUHTHMeCKOM CHCTeMbI Han apyrOH. UneOJIOTH IleTpa HCH3MeHHO 
nofliepKHBajiH npeHMymecTBa a6cojiioTH3Ma Haa cocjiOBHbiM 3roueHTpH3MOM H 
lUJlSXeTCKOH aeMOKpaTHCH C npHCyiUHM CH, COTJiaCHO HX TOJlKOBaHHJJM, pa3ryjlOM 
HH4HBHjiyanH3Ma B ym ep6 o6meH nojibse7 . C o BpeMeneM BbicoKOMepHO- 

npeHe6pe>KHTejibHoe OTHomeHHe POCCHHCKOH .nBopflHCKO-GiopoKpaTHHecKOH 3JiHTbi K 
rocyaapcTBeHHOMy ycTpoficTBy IlojibiiiH ycHJiHBaeTCH, H 3TOT o6pa3 nocTeneHHO 
ycBaHBaeTca Bce 6onee IIJHPOKOH Maccofi pyccKoro asopaHCTBa. O CO6 CHHO 3TOMy 
cnocoGcTBoaana CeMHJieTH»» BoîiHa (1 7 5 6 -1 7 6 3 ), Harjiazmo noKaaaBHjan Bcen 
E apone c jia6ocîb  PeiH  riocnojiHTOH, MBH nojiHTHHecKHe nopam<H Bce sam e 
OTO>K.UeCTBJIHJIHCb C aHapXHCH H 6e3BJiaCTHCM. PaCIHHpeHHe EKaTepHHOH II 
UBOpSHCKHX npHBHJierHH flejiajio „COCJIOBHblH CTaTyC pOCCHHCKHX nOMemHKOB B 
HX coScTBeHHbix rjiaaax 6ouee ueHHbiM, HCM CBO6 OAM nojibCKoii uuiHXTbi”8 . 
ripe,ucTaBJieHHe o npeHMymecTBax POCCHHCKOH (jiopMbi npaBneHHH TCM caMbiM 
ycHJiHBanocb. ApHCTOKpaTHHecKaa KpHTHKa a6cojuoTH3Ma, anejuiHpoBaBmaji K 
npHMepy PeHH riocnojiHTOH KaK cTpaHbi, ra e  MaKCHManbHO coGiiiojiaioTCfl 
cocJioBHbie npaBa aaopHH, Tepaua n o a  CO6OH noHBy.

“HeKor,na MorymecTBeHHa» lujmxeTCKaji pecnySjiHKa, Tenepb HOCTOHHHO 
yHH»aeMan, nocTeneHHO K KOHuy XV III B. cTHpaeTc» c nojiHTHHecKOH Kap™ 
EBpOnbl COCeaHHMH a6cOJIK)THCTCKHMH MOHapXHHMH” (C .88). KaK CnpaBejUlHBO 
OTMenaeT A.B. JlnnaroB , peuiaiomHM nosoflOM ana  ee OKOHnaTenbHOH JiHKBmaijHH 
CTana KOHCTHTyuHH 1791 r., HanyraBinafl 36COJHOTHCTCKHX coceaeR  IlojibiiiH, He 
6e3 OCHOBaHHH yBHfleBUJHX B 3T0M 33KOHOfl3TejlbHOM CBOae npoaBJlCHHe H^eR 
<I>paHuy3CK0H peBoniouHH. C 3THX nop noHTH Ha nojiTopa CTOJICTHH 
o6mecTBeHHoe G u m e  nojibCKoii HauHH 0Ka3biBaeTC» BKjnoneHHbiM B CHCTeMy 
KoopjiHHaT HHOTO, HCTpaaHUHOHHoro n aa  Hee THna rocyaapcTBeHHOCTH, OTHbiHe

7 Cym ccTBOBaii, BnponcM , H  H H O ÎÎ B I D I I U  Ha llo jib u iy  -  OTnpticKM HeKOTopbix CTaptix 

6oapCKHX 4>aMHJlHH, HCAOBOJlbHbie CBOHM nOJlWKeHHCM, AOBOJlbHO H03HTHBH0 OHCHHBajlH nOpSJKH 

PeHH riocno jiH TO H, npCUOCTaBJUBUJHC apHCTOKpaTHHCCKHM pOflaM HCCpaBHHMO SojlblHHC 

BO3MOJKHOCTH BJ1HJHHH Ha pblHaTH BJiaCTH. C M .: B .B . H O COB. npeUCTBBJieHHe O FlojIb lU e B npaBBUJKX 

K pyrax PO C C H H  B 6 0 -e  r r .  X V I I I  B ., HaKaHyne n e p s o ro  paaaena PeHH riocnojiH TO H  / /  I I O J U K H  H 

pyccKHe B rjiaaax  a p y r  a p y ra . C .7 2 -8 2 .
* B .B . H O C O B . IlpeacTaBJieHHe o llo jib u ie  B npaBam Hx K p yrax  PO C C H H ... C .8 1 .
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ycjioBH H  cym ecTBO B aH H » HauHH B nepB bie  3a M H oro CTOJICTH H  co3/i3B3JiHCb He 
C S M H M H  H O JIH K SM H . M e u m y  T C M , n o  o6pa3H O M y BbipawewHK) B a n . H aaHOBa 

( 1 9 1 4 ) ,  pa3,uejibi 6eccH JibH bi Gbuin 3 a T p o n y rb  „ a y x o B n y io  H S eccM ep T H y io 

jiHHHOCTb lIo jib iiiM , K o ra a  BM^HMa» H o c sa a e M a »  njioT b e e  6 b u ia  p a c T e p a a n a  Ha 

H3CTH” ( C .1 7 3 ) .  nOJIBKOB, H B H3CTH0CTH, TCX, KTO OKa3aJlCJI B pOCCHHCKOH M3CTH 

r io jib iiiH , 6 b u io  Hejib3n ( H JIH , n o  M eH biueii M ep e, o n eH b  T p y jjn o ) „H H T erpH poaaT b B 

A p y ro ii K pyr K y jib iyp b i, 3CCHMHJiHpoB3Tb nneiÎHO, a  TCM  6 o j ie e  -  KOHijieccMOHanbHO, 

H 6 0  33 HHMH CTOJU13 He TOJibKO BoraTaJI HCTOpM» CaMOCTOBTejIbHOrO H npHTOM 

Bejinico.uep>KaBHoro cym ecTBO B aH H » B reononHTMHecKOM npocTpaH CTBe 3 a n a a a , 

He TOJibKO o c o B a »  H o6m enpH 3H 3H H aji p o jib  e r o  (JjopnocT a H oflHOBpeMCHHO 

B O C T O H H O T O  aBaH rap.ua KaTOJiHHecKoii uepKBH H JIST H H C K O H  K yjibT ypbi, HO  H 

o c o B a a .. .  CHCTeMa u iJ iu x ercK o ii neMOKpsTHH” ( C .2 5 ) .  H M C H H O  B CHJiy TpajjHUHiî 
UUlBXeTCKOH JieMOKpaTHH H CBfl33HHOFO C HCH HaUHOHaJIbHOrO MCHTajlHTCTa9  H 

BO3HHKaer MHOJKecTBO npoSjieM  c  npeBpam eH H eM  nojibC K oro JIB O PJIH C T B S , OCOBCHHO 

3JlHTbI, B JIOflJIbHblX nOM SHHblX Hy>KOH HMnepHH. E o p b 6 a  3a BbDKHBSHHe HauHH, 

jiH iueH H oii C B oeii rocyjiapcTBeH H OCTH , H O H C K H  n y T e ii c a M o co x p a n eH H »  CT3 H O B»TC» 

AOMHHaHToiî nojibCKoii HcropHH, npHneM  Ha npoTJDKeHHH B cero  X I X  -  H a n a u a  X X  B . 

nojibCKHH B o n p o c  c o x p a m u i M ejK nynapojjH oe 3H aieH H e, ocTasaHCb, n o  B b ipaxeH H io 
A .B . JlHnaTOBa, O A H H M  H 3 „ H e B p a n r H H e c m  nyHKTOB” eBponeiicK OH  nojiHTHKH.

9  PaM HM HJ MCHTaJlbHOCTH pOCCHHCKOTO JIBOpXHCTBa H nOJlbCKOH UlJlBXTbl, KaK HCOJIHOKpaTHO 

o6pam ajiH  BHHMaHHe A .B . JInnaTOB H  a p y rw e  HccJiejiOBaTejiH, npoaBHJiHCb H  B « J U K C . TaK , 

3aHMCTBOBaHHblC H3 nOJlbCKOTO H3MKa CJlOBa „rOHOp”  H „naHH6paTCTBO” HOJlyHHJIH B pyCCKOM X3blKe 

HeraTHBHblH OTTCHOK -  nepBOC H3 HHX CHHOHHMHHHO CJIOBy „3aHOCHHBOCTb", BTOpOC O3HaH3CT 

Heno3BOJinTejibHoe H apym eHHe cyâopAHHauHH.
10 C M . B 3T O H  C B«3H  CTaTbio TaKoro K pynH oro  HCTopHKa, KaK A . K an n en cp , B C6 O P H H K C : 

POCCHJI -  YKpaHHa: HCTopH» B3aHMOOTHomeHHH. O T B . pejiaKTopbi A.H. Mmuiep, B.O. PcnpH H uea, 

B.H. O T O P ». M., 1997.

TpH  p a s j ie j ia  flo jib u iM  ( 1 7 7 2 ,  1 7 9 3 ,  1 7 9 5 )  n p e jo n p e jie jiH J iH , TaKHM o6pa3O M , 

Ha M HorHe aecsTH JieTH fl B n e p e a  BeKTop pa3BHTU« poccHHCKo-nojibCKHX 
OTHOmeHHH. AHTHHOMHH 3THHHCCKOH 6jIH3OCTH H KOHlțieCCHOHaJIbHbl X, a  TSKTKC 

MeHTajibHbix paMHMHH aeîiCTBH TejibH o B bicT ynajia  „paaapajK H TeneM  O C OS OH 

CHJibi” , ejjB a JIH H M C B U IH M  aH ajioroB  B  OTHOineHHBX o4)H U H ajibH oro n e T e p G y p r a  c 
A pyraM H  3THHHCCKHMH MeHblUHHCTBaMM HM nepHH1 0 . llOJiaBJlJiJl HaUHOHaJlbHbie 

n y scT B a  H O JIB K O B , HM nepcK an nojiHTHKa H X  B ce 6 o j ie e  y c n j in s a j ia ,  a y »  Ha 

pacK ajieH H bie yrjiH  HaijHOHajibHoro caMOCO3HaHH« ( C .2 8 ) .  P OCCHH  T e n e p b 

OTKpbIBaeTCH HOJIbCKOH MCHTaJlbHOCTH C HOBOH CTOpOHbl -  He npOCTO K3K 

HOCHTeJIb BOCTOHHblX, flecnOTHHCCKHX H3H3J1, HenpHCMJieMblX AJ1H HOJIbCKOH 

roeyaSpCTBeHHOCTH, H He TOJibKO K3K OJJHH H3 HCTOHHHKOB nOTeHlJH3JIbHOH 

B H euiH eii y r p o 3 b i. B  P O C C H H  BH A H T C H  T e n e p b  BH O JIH C  p eajibH biiî npH TecH H Tejib, 

H3CHJlbHHK H nop36oTHTCJIb. He,HOBepHe H H enpm BH b K pyCCKHM, C(|X)pMHpOB3BUJHeO! 

Ha OCHOB3HHH KOH(j)JlHKTHOrO HCTOpHMeCKOFO OHbIT3 KOHU3 X V I I I  -  X I X  B., CT3J1H
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CTOHKHM SJieMCHTOM HaUHOHanbHOFO CO3H3HHH nOJlbCKOFO HapOJja, B pOCCHHCKOM 
)Ke CO3H3HHH TOT JK6 OHblT OUCHHBaeTCa C npOTHBOHOJIOJKHbIM 3H3KOM H B 
pe3yjibTaTe CKiianbiBaeTCH o6p33 n o iibu in  KBK KOBapHoro coce.ua, Bcerua TOTOBOTO 
HaHecTH yuap  B cnMHy. TaKHM o6pa3OM, poccHHCKoe caMoaepiKaBMe, Mano 
CHHTascb c nojibCKoii cneuH<ț>HKOH H He yHHTbiBas oco6eHHOCTeii HauHOHajibHoro 
MeHTajiHTera, cawo coaaaBano nojibCKHH Bonpoc, HMCBIHHH He TOJibKO noiiHTOHecKoe 
H KyJIbTypHO-KOHtjjeCCMOHaJIbHOe, HO H COHHaJlbHO-nCHXOJIOTHHeCKOe H3MCpeHHX.

npaB.ua, B Hanajie X IX  B. 6bui nepHon, KOTopbiii MOT npe_n.Bem.aTb HecKOJibKo 
HHyio TeHneHUHio pa3B H ™ . n o c n e  TpeTbero paauejia HaHâoiibuiHe CBoGoati 
nOJlHKH HOJiyHHJlH KaK pa3 B POCCHHCKOH Hac™ nOJIblHH, nojibCKHH »3bIK TaM 
ynepwajicji B y H p ew H H fix  H CHCTCMC o6pa3OBaHH», coxpanajiHCb OCT3TKH 
HiJiJixeTCKoro caMoynpaBJieHHS. H o HacTOHHHK) pyccKoro nap» B CHCKHH KOHrpecc 
1815 r. yaaKOHHJi cymecTBOBaHHe KoponeBCTBa nojibCKoro KaK aBTOHOMHoro 
o6pa3OBaHHH B cocTase POCCHHCKOH HMnepHH (BO rjia se  c AneKcaH,iipoM I B 
KanecTBe KOHCTHTyiiHOHHoro MOHapxa). H o OTHOHICHHJI uapH3Ma H nojibCKoii 
3J1HTM He CJlOJKHJIHCb, HTO HpHBCJlO K BOCCT3HHK) 1830 T. B KOHIie KOHUOB 
aBTOHOMHH Sbuia ynpaiuHCHa, 3aKpbiTbi yHHBepcHTeTbi B BapniaBe H B HJIBHO, 
BBeaeHO BoenHoe nojio)KeHMe, coxpaHBBweeca n o n rn e  ronbi. B ycnoBHSx 
ycHJiHBaBiuerocs npeccHHra ecTecTBeHHbiM H Hen36e>KHbiM caMonpoiiBJieHHeM 
HauHOHajibHoro ay x a  CTaHOBHTCH aKTHBHoe conpoTHBiieHHe.

nojibCKoe BoccTaHMe 1830 r., no cnoBaM H3BecTHoro HcropHKa X IX  B . H.M. 
KocTOMapoBa, ,,BCTpeao>KHJio cepaua  H yMbi Ha PycH” , HanyraB oOmecTBO 
„npH3paKOM pa3Jio>KeHH» rocy.uapcTBa” 11. A .C. nyuiKHH BonpeKH H/ieajiaM CBoefî 
IOHOCTH npe_nnoHe.il yBHneTb B UTOM co6bi™ « He CanpoHMHecKMH nopbiB, a 
npe>Kne Bcero yrpoay  pyccKOH rocyaapcTBeHHOCTH12. Pearnpy»  B CBOHX 

H3BecTHbix c™ xax „KjieBeTHHKaM POCCHH” , „EopoaHHCKaa ro_noBiiiwHa” Ha 
npoHcxoAHBiiiee B POCCHHCKOH Hac™ noiibuiH , pyccKHH HOST oâpam ajics He 
CTOJIbKO K COOTeneCTBeHHHKaM H He CTOJlbKO K nOJIHKaM, CKOJIbKO K 3ana4HOH 
E apone, CJIHIHKOM y x  BO 36ywHHO HaâjnoaaBiiieH 3a co6biTHHMH na BOCTOKC 
KOHTHHeHTa H npH 3TOM He CKynHBIHCHCS Ha KOMMeHTapHH, nonnac Ka3aBUJHeCM 
yHH3HTejibHMMH HejioBeKy pyccKOH KyiibTypbi, BocnHTaHHOMy Ha Tex ace 
npocBeTHTeiibCKHX Hueanax. npH3biBaa eBponeiicKoe oâmecTBeHHoe MHCHHC 
BO3,uep>KaTbCJi OT BMeuiaTenbCTBa B „ceMeHHbie” sen a , nyuiKHH OTKa3biBa_n eMy B 
npaBe Ha peiuaiomHH TOJIOC („ocTaBbTe, 3TO cnop  cnaBHH M exqy coâo io ” ). B

11 LjHT.no: H.B. MHxyTHHa. yxpaHHCKHH Bonpoc a POCCHH (KOHCU X IX  -  Hanajio X X  BCKa). 

M „ 2003. C.17.
12 0 6  OTHOIUCHHH LlyuiKHHa K nojibCKOMy Bonpocy B I830-e ronbi B CBH3H C pa3B«3aHHOH Ha 

îanaae aHTMpoccHHCKofi KaMnaHneii, o 33OHHOM HCTOPHOCO<J)CKOM cnope Meaqiy A.C. nyuiKHHbiM H 
A. M HUKCBHHCM CM . B coaepxaTeJibHbix craTbxx A.B. JlnnaTosa, H.O. IlIaHTaHOBa; pojib nojibCKoro 
BOCCTaHH» 1830 r. B yTBepxcueHHH HeraTHBHoro oâpaaa nonbuiH B pyccKOH jiHTepaType 
aHajin3Hpyeî B HHTepecHoii paSoTe B.A. XopeB.
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„B opoflH H C K oiî roAOBiuHHe” OCOGC H H O  O TH CTJIH BO  npoMMTbiBaioTCH onaceH H Ji 

yTp3Tbi P o c c H e iî  YicpaHHM , B e jio p y ccH H , JIH T B M , p e n t ,  T S K H M  o6pa3O M , urna B 

n e p B y io  o n e p e u b  o  HacjiejiHH B ejiH K o ro  K H sx ec T B a  JIH T O B C K O FO , » 6 JIOKC  p a a a o p a 

Me>Kny r io j ib i i ie i i  H P O C C H C H . B  nHCbMe n . A .  Bn3eMCKOMy (1 8 3 1  r .)  noaT 

KOHiienTyajibHO B bip aam i n o 3 n u n io ,  H su ie A in y io  6 o j i e e  np K oe o T p a m n e  B 

xyao)K ecT B eH H O -o6p33H O H  tjiopM e: „jum  Hac M H T O K  B o jib u iH  ecT b a e j io 

ceM eficT B eH H oe, CTapMHHaii, H acjieacT B eH H an p a c n p s ;  M M  HC  MOJKCM  c y w b  e e  n o 

BneHaTJieHMHM eB ponencK H M ” ( C .1 0 5 ) .

n o  MHCHHK) COBpeMCHHOrO pOCCHHCKOrO HCCJiepOBaTeJl», 3a 4)OpMyjIOÎl 

„ceMeHHOH p a c n p w ” n p o cM aT p M B aeîca  HCTKO  BbipaBteH Has rocyaap cT B eH H H q ecK a» 

( H H M M H  cjioBaM H , B ejiH K oaepjK aB H as) H O S H U H » . „OTpaM teHHbie B nyuiKHHCKMX 

CTpoKax npHTJuaHH» P O C CHH  Ha o c o G y io  p o jib  cp e^ H  cjiaBHH ( B X O A H B U JH X  B 

pa3H bie reonojiH T H H ecK H e npocTpaH CTBa E s p o n h i  H OTOJKJjecTBJunomHX ceG n c 

pa3HMMH KpyraMH eB poneiicK O H  K yjibT ypbi) GM JIH  CBH3 3 H M  c  r o cy a a p cT B eH H o - 

nOJIHTHHeCKOH flOKTpHHOH HMnepHH H CJiyWHJIH HCKJHOHHTCJlbHO e f i”  ( C . 2 1). 

Ilojm epM caB A CH CTBH JI o^H U H anE H oii P O C CHH  B  noubCKOM KOH(])jiHKTe, pyccK H H 

reHHH, CHHTaeT A .B .  JlnnaT O B , „BOH3aji C B O H  no3THHecKHM KHH«aji B 

K poB O T O iam yio p a n y  n o n b u iH , paaaaBJieHHOH a o G n ecT H o ii p sT b io  BCJIHKOH 

aepjK aB bi” ( C .9 3 ) .  r io c T y n o K  ST O T  HC MOJKCT GM T B  H O H B T  B H C  KOHTeKCTa 

poccH H C K oro H M n ep cK oro  M biuuicH H ». C o m a c H O  npeaJiaraeM O H  KOHuenuHH, arm 

pOCCHHCKOrO M HpOOmymeHHH, CaMOCO3HaHHH, OCoGeHHO B fleCBTHJieTMB 

H aM B bicm ero M o rym ecT B a P O C C H H C K O H  HMnepHH, onp ejiejiH iouiH M  GM JIO  n o jiH o e 

HOAlHHeHHe HHflHBHJiyyMa HHCTHTyTaM BJ13CTH H HaXOUHBUjeMyCH Ha BepiHHHe 
n epap xH H  u a p io -c a M O fle p » u y . 3 r a  H ^ e», c o r j ia c H o  A .B .  J lnnaT O B y, oG p ejia  CBoe 

KJiaccHH ecK oe B oru iom eH H e B „M C T O P H H  r o c y a a p c T B a  P occH H C K oro” H .M . 

KapaM3HHa H „ M CAH O M  BcajpiHKe” A .C . nyiiiK H H 3. H O SH U U H  IlyuiK HH a B O TH O IUC H H H 

COGM T H H  1 8 3 0 - 1 8 3 1  rr . OTHK>,nb n e  GM JIS , TaKHM o6p33O M , cjiyH 3H H oii. P en b  H A C T 

o  THnHHHofi PC B K U H H  npejicTaBH Tejw F ocyaspcT B eH H oro o6 m ecT B 3  c o  cBoiicTBeHHbiM 

eMy H4eOJIOFH3HpOB3HHbIM, ,ZienepCOH3JIH3HpOBaHHbIM MblllUieHHeM, KOHTp3CTHpyK)mHM 

C yHHBepC3JlbHOH OTKpbITOCTbK) TOPO THH3 MblHJJieHHfl, KOTOpblH X3p3KTepCH flJl» 
rp3)im aH C K oro oG m ecT B a.

PoccHHCKOMy „H auH O H anbH O -rocyjiapcTBeH H O M y” TH ny MbiujjieHHJi 3 j e c b 

npoTHBonocraBjmeTCH nojibCKHH „HsaHBUHOHanbHO-oGmeqejioBeqecKHH” . r o p u o c r b 

npHHajpiOKHOCTH K COCJ1OBHOH oSmHOCTH y  nOJIbCKHX ABOpHH HCOTJieJlHMa OT 

H H flH BH jiyanbH oro qyBCTB3 coG cT B eH H oro A O C T O H H C T B S . B  O TJIHH HC  O T 

POCCHHCKOH HCT0pH0rpa<|>HH Kap3M 3HH3, BbinOJlHBBHJeH rOCyAapCTBCHHEIH 33K33, 

nojibCKa» HCTopnocotjjHH, pa3B H B a«cb B ycjiOBHHx r p sx n a H C K o r o  o 6 m e cT B 3  (n y c T b 

B OrpSHHMeHHMX COCJIOBHMX p3M K3X), HCXO.HHJ13 H3 BHyTpeHHCH CBoGo^bl 

J1HMHOCTH H „CTpeMHJI3Cb K OCO3H3HHK) CyfleG CBOerO H3pOfl3 BO B33HMOCBA3H C 

o6mexpHCTH3HCKOH HACefi BCCMHpHOCTH, 3  HC nOJlHTHHCCKOH COnOAHHHCHHOCTH 

HHTepeC3M H3UHOHaJlbHOH rOCyflapCTBeHHOCTH” ( C .9 1 ) .  P3CnpOCTp3HCHHOMy B
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Ilojibuie nepcoHajiM3My 3anajHoro MbiuiJieHM», yrBepumaiomeMy uyxoBHyio 
3BTOHOMH1O KaJKAOTO HHAHBHAa, npOTHBOCTOHT, T3KHM o6p33OM, CBOHCTBCHHaa 
npaBOCJiaBHto cofiopnocTb POCCHHCKOTO caMoomymeHHS.

npH BCeM MHOrOTblCHHHOM O6HJIHH HayHHblX pafiOT, nOCBHmeHHblX A.C. 
IlyuiKHHy, MO>KHO, KOHCMHO, H jjanbiiie (e^aa JIH pwcKy» HCHepn3Tb TeMy) roBopHTb H 
nHcan> o HOHHM3HHH HM naTpnoTM3Ma H B JTOH CBH3H O ero OTHOHJCHHH K 
pOCCHHCKOH rOCyaapCTBCHHOH ipaUHUHH, OCBHHjeHHOH AJU HerO HMeHeM rieTpa 1; o 
npejioMJieHHH STOTO OTHomeHHH B xyAOJKecTBCHHbix o6pa33x -  KaK caMoro flerpa 
(repoa flojiraBEi), TaK H ipswa OeTpoBa; o n o m  rereabHHCKOM npnMHpeHHH 3pe;ioro 
IlyUJKMHa C COBpeMCHHOH eMy pOCCHHCKOH AeMCTBHTeJIbHOCTbIO, O HenpHMTHH HM 
nojiHTHMecKoro p3AHK3JiH3M3, o TOM, TTO H3yneHHe B KS^CCTBC HcropHKa 
rTyraHeBCKoro 6yHT3, „6eccMbicjieHHoro H 6ecnom3AHoro”, 33CT3BHJIO ero oueHHTb 
npeHMymecTBa npocBemeHHoro caMojiepraBHoro npaBJieHHa. CTOHT JIH, oiiHaKO, 
npeyBCJiHMHBaTb aepiKaBHbie ycrpeMJieHHJi pyccKoro TCHHX, OTK33biB3a eMy npH 3TOM 
B nepcoHajiH3Me MbiuiJieHHfl? 3aecb MOJKHO 6BUIO 6bi nopaccyxuaTb 06 anojiorHH 
qacTHoii )KH3HM H CBH3aHHbix c Hem ueHHOCTeii B „EBFCHHH OnerHHe”, rjiaBHbiii 
repofi KOToporo (jjaicrHMecKH HHKorAa HC H3XOAHJICH Ha rocyAapcTBeHHOH cjiyxcâe, 
HTO He MOrJIO He K333TBCH COBpeMeHHHKaM (jipomOH (o HCM HCOAHOKp3THO HHCaJl 
IO.M. J1OTM3H). A eme jiyHine cocjiaTbca Ha xpecroMaTHHHoe CTHXOTBopeHHe 1836 r. 
,J43 IlHHjieMOHTH” (“He Aoporo ueHio a rpoMKHe npaBa”), Karopoe H cerojimi 
BocnpHHHMaerca He HHSHC KaK TopjKecrBO H ano(J)eo3 BHyrpeHHeH CBOGOAM 
JIHHHOCTH B Hp»MOM npOTHBOHOCT3BJieHHH KaK Aep>K3BHblM IjeHHOCTHM, T3K H K3KOH 
6bi TO HH 6bino „CO6OPHOCTH”, Aaxte HanpuMyio BbicrynaiomeH OT HMCHH napoca 
(“HHbie, JiyHiiiHe MHe uoporn np3B3;/ Una», jiyHiuas norpefina MHC CBoSoAa:/ 
3aBHceTb OT BJISCTCH, 33BHcen> OT Hapo.ua -  / He Bce JIH naM paBHO? Eor c HHMH. 
HnKOMy / O rnera ne AaB3Tb, ce6e JIHHJB caMOMy / Cjiy>KMTb H yro>KAaTb”). ^yMaerca, 
■no H cMbicjioBoe cojjepiKaHHe „MCAHOTO BC3AHHKa” HeH3MepHMO cjio>KHee 3aniHTbi 
HMnepcKHX 3M6HUHH, „OTpajKeHmi naTpnoTHHecKOH yerpeMJieHHOCTH HACHOB 
rocyAapcTBeHHoro oSmecTBa, ropAbix TCMH rp3HAHO3HbiMH ycnexaMH, KOTopbie 
O3HaMeHOBajiH SjiHCTaTejibHoe BxoxqieHHe POCCHH B Eapony H o6pereHHe eio pojiH 
OAHOH H3 MorymecTBeHHbix uepataB" (C.89).

HeKOTopoiî „HauHOHajibHOH orpaHHHeHHOCTH” A.C. OyuiKHHa B onpeAejieHHoii 
Mepe npoTHBonocTaBJiaeTca „BceMHpHOCTb” 11.51. HaaaaeBa. Oco3HaB TynHKOBOCTb 
poccHHCKoro BH3aHTHHH3Ma, H33AaeB, no MHCHHIO A.JlHnaTOBa, HCKaji nyTH 
BblXOAa H3 HaUHOHaJlbHO-HCTOpHHeCKOTO JiaSnpHHTa H AyXOBHOH H3OJ1HUHH B 
oGmeHejiOBeHecKOH, yHHBepcajiHCTCKOH nepcneKTHBe, H 3TO c6jiH5Ka.no ero  c 
HanGojiee BbijiaioinHMHca HOJIBCKHMH coBpeMeHHHKaMH, BKJitoHaa A.MnuKeBHHa, 
„pbmapcTBeHHo” HC OTpearHpoBaBHjero Ha BejiHKOAepjKaBHbiii JKCCT rjiy6oKO 
yBaxaeMoro HM pyccKoro noara13. 3aecb XOTCJIGCB 6bi TOJibKO HanoMHHTb, HTO B

11 M Î  HOBeHmeH JiHTepaTypbi o B3anMOOTHOLUCHH»x riyu iK H H a H  M nuKeBHBa -  jiHHHO creii M 

nojTOB C M . HeaaBHo H 3jaH H y io  KanHTajibHyio MOHorpacpHio: JJ H - H B H H C K M H . riyu iK H H  M M H U K C B H M . 

McTOpH» JIHTepaTypHblX B3aHMOOTHOlUCHHH. M . ,  2 0 0 3 .
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CBJBM c nojibCKHMH coSbrnuiMH 1830 r. HaajjacB 3amui noanunio, 6jiH3Kyio 
-14 nyilIKHHCKOH .

Oaicrbi roBopaT o TOM, HTO Taica» no3HHHH 6buia, nycKaiî H xapaicrepHOH an» 
Mbicjiniueii Hac™ pyccKoro oâmecTBa, HO OTHioab He BceoâmeH. ^BMUa™ uer 
cnycTJi, B 1851 r., A.W. Tepuen BcnoMHHaji o npoHBJieHHax cojiHjiapHoc™ K 
nojiBKaM B cpeue yHHBepcHTeTCKoiî MOJIOAOKM. fio ero 3acny)KHBaiomeMy 
BHHMaHH» CBHjjerejibCTBy, „pyccKHH Hapoji He o6Hapy>KH.n HH MajieiiiiieH Bpaxubi 
npOTHB OCJiyHIHHKOB BOJIH LjapCKOH. MoJlOAOKb BCCM CepflUCM COHyBCTBOBana 
nojiHKaM” (C.94). Taie HJIH KHane, KOHKpeTHO-HCTopHHecKaH peaKUH» Ha KOHKpeTHbie 
nojiHTHHecKHe coâbiTH» (a penb linia 06 yrpoae HOBOH oSmeeBponeiicKOH BoiiHbi, 
B KOTopoii POCCHJI npoTHBOCTom 6bi npeBocxoflsmeii ee no CHJiaM KoaunuHH 
aepîKaB15) He uaer, Ha Ham B3rjiafl, ocHOBaHHH OTKa3biBaTb BO BHyTpeHHeii 
CBo6ojje, ayxoBHOH OTKpbiToc™ H yHHBepcauH3Me HH 11. HaauaeBy, HH A. 
llyUIKHHy, MCTOpHOCO(j)CKMe nOCTpoeHH» KOTOpblX, BbipanceHHbie KaK B 
„OHBOCOljlHHeCKHX nHCbMax”, TaK H B H3BCCTHOM OTKJ1HKC Ha HHX A. IlyujKHHa, He 
B MeHbmeH Mepe, HCM HUCH BeuymHx nojibCKHx MbicjiHTejieiî, 6MJIM ycrpeMJieHbi K 
BbiHBJieHHio B3aHMOCBH3efi cy/jeS CBoero Hapo.ua co BceMHpHbiM HananoM.

14 CM. B 3TOH CBH3H CTaTbH H. UlaHTaHOBa M B. Xopesa.
15 KBK HanoMHHaer H.UJaHTaHOB, f i  cuibul a HCKajia B 1830 r. esponeHcxofi noaacpiKKii, 

o6ema« EBpone ja u iH ry  OT pyccKofi onacHOCTH. TaK, B MaHHCpecTe ceHMa OT 6 ucKa6p» 1830 r., B 
KOTOPOM 6buio o6b»wieHO o Haia iie  BoccraHHH, roBopnaocb o aaaaae BoccraBtiiHx „He aonyciHTb ao 
Eaponbi 4HKne opabi ceBepa... aauiHTHTb npasa eBponcficKHX HapoaoB”  (C.83).

OopMyjia „POCCHJI H Eapona”, 3a6oTHBLua» HaajaeBa, Haiujia CBoeo6pa3Hoe 
npejiOMJieHHe H B nyiiiKHHCKOH no3Me „MeunbiH BcajHHK”, KOTopyio nacTO 
HHTepnpeTHpyioT KaK noaeMHKy c MHUKCBHHCM, ero o6pa3OM neTepSypra KaK 
AMBOJibCKoro ropo.ua (OUHOH H3 KJuoneBbix cipoK cBoen nosMbi -  ,J1K)6JIIO Te6», 
Ile ipa  TBopeHbe” -  IlyiiiKHH no cyTH ueua SpocaeT oTKpbiTbiii BbBOB CBoeMy 
nojibCKOMy upyry). Menqiy TCM, cnocoGnocTb IlyujKHHa yBHueTb KpacoTy B 
rocyuapcTBeHHOM BCJIHHHH, C OAHOH cropoHbi, He nepenepKHBajia cocTpauaHH» K 
MajienbKOMy HejioBeKy, pa3,uaBJieHH0My uepHcaBHOH nocTynbio CBoero BeKa, a c 
upyroH, JiHiiib ycHUHBajia HanpjoKeHHOCTb B BOCHPHHTHH no3TOM UHJICMM 
poccHHCKoiî HCTOPHH, BnHcaHHOH B eBponeHCKHH KOHTCKCT. IIOUOGHO HaauaeBy 
IlyuiKHH oco3HaBaji acHHxpoHHOCTb pa3BHTH» POCCHH H Esponbi. HTO we 
Kacaerc» nojibCKoro Bonpoca, TO OH He npocTO craHOBHTCJi, OCO6CHHO nocjie 1830 
r., npofijieMOH rocyuapcTBeHHoro caMoonpeuejieHHJi POCCHH H coxpaHeHHH 
UeJIOCTHOCTH HMnepHH (T.e. BXOUHT B Kpyr „pOKOBblx” BOnpOCOB pOCCHHCKOH 
HCTOpHH), HO H B OTpOMHOH CTeneHH CHOCoOcTByeT CaMOMy o4)OpMJieHHK> Tex 
Hueii, B ocHOBe KOTopbix co BpeMeH Haauaeaa H TlyuiKHHa ueiKajio upaMaTHnecKoe 
npoTHBonocTaBjieHHe (B cjiaBiiHoiJiHJibCKOM HH6O 3anaaHHHecKOM uyxe) POCCHH H 
Eaponbi, oxoTHoe JIH6O COBCCM HCOXOTHOC npH3HaHHe TOTO, HTO peHb HUCT ace- 
TaKH o U3yx pnuonojio>KeHHbix, HO Bce ace pa3UHHHbix, BruioTHyio conpHKacatoujHxc»,
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oaHaKO pejiKO nepeceKaioiuHxcji cy6cTaHiinnx, HaxojuimMxc» B cnoxtHtix, noanac 
6oae3HeHHbix B3anMOOTHOiueHHJix Me»my CO6OH.

He npocTO POKOBOM, HO noHCTHHe 3K3HCTeHUHaabHbiH fljw pyccKoro 
HauHOHajibHoro MCHTajiHTeTa Bonpoc o npHHaaae>KHOCTH POCCHH EBpone, 
KOTopbiM B Hanaae 1830-x rr . 3aaaBajincb nepea anuoM BHeuiHeii yrpo3bi una 
POCCHHCKOH HMnepHH nepBblH pyCCKHH (|)HJ1OCO(|) (B KJiaCCHHeCKOM IIOHHMaHHH 
3Toro cjiOBa) n .)I. HaaaaeB H reHHH HauHOHajibHoii JiHTepaTypbi A.C. IlyuiKHH, 
coxpaHXJi TaK nan HHaMe aKTyajibHOCTb Ha npoT»»eHHH Bcex nocaeayiomHX 
aeCJITHJieTHH pOCCHHCKOH HCTOpHH, C0CT3BHB maBHblH CTCpiKeHb B p33BHTHH 
pyccKoii oGmecTBeHHOM MbicjiH. TOT ace no cyrH Bonpoc naxoamica H B ueHTpe 
BHHM3HH3 HOJIbCKOM oâmeCTBCHHOH MbICJIH, XOT» p3KypC eTO paCCMOTpCHH» 6bIJI 
HHbiM, a OTBCT onHO3HaHHbiM -  Ilojibuia HOHTH Bceraa ipaKTOBanacb KaK 
HeoTbeMJieMa» cocTaBHa» qacTb EBponbi, 3amMTHMua ee BOCTOHHMX py6e»eii.

M OÎKHO corjiacHTbCJi c H.O. UlaHTaHOBbiM: „B nyniKHHCKOH (jiopMyjie - 
„cnop cjiaBSH Me>Kay coGofi” -  3Byiana oGnaa POCCHH, KOTopyio HOBaa EBpona 
OTKpOBCHHO OCTaBJIJUia 33 CBOHMH npeaeaaMH, HpeaBapHTeBbHO K3K 6bl CJJCJ13B 
eaHHCTBeHHOH OTBeTHHHCH 33 OHepeaHOH pa3aea IloabUJH” (C.83). Ho Cnp3BeAJIHB0 
H upyroe: nyniKHHCKHH OTKJIHK H3 KOHKpeTHbie coGbmwi 1830-1831 rr. H — niHpe - 
nyiHKHHCKHH B3rjISJl Ha Cyab6bl riOJIblHH B pOCCHHCKOM KOHTCKCTC Ha MHOTHe 
aecHTHJieTHfl Bnepea npeaonpeaejinji OTHOineHHe pyccKoii HHTejuiHreHUHH K 
nojibCKOMy Bonpocy H, 6ojiee TOTO, CTaji KJHoieBbiM MOMCHTOM B ynpoqeHHH 
HeraTHBHoro CTepeoTHna nojisKa B pyccKoii no33HH16. XOTH B POCCHH 6MBH H 
ap y m e no TOHajibHOc™ nosm iecRH e OTKJIHKH Ha nojibCKHH 1830 ro a  (nanpHMep, 
CTHXH A. OaoeBCKoro), OHH Maao HOBJIHSJIH Ha H3MeHeHHe CTepeoTHna, KaK H 
6oaee noaaHee 3H3KOMCTBO C noabCKOH jiHTepaTypoii, a TaK>Ke npoH3BeaeHH» 
pyccKHX aBTopoB, c CHMnaTHen pncyioiHHe noaaKOB.

A BTOPHTCT IlyniKHHa npeoaoaeBaacji c TCM GoabniHM TpyaoM, HTO ero 
CTHXH, HanncaHHbie B CBH3H C noabCKHM BOCCTaHHeM, no caosaM n .A . 
BaseMCKoro, „He Top^ecTBeHna» oaa Ha cny^aiî: OHH HMHHHHe HyBCTB 
3aaymeBHbIX H MHCHHH H y6e>KaeHHH, TayOoKO BKOpeHeHHblx” (C.93). /Jaa 
rocyaapcTBeHHHKa O.M. T m e s a  6opb6a c MHTOKHOH noabinefi TaK»e 6biaa 
„6opb6oH 3a COXpaHCHHe LjeaOCTHOCTH CaaBHHCKOH aep>KaBbI, KOTOpOH 
npeaonpeaeaeHa BejiHKaji HCTopHHecKaa MHCCH»” (C.104). KaK HHTpnry 3anaaa 
npoTHB POCCHH pacueHHaan noabCKoe BoccTaHHe M.K). JlepMOHTOB. ECJIH » e 
6paTb BHTepaTypHbiH npouecc He B HanGonee BbiaaiomHxcs ero nposBJienMx, a B 
OCHOBHOM ero noTOKe, TO poab TeHaeHUHO3HO HHTepnpeTHpoBaHHbix noabCKHX 
CKWKCTOB nOKaJKCTCH OCOGeHHO 3HaHHTeBbHOH. POCCHHCKOC o6lU6CTBO 1830-X 
roaoB 6biao Bcepbes HanyraHo noabCKHM BOCCTaHHeM, yrpoiKaBuiHM UCUOCTHOCTH 
HMnepHH. Orcioaa KaxtyTca Bnoane noHHTHbiMH BocTpeGoBaHHOCTb HM aep>KaBHOH 
HaeojiorHH H nonyaapHOCTb BepHonoaaaHHHnecKOH apaMbi H. KyKOJibHHKa „PyKa 
BceBbiuiHero OTeiecTBO cnacaa” (1834) Ha TeMy COGBITHH 1612 r. H HeKOTopbix

16 CM. CTaTbio B.A. Xopeaa
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npyrax npoH3BeaeHHM, B KOTOPMX nonHKH npeacTaioT npeflaTejiHMH cnaBHHCTBa, 
npHCJiy»HHKaMH JiaTHHCKoro 3anaaa, opyaweM B pyKax BHCIHHHX CHJI, 
CTpeMJHHHXCH yHH3HTb „CBHTyiO Pycb”.

TaKHM o6pa3OM, HenpHHTHe nojibCKoro BoccraHHJi 1830 r. CTajio, -  KaK 
noKa3biBaeT uejibiH pan CTaTefi POCCHHCKHX H nojibCKHx aBTopoB, -  CBoero pojia 
„nycKOBMM MexaHH3MOM” AJU co3jiaHHa B POCCHH HeraTHBHoro o6pa3a noJixKa B 
M3CCOBOM CO3H3HHH H erO (j)HKCaUHH B XyiIOTKeCTBeHHOil JIHTepaType. Y KOpeHHBHIHHCS 
nocjie 1830 r. B POCCHH H.aeo.norH3HpoBaHHbiH CTepeoTHn HefijiarouapHoro, 
KOBapHoro H KHHJiHBoro „Jiflxa”, 3JioyMbiiiJJisK)mero Ha oâmecTBCHHbie H 
rocy,napcTBeHHbie ycTOH, owasajic» oienb «HByHHM. CBOC najibHeiiiijee pa3BHTHe 
H pacnpocrpaHeHHe OH nojiyHHii Ha BOJIHC aHTHnojibCKOH IUOBHHHCTHHCCKOH 
3H(j)opHH, oxBaTHBHien 3HaqHTejibHbie CJIOH pyccKoro oGmecrBa nocjie BOCCT3HHH 
1863 r. (nocraTOHHO BcnoMHHTb aHTHHHrmiHCTHHecKHe poMaHbi 1860-x ro/iOB). 
TOT ®e MHIJI coxpaHjni Hnepunio H B najibHeiiiiieM, onpenejiaa paKypc BOCHPHHTHH 
mnpoKOH nyGjiHKofi Bcero nojibCKoro, noMoraji BbiHCKHBaTb „nojibCKHe KOPHH” 
Bcex HeraniBHbix couHajibHbix HBJICHHH, yHH^HUHpya H reHepanH3npya cymecrByiomHe 
nopoKH CTporo onpenejieHHbiM o6pa3OM. TaK, M.H. KaTKOB BHACJI B pyccKOM 
HHrHJiH3Me npenqe Bcero nopoaqeHHe nojioHH3Ma, npH 3TOM «BJieHHbie 
„npopoKH H repoH PyccKOH 3CMJIH” 3aqacryio „caMH He no,uo3peBaioT, qbnx pyK 
OHH co3,aaHHe” (C.128). /Jaate caMbie KpynHbie nncaTejin He GMJIH CBOGOUHN OT 
npe,HB3»TOCTH B CBOeM OTHOUieHHH K HOJlbCKOMy HaiXHOHajIbHOMy flBHJKCHHlO. 
flocTaTOHHO BcnoMHHTb 06 aHTHnojibCKFix MOTHBax B TBopqecTBe H.B. Torona (y 
KOToporo, BnpoieM, cHJibHee npoâuBajica cneuH(j)HqecKH yKpaHHCKHH, He«enH 
BeJIHKOpyCCKHH B3rJI»A Ha nOJlbCKHH Bonpoc) H O.M. /JOCTOeBCKOTO.

C npyroii CTopoHbi, H B nojibCKOH nyxoBHoii KyjibType 6buio, no BbipaweHHio 
BejiHKoro no3Ta-poMaHTHKa IO.CjiOB3UKoro, H3Jio)KeHO aero Ha npopoccHHCKHe 
ycipeMneHH». Eme B 1770 r., B KaHyH nepsoro pa3,nejia IlojibuiH, nojibCKHH 
MbicjiHTejib O.MaKyjibCKHH 3aMeTHJi: „Ha3HaqeHHe MOIJUH CBOCH POCCHJI BKHHT 
eAHHCTBCHHO B TOM, qTOâbl, BOAO6HO AjICKCaHZipy BeJlHKOMy, BO3MO2KHO 6oJIbllie 
crpaH noKopHTb H Han HHMH aecnoTHqecKH BJiacTBOBaTb” (C.30). B XIX B. 
npoTHBonocTaBJieHHe nojibCKoro HKUHBHuyanH3Ma pyccKOMy nyxy OGIHHOCTH, 
cosaaiomeMy yrpoay zum cyBepeHHTera JIHHHOCTH, craHOBHTCH O,HHHM H3 
crep>KHeBbix HanpaBJieHHH oGmecTBeHHoii MbicjiH IlojibiuH. ripaso POCCHH Ha 
JimepcTBo B cjiaBJiHCKOM MHpe nonBepranocb COMHCHHIO, qeMy cnocoScTBOBann 
nojiyiHBuiHe B nojibCKHx 3CMJWX pacnpocrpaHeHHe npencraBJieHHii o pyccKHX KaK 
Hacjie,uHHKax TaTapo-MOHrojibCKoro rocy,napcTBeHHoro yKJiaaa. MOJKHO corjiacHTbcx 
c TCM, qro caM <J)aKT cymecTBOBaHHa nojibCKoro Bonpoca noapbiBaji H3HyrpH 
•HOKipHHy otjiHiiHanbHoro naHcnaBH3Ma, paspyuiau H fleMHCTHijjHUHpyji 3KcruiyaTHpyeMbiH 
B nonHTHMCCKHX U6JUIX MH(j) CJI3BJIHCKOH B33HMHOCTH17.

17 O crpue nojibCKO-pyccKHe npoTHBopeHHH, HecoMHeHHO. BCJIH K MaprHHajiHiauHM B riojibuie 

m eă cnaBHHCKofi B33HMHOCTH , OAHaKO Bce x e  He HCKjiwHajiH HX H I  O6 IUCCTBCHHOH MMCJIH, TCM 
6ojiee MTO HX aKTyajiH3auHH Morjia cnocoScTBOBaTb ycHnHBaBUjasca yrpoia repMaHHiaTopcKOH
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BOHKOT Bcero pyccKoro OCOSCHHO ycunm icji nocjie nojiaBJieHM» BoccraHHii 
1863 r. OnpeuejiJiiomHM BeicopoM POCCHHCKOH HOJIHTHKH craHOBHTCH crpeMJieHHe 
K nojiHoii HHTerpaiiHH „IlpHBHCJieHCKoro Kpa»” B HMnepwio, HTO npeunojiarajio 
JlHUieHHC UapCKHX nOMaHHBIX HOJlbCKOTO npOHCXOWHH» (HaCKOJIbKO 3TO 6bIJIO 
BO3MO)KHO) HauHOHaiibHOH caMOHjieHTM(j)HKauHH B UCJIHX MX nocjiejjyKimeH 
pycH(|)HKauHH. BbuiH 3aKpbin>i nojibCKHe cpeflHHe uiKOJibi, noiibCKHH « MR 6bui 
3anpemeH B rocyaapcTBCHHbix yH p ew H H JX 18. H 3 w m e  M3 CHCTeMbi o6pa3OBaHHn 

H uejionpoH3BoucTBa HauMOHajibHoro c r e p r a a  npe.acTaBH.no peajibHyio yrpoay 
yrpaTbi nonbCKHM HacejieHHeM HauHOHajibHoro caMoco3HaHH».

riojibCKaJi HauMH, o/maKo, oi<a3ajiacb cnocoâna K a^xțieKTHBHOMy conpoTMBneHMio; 
BonpeKM MaccMpoBaHHOMy npoTHBOueHcromo nerepâypra  (j»pMHpyerc>i anbTepHaTMBHafl 
CHcreMa HauHOHaiibHbix KyjibTypHbix y H p ew H H ii. BjiacTH TaK H He CMOTJIH 
3anpernTb H3naHne l a c r a u x  raaer Ha nojibCKOM H3biKe, nojibCKHe TeaTpbi. H M6HHO 
B ycjioBHHx yipaTbi Ilojibiueii HeaaBHCHMOCTH, B THCKax CHJibnoro HauHOHajibHoro 

- 19rn e ra , npoHCxoflHT pacuBer nojibCKOH jiHTepaTypbi .
YcnexH nojibCKOH KyjibTypbi B POCCHHCKOH HMnepHH 6buiH TCM 6ojiee 

BneHaTJIHKJUlHMH, HTO ee pa3BHTHe CTaJIKHBajIOCb OTHKJAb He TOJIbKO c 
aHMHHHCTpaTHBHblMH npenOHaMH. npHXOAHJIOCb npCOAOJlCBaTb CTOHKOe 
npeuySoKjieHHe oâmecTBeHHoro MHCHHJI, r^ e  nocjie 1863 r., KaK OTMeqajiocb, 
BHOBb yKpenHJiHCb aHTHnojibCKHe CTepeoTHnbi, KOTOPMM ycmiHMMH BJiacTeii npn 
n o w p K K e  BejiHKopyccKHx HauHOHajiHCTHHecKHx KpyroB npHjiaBajic» «p ro 
BbipaweHHblH KOHtțjeCCHOHaiIbHblH OireHOK (3J1OBC1HHH o6pa3 4>aHaTHMHOrO

accHMHa»UHH DOJIUKOB B npyccKoii nacTH IloabiiJH. IloabCKHH BapnaHT caaB»HO<|)HabCTBa, 
ecTecTBeHHO, npoTHBOCTomi poccHHCKOMy nancaaBH3My. B TO me BpeM» eMy He ly jq b i  6HBH 
aBcrpocjiaBHCTCKHe KOHuenuHH (IlpH JTOM caeayer HMeTb B BHay, HTO a m  HanSonee aoaabHbie no 
OTHOUICHHK) K fa6c6ypraM nojibCKHe HOJIHTHKH B rajiHUHH HHKoraa He nepecTaBajin MbicjiHTb 
HaUHOHajlbHblMH, oSmenOJlbCKHMH KaTerOpHBMH).

11 Kypc uapniMa Ha aenoaoHHiaiiHK) 3anaaHbix oSaacreii HMnepHH Haxoana noHHMaHHe B 
ripyccHH, a c  1871 r. B fepMaHCKOH HMnepHH, rae Bjiac™ nposoanan Ha nojibCKHX 3eMaxx 
aHaaorHHHyio nojiHTHKy He Menee, a noJKaayă, H 6ojiee JKCCTKHMH MeToaaMH. B 1903 r. BO BpeM» 
SecnopaaKOB Ha TeppHTopHH nojibCKHX npoBHHUHH Broporo Pefixa, Kaăjep BnjibreJibM II B Seceae c 
pyccKHM BoeHHbiM areHTOM 3aMeTHJi: „ 3 TO KpaiÎHe onacHbiiî Hapoa. C HHM HC MOJKCT 6biTb apyroro 
oâpameHH», KaK aepxaTb HX IIOCTOBHHO paaaaaaeHHMMH noa HOTOH!” Ilpn 3THX caosax 
„noaBHiKHoe »HUO HMnepaTopa npnHxao cypoBoe ao JKCCTKOCTH BbipaiKCHHC, masa âneciean 
Heao6pbiM omeM H 6biaa oHCBHana peuiHMocTb 3TH nyBCTBa npHBec™ B aeHCTBHTeabHoe 
HcnoaHeHHc", HTO, no MHeHHio pyccKoro BOCHHoro npeacTaBHTea», o3Hanaao „HeMaabie xjionoTbi H 
3aTpyaHeHH«” aa» PepMaHHH. CM.: E.K). CepreeB, Ap.A. YayHJH. He noaneacHn ornauieniio. 
BoeHHbie areHTbi POCCHHCKOH HMnepHH B Espone. 1900-1914 rr. M., 1999. C.72.

”  K TTOMy MO>KHO ao6aBHTb, HTO yCaOBH» pa3BHTH» OOBbCKOH KyjlbTypbl B aeHTpe HMnepHH 
6bian 6aaronpH»THee, Hexcean B POCCHHCKOH nacTH noabiriH. Ha py6e»e BCKOB B nerep6ypre, rac 
npo>KHBaao 6oaee 150 TMC. noaaKOB, noabCKHe oSmecTBa, jKypnaabi, H3aaTeabCTBa oOaaaaan 
3HaHHTeabHO 6oabweH CBoSoaon, neM B BapmaBe nan BnabHo; KHHTH, KOTopbie B Iloabiiie HC 
Moran npoHTH nepea ueH3ypnoe CHTO, B CToanue BbixoaxjiH 6e3 ocoSoro Tpyaa.
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nojMKa-KaTOJiwKa, H3Be4Horo Bpara POCCHHCKOH rocyaapcTBeHHOCTH, paapyiuaiom ero 
ee  H3HyTpn, H acanqanca BCCMH cpencTBaMH BO3fleiicTBHa Ha yMbi -  OT LUKOJibi TIO 
npeccbi H jiHTepaTypbi). y « e  B X X  B . O^ HH H3 nonbCKHX MbicuHTejieH 
cjieayiomHM o6pa3OM oxapaKTepH3OBan cjiojKHBiuyiocfl B POCCHH X IX  BeKa 
aTMoajiepy: 3aMbicjiHB MCTpe6nTb Ha KopHio nojibCKyio Haunio, uapb-H poa 
„Hamen B CBoeiî c ip a n e  n o M e p o y  3T0My 3aMbicjiy co  CTopoHbi oGmecTBeHHoro 
MHCHHfl” (C .102 ). B HOnbCKOH HaUHOHaJIbHOH MH(ț)OnorHH, KCTaTH CKa3aTb, 
yTBep,nnjiacb BO MHOTOM n p o r a B o n o M n a fi POCCHHCKOH cxeMa CTOJIKHOBCHHM nayx 
nanan: POCCHH, nopaSoiyeHHOH aTeHCTmecKoii nceBnopejiHTHeH, npoTHBonocraBJiJtnacb 
FlOJIbUia KaK BOCTOHHMH BaCTHOH XpHCTHaHCTBa, KOBapCTBy pOCCHHCKHX 
nOJIHTHKOB npOTHBOCTOHn o6pa3 HenOBHHHOH «epTBbl, 3aKOBaHHOH B xaHAMbi.

Bce-TaKH nonbCKas TeMa B pyccKOH nHTepaType ora ioab  He CBOAHJiacb K 
THpa>KHpOBaHHK> CXCM H HCraTHBHblX CTepeOTHHOB. OCMblCABH HeOaHO3H3MHbIH 
HCTOpHHCCKHH OHblT OTHOHieHHH flByX HapOflOB, BCHyiHHe HHCaTCJlH HaCTO 
npeojiOJieBajiM HueojioraHecKyfo 3anaHHOCTb H TCM 6on ee  noflHHMMMCb H M 
nonHTHMCCKOH KOHblOHKTypOH, HHOH pa3 flajKC BOnpCKH COGCTBCHHblM yGoKUCHHJIM 
co3flaBajiH MHoroMepHbie o6pa3bi, n ocrara»  nonbCKHH HaiiHOHMbHbiii xapaKTep 
BO Bceii ero  CJIOJKHOCTH H npoTHBopeHHBOCTH. TaK, y H .B. fo r o j is  coanaHne 
nojibCKHX nepcoHaweH He 3aMbiKanocb Ha H3o6pa>KeHHH CTpeMneHHS K pocKouin, 
nyKaBCTBa, BepojioMCTBa. O HH aanacTyio npeacTaioT xpa6pbiMH H yMenbiMH 
BOHHaMH. MyqHTejibHbiM BonpocoM 3M aBM c» H .C . A KC3KOB: MM caMH, pyccKHe, 
„OAymeBJieHbi JIH HaKOHeu, XOTB BnojioBHHy, TCM nyBCTBOM JHO6 BH K CBoen 
3CMJie, KOTOpbIM OTJlHHaiOTCJI riOJlJIKH” (C .128 ). „AHTHHHrHJlHCTHHCCKHe” 
ySoKjeHHH n e M B IU M B  Bcepbe3 o6pam aTbcs K nonbCKOH TeMe H.C. JlecKOBy, 
CMOHHOMy He K pa3o6jiaHeHHHM H BbiHeceHHK) npnroBopoB, a K rnyGoKOMy 
aHajiH3y npoSjieM naTpHOTH3Ma (CM. CTaTbio / ( .n .  EaKa). HpHBneKaTenbHbie 
o6pa3bi nojiflKOB -  noaHTHMecKHX ccbuibHbix ocTaBHJi B „3anncKax H3 MepTBoro 
flOMa” d>.M. /JOCTOCBCKHH. KOMHJICKC BHHM 3a nojiHTHKy uapH3Ma B H onbiiie 
npoHHTMBaeTCH y no3AHero JI.H. T OJICTOFO, HanpHMep, B „XajuKH-MypaTe” H 
noBec™  „3a HTO?” (nonbCKOH TeMe B TBOPHCCTBC JI.H. TojicToro nocBJHijeHa 
CTaTbJi H./J. TaMapneHKo).

OSpameHHe JL T OUCTOPO K nojibCKHM o6pa3aM HeoT.ue.nHMO OT ero 
pa3MMiuneHHH naa npoTHBopeMHHMH Me>Kny HHrepecaMH pyccKOH rocy,napcTBeHHOCTH 
H npHponHbiMH npasaMH H enosexa, a B 6on ee  o6meM njiane H M  npoâneMOH 
npoTHBOCTOHHHH BJiacTH H KH3HH. HoKajbiBaa, KaK HacHJiHe rocyuapcTBeHHoii 
MauiHHM HanpaBJuuiocb npoTHB Tex, KTO He npHHM nexM  K HTOH rocy,iiapcTBeHHocTH 
3THHHCCKH, BenHKHH FyMaHHCT BbipaTKajl COHyBCTBHC J11OMM, HaKa33HHbIM 
CCblJlKOlO B C nSnpb „3a TO, 4T0 OHH XOT6J1H 6bITb TCM, HCM OHH pOflHAHCb, - 
HOJMKaMH”. BonpeKH CBOHM HCXO,HHbIM HHCHHMM ycraHOBKaM OH CTpeMHJlCB 
npHMHpHTb M C  Mano coBMecTHMbie HO3HUHH -  cMHpeHHoe nperepneBaHHe cyabâbi H 
aKTHBHoe OTcraHBaHHe HeorbeMJieMbix npaB HenoBexa Ha )KH3Hb H CBoSony.
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YCHJIHHMH BbIA3K)lHHXCH HHC3TeJieH (jjOpMHpOBaJICS, TaKHM o6pa3O M , HOBblH 

o 6 p a 3  -  noju iK a-C T p aaajibua . E o j ie e  n iy f io K o e  ocM bicjieH H e noiiyH ajiH  H nonbCKO- 

pOCCHHCKHe B33HMOOTHOUieHH». TaK , O .W . T lO T ieB , OCT3Ba»Cb CTOpOHHHKOM 

H M nepcK oro n3HCJi3BH3M3, Bce-TaKH M eiT an  o  B peM eH ax, K O TA3 „ c ip o i i 

Boxm ejieH H biH  BOflBopHTca, KaK c  P y c b io  f lo j ib iu a  noMMpnTC»” . BejiHKOMy n o 3 iy 

6 b u io  He H y x a o  o cosn aH M e T paruH ecico ii BHHbi P O C C H H  n e p e u  I lo J ib in e ii , 

HCOGX O A H M O C T H  noK anH H », xpH C T H ancK oro HCKynjieHHH. B H A H H H  (|)H Jiojior A .H . 

IlbinH H  B p a 3 r a p  aHTHnojibCKHx KaMnaHHii np n3b iB aji cooTeHecTBeHHHKOB K 

c f le p » a H H o c ™ , sa M e n a s , HTO  B p a w fiH O C T b  H npeflB3HTOCTb OCOS C HHO 
Heno3BOJiHTejibHbi „ c o  C T O P O H M  H apo.ua o r p o M H o ro , c m ib H o r o  H n o â e u H B m e r o ” 2 0 . 

C p eflH  H a n 6 o jie e  nocjie,uoB aT ejibH bix K P H T H K O B  H3CHJibCTBeHHOM pycm jjHtcauHH 

Ilo jib m H  6biJiH B 1 8 5 0 —1 8 6 0 - e  T O A M  ( B SM HrpauHH) A .H . T e p u e H , B 1 8 8 0 - 1 8 9 0 - e 

roflb l B .C . CojIOBbeB, CBOHM yHHBepcajIH3MOM B TpaKTOBKe XpHCTHaHCTBa 
OK333 B U IH H  3 3 M e™ o e  BJiHJiHHe Ha nojibC K yio M bicjib2 1 . H eM a jio  c a e j ia n  Ana 

nonyjinpH 3auH M  B P O C CHH  nojibCKOH jiH T epaT ypbi B T .  K opojieH K O , B o jib u io ii e e 

3HaTOK H ueHHTejib. no4H H M 3a o6m eH ejioB eH ecK H e n p o 6 jieM b i, c n o c o 6 H b ie  n ă im i 

OTKJ1HK pOCCHHCKOrO HMTaTCJlH, KpynHCHIHHe IlOJlbCKHe HHCaTCJIH MHOrOKpaTHO 
H3AaBajiHCb Ha pyccKOM  »3biK e, oG cyxm ajiH C b B n p e c c e .  JJO C T ST O H H O  ynoM iiH yT b 

0 6  orpoM H ofi n on yjiH p H O c™  B P O C CHH  T . CeHKCBHHa. T S K H M  o6pa3O M , BonpeKH 

BCCM o6CTOHTejlbCTB3M o6mCHHC AByX KyjIbTyp npOAOJDKaJlOCb, HMCHHHO nHC3TCJlH, 

XyjIOJKHHKH JiyHUie K oro  6b l TO HH 6bIJlO OK33bIB3JlHCb c n o c o 6 n b l  BbICTp3HBaTb 

MOCTbl H 34 C3MMMH TJiySOKHMH np0n3CTSMH, p33pyiliaT b HeraTHBHbie CTepeOTHHbl.

2 0  nojiHKH H  pyccKHe B n ia a a x  a p y r a p y r a .  C .8 5 .
21 M . 3a3exoBCKHH n o a  HeocnopHMbiM BO3AeHCTBHeM B . C o jio ab esa  oTCTaHBaji m e io 

06-be.nnHeHHJi KaTOJiHUH3Ma c oHHiueHHHM  O T  O <|)H U H O 3H O H  rocyaapcTBeHHO-naTpHOTHHecKOH 

HaKHHH npaaocaaBHeM . A KueH TH pya BHHMaHne Ha AyxoBHOH 6 J IH 3O C T H  pyccK oiî H  nojibCKoii 

MCCCHaHCKHX yTOHHH, OH MHCTHHCCKH BepHJl B Bbiciuee npH3B3HHe o 6 e n x  HaUHH MOpa/lbHO 

HcucJiHTb n o rn 6a io m y K ) O T  MaTepHajiH3Ma E a p o n y. Ilp H  3T O M  O H  HCKpeHHe co>Kajien o T O M , MTO 

ayxoBH aa M H C C H » npaBocjiaBHH, o K O T O P O H  MCHTajiH paHHne pyccKHe cjiaBXHOipHJibi, B nosaneM 
CJiaBRHOtpHJlbCTBe 3aMCHHJiaCb HACCH nOJlHTHMCCKOH 6opb6b l npOTHB 3an a ^ a  H X<a>KJIOH ero 

nOaHHHCHHX (CM. O 6  3TOM B CT3TbC nOJIbCKOTO aBTOpa A . Pa3bHbl).

3aA3H 3 3T3 6bIJ13 Mpe3BbIHaHHO HenpOCTOH, H 6 O UapCKaS HOJIHTHK3 

o6bCAHHHJ13 H3UHIO SMOUHOHajIbHO, BbI3B3B y  MHJLHHOHOB HOJ1HKOB HCyflep)KHMOe 

CTpeMJieHHe K M C C T H . B  I lo j ib i i ie  4 3 x ce  c3M bie B b ia a io m H eca  yM bi H H O H  p 3 3  TBK  H 

He CMOMH H 3»H Tb B c e 6 e  aHTHpoccHHCKHe KOMnueKCbi. T B K , BJIH  K p yn H eH iiiero 

n n ca T eji»  H3Haii3 X X  B . C . )K epoM C K oro P OCCHH 6 b u i3  OH JIO TO M  ueM O H H iecK oro 

3Jia, KOTopoe K a sajiocb  eM y TCM  o n s c n e e ,  nocKOJibKy AJIJI AO C TH JK C H H H  CBOHX 
HH3MeHHbIX pyCH(})HKaTOpCKHX UCJieH HCH0JIb30B3Jia „XOpOHIHe” , npHBJieK3TCJlbHbie 

cp ea cT B S  (T .e. Mex3HH3Mbi B M C O K O H  K yjibTypbi, c n o c o S H b ie  yB Jienb H H T ST C JIB  H 

3pH Teji«) 6 o j ie e  JIO B K O , H O K C JIH  orr3JiK H B 3ioiuH e ( C M . CT3Tbio A . M en u B e jin ). 

riOK333TejlbH3 TpaKTOBKa ÎKepOMCKHM pOJIH MHUKCBHH3 K3K HaUHOHaJlbHOPO 

n p o p o K 3 , GyAHTejui H3 H H H  -  H3 K oro  n p o p o K  He u e iicT B y eT , T O T  n o T e p u n  a n »
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noubCKOH HauHH, MCMe3Her B „pyccKOH n p o n a c ™ ” , H6 O ueM OHHiecKoe 
OMapoBaHHe -  3TO  nyn>, seuym H H  K uyxoBHOMy paficTBy.

BonpeKH ycmiHUM caMbix HesaypauHbix yMOB cueuan» POCCHKJ TaâyHpoBaHHofi 

TCM OH , CBoero po.ua „ BCJIHKHM OTcyTCTByiomHM” B noubCKOH KyjibType, KOHTaKTbi 

flByx KyjibTyp Bce-TaKH o w io j ib  He npepBajiHCb. H e  BC» nojibCKas HHTeuuHreHUHJi 
n orp «3n a  B pauHKaubHbix aHTHpyccKHX H acTpoeH wsx. X OTH nonHTHKa 

HM nepcKoro ueHTpa Macro u n u ia u a  ju o a e ii yM epeHHbix B3PJ1W B H ajjexqbi Ha 
ocym ecT B JieH ne CBOHX  u u e a jio s , uaaaji Gojibiue K03bipeii B pyKH CTOPOH HH KO B 

aKTHBHOH aHTHpOCCHHCKOH JIHHHH, B IloJIbUie BCCrfla HaXOUHJIHCb MblCJlHTeJlH, 
paUHOHaJIbHO nOAXOAHBUJHC K npoSjieM e OTHOUieHHH C BeJIHKHM BOCTOMHbIM 
coceu oM . yHHTbiBas peajibH yio paccTaHOBKy CHJI H o 6 m y io  reonojiHTHMecKyK) 

CHTyaumo B B OCTOHHOH E a p o n e , OHH  aenanH  CTaBKy Ha cocymecTBOBaHHe c 
POCCHCH B HCTOpHMCCKH 0603pHM0M BpeMCHH. „M bl He OCTpOB, OKpyHCeHHblH 
MOpSMH, Mbl UOJlJKHbl HpHHHTb oGbCKTHBHbie yCJIOBHJI, B KOTOpbie HOCTaBJlCHbl”2 2 ; 

nocKOJibKy pyccK H e HaBcerua ocTaHyTcii HauiHMH coceuflM H, HCOS XOUMMO  y x e 

ceiiM ac ip yuH T bca Hau HauajKHBaHHeM CBH3efi -  TaKOBa 6buia  no3HUHX n o a ra  LJ.K. 
HopBHua. OcM bicneHHe HcropH HecK oro onbiTa COCCUCKHX H aaiKe „ceM eiiH bix” 
B3aHMOOTHomeHHH (nyuKHHCKHH o6p a3  „ceM eH Horo c n o p a ” He H y o  6bui H 
HeKOTOpbIM nOJIbCKHM pOMaHTHKaM) npHBOUHUO K OCO3H3HHK) oGlUHOCTH CyueG, 

npHHeM BO3HHKaK>meH Ha noHBe CTpauaHHH, a noroM y 6 o jie e  rjiyâoKOH. B 
3epKajie o6m eM ejioB eiecK oro  yHHBepcauH3Ma npoSueM , nouHHMaeMbix pyccKOH 

K yjibTypoiî, nojibCKHM MMCJIMTCJIAM HHor.ua KaaajiHCb orpaHHMeHHbiMH uenH 
coâcTBeH H oro UBHweHHH, Macro 3aMbiKaBHierocs Ha y3KO HauHOHaubHbix uauanax. 
flyxoB H b ie HCKSHHH  pyccKH x nncaT ejieH , T3 KHM o6pa3OM, pacuiH pauH ropH3OHTbi 
M HPOBHUCH HH  noubCKOH HHTejuiHreHUHH, MTO He M orjio He CKa3aTbC5i Ha o 6 p a 3 e 
POCCHH KaK CTpaHbi2 3 . E CUH u n a  C . )KepoMCKoro P OCCHJI ocTaBauacb o&beKTOM 

TOTaUbHOrO OTBepjKCHHS, TO B BOCnpHHTHH 3TOH CTpaHbl erO COBpeMeHHHKOM C . 
E)KO3OBCKHM npHCyTCTBOBaJl HCKOTOpblH 3JieMCHT „UeMOHHMeCKOrO OMapOBaHHJi” . 
Ba>KHO TaioKe HM eib B s n u y , MTO o6pa3OBaHHa» nojibCKaa MOJioue>Kb 3HaKOMHuacb

22 IIOJIHKH H pyccKHe B rnaaax apyr apyra. C. 16.
23 riHcaTejibHHua nepBOH nonoBHHbi XX B. M. JJOM6POBCKM C HCMajioii xyaowccTBCHHOH 

CHJIOH CMoraa nocTHHb H Bbipa3HTb ncHxojiorHio Tex, KTO, cyMeB nepecTynHTb HciacjiyxcHHbie 
O6HJHJ, npeojiojieji npcay6e»meHHe H nonaajicn o6asHHio BCJIHKOH jiHTepaTypbi. „Kaicoc-To 
MyHHTejlbHOe JHOSonblTCTBO, -  BOCnpOH3BOAHT UoM6pOBCKaX COCTOXHHe CBOCH repOHHH, -  BJ1CKA0 
ee K pyccKHM KHHraM... K CJIOBHO AAH TOTO, HTO6 W eme yBenHHHTb ee MyKy, OT 3THX npoHiBeacHHH 
Hcxo.HH.no HenpeoaojiHMoe onapoBaHHe; B HX aTMOc<J>epe OHa m a ,  KaK OKOJUOBaHHa»... To B 
nonyApeMe, TO B jiHxopanoiHOM 6peAy (OHa) KpHiajia HM: „ECAH BM TaKHe, ecjiH BM TaKHe, TO 3a 
HTO BM Hac yrHeraere!..” -  H HJBbipiuia KHHTH, wenHa: „Bce 3TO jioiKb, HH3Ka» ao«b!" K on»Tb 
TBHynacb K HHM, KaK nbMHHiia K BHHy, H ayMana: „A MOJKCT, ITO H ecrb CAHHCTBeHHan npaBAa o HHX, 
a THMHa3HH, npecneAOBaHHe -  Jioxb, 3aroBop JKCCTOKHX HCTOAUCB, KOTOpbie He XOTHT, HTO6W monn 
noHBAH Apyr apyra!" H lunpoKO pacKpbiTbiMH, HeAoyMeBawiuHMH rna3aMH CMOTpeJia B rnySHHy 
crpaiiiHOH TeMHoii TpareaHH -  TpareuHH pa3Jiaaa M eo y  nioflbMH" (TaM >KC. C.197).
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c 3ana4HOH ryMaHHTapHofi HayKoii npeHMymecTBeHHO B pyccKHX nepeBoaax; 
poub pyccKoro n3biKa KaK T p an c ju ro p a  ueHHOCTeii MHPOBOH KyjibTypbi B Hojibme 
HHKaK HeJlb3H HeflOOUCHHTb.

Bo3MO>KHOCTb „HaBe^eHHH MOCTOB” coxpaHHJiacb em e H nocTOJibKy, 
nocKOJibKy B nacTH nojibCKoro co3HaHHH npHcyrcrBOBajio npoTHBonocTaBJieHHe 
HCTOpHHeCKOrO 6bITH» KaK 6bl flByX POCCHH -  o4)HUHaJIbHOH H HeO(j)MUMaJlbHOM. 
X OTJI H 1831, H 1864 rr . non6pocHJiH HeMajio apoB B KOCTep pyco(j)o6cKHX 
HacTpoeHHii, B nojibCKofi nyGjiwuHCTHKe npouBmiacb H TCHACHUH» npoBOflHTb 
rpaHb MOKay UapH3MOM H pyCCKHM HapOAOM, He HecymMM OTBeTCTBCHHOCTH 3a 
nojiHTHKy cBoero rocy,napcTBa24 . CymecTBOBano n conyBCTBHe npocTOMy pyccKOMy 

jnoay , nopaâomeHHOMy A ecnonm ecKoii BJiacTbio.
HeMajiyio pojib B OCO3H3HHH O6 UJHOCTH cyae6  AByx Hapo^oB Hrpajia 

HCTopHHecKan HayKa. Ha CMeHy poMaHTHtecKOMy HanpaBJieHHto B nojibCKOH 
HCTOpHOrȚ>a(j)HH BO BTOpOH nOJIOBHHC X IX  B. npHXOflHT nO3HTHBHCTCKOC. 
Onwpaacb Ha orpoMHbiH MaccHB <|)3KTOB, HCTOPHKH cipeMmiHCb 6ojiee KPHTHHCCKH 
ocMbicjiHTb nyTb cBoen HauHH, onpe.ue.nnTb Becb KOMnjieKC npHiHH (B TOM HHCJIC 
BHyrpeHHHx) yTpaTbi nojib iuefî HCSBBHCHMOCTH. riepeoiieHKa HeoAHO3H3HHoro 
HCTopHHecKoro HacjieflH», B TOM HHCJie THroTeiomero Haa O6 OHMH HapoaaMH 
HeraTHBHoro onbrra pyecKO-nojibCKHx B3anMOOTHOiueHnii, craHOBiuiacb HCO6XOAHMOH 
flyxoBHoiî npeanocbiJiKOH CO3H,H3HHJI jiyHiiiero 6yaym ero .

H aa  pyccKHMH HcropHKaMH npw oGpameHHH K nojibCKHM npo6jieM3M 
OCO6 CHHO CHJibHO AOBJieji nojiHTHKO-H.ueojiorHHecKHH 3aKa3 -  Tpe6oBajiocb 
noKaaaTb ne)KH3Hecnoco6HOCTb 3Toro rocyaapcTBa, HecnocoâHOCTb HOJISKOB K 
CO6CTBeHHOH TOCy,HapCTBeHHOCTH (TOpr CBOCH KOpOHOH B OTHOUICHHHX C 
cocejuMH 6oJiee, HCM HTO-JIH6O ap y ro e , BocnpMHHMauc» KaK npn3HaK cjiaSocm 
rocyaapcTBa). Ho flasce B ycjioBHJix, Koraa B pyccKOM o6mecTBe SBHO 
flOMHHHpoBajiH noaorpeBseM bie c sepxy  aHTHnojibCKHe HacrpoeMHJi, HeKOTopbie H3 
jiHSepajibHbix HCTopHKOB cyMejm npeo,nojieTb npejiB3BTOCTb noaxofla. TaK, B HX 
pa6oTax MOJKHO BCTpeTHTb BbicoKyio oueHKy nojibCKoro napjiaMeHTapH3Ma: no 
MHCHHK) aBTOpOB, HMeHHO B Hojlbllie B paHHCC HOBOe BpCMS „HH^HBHflyajIbHOe 
n a ia jio  EBponbi” H3uuio caMoe nojiHoe ocymecTBJieHHe, HeKOTopbie npHHUHnbi 
nonHTHHecKoro ycrponcTBa, cocraBJUiiomHe „CHJiy H ropAOCTb” aHrjiHHCKOH H

2 4  T e  nojibCKHe M M C J IH T C J IH , A J U  K oro  He GM J IH  nycTbiM 3ByKOM MaB»HO(|)HJibCKne 

ycrpeMJieHHH, H H o raa a a x e  HCKJiioHajiH poccH ficKyio  B jiacrb  H3 cnaBBHCKoro coo6m ecTBa, 

apryM eHTHpyH 3T O  H O M H M O  Bcero n p o n e ro  3aMeTHNM yiacTH C M  HeM uee B ynpaBJieHHH crp aH o ii. 
TaK , OAHH nOJIbCKHH JIMTepaTOp Ha3BaH pyCCKHH HapOA „HeBOJlbHHKOM H y M H  JHHaCTBH" (IloJIJlKH H 

pyccKHe B rjiaaax  a p y r  Jipyra. C .1 4 ) . IlpaB A a, Taxau noaniiM a BbBbiBana H  BO3pa>KeHMs: HeKOTopbie 

H3 nojibCKHX ny6jiHUHCTOB yKa3bisajiH Ha Heoco3HaHHO-jiHueMepHyK> TaKTHKy Tex pyccKHX, HTO 

npOBOAHJIH HCTKHH BOAOpa3ACJl MCJKHy HapOAOM H npaBHTCJlbCTBOM, AaSbl CH»Tb c ce6« BCK> 

OTBCTCTBeHHOCTb 3a npHTeCHCHHX HOJ1HKOB -  6y^TO  npaBHTeJIbCTBO B eaMOM Aene COCTOHJ1O H3 

H y *H x  3axBaTHHKOB (T a M  ace C .9 6 ) .
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aMepHKaHCKOH AeMOKpaTHH, BnepBbie 6biJiH npeTBopeHbi B »H3H b MMCHHO B 

D OJIBUIC. A H ajim H py» BHyTpeHHHe npHHHHbi najjeHH» PeHH n ocn o jiH T o îi, KaK 
pyccK H e, TaK H nojibCKHe HCTOPHKH  H ny6jiHUHCTbi He MorjiH O6 OHTH  CTOPOHOH 

npoSjieM y HOJIBCKOTO HaiiHOHantHoro xapaicrep a , paccM arpHBa» cBoiiCTBeHHbie 
eM y p ejin rn o3H yio  3K3aJibTauHio, MHCTHHCCKHH cy6i>eKTHBH3M H T .U . IlpHMeM 

OUHH H Te » e  HepTM B 33BHCHM0CTH OT HfleOJlOrHieCKHX M nCHXOJIOTHHeCKHX 
yCTaHOBOK MOTJ1H TpaKTOBaTbCJI C pa3HbIM OlieHOHHMM 3H3KOM (jIK)6oBb K 
C Boâoue -  SyHTapcTBO, ropuocT b -  KMHJIMBOCTB, pbmspcTBO -  6e3paccy,ncTBO, 

n3TpHOTH3M -  H3UH0H3nbHb!H 3rOH3M).
K KOHuy X IX  -  H3Hajiy X X  B . nonbCKaa oSmecTBeHHan Mbicjib y » e  Bce 

MeHee nHTanacb BOcnoMMHaHHXMH o  6 MJIOM M orym ecTBe H ropbKHX nop3)KeHHJix, 
Ba>KHee 6bU10 OTp33HTb HCTOpHHCCKHH OnbIT nOCJieAHHX UeCBTHJieTHM, OTHKMb He 
O4HO3H3HHBIH. XspSKTepHOe flJlH nOJIbCKOFO POM3HTH3M3 BOCnpHJITHe 
POCCHHCKOH HMnepHH K3K npOCTpaHCTBa, HSCbHUeHHOPO 3J1OM, He B cerna 
H3xo.ziH.no n o u T B e p w H H e  B peanbHOH npsKTHKe. KaK noK33biB3er B CBOHX 
P360T3X JI.E . FopH3OHTOB2 5 , TblCHHH HOJ1JIKOB, JHOJieH pa3HbIX CneHH3JlbHOCTefi, 

33H3CTyK) MOTJIH ce6 ji B nonHOH M epe peajiH30BaTb Jinuib Ha GecKpaHHHx 
n p ocT op ax  3T oro npocrpaHCTBa. r io n a u s a  BTJiyfib P OCCHH , HOJUIKH y ix e  He MOTJIH 
GoîiKOTHpoBaTb Bce p yccK oe, M H oroo6pa3H bie KOHTaKTbi 6buiH H eH 36e»H bi. 
Henocpe,zicTBeHHbiH onbiT oâm eH H a c pyccKHMH B cHTyaHHHX, Koraa MOTJIH 
pacKpbiTbca HX HejiOBeHecKHe K aiecTBa, cnocoGcTBOBaji pa3MbiBaHHK> 
CTepeoTHnoB2 6 . BepHyBiiiHCb H3 P OCCHH B po«H bie 3CMJIH, MHOTHC HOJIJIKH 

nepe,ziaBajiH CBOH onbiT cjieuyiom H M  HOKOJICHHJIM H 3TOT onbiT npouojDKaji 
paSoTaTb BonpeKH HOBM M  HCTOPHHCCKHM  KaTaKJiH3MaM, HULUB nojuiHBaBiiiHM 
MaCJia B OTOHb aHTHpyCCKHX HacrpoeHHH. npo6jlC M a, O KOTOpOH H/ieT p e iB , 6bIJia 

TeCHO CBH3aHa C nOJIbCKOH nOJIHTHKOH UapH3Ma, OTHKWb He BCCT/ia CBOAHBHJeHCfl 
K rpyfioM y nojjaBJieHHio B cex npouBjieHHH HaunoHajibHOH >KH3H H , HO 
BKJuoHaBiueu B c e 6 a  H IHPOKHH  KOMiuieKC Mep, HanpaBJieHHbix Ha y/iep)KaHHe 
IlOJIbLUH B JlOHe HMnepHH.

CTpeMJieHHe K HHTerpaiLHH HauHOHanbHoii nepntjjepHH H HM nepcKoro « a p a 

ocraBanocb crep>KHeBbiM HanpaBJieHHeM HOJIHTHKH B oTHOiueHHM Bcex HaunoHajibHbix 
panoHOB, riojibm a ace HeH3MeHHO Bbicrynajia nepe/mHM KpaeM 6op b 6b i npoTHB 
UeHTpo6e>KHbIX TCHJieHLlHH B MOHapXHH. Ilp«MbIM npOJOJDKeHHeM pOCCHHCKOTO 

BOeHHOTO npHCyTCTBHH B nOJIbCKHX 3CMJ1J1X HBHJIHCb 3eMJieyCTpOHTeJlbHBie nJiaHbl. 
Bbi/iejiHH cpeacT B a Ha nepecejieH H e KpecTbHH H3 POCCHH , HX „TH XO C , 

xo3JiHCTBeHHoe 3acejieH ne Ha Bcer.ziaiiJHHe BpeMCHa” , npaBHTejibCTBO 3a6oTHJiocb 
0 6  yKopeHCHMH B r io jib m e  p yccK oro  3JieMeHTa, B KOTOPOM  ueHTp pe30HH0 BHjieji

25 CM .: JI.E. ropH3omoB. flapaaoKCbi HMnepcKOH HOJIHTHKH: noasKH B POCCHH H pyccKHe B 
riojibLLie. M., 1999.

26 C M . B 3TOH CBH3H CTaTbio M. BoH(peJibaa o nojibCKOH KynbTypHOH cpeae B Bonome 
cepeAHHH X IX  B.
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CBOK) on op y , rapaHT crsâHJibHOCTH B HecnoKOHHOM perHOHe. 3 r a  nojiMTHKa, 
OAHaKO, KaK uoK33biB3er Jl.E. EOPHSOHTOB, BCTynajia B npoTHBopeHHe c TJIBBHOH 
TCHjjeHmieH ueMorpaijiHHecKoro n pou ecca  B HMnepHH: KpecTbXHCKoe no cocraBy 
nepecejieHHecKoe ABHHceHHe, aoBOJibHO njioxo KOHTpojmpyeMoe nerepCyprcKOH 
GiopoKpaTHeii, ycipeM Jifinocb no npeHMymecTBy Ha B OCTOK. IIocKOJibKy HOHCKH 
m eajibH oro HOCHTCJIS pyccK oro H3H3J13 He Boem a S MJIH peayjibTaTHBHbi, ycHJiHn 
BJiacTeiî Bce 6ojiee  nepeM emajincb B njiocKOCTb ynopauoneHHH HajiHHHoro 
noTCHUMajia. Vace HaHHHaa c 1860-x  TOAOB HMCHH MCCTO nonbiTKH ymyGHTb 
npOTHBOpeHHH MCBUiy nOJlbCKHM KpeCTbHHCTBOM H HIJ1BXTOH, KpeCTb»He-K3TOJIHKH 
BblBOAHJlHCb H3-HOJI aCHCTBHB 3HTHnOJlbCKOTO 3aKOHO.aaTejIbCTBa. B  IjeJIOM » e 
nojiHTHKa n em p a  6buia HeacțxjjeKTMBHa: A a»e B Tex cjiynaax, Kom a eMy yaaBajiocb 
Bocnpon3BecTH B MHHHaTiope Ha nepn(ț>epnM O6 IUCCTBO BejiHKopoccHH, na 
OKpanHbi nepeHOCHJica CJIOTKHBIM KOMnjieKC pyccKHX npoâjieM , KOTopbie B 
HHOHauHOHajibHOH cpeflc o6peT3JiH em e 6ojibmyK) ocTpoTy.

HHTerpaijHOHHaji CTpaTerH» ueHTpa B OTHOHICHHH IlojibuiH, TaKHM o6pa3OM, 
He onpaBAbiBajia ce6»  H, 6ojiee TOTO, cT3HOBHJi3Cb SHTHpyccKOH no aocTHrHyrbiM 
pe3yjibTaTaM, H6 O ycmiMBana aHTHpoccHHCKHe H3CTpoeHHn. K KOHixy X IX  B . 
HaH6ojiee npocBemeHHaa nacTb HMnepcKoii 3JiMTbi Bce OTneTJiHBee ocosnaeT 
nejiocTaTOHHyio aeHCTBeHHocTb npejKHero Kypca. B  HeMajioii Mepe noTOMy, HTO 
npoBouHBUiBSCH nocjie 1863 r. nojiMTHKa CTaBHJia nperpajjbi an» POCCHHCKOH 
HHHJlOMaTHH, HCK3BIU6H COIO3OB C (tpaHUMCH H BejIHKO6pHT3HHeH. 3aTpyAHHJ10Cb 
Taioxe Hcnojib3OBaHne IleTep6yproM  nojibCKOH KapTbi KaK HHCTpyMeHTa jxaBJieHH» 
Ha FepMaHHK) H ABCTpo-BenrpHio. noaBH>KeK B nojiHTHKe Tpe6oB3BH, TSKHM 
o6pa3OM, He TOJibKO BHyipeHHHe (cHTyauHS B POCCHHCKOH Hac™ IlojibinH H B 
3anajiHbix ryâepHHBx), HO H BHeniHHe (JjaKTopbi.

BcTpeHHoe flBH)KeHHe H36jno,u3Jiocb H B Ilojibuie. BonpeKH nojiHTHKe 
ueHTpa, uaBaBiueu 6ojiee HCM cnaSbie H3ueiKHbi Ha cosuaHHe Jiyuuiero G yaym ero 
BMecTe c POCCHCH, H3H6ojiee uanbHOBHUHbie yMbi npHxouHJiH K OCO3H3HHIO TOTO, 
HTO Bonpoc HC33BHCHM0CTH flOJlbOIH MO7KCT 6bITb pCUlCH He B H3OJIJUHH OT 
POCCHH, HO TOJibKO B KOHTCKCTC p33peiUCHHJl pOCCHHCKHX AHJICMM, B o6lUCM 
npocTp3HCTBe nojibCKoro H pyccK oro. H pn 3TOM CTOPOHHHKH HSBCACHHS MOCTOB K 
POCCHH pa3JIHHaJ!HCb B CBOHX HCXOUHblX HUCHHblX, MOpaJlbHMX, nCHXOJIOTHHeCKHX 
nocbiJiax. ECJIH yMepeHHbie HOJIHTHKH noaxouHJiH K npoSjieMe OTHOIUCHHH c 
POCCHCH cy r y 6 o  npsrMSTHnecKH, TO y  HeKOTopbix npeucT3BHTejieH 6ojiee 
psuHKajibHoro Jiarepa nposBJi»jicn MCCCHSHCKHH nouxou . IIojibCKsa CBo6o.ua 
BHuejiscb nacTbio o6m ero aejia. 3H3MeHHTbiH Jiosynr „33 BSiny H H3iuy CBoâoay!”, 
B03HHKUJHH em e B nepBOH nOJIOBHHe X IX  B., 6bIJI CBH33H C HJ1J1IO3HJIMH, C0TJ13CH0 
KOTopbiM B nepByio onepeab HMCHHO H3 UOJHO HOJIHKOB Bbinan3 MHCCHH 
JjeM0Kp3TH33UHH POCCHH.

O co6oe Mecro cpeau nojibCKHX HOJIHTHKOB H34an3 X X  B. 33HHM3JI P. ^ MOBCKHH, 
npejuioiKHBuiHii „HOByio nporpsMMy OTHOiueHHH c POCCHCH, poAHBiuyrocs H3
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T pe3Boro, npoB ejieH H oro B COOTBCTCTBHH C O CHOBSM H  R e a lp o lit ik  aHajiH3a 

HCTopHHecKoro onbiTa H OTKaaa OT naryâH bix A M  o 6 e n x  CTOPOH  ceHTHMeHTOB” 

(C .1 3 8 ; nojiHTHHecKas ae«TejibHOCTb P. 4 MOBCKOPO , B TOM  HHCJIC B POCCHHCKOH 
flyM e, aHajiH3Hpyercn B craT be n .  BeHopKeBHMa). A M OBCKHH HCXOAHJI H3 T oro, 
HTO p33JlHHHe TpaflHUHH COOCTBCHHOH rOCy,H3pCTBeHHOCTH y  HapOAOB, 
BX O A H BUIH X  B cocTaB P OCCHHCKOH HMnepHH, T pe6yeT  OT ucHTpa G ojiee 
AHiJxjiepeHUHpoBaHHoro n o a x o a a  K HSUHonajibHOH nojiHTHKe. „ H OJIHKOB, - 
y â ex m a ji OH r p a la  C .K ). B w n e ,  -  Hejib3» CTaBHTb HapaBHe c apyrHMH 

„HHOpoauaMH” B pOCCHHCKOM TOCy,IiapCTBe, B OTHOllieHHH KOTOpblX MaKCHMyMOM 
y c iy n o K  CHHTaeTCB TepnHMOCTb K HX p e jin rn n  H npH3H3HHe „ MCCTHOPO HapeHH»” 
BO BTOpOCTeneHHblX C(j)epax oOmeCTBeHHOH 5KH3HH... y  IIOJlbUlH flOJDKCH 6bITb 
nOJIHTHHCCKHH CTpOH, CO3AaHHblfi C3MHM o6meCTBOM, BCC e r o  H yxflb l AOJDKHbl 

6biTb yAOBJieTBopaeMbi Ha PO AH O M  H3biKe... e io  AOJDKHM  npaBHTb JIIOAH , 
B3pameHHbie 3THM  oâmecTBOM, noHHMaiomHe e r o  yKJiaa, noTpeâHOCTH H 
3a6oT n m n ecs o  e r o  6 y a y m eM ” (C .1 3 8 ) .  E o jiee  KOMnpoMHCCHas JIHHHH B noiibCKOM 
B o n p o ce  npHHecjia 6bi, n o  MHCHHJO ^MOBCKoro, BHeinHenojiMTUHecKyio Bbiro,uy 
P OCCHH , nocKOJibKy nocjieAH S» Hauuia 6bi B llo j ib u ie  HajieiKHoro napTHepa H 

npoBOAHHKa CBoero BJIHXHHH B sanajiHOM HanpaBJieHHH. rio jib iiia  c o  CBoeu 
CTopoHbi Taioice 6bu ia  6bi 3aM HTepecosaHa B POCCHH KaK napTH epe -  n p e w  B cero 
BBHay coxpaHHBineHCH repMaHCKOH onacHOCTH. P enb, TSKH M  o6pa3OM, nuia o 
3ajiOMceHHH OCHOB nojiHTHMecKoro m o d u s v iv e n d i n a  HOBM X  ycjiOBHiix, BbiroaHbix 
A i»  o 6 e u x  C TO PO H . IlocjieAOBaTejibHbiiî nojiHTHHecKHH nparMaTHK P. /J MOBCKHH 
OTHKJAb He OTJlHHanC» pyCO(j)HJIbCTBOM H 6bIJl OCOâeHHO HenpHMHpHM K 

poccHHCKOMy annapaT y BJiacTH. B b icryn aji 3a npHMHpeHHe H COK>3 C POCCHCH , OH 
pyKOBOACTBOBancn npHHunnoM  M eHbinero 3Jia, B tiS p a s  B K aiecT Be napTHepa 

MeHee on a cH o ro , na e r o  B3TJIH.II, npoTHBHHKa. H e  npHHJiB PCBOJIIOUHH  1905  r., 
flMOBCKHH B TO )KC BpCM» yBHACJl B OCJia6jICHHH pOCCHHCKOH FOCyAapCTBeHHOCTH 
m a n e  JUDI BbiABHJKeHH» nojibCKHx Tpe6oB3HHH.

H O A M M  peBOJilouHOHHoro ABHweHHH B P OCCHH Bbi3Baji B F lojibuie 
HeoflHO3HaMHyio peaKUHio. C  HaqanoM PCBOJIIOUHH  1905  r. B noiibCKOM oâm ecT B e 
flOMHHHpoBana HacTopojKeHHOCTb. Bce-TaKH npeBpameHHe POCCHH B KOHCTHTyuHOHHyio 
MOHapxHK) 6b u io  BCTpeneHo HO3H TH BHO  -  KaK nepsbiH  m ar H3 n y rn 
K3p.nHHajibHoro peuieHHfl nojibCKOH npoâjieM bi. B  ycjioBHHX OTHOCHTejibHOH 
JlH6epaJIH3aUHH p3CUIHpjIIOTC« KOHTBKTbl B AyXOBHOH Cfpepe, BblXOAHT H3 MOflbl 
GoilKOTHpOBaHHe pyCCKOH3bIHHblX KyjIbTypHblX HHCTHTyUHH.

JlerajibHbiM (JiopyMOM AH » OTCTSH BSH HH  HaunoHajibHbix HHTepecoB 
CT3HOBHTCS flyM a. 1<3K A0K33bIB3er n .  BeHOpKCBHH, nOJlbCKHH nOTCHHHaJI B Heii 
He 6bui AOJDKHbiM o6pa3OM Hcnojib3OB3H npeiKAe B cero  H3-33 cym ecTBeHH bix 

BHyTpeHHHX pa3Horji3CHH B uenyTaTCKOH c p e a e . HeKOTopbie H3 nojibCKHx 
npeACT3BHTejieH, CTaaa o6m erocy,napcTBeH H bie HHTepecbi Bbime H sunoH anbH bix, 
n ro T ejiH  K napTHH K W T O B . W 3TO npH TO M , HTO poccHHCKue jiH6ep3Jibi,
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n p eren u y ji Ha n p a so  3amnTbi HauHonajibHbix MeHbiiiHHCTB, KaK npaBH.no, 
„OTHOCHJiHCb K nojwKaM 6e3anejuuiLjHOHHO H naTepHajiHCTCKH” , „OTpHijaji 

HCKJHOHHTejibHbifi xapaKTep nojibCKoro B on p oca  H CTapaacb npMBecTH e r o  K 
oâm eM y 3HaMeHaTejno HanMOHajibHOM HOJIHTHKH” (C .1 4 0 ) . C  A p yrofi CTopoHbi, 
KaK o 6 p a m a e r  BHHMaHwe n .  BenopKeBHH, „noubCKoe KOJIO” , yMacTBys B 
3aKyjiHCHbix nojiHTHHecKHx cuejiK ax, n o jm ac  Hrpajio B rocyaapcTBeHHOH flyM e 
pojib  „CTpejiKH BCCOB” , OT KOTopofi 3aBHcejio n p o x o w H H e  onpeaejieH H bix 
33KOHOnpoeKTOB. OflHO BpeM» OHO HCnOJIb3OBaJIOCb T a ™  npeMbep-MHHHCTpOM 
FI.A. CTOJibinHHbiM B uejiiix  (JiopMHpoBaHHa CTaSmibHoro napjiaMeHTCKoro 
GoabuiHHCTBa. n o 3 » e ,  npaB.ua, CTOJibinMH H am eii o n o p y  B HaunoHajiMCTax - 

HCHOH 3aKJiioHeHHoro c  HHM H  coiO3a CTano arpeccH BH oe aHTHnojibCKoe 
HacTynueHHe. H oB opoT  3 HKJHH 1907  r. yuapHJi H n o  nojibCKHM nojiHTHKaM. B eu b 
B COOTBCTCTByiOmeM M3HH(|)eCTe npHMO rOBOpHJIOCb, HTO HHbie, KpOMe pyCCKHX, 
H ap oju ioc™ , XOT» H MoryT HMerb B FocyuapcTBeHHOH A y w e  „npeucTaBHTeiieH 
H y x u  CBOHX”, HO He AOJDKHbl „6bITb BOpiIIMTejIMMM BOnpOCOB HHCTO pOCCHHCKHx” 
(C .1 4 1 ) . KaK pe3K)MHpyeT n .  BenopKeBHH, napjiaMeHTCKHe KOHTaKTbi AByx 
CTOPOH  B nejiOM n oT ep n ejin  <ț*MacKO, npHHeca B3anM noe p a so ia p o sa n H e  H jiHinb 
ycHJiHB oTpnuaTejibHbie cTepeoTHnbi. BenoHHMaHHe noubCKHX ycTpeMJieHMM n e 
TOJlbKO B MOHapXHHCCKHX, HO H B JlH6epajIbHblX KpyraX, CTaJIO OUHOH H3 npHHHH 
pacnajța  MMnepHM2 7 .

C  HawaJIOM nepBOH MHpOBOH BOHHbl B pOCCMMCKOM o6meCTBCHHOM MHeHMM 
noBbim aercn MHTepec K nojibCKOMy a o n p o cy , weMy cnoco6cTBOBajin H 

nponaranaHCTCKHe Mepbi BJiacTeM, npoHBJMBiiiHx 3aHHTepecoBaHHocrb B no3HUHH 
noubCKHX HOJIMTMKOB. TaK, BCJIHKHH KHH3E HMKOJiaM HHKOJiaeBHH oâpaTHJic» K 
nojmKaM c MaHHtjjecTOM, npH3BaB HX K n o w p jK K e  POCCHH H np n  3TOM  KpacHopeHHBO 

ynoMJiHyB o  „pacrepaaHHOM Ha Hac™ XCHBOM Tejie HojibLUM”. n ep e.n  JIHUOM 

repMaHCKOH onacHOc™  nojiynaeT HOBbie HMnyjibCbi m e a  naHCJiaBH3Ma .
OjlHH H3 CaMblX 6oilbHbIX BOnpOCOB pOCCHHCKOH HOJIMTMKM -  HOJIbCKHH -  B 

ycjioBMHX BOHHbi npHBJieKaeT K c e 6 e  BHHMaHHe KpynHbix aeHTejieM KyjibTypbi, 
Bbipa>KaBBJHx cocTpa^aHHe K y n a c ™  IlojibuiH , npH3biBaBuiHX K B3anMHOMy 
HCKynjieHHio GpaTCKOH BHHbi. f i o  MHCHHK) B HH. HBaHOBa, .uaBHMLUHMM BpaTKua 
AOJDKHa GbiTb pem eH a „ n o  ceMeiiHOMy, n o  KpoBHOMy, n o  BoiKbeMy 3aKOHy H

27 CymecTBOBanH, npaB.ua, H acioiKweHHii m  npaBHna. TaK, BbicoKonocTaBJieHHMM HHHOBHHK 
UHnnoMaTnMecKoro BeaoMCTBa KH«b T. Tpy6eiiKOH B 1913 r. npeimaraji ncnpaBHTb oujn6Ky, 
KaKOBon OH cHHTaji pâineJibi PeHH riocnojiHTOH. Fio ero MHCHHIO, nojiHKJM Ha.no 6MJIO aaTb npasa, 
KaKHMH OHH n0Jlb30BajlHCb B aBCTpHHCKOH TaUHUHH, TAC HMCJ1H aBTOHOMHK). TeM CaMbIM PoCCM 
nojiyHHJia 6bi 6ojibiuy>o cBo6oay ACHCTBHH Ha MexayHapoaHOH apene (C.144). T a m 
np«uio*CHH», OAHaKO, HC HaxonmiH no/mcpwKH CBbiiue.

‘H BnpoHCM, sonpcKH rpoMKHM AeiaiapauHHM y HMnepcKoiî IJIHTH HC 6buio CKJIOHHOCTH K 
aajicKO HjymHM ycrynKaM. 0 6  3TOM jiyHiue Bcero cBH.ucTejibCTByeT BbiHyacueHHaa OTCTaBKa B 1916 
r. MHHHCTpa HHOCTpaHHbix neji C.fl. Ca3OHOBa nocne npencTaBneHHH HM npoeicra aBTOHOMH3auHH 
KopojiescTBa nojibCKoro, orHionb He paanKajibnoro Ha 4>0He nonHTHHecKOH CHTyaiiHH B POCCHH.
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npsaeaoB C K O M y 3 a B e r y ” 2 9 . y n o j i o â j i M  p a a jjejieH H yio  n o j ib i i iy  pacTepsaH H O M y 

«epTBeH H O M y T ejiy  j ip eB H ero  6 o » e c T B 3 , pyccKH H  n o s T  H M bicjiH T ejit cfijiH M ajic»  c 

nOJlbCKHM MCCCH3HH3M0M, BH^CBWHM B iparCJIHH flOJIbllIH HCKynHTCJlbHyK) 

» e p T B y  ( C .1 7 4 ) .  E CJIH B X V I I  B ., C H H T S C T  B » M. HaaHOB, H M C H H O  H O JISK H  „6pajiH 

r p e x  Ha a y u i y ” B O T H O H IC H H H X  c  P O C C H C H , T O  B X V I I I  B . r p e x o n a ^ e H H e , H anpoTHB, 

coBepuiH JiH  p yccK H e -  C B O H M  y ia cT H eM  B p a a p b ise  nojibC K oii a y n iH , KOTopas 

T e n e p b  „KaK H C H A S  6 j iy ) fq 3 e T  H H IU C T  HeTJieHHbie HJieHbi CBSToro T e n s” . M O T H B 

B33HMH0H HCTOpHHCCKOH BHHbl 6bIJl TCCHO COnpJDKCH y  BjIH. PIB SHOBS C MOTHBOM 

B33HMH0ro nOKaSHMB H npHMHpeHMM, HeMHCJIHMOrO 6 e 3  BOJIH K B33HM0n0HHMaHHK). 

/I n »  P OCCHH  npHMHpeHHe c  IJo jib in e ii ecTb H enpeM eH H oe aoKa33TejibCTBO 

xpHCTHaHCKoro x a p a fc r ep a  e e  H3UHOH3JibHOH H^ C H , HeoGxoAMMbiH A yxoB H biii a u r , 

6 e 3  KOTOporO HCBO3MO1KHO OCO3H3HHC npaBOTbl H MOpanbHOH HHCTOTbl COGCTBCHHOH 

BCCJICHCKOM  M H C C H H . 3ByM 3BuiH e BO  BpeM eH a IlyiiiK H H a (JjpaHuyacKMe ynp eK H  B 

a a p e c  P O C C H H , n o n n p a io m e H  npocBCTHTejibCKHe np H H unnbi rpaw H C T B eH H O C T H  B 

r io j ib iu e , B H H . HaaHOB CHHTaji SecnoHBCHHbiM H, TaK KaK nponH T aH H aa H M C H H O 

npOCBCTHTeJlbCKHMH H4CHMH BJiaCTb COBCpiUHJ13 pa3flCJlbl PeHH IlocnOJlHTOH. I l o 

MHCHHfO MblCJIHTCJIH, p33flCJlbI IIOJlbUlH H BCC, HTO 33 HHMH H0CJie,U0B3J10, 

BKJHOH3JI 1 8 3 0  r .,  SBHJlOCb OflHHM H3 3aKOHOMCpHblX CJ1C.UCTBHH 3HOXH, 

nOpOflHBUlCH 36cTp3KTHyK) p3CCy,H0HH0CTb H 6e3peJIHrHO3HyK>, SHTpOnOUCHTpHHHyK) 

M opanb ( C .1 6 4 ) .  A  noTOM y npHM HpeHHe c  I lo j ib iu e i i  ecT b ayxoB H biH  no,uBHr, cyT b 

K O Toporo -  B cnsceH H H  n e p e a  yrpo3O H  6 C3 6 O>K H O H , 6e3,nyxoBHO H  K yjibTypbi. 

fleJ13S 3KUCHT H3 peJ!HrHO3HOM 3CnCKTC npHMHpCHHM, B»H . HBaHOB, 

OCT3B3BU1HHC» flyXOBHbIM npeeMHHKOM B ll.  CoJlOBbCB3, BO3JiaraJI H3ae>K4bl H3 

c 6 jiH » eH H e  P O C C H H  H n o jib u iH  B  JIOHC  G y a y m e ii  eaHHOH X P H C T H S H C K O H  uepKBH. 

IlpH  3TOM K3K nOJlbCK3JI, T3K H pOCCHHCKBB H^CH flOJDKHbl 6yjjyT  nepCBOnJlOTHTbCH B 

H ® K ) o6meCJI3B«HCKyiO.

JI. A H A p eea  B O K raâpe 1 9 1 4  r. O>KH .H3 JI, HTO  cjiaBM Ho-repM 3HCKoe 

npOTHBOCTOBHHe DOJIOJKHT KOHCU 6eCCMblCJieHHOM, GpBTCKOH Bpa>K£e MCJKfly 

P O C CHCH  H  r io j ib u ie i i .  K  n p e x p sm e H H io  „C T spoii c c o p b i B  CJISBHHCKOM  c eM b e ” 

npH 3biBaji H . B e p a s e B . „ P O C C H B , -  n n c a ji  O H , -  B b ip o cn a  B KOJIOCCB, KSK 

r o c y a sp c T B e H H o r o , T S K  H a y x o B H o r o , H ^ 3 B H O  y » e  p33ayB 3H H e nojibC K oii 

OnSCHOCTH, K3K H 0H3CH0CTH K3TOJ1HHCCKOH, nOCTbI,UHO H oGHflHO AH» 

AocTOHHCTBa p y c c K o r o  H 3 p o a a . E o j ie e  CHJibHOMy oOnaHHKy He n o a o G se T  KpHHaTb 

0 6  onscHOCTH c o  CTopoHbi G o n ee  c j ia G o r o ” ( C .1 7 3 ) .  O jH aK O  BCTpeHHoro u ia r a  K 

cGjIHMCCHHK) « a a i lH  H OT nOJIbUlH. H a p « a y  c  BbICK33bIB3HHBMH pyCCKHX 

nHC3TCJlCH, npHBOflHMbIMH B KHHre, MOJKHO GblJlO 6b l BCnOMHHTb He 

npHBJieK3BIIiee, H3CKOJlbKO H3M H3BCCTHO, SoJlbLUOrO BHHMaHHfl HCCneflOB3TCnCH 

CTHxoTBopeHHe O . M 3H A ejibuiTaM 3 „ P o h c y ” , OTHOC»m eec» K CCHTMGP K » 1 9 1 4  r. H 

CT3BLLiee nOSTHHeCKHM OTKJIHKOM H3 repOHCKHH nO,HBHr HOJlbCKHX CTpeilKOB,

2 9  E r o  O THoiueH HK ) K nojibCKOM y B o n p o c y  n o c a s m e n b i c ran > H  A .  /J y n c K a  H / ț . M .  M a ro M e n o B o ii.
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C pm B U IH X C S npOTHB POCCHH OOU aBCTpO-BeHrepCKHMH 3HaMCHaMH. 23-JieTHHH nO3T 

He TOJibKO OCO3H3BaJI fîeCCMMCJieHHOCTb npOTHBOCTOHHMH UByX 6llH3KHX HapOUOB 

( “ IIO JW K H ! 51 He BHnty CMbicjia /  B  6e3yMHOM nojiB H re crpeuKOB! /  H n b  BopoH 

3aKJiK>eT o p j io s ?  /  K n b  n o T e ie T  o f ip a m o  B n c n a ?  /  U n u  CHera He G yjțyr  6 o jib iu e  / 

3HMO1O nOKpblBaTb KOBbLUb?” ), HO H yK33bIBajI Ha npOTHBOeCTeCTBCHHOCTb ajIWIHCa 

nOJIbCKOH HaUHH C TpajJHUHOHHO HyXHOH CJiaBHHCKOMy MHpy nOJIHTHHeCKOH CHJ1OH 
( “ H JIH O  r a 6 c 6 y p r o B  KOCTbuib /  r ip n c r a j io  o n n p a n > c s  I lo j ib u ie ? ” ). IIpH 3TOM 

MaHjxejibiirraM cyM eji BKntOHHTb c o â b r n m , coBpeMeHHHKOM K orop bix  OH  HBJUUJCH, B 

U I H p o ™  HCTOpHieCKHM KOHTCKCT, 3aCTaBJlfllOmHH BCHOMHMTb O BCKOBOM nyTH, 

npoaenaHHOM  flo j ib u ie f i  c o  BpeMeHH T pex  e e  pa3.zje.noB, o  T O M , HTO e f i ipan m ecK H M 

o6pa3OM npHxo.UH.nocb B bicrynaT b B H C T O PH H  He TOJibKO caMOcronTeubHbiM 

cy6i>eKT0M, HO  HHorua B cero  Jinuib opyuH eM  npoB cueH H » 6 o u e e  KpynHbiMH 

Uep>KaBaMH CBOCH aHTHpOCCHHCKOH nOJIHTHKH (“ H  Tbl, CJiaBHHCKaS KOMCTa, /  B  CBOeM 

GziyxjiaHbH BCKOBO M , /  P a ccb in a u a cb  H^ KHM  o m e M , /  CooSm HHLja n y x co ro  c s e r a ! ” ).

llOJIHTHKa KaH3epOBCKOH TepMaHHH Ha nOJlbCKHX 3CMJ1JIX B TOUbl nepBOH 

MHpOBOH BOHHbl, KpaX UapH3M3 B POCCHH, nepcneKTHBa p a c n a u a  MHOrOHaUHOHaJIbHOH 

A scT p o -B eH rep cK O H  MOHapxHH -  B ce ST O  3ano>KHno ocHOBbi u n a  (JiopMHpoBaHHJi 

M ouiH oro  nojiH TH H ecK oro ABHTKCHH H , opneH T H poB aH H oro Ha corz ia iiieH H e c 
P O C C H C H . P . JJM O B C K H H  Ha n ep B b ix  B b i6 o p a x  B H C33 B H C H M O H  n o j ib iu e  noziyHHJi 

HeM ajio TOJIOCOB . F lpn  BCCM  n p n  OTOM  CTapbie oG nu bi, K O H C H H O  ace, He MornH 

HCHC3HyTb C oSpeTCHHeM HC33BHCHMOCTH. nOHBHBHCb H HOBbie (|)3KT0pbI 

yCHJlCHHJI aHTHpOCCHHCKHX HaCTpOCHHH B IlO Jlb llje , KaK H paHCC, HaXOAHBIUHXCS B 

TCCHOH B33HMOCBJ3H C yCHJieHHCM aHTHHOUbCKHX HaCTpOCHHH B POCCHH. 

B axH eH iuH M  H3 H H X  CTajia coBeTCKO-nonbCKaa BOHHa 1 9 2 0  r.

P o n b  nozibC K oro HaijH0HajiH3Ma B o6y3uaH H H  oxBaTH BiueH  B ocT O H H yio H 

U eH T paub H yio  E s p o n y  B  1 9 1 8 - 1 9 1 9  rr . M o m n efim eH  peBOJiiouHOHHOH B O B  HEI e u je 

H C U O C T ST O H H O , KaK HaM KajKeTcs, o c M b ic n e n a  B JiH T epaT ype. A  M eum y TCM  OHa 

BecbM a BenHKa. MHJiJiHOHbi O O JISK O B  BCTaun Ha 33iijH Ty CBoeii pojjHHbi 

He3aBHCHM0 OT nOBHTHHCCKHX yâoKACHHH H KJ13CC0B0H npHHZWieiKHOCTH ( B  3T0M 

cM biczie uinpoK O  ynoTpe6n«BUJHHCH B OonbineBHCTCKOH n p o n a r a H u e  3H3K0BbiH 

KOHCTpyKT „â ejio n o ju iK H ” 6b u i npocT O  a G cy p a eH ). B o a p o w H n o e  n o c n e 

noziyT opaB eK O B oro HeObiTHa nojibC K oe HeaaBHCMMoe r o c y u a p c T B o  CTano B 

aTMOC(|)epe oSm eH auH O H anbH oii 3H(J)opHH TCM  KpenKHM opeuiK O M , o  K O T O PB IH 
pa36nuH C b y c n z in s  ycT poH T eJieii M H P O B O H  P C B O JIIO U H H 3 0 . H e  yflHBH TejibHo, HTO 

f lo j ib u ie  He M orun npocTH Tb n o n e c e H H o r o  yHM*eHHJi. O 6 p a 3  nojibC K oro n a n a , 

„noM H H m ero KOHapMeiiCKHe H am n K JIH H K H” , Ha npoT »w eH H H  u s y x  uecaTHJieTHH

10 Ilpn ?TOM Heo6xonHMO TaKate yHHTMBaTb 3aHHTepecoBaHHOCTb nn.ncy.ncKoro H ero 
OKpyweHHi HMCHHO B KpacHOH POCCHH, H6O TOJibKO B 3TOM cjiyHae Flojibuja 6buia nywHa 3anajjy B 
KanccTBC caHHTapHoro rocyjjapcTBa. Bea as ace POCCHH Bcerua Morjia aoroBopHTbca c 3anapoM 3a 
CHCT riojibiiiH.
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6bIJl B C C C P  OJIHHM H3 C3MUX JKHByiHX CTepeOTHHOB KJiaCCOBOFO Bpara, 
MHoroKpaTHO o6biiȚ>aHHbiM B JiHTepaType, Tearpe H OCOGCHHO KHHO3 1 . B  ycjioBHJX, 

Kor.ua HejxoBOJibCTBO 3HaHHTejibH0H Macra HaceneHHa C C C P  npoBO,nnMOH 

BHyrpeHHeH nojiHTHKoii BJiacTH cipeM HJincb KaHajiH3HposaTb B HanpaBJieHHH 

Bpa>KecKoro OKpyjKeHHH, 3acbiJiaBuiero mnHOHOB H anBepcaHTOB, naHCKaa riojibuia 
noncTHHe Bbicrynana mieanbHbiM oâpaauoM  Bpa>KHe6H0H uepacaBH.

31 3 TOH  npo6jiCMe nocB«meHa aoaojibHO 6ojibuiaa jiHTcparypa. H i  HeaaBHHX nySaHKauHH 

C M .: B .A . ToKapeB. „Kapa naHaMl K apa!” : nojibCKa» TCMa B npcaeoeHHOM KHHO  (1 9 3 9 -1 9 4 1  ronbi) / / 
OreHecTBeHHa» HcropHH. 2003. N .6 . C M . la ioxe: B .A . HeBewHH. rio jibuia B COBCTCKOH nponaraHuc 
1939-1941 r r . / /  POCCHH H B H C IU H H H  MHp: jiH ajior KyjibTyp. M ., 1997.

32 flpH  T O M , HTO  MaccHpoBaHHax aHTHnojibCKa» nponaraHua Bejiacb no BCCM KananaM, Hosan 

HjieoaorHH Bce we Aasajia npocrop una coauaHH» HecKOAbKO 6ojiee AH<ț>c|>epeHLiHpoBaHHOH KapTHHbi 
nonbCKoro o6mecTBa, HewejiH HacaaqaBiuaaca O<|>H U H O 3OM  uapcKHX B P C M C H : „6eaonojuiKaM” 

npoTHBonocTaBJiiuicH wecTOKo yrHeracMbiH H M H  npeacTaBHTenb TpyjioBoro Hapoaa, MjiymHH 
nOMOIUH OT C C C P; nou BJlHHHHeM onbiTa pOCCHHCKOH PCBOJIIOUHH, B KOTOpOH aaMCTHyiO pojlb 
nrpajiH Bbixoaubi H3 riojibuiH , AonycKajica TaioKC o 6pa i noji>iKa-peBo.niouHOHcpa c nonHepKHyTo 
KJiaCCOBbIM OTTCHKOM. TaKHM 06pa30M, Ha yCTOIBlllHCCa B POCCHHCKOM HaUHOHajlbHOM CO3H3HHH 

CTepeoTMnbi Tenepb nbiTa/iHCb Hajio>KHTb nenaTb KJiaccoaoH cxeMbi.

n o u  yCHJIHBUlMMCS HfleOJlOFHMeCKHM npeCCOM BO3pO>KaaJlHCb, XOTS H 
H3MeHeHHbie, CTapbie CTepeoTHnbi. TaK, B H3o6paweHHH „6ejionoji«K O B” 
HCHOJIb3OBaJlHCb npOKHHe HepTbE BbICOKOMepHe, HaUMCHHOCTb, XBaCTJIHBOCTb3 2 . 

T o p a su o  u n p e ,  MCM a o  PC BO JIIO UH H , Hcnojib3yeTC« rjiyâoKO ocKop6HTe/ibHbiH 
C T epeoran IlojibinH  KaK „eBponencKOH npocTHTyTKH” . B c e  « e  nojibCKHe o6pa3bi H 

M OTHBM  B pyccKOH JiHTepaType Me>KBoeHHoro nepHO.ua aaneKO He yM em ajincb  B 
paMKaX H,HeOJIOrH3HpOBaHHbIX exeM  -  AOCTaTOHHO BCnOMHHTb „KoHapMHK)” H. 
B a6ejix , p an  CTHXOB B. IlacTepHaKa H O . M aHaenbiuTaM a.

B  Ilo jib n ie  n o /i BJIHHHHCM  HOBOTO HCTopnqecKoro onbiTa TpaaniiHOHHbie 
CTepeoTHnbi T a m  BH,uoH3MeHHJiHCb. FlpoTHBopeHHe M exm y K3TOJIHUH3MOM  H 
npaBocjiaBHOH opro,noKCHeH ipaHdJiopMHpyeTCfl B KOH4JJIHKT M eway xpHCTHaHCTBOM 
H 6e36o>KHbIM K0MMyHH3M0M, e m e  BojlbUie ,HeMOHH3HpyiOmHM o6p a3  POCCHH . 
Y rp oaa  c BocTOKa n p n o 6 p e jia  T enepb OTqeTJiHBbiii KpacHbiii OTTCHOK . F lpn 3TOM 
nOJIbCKHH B3FJ1H.U Ha 6oJlbllieBH3M OblTaJlCH BbUIBHTb He CTOJlbKO MOMCHT pa3pbIBa, 

CKOJIbKO npeeMCTBCHHOCTb HOBOrO peîKHMa C napH3M0M, TaKJKC yrpOJKaBLUHM 
HaijHOHajibHOMy cymecTBOBaHHio nonnKOB.

B  1 9 3 0 -e  r o a t i ,  n o  M epe yKpenjieHHJi cTajiHHCKoro pe>KHMa npejKHHx 
peBOJHOnHOHHO-HHTepHaUHOHaJIHCTCKajI HaeOJIOrHMeCKajI BepCHH 6oJlbineBH3Ma 
CT3 H O BH TC S aHaxpoHH3MOM, Ha CMeny en  npHxo,HHT oâHOBJieHHbiH BapnaHT 
HMnepcKofi nnen . PeaHHMHpyercji p an ee  OTBeprHyraji ip a u n u n »  BejiHKOAepxaBHOH 

pyccKOH rocyaapcTBeHHOCTH, pe>KHM T enepb OTKpbiTO noaqepK H Baer CBOIO 
npeeMCTBCHHOCTb en . riojiyqH B OT BJIBCTH HOBM H  3aKa3, HCTOPHKH  3aHHMaioTCJi 
HjieajiH3auHeH HauHOHajibHOH HOJIHTHKH uapH3Ma. B c e  3TO CKa3biaaeTCfl Ha 
Hcnojib3OBaHHH B KyjibType crep eom n oB . IlojioîKHTejibHbie o6pa3bi HOJWKOB-
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peBOJiwiiHOHepoB yrpanHBajor aKTyajibHOCTb, nojibCKoe 6yHTapcTBO Tenepb 
BocnpHHHMaercji KaK /jejrrejibHOCTb, HanpaMeHHaa Ha nonpbiB OCHOB poccHHCKoro 
rocy/iapcTBa. CooTBercTBeHHO 3a odpaaaMH „S ejionom oB ” BpeMeH COBCTCKO- 
nojibCKofi BOHHbi ornerjniBee npocMaTpHBaioTC» .uopeBOJiiomioHHbie CTepeornnbi 
nojwKa KaK HîBeiHoro, 3aKopeHejioro Bpara POCCHM. MaccnpoBaHHas amunoJibCKaJi 
KaMnamm flocm rjia CBoefi KyjibMHHaiiHM oceHbio 1939 r., B nepnoji IV paaaejia Penii 
riocnoiiHTOH, KOTopbifi He TOJibKO CBOHM nponaraHflMCTCKMM oâecneneHHeM, HO H 
caMHM MCTOUOM CBoero ocyiuecTBJieHim cnpa3HJi npeeMCTBeHHOCTb HOJIMTHKH CCCP B 
nojibCKOM Bonpoce crapoii, uapcKoiî nojiHTHKe. 3a npo3BynaBuiHM c BMCOKOH TpwGyHbi 
TC3MCOM o Henai3Hecnoco6HocTH coBpeMeHHoro nojibCKoro rocyaapcTBa33 omerjiMBo 

nporjuiubiBana aaBHM, B Taxofi we Mepe poccHHCKaa, B KaKofi H repMaHCKaji HMnepcKaii 
unea o HecnocoâHOCTH HOJUIKOB K COGCTBCHHOH rocyaapcTBeHHOCTH34 . OAHHM H3 

maBHbix nanpaBJieHHH COBCTCKOÎÎ nponaranobi craHOBHTC» KueojionmecKoe 
oâocHOBaHHe „Boccoe,nHHeHiw”, „ocBoSoJKaeHUfl” seMejib, HeRor^a npHHajine>KaBiHHx 
uapcKoiî HMnepmi, npm eM  HHTepHauHOHajiHCTHHecKas (jipaseojionui c Tpy/jOM Morjia 
CKpbITb BeJlMKOflepwaBHyK) CyTb npOBO,HHMOH nOJIWTHKH.

33 „riparaiiiHe Kpyni DojibiuM HeMaao m m m c h  „npoHHOCTbK)” CBoero rocyaapcTBa H „Mombio” 

CBoefi apMHH. OaHaKO OKaaajiocb nocraTOHHHM KopaTKoro ynapa no flojibuie co  cropoHbi cnepsa 
repMaHCKOH apMHH, a 3aTeM -  KpacHoii apMHH, froâbi HHHero HC ocrajiocb OT sroro  ypo/uiHBoro aeniu ia 
BepcaubCKOro .noroaopa, «HBiuero 3a c ie r  yrHereHHJi HenojibCKMx HauHOHanbHOCTCH. „TpajjHUHOHHaji 
nojiHTHKa” 6ecnpnHiinnHoro aaBHpoBaHHj H nrpbi Memny repMaHHeii H CCCP OKaaajiacb 
HecocTOJn’ejibHoii H nojiHOCTbK) o6aHKpoTHJiacb", -  IM BIUUI B. M OJIOTOB Ha 3acejiaHHH ceccHH 
BepxoBHoro CoBera CCCP 31 0KTx6pn 1939 r. (ripaB.aa, 1 Ho»6pn 1939 r.).

34 riaMHTb o  ABaauaTHJieTHeM coaeTCKO-nojibCKOM npoTHBocroxHHH B ycnoBHHx BepcaubCKOH 

CHCTeMbi H ero  ApaMaTHHHOM 3aBepuieHHH B ceHT»6pe 1939 r. HacTOJibKO niySoKO 3aKpennnacb B 
HaUHOHajIbHOM CO3HaHHH nOJlHKOB, HTO M nOCJie BOHHbl OMpaiajia OTHOHJCHH» 6paTCKHX napTHH. 
Korna B oicrn6pe 1956 r. ruicHyM LJK l lO P n  BnepBbie 6e3 coH3BOJieHH» M OCKBM OS HOBHJI 
pyKOBojiCTBO napTHH, H. X pym eBy H ero  copaTHHKaM, npnexaBiunM 6e3 npHrjiauieHH» B BapiuaBy 
„HaaoAHTb nop m ok " , npHiujiocb npHHHTb B BeJibBCAepcKOM ABopue „XOJIOAHUH a y iu ” . CTOHJIO B. 
MonoTOBy noaaTb penJiHKy o  HyBCTBe HHTepHauHOHajibHoro aojira, B. roMyjiica pe3KO npepsaji ero: 
„A BaM, TOBapHiu M OJIOTOB, jiyHiue 6bi 3jiecb noMOJinaTb. PIojibCKHH napoa HHKorjia He 3a 6 y a e i 
aaiUHx CJIOB 0 6  „ySjiiojiKe BepeajibCKoii CHCTeMbi” , HaKOHeu nepecraBuieM cymecTBOBaTb” . 
Ilojipo6Hee CM.: A.M . OpexoB. K HcropHM nojibCKO-coBeTCKHX neperoBopoB 19 OKTxâpH 1956 r. B 
EejibBejiepe (no HOBMM MarcpKanaM) // KoHffuiHKTbi B nocneBoeHHOM pa3BHTHH BoeroHHoeBponeHCKHX 
cipaH. M „ 1997. C .1 3 0 -1 5 6 .

35 C M. 3anncb 6 e c e jw  CrajiHHa c AeJieraiiHeii npaBHTeJibCTaa Dojibuin B 3MHrpauHH BO m a se 

c npeMbep-MHHHcrpoM C. MHKOJiaHHHKOM 3 aBrycTa 1944 r.: CoBeTCKHH iJtaKTop B B OCTOHHOH 
Eapone. 1 9 4 4 -1 9 5 3 . T .l .  1 9 4 4 -1 9 4 8 ./JoKyMeHThi. O TB. p ejaK rop T .B . B OJIOKHTHH3. M ., 1999.

BnponeM, MOJIOTOBCKHH TC3MC, OTpHuaBHiHH 3a noJibCKoii rocyaapcTBeHHOCTbro 
npaBO Ha cymecTBOBaHHe, 6 MJI aeTHmeM KOHKpeTHO-MCTopuHecKOM cHTyauHH, 
cjieacTBHCM onpe,aejieHHoro paciuiajia CHJI Ha MexuiyHapojiHOH apene. Y » e B  1944 
r. CTBJIHH, HHKoraa He H yw B m H H ca nojiHTHHecKoro nparMaTH3Ma, roBopHH Ha 
BCTpene C nOJlbCKHMH HeKOMMyHHCTHMeCKHMH nOJIHTHKaMH O TOM, HTO BOHHa 
3acTaBHJia o6a Hapojia H3BJienb ypoKH Ha ây ay m ee 35 . CoBeTH3HpoBaHHaa, HO
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4>opMajibHO HesaBHCMMas I lo j ib iu a  H  BO  BHeuiHenojiHTHHecKOM , H BO 

BHyTpnnoJiMTHwecKOM njiaH e 6biJia j u is  coB eT C K oro pyKOBOflCTB3 HecoMHeHHO 

np efln oH T H T ejib n ee  l lo j ib ii iH , B K JH O H C H H O H  B c o c r a s  C C C P . noHHTHbi B 3TO H 

C BH3H H  Te peu iH T ejibH bie u iarH  B  H H T epecax H O B O H  Ilo jib u iM , KOTopbie 

npeunpHH H M auHCb C C C P  Ha M ejK jjyH apoflH oii a p e w e , B  H S C T H O C T H , B B JITC H 
IloTC A aM e, npw  o 6 c y w H H H  H O B B IX  nojibCKO-repMaHCKHX rpsH H U 3 6 .

O nb iT  BOHHbi H  n o c jieB o e H H o iî coBeTH 3auH H  flo6aBMJi K cym ecT B O B aB m eM y B 

nOJIbCKOM C03H3HHH KOMIUieKCy B0CT0K3 HOBbie S o jie a b ie  TOHKH H HCHXOJIOrHMeCKHe 

TpaBMbI -  3AeCb MOXHO BCnOMHHTb O K3TMHH, O KOHljipOHTaUHH CT3JIMHCKOFO 

pyKOBOACTBa C nOJIbCKHM 3MHrp3HTCKHM npBBHTCJlbCTBOM B JIOHJJOHe, O pOJIH 

COBCTCKHX CHJIOBblX 0pT3H 0B B yCTp3H6HHH BCpxyUlKH ApMHH KpSHOBOH B 1 9 4 5 
T ? 7 T3KHM o6p33O M , B HCTOpHHCCKOH H3MBTH MHOTHX nOJIJIKOB POCCHH CT3J13 

3H3KOM p e n p ec c H H  H  MyneHHHecKOH rwGejiH TM C H H  c o rp 3 » q i3 H . H S JIH U O  6 b u in 

T3K)Ke BeJIH K 0A ep»3BH 3S H0J1HTHK3 C C C P , flHKT3T HO OTHOUieHHK) K COK)3HHK3M, 

H3BH3bIB3HHe TOT3JIHT3pHOH MOACJ1H (CJie,UyeT COTJI3CMTbC» C TCM, MTO HMnepCKO- 

n3TepH3JIHCTCKaS AOKTPHH3 POCCHH B OTHOUICHHH CJ13BJIHCTB3, npHHHM3JI

36 B ceKperHbix aoicnaiiHbix Tex JICT O HacrpoeHHJix nojibCKOH HHTejuiHreHUHH, aBTopbi 

KOTopux, KpacHoapMeiicKHe noJiHTpaSoTHHKH, năuc acero c ziocTaTOHHOH OTKpoaeHHOCTbK) nncajiH 
o rjiySoKofi yxopeHeHHOCTH aHTHpyccKHX ( HC roBopa yate 06 aHTHCOBCTCKHx) CTepeoTHnoB, 
oSpaiuatoT Ha ce6x BHHMaHHe CBHAerenbCTBa o TO M , HTO nane aHTHKOMMyHHCTHHecKHC HOUHTHKH H 
HHTejuieKTyanbi pe3OHHO BHACJIH B CCCP rjiaBHbiâî rapaHT HOBBIX nojibCKO-repMaHCKHX rpaHHU no 
Oaepy H HeRce (a Hauo CKa3aTb, HTO KaK 6 M  HH 6buia 6OJIC3HCHHO BocnpuHBTa HaunoHanbHbiM 
co3HaHHCM yrpaTa nojibiiieH OUHOTO B Î  maBHbix CBOHX KyjibTypHbix UCHTPOB -  JIbBOBa H 6oabuinx 
aocTOHHbix TeppHTopnH, HO npHcoeAHHeHHe Hosbix, ceBepo-3anamHbix 3CMMb, npMo6peTCHHe 
oâuiBpHoro MopcKoro no6epe>KbR, a rjiasnoe, ycraHowieHHe ropasao 6ojiee BbiroaHbix rpaHHLi c 
PepMaHHeH H npeapameHHe panee MHoroHaijHOHajibHoro rocyaapcTBa B MOHOHaunoHajibHoe HC 
TOJibKO B HTBCCTHOH Mepe KOMneHCHpoBanH 6ojib yrpaTbi, HO H co3uaBajin nojibCKOMy rocyaapcTBy 
HeManue reonojiHTHHecKHe H UTHonojiHTHnecKHe npeHMymecTBa). B OAHOM H3 AOHCCCHHH, 
HanpaaneHHbix oceHbio 1946 r. no JIHHHH nouHTynpaBJicHHB COBCTCKHX BOHCK, npeanarajiocb 
aKTHBHee ncnojib3OBaTb B aHTH3anaaHOH nponaraHae TO o6cTO»TCJibCTBO, HTO iHaMeHHraa 
(jjynTOHCKax penb HepHHJUiH 6buia c HTBCCTHOH HacTopo>KeHHOCTbio BocnpHHHTa B Dojibuje na»e 
HeKOTOpbIMH npOTHBHHKaMH KOMMyHHCTOB, TaK KaK B HCH npO3ByHan« HOTbl, AaBUlHC nojifiKaM 
ocHOBaHne yanueTb B no3HUHH aoama SpHTaHCKHX KoncepBaTopoB onpcucacHHbie COMHCHHH B 
Heo6xoanMOCTH CTOJib KapjHHanbHoro nepecMorpa rpaHHU M e o y  riojibuieii H rcpMaHHcii 
(POCCHHCKHH TOCyAapCTBeHHblH apXHB COUHajlbHO-nOJIHTHHeCKOH HCTOpHH. 0 .1 7 . On. 125. fl. 391. 
Jl.12-15; /J.320). O6o BCCM 3TOM TaioKe He cneayer 3a6bisaTb TCM asTopaM, KOTopbie BOMH«T 
npeauic Bcero o ncHxonorHHecKOM TpaBMe, HaHeceHHOH nojibCKOMy HauHOHanbHOMy co3HaHHK) 
yrpaToii cnopHbix TeppHTopHH, oTOiueauiHX K YKpaHHe, EejiopyccHH H JIHTBC.

37 M O X H O  coraacHTbca c TCM , HTO Maccosue penpecHH crajiH OAHHM  H3 caMbix MOIUHM X 

HCTOpHHeCKHX (JjaKTOpOB, npMOnpMejlHBUlHX yCTOHHHBOCTb HeKOTOpblX, COXpaHHtOlUHXCH BnjlOTb 
uo cero4H«uiHero AH» CTepeoTHnoB H uiTaMnoB POCCHH H pyccKHX. C apyroiî cropoHbi, KaK 
noKa3MBaer B CBOCH craTbe A .3 . TypbHHOB, ycTOMBiuHecx B nojibCKOM oâuiecTBeHHOM MHCHMH 
npHBbiHHbie npeacTaBJieHHB o MaciiiTa6ax COBCTCKHX penpeccHiî H noubCKHX *epTB HywnaioTC» B 
yTOHHCHHH H KOppeKTHpOBKC.
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pa3JiHMHbie 4>opMbi, coxpaHUBUJHe MOKny COSOH npeeMCTBeHHOCTb, B 1970-e ro^bi 
o6pejia CBOH O6JIHK B 6pe>KHeBCK0M uoKTpHHe orpaHHHeHHoro cyBepeHHTeTa). 
TeM caMbiM o6peraeT HOBOC, coijHanHCTHMecKoe BonnomenHe »HBy*iHH 
CTepeoTHn POCCHHCKOH BejiHKOflep«aBHOCTH H HMnepcKoro MeHTajiHTeTa 
BJiaCTHOH 3JlHTbI.

C .upyroii CTopoHbi, JUM onpe^eneHHOH iacTH HOJIJIKOB 6biJia He nycTbiM 
3ByKOM ipa^HUHH COBMeCTHOH 3HTH(|)aiUHCTCKOH 6opb6bi; CJiy)K6a B COCflHHeHHaX, 
c4>opMHpoBaHHbix B CCCP, noMorjia HeKOTopbiM cnejian. Kapbepy. KpoMe Toro, B 
onpefleJieHHoii cpeae coxpaHHJica AOBoeHHbiii KyjibT CCCP KaK OTHH3HM 
no6ejiHBiijero npojieTapnaTa H CTpaHbi, tepes KOTopyio npoxojjHT MarHCTpajibHaa 
JIHHHH HCTopHHecKoro npouecca (B 1920-1930-e roflbi cpeflM nacTM 
HHTejuiHreHUHH JICBOH nojiHTHHecKofi opMeHTauHH Ha6jiK>,najiocb CTpeMJieHHe 
npHOâuiHTbCJl K TOMy, MTO npOHCXOflHT B CTpaHe CoBeTOB -  MOJKHO BCHOMHHTb E. 
XceHCKoro, B. EpoHeBCKoro H HeKOTopbix upyrax). HaKOHeu, cymecTBOBajio 
BocnpMfrrae CCCP KaK CHJIM, CHOCO6HOH npe/ioTBpaTHTb repMaHCKHH peBamun3M38. 
TaKHM o6pa3OM, B nojibCKOM co3HaHHH nepBbix nocneBoeHHbix jxecHTmieTHM 
CTauiKHBajiHCb npoTHBopeHHBbie CTepeoTHnbi BOCTOHHoro coce.ua.

HaBH3biBaeMoe, HacmibCTBeHHO HacaxqjaeMoe B COBCTCKOH KyjibType 
HUeojiorHMecKoe Haia.no BonpeKH BCCM ycHJiMM nponaraHflHCTCKoro MexaHH3Ma 
He Morjio He BbBbisaTb peaKUHH onopxceHHn. BMCCTC C TCM o6pa3 POCCHH H uaiKe 
CCCP He CBOJ1HJ1C» K HeHaBHCTHOMy COBeTCKOMy CTpOfO, B J1OJKHOM CBeTe 
npenoaHOCHMOMy otjiHUHajibHOH nponaraHAofi. CymecTBOBajiH npeflCTaBJieHH» H 
o u p y ro ii” POCCHH, B KOTOPOH BonpeKH BceMy cymecTBOBana H cymecTByeT 
,jipyra«” KyjibTypa, oTCTaHBaioma» yHHBepcajibHbie UCHHOCTH, npH 3TOM roHHMaji 
H 3anpemeHHaji. Ha Banale B 1970-1980-e roubi pa3BHBaK)TCJi KOHTaKTbi Menqy 
pyCCKHMH H nOJlbCKHMH 3MHrpaHTaMH, OKa3aBIHHMHCJi B HACHTMHHOH CHTyaUHH 
nojiHTHHecKoro H3rHaHHM. napnjKCKaa raaeTa „PyccKax Mbicnb” B nepHOn KpH3Hca 
1980-1981 rr. nncajia o CHTyauHH B Ilojibuie MHOPO H C HBHOH CHMnaTHefi K 
„CojiHAapHOCTM”, HTO BbBbiBajio 6.naro,aapHOCTb B nojibCKoii AHCCH^ CHTCROH 
cpeae. C ApyroK CTOPOHM, H y nojibCKOM HHTejuiHreHUHH napajuxejibHO c 
ocMbicjieHHeM COGCTBCHHOH HCTOPHH H HacToamero BO3HHKajio xtejiaHMe rjiy6)Ke 
no3HaKOMHTbca c BOCTOHHMM cocejjoM, Bbiîljifi 3a npeflejibi 3aMKHyToro Kpyra

3 8  B  nojibCKOM KOMMyHHCTHHecKOH 3JiHTe HMejiHCb npHHUHnuajibHbie pa3HorjiacMH B Bonpoce 

o xapaicrcpe O T H O U IC H H H  C C O B C T C K H M  napTHepoM . B  O T J IH H H C  O T  B . ro M y jiK H , nacTaHBaBiuero Ha 

6o n ee  paaHonpaBHbix OTHO iueHaxx, „ M O C K O B C K B» rp y n n a ”  B pyKOBOflCTBe n n P - I l O P n  BO  m a s e  c B. 

BepyTOM 6ecnpeK0CJi0BH0 noAHHHHAacb am craTy KpeMJix H  H O B O H  nojiHTHHecKoii KOHbiciHKTypbi, H 

B ee aeHCTBHHX 6buia  CB OS  norHKa. CymecTBOBajiH peajibHbie onaceHHH, H T O  ecnH D o jib iu a  HaHHCT 

npoTHBHTbcs HaB»3biBaeMOH M ojie jiH , OHa He TOJibKO M O »eT  6biTb 3arH aHa B no jio w eH H e lO rocjiaB H H 

n o cjie  1948  r .,  H O  H 6 y a e r  jiHu ieHa BOceoeAHHCHHbix 3eMenb, ynacneAOBaHHbix O T  TepM aHHH, H 

CTaHCT B pe iy jlb T aT e  KajlKHM  o6py6KO M  TeppHTOpHH C OHCHb OrpaHHHeHHbIMH BO3MOWHOCTHMH. 
B onp oc o T O M , KaKyio ueH y np H im iocb  6bi nuaTHTb D o jib iu e  3a H apyuieHH e K O M H H <|>O P M O B C K O H 

HepapXHH, MO)KHO H CCrOJHH CHHTaTb AHCKyCCHOHHblM.
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ycTOHBUiHxcH KJiHuie. MHoroHHCJieHHbie ny6jiHKauHH caMH3flaTa 1980-x rofloa 
no3BOJimiH HasepcTaTb ynymeHHoe B 3H3HMH coBpeMeHHOH pyccKOH JiHTepaTypu. 
B flexaSpe 1981 r. B caMbifi KaHyH BBeaeHHH B Bojibuie BoeHHoro nojio)KeHH« B 
KpaKOBe B BFCJUIOHCKOM yHHBepcHTeTe cocToiuiacb KOHt^epeHUHa „JIHKH 
POCCHH”. HeKOTopbie ee ynacTHHKH nepe3 CHHTanHbie AHH nocjie 3Toro 6biJiH 
HHTepHHpOBaHbl. Cpe^H HHX 6bIJI H BHflHblH JlHTepaTypOBCfl AHflJKeii ApaBHM, Ha 
npOTSJKeHHH p«Aa AeCSTMJieTHii B npOTHBOBeC HaCKBO3b COB6TH3HpOBaHHOH 
nojibCKOH aKaaeMHHecKOH pycwcTHKe nncaBiuuM ajibTepHaTHBHyio MCTopmo 
pyccKoiî JiHTepaTypbi XX BCKa (oGmecTBeHnon, HayHHoft H ny&nHUHCTHwecKOH 
flesTejibHOc™ A. /țpaBHia nocflamena CTaTb» H.K). CTeijiaHOBHH). Jlymuwe 
paGorbi .ZJpaBHHa ueHHbi He TOJIBKO CBOHM HayHHbiM coaepjKaHHeM. Fio cnpaBeanHBOMy 
3aMeHaHHfo Hccjie,noBaTejiJi, peib HACT O flOKyMCHTax, onpeaejiHBUJHX COGOH 
„onTHKy BOcnpHXTH»” HecBo6o,HHoro pyccKoro XX Bena CTpeMameiica K 
BBICBOGO W H H K ) Hojibiijeii (C.223). „B CBOCM cjiyweHHH poflHHe OH H36paji 
TpyflHyio Aopory -  c6jiH»eHH« Hac c pyccKHMH. Bo BCCM TOM, HTO nepeBeJi H 
HanHcaji, OH noKasaji HaM TaKyio POCCHIO, KOTopyio MOIKHO nojifoGHTb”, -  nncaji B 
1997 r. B HeKpojiore Ha /JpaBHHa H3BecTHbin fleaîejib nojibCKOM onnosHUHH 1980- 
x roaoB 51. KypoHb (C.213). KaK BcnoMHHaiOT HeKOTopbie noubCKHe 
HHTejuieKTyajibi 6ojiee Mojio^bix HOKOJICHHH, oGmeHHe c /JpaBHneM H H3yqeHHe 
POCCHH no ero KHHraM crajiH JUM HHX BaanbiM ajieMCHTOM aHTHHauHOHajiHCTHHecKoro 
BOCnHTaHHfl. fleSTCJlbHOCTb 3HTy3HaCTOB BpOAC flpaBHHa, AoGpOBOJlbHO B3HBLUHX 
Ha ceGa MHCCHIO nocpe^HHMecTBa MOKay AByM« KyjibTypaMH, Hpe3BbinaHHO 
Ba>KHa Gbuia HMCHHO B 1980-e roabi, Kor.ua „onacHOCTb nojiHofi noiepH Flojibuieii 
noHHMaHH» onbiTa POCCHH H yrposa OTKaaa OT HPHHHTHM ee B KaKOM Gbi TO HH 
Gbuio BH,ue GbuiH OCOGCHHO B6JIHKH” (C.213).

BooGme H3yneHHe peueniiHH pyccKoii KyjibTypbi B flonbiiie nocjie,UHHx 
Aec»THJie™ii npHBO,aHT HccjieaoBaTejieii K BbiBoay o TOM, HTO HHTepec K HCH 
nojibCKOH HHTejiJiHreHiiHH oTHioflb He onpeflejiajica Bcene.no HOJIHTHHCCKOH 
oGcTaHOBKOH. IlojuiHHHyio pyccKyio KyjibTypy, cTaBniyio AOCTO»HHCM Bcero 
MHpa, Bce-TaKH yMejin OTAejiHTb OT npo^yKUHH „HHHOBHHKOB OT JiHTepaTypbi, 
nponaramiHpyiomHX HaeonorHio coBeTH3Ma”.

napaJuiejibHO npoHcxoanji H nponecc 03HaK0MJieHH» COBCTCKOH nyGjiHKH c 
TCM JiyniHHM, HTO Gbuio B nojibCKOH KyiibType. OcjiaGjieHHe anMHHHCTpaTHBHoro 
AHKraTa B Flojibiiie B 1956 r. GjiaroTBopHO CKa3ajiocb Ha xyao»ecTBeHHOM 
TBopnecTBe -  noJiynaeT MHpoBoe npH3HaHHe nojibCKoe KHHO, noflBJieHHeM 
MHoatecTBa HHTepecHbix MBJICHHH conpoBoaqajiocb pa3BHTHe npym x BHAOB 
HCKyccTBa. HHTepec B CCCP K coBpeMeHHOH nojibCKOH KyjibType Gbui BecbMa 
BMCOK -  npn TOM, HTO 3Ta KyjibTypa Gbuia aocrynna COBCTCKOH ayuHTopHH B 
yceneHHOM BHae. HacTbio POCCHHCKOH HHTejuiHreHHHH Ho-nbuia c ee HecKOJibKO 
Gojibuien, HCM B CCCP, CBOGOAOH (HJIH, TOHHee, HecKOJibKO MCHbniCH 
HecBoGoaoH) BocnpHHHMajiacb KaK oGmecTBO, npeoaojieBiiiee MHOFHC 3anpeTbi,
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KOTOpbIMH HaCKBO3b 6bIAa npOHH33Ha pOCCHMCKM nOBCejJHeBHOCTb, a  ZLJIH KOrO-TO 

uaiK e c r a j ia  rpyuHojiocTHW HM biM  B ycjioBHHX p e a jib H o ro  c o u n a jin 3 M a  nueajiO M 
CBoSonoM bicjiH H. TaKOMy B o cn p m iT H io  cnocoâcT B O B ajiH  reorpaijiH 'iecK aji H 

»3blKOBa» 6jIH3OCTb floJlb lU H , paBHO K3K H flJlHTeJlbHaJ TpajJHUHfl COCCACKMX 

B3aHMOOTHOLueHMM. T a r a  o6pa3O M , B  K O H U C  1 9 5 0 - x  -  1 9 6 0 - e  rojjb i 

napanoK cajibH biM  o6pa3O M  BO 3pouHJiacb TpanH iiH » BocnpHHTHH PeHH nocnojiH T O M 

TCMH pyCCKHMH HOAHTHKaMH H AeHTCJlHMH KyjIbTypbl X V I - X V 1 I I  BB., KOTOpbie 

BCTynajiH B  KOHCJJJIMKT C BJiacTbK) H  rocn oA C T B yiom eH  O P T O A O K C H C H .

WOCH4> BpOACKHH, H3CTO oâpamaBUJHHCH B CBOCM TBOpHeCTBC K nOJIbCKHM 

MOTHBaM H MHoroKpaTHO nepeBOflHBiiiHH nojibCKHX H O 3T O B , sa M en a n , H TO  I lo j ib i i ia 
CTajia He npocT O  T C M O H  no33H H ” , HO  B HeKOTopoM CM bicjie „no3T H K oii”  e r o 

noKOJieHMa: H M C H H O  H epe3 B O cn pH »™ e flo j ib ii iH , a  HHorjja H  n e p e 3  nonbCKHH 

»3 M K  B CO3H3HHH ST O FO  noKOJieHHS n p o p y â a j io c b  O K H O  B  E s p o n y .  K  f le j io  3ACCb 

OTHKJAb He TOJlbKO B TOM, HTO MCHbHiafl HeCBo6o.Ha c u e jia j ia  HOAbCKHC H3A3HHH 

OAHHM H3 Ba>KHblX HOCpeAHHKOB MOKJiy COBCTCKHM HHTaTCACM H He flo n y cK a eM o fi 

K HeMy jiHTepaTypoii (nojibCKHH B S H K  HHor.ua ynm iH  JiHuib A M  TOTO , HTO6 M  nojiynHTb 

B03M0>KH0CTb MHTaTb coB peM eH H yio 3anaA H yio JiHTepaTypy). PoMaHTnsnpoBaHHbiH 

o 6 p a 3  F lojibiiiH  d a j i  A na noKOJieHH» EpoA C K oro O A H O H  H3 l o p M  BbipaateH H » 

co â cT B eH H o ro  p a c u iu p a io m e r o c H  couH aA bH O -ncH xoA orH H ecK oro H rpa>KAaHCKoro 

onbiT a; nojioHOM aHH» 6 0 - x  rr. B H SBC CTH O M  CTeneHH pa3M biKajia saM K H yroe 

npocTpaH CTBo COBCTCK OH  o<|)HUHanbHOM K yjibTypbi. M ecT O  nojibC K ofi K yiibT ypbi B 

oâm ecTBeHHOM  CO3H3H H H  noKOJieHH» oTTenejiH  nbiT aeT ca o6o3HaHHTb B  C BO C M  BO 

MHOrOM HCnOBeAaJlbHOM s e c e  OAMH H3 AyHUIHX nepeBOAHHKOB nOJIbCKOH HO33HH 

Ha pyCCKHH »3blK, B .J1. EpHTaHHIUCKHH. I l o  erO  MHCHHK), nOAbCKaJi nO33H» 

n o M o ra n a  He cro jib ico  o â p asu aM H  (JiopMajibHOH H O S T H K H , CKOJibKO caMHM C B O H M 

cym ecTBOBaHH eM , BeAb 3aKJiK)HeHHaa B H eii TpaAHUH» C B O 6 O A O A JO6 H » 6biJia 

CnOCOâHa COCTaBHTb HpaBCTBCHHyK) O n o p y  TBOpHCCKHM HCK3HHBM MOJIOAblX 

pOCCHHCKHX nOSTOB.
riepeM eH bi 1 9 8 9 - 1 9 9 1  FO A O B  B H C C A H  HOBbie uepT bi B n p o u e c c  B3aHM Horo 

BOCnpHHTHH AByX HapOAOB H KyjIbTyp, XOT», KOHCHHO, He MOrAH HCKOpeHHTb 
4)OpMHpOB3BLBHeCH Ha npOTJDKCHHH p»A a BCKOB npeApaCCyAKH, nepCAOMHTb 

AJiHTejibHbie ipaAHUHH. I lo 3 H a H n e  H O B O H  C H iyaiiH H , HM IHCT  nojibCKHH 

H ccneAO BaTejib 51. n p o K o n , 3aH acT yio  „C BO A H TC H  K y3H aBaHH io C T apoii,

39 B crajiHHCKoe BpeM» «ecnta» H3OJISU>UI rpaxuiaH nepBoro B Mape coiiHajiHCTHHecKoro 
rocyaapcTBa r a te  OT co6paTbeB no narepio cnocoâcTBoaajia TOMy, HTO H o6pa3 flHP B jiHTepaType 
Haine scero 6bui OTopsaHHOH OT KOHKPCTHMX nojibCKHX peajinii munocTpaiineii pacxo*nx 
nponaramiHCTCKHX TCIHCOB O 6paTCK0H flpy*6e, corpy.HHHHecTBe, COBMCCTHUX ycnnn»x M U . .flawe 
onepKH nHcaTCJieM, nocemaBiunx riojibiuy, crpanajin oAHOMepHOCTbio, HenoCTaTKOM KOHKPCTHKH, 
O6 HJIHCM O6 IUHX MCCT. TojibKo B nephoa OTTenejiH, Kor.ua pacuiHpnjiHCb CBH3H, a c apyroii cropoHbi, 
HecKO/ibKO paiiKajiHCb THCKH o6n3aTejibHbix HopMaTHBOB coiiHajiHCTHiecKoro peajiH3Ma, oxtHBaer B 
HCKyccTBC H nojibCKHH MOTHB. CM.: IIOJIXKM H pyccKHe B rjiBiax .npyr npyra. C.129.
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aeficTBHTejibHOCTb y K Jia jb iB aercfl B  c x e M y , m B e cT H y io  c  uaB H w x n o p . T a x a u 

peaKUHB n oM o ra eT  coxpaH H T b ncnxojioT H H ecK H H  K O M I O P T ”  ( C .3 0 ) .  O rc y rc T B H e 

HJIH  B O  BCHKOM  c jiy H a e  CHHweHHe H enocpeacT B eH H O H  y r p o îb i  c  BocTOK a He 

ycipaH H JiH  HeAOBepHH 3HaHMTejibHoii n a c ™  nojibC K oro o 6 m e cT B a , BKJiioHan 

nojiH THM ecK yio 3JiHTy. 3 îO M y  cn ocoficT B O B ajia  npoTHBopeHHBOCTb n p o n e c c o B , 

npOHCXOJWUIHX B nOCTCOBCTCKOH POCCHH. F io  MH6HHK) HCKOTOpblX HOJlbCKHX 

nojiH TO JioroB, « M n e p c x a s  M ae» H M C C T  a c e  waH Cbi o c T a ib c »  B O6 O 3P H M O M 

S y a y m e M  Be,nymeM  CHJIOH  TpaH C(ț)opM aunn PO C C H H C K O T O  o 6 m e cT B a . H o cT a n b r m i 

H eM ajioiî nacTH poccH H C K oro oG m ecT B eH H oro M H CH HJI n o  HMnepcKOMy CTaTycy 

CTpaHbl BOCnpHHHMaeTCJl KaK JIHUIHHH HOBO^ B nOJlb3y HeH3MCHHOCTH 

n M n e p n a jin cT im e cK n x  ycT peM JieH nn P o c c n n ,  no/m ep>K H BaeM bix e e  Hapo,noM  n 

oS p a m eH H b ix  B 3HaHHTejibHoii M epe n a  3 a n a a ,  a  noTOM y y rp o M a io m M x  H o jib iu e . 

ripeeMCTBeHHOCTb napcK ofi, âojibmeBHCTCKOH n n o crcoB ercK on  f l e p ™  aKUCHTnpyeTCH, 

u e s y p b i 1 9 1 7  n  199 1  TOTIOB 3aTyuiCBbiBafOTCJi. EojibiueBM 3M  n p ea c T a e T  KaK npHM oe 

n p o / i o j i r a H e  uapn3M a H opraHHHHoe npo»B JieH ne p y c c K o r o  H au n o n a n b H o ro 

x a p a K r ep a , a  p o c c n u n e  KaK H3BCHHbie H O C H TC H H  MMnepcKOH 3apa3b i, H apoji, 
reneTHHecKH H ecn ocoG H b in  K ocBo6o>K.neHHK) O T  TOTajiHTapHbix C K JIOHH OCTCH 

( C .3 2 ) .  TaKHM o6pa3O M , B nOJIbCKOM CO3HaHHH np0H CX04H T HOB351 fleMOHH33UHH 

o 6 p 3 3 3  P o c c n n  n  j i a s e  3 K O H O M H H C C K H C  pe<j)opMbi BocnpHHHM 3K)Tca C O FJISCH O 

3T oii JiornK e K3K x o p o m o  paccHHTaHHbin M aH esp , H M C K H H H H  n e j ib io  BbiM3Hnn> 

A eH bm  y  3a n a jia , q ro â b i B o ccra n o B n rb  nom aT H yB înnecfl BenHKonepjKaBHbie n o s n u n n 

nOCTCOBCTCKOH flep)K3Bbl.

IlocKOJibKy n p orp 3M M 3 HMnepcKHX p33.ne.noB llo j ib ii iH  npeflCT3BJi»eTcx B 

onpe,n.eJieH H bix H O JIH T H H C C K H X  K p yrax  H C H S M C H H O H , n p o e u n p y j ic b  n  H3 

cero A H a u iH io io  p o c c n n c K y io  sjiM Ty, H O H C K H  c o r j ia u ie H n a  c  P o c c n e n ,  c n o c o 6 a 

nOJlbCKOTO nOCpeaHHHeCTB3 B e e  OTHOllieHHHX C 3sn 3 a O M , HHOrA3 CHHTaiOTC» 

npoT H B opeH am nM H  H H TepecsM  nojibC K oro r o c y a a p c T B a  ( C .3 4 ) .  npcA noH T C H H e 

o w e T c a  coB ceM  H H O H  BH eniHenonHTHnecKOH CTpaTernH: o K p y M en n e  P o c c n n 

C3HHT3pHbIM KOp^OHOM npH 3B3H 0 OTTOpO,HHTb 33n34H bIH  MHp OT npOUCCCOB 

p33Jio)KeHH», n p o H c x o jy im H x  B  e e  H e a p sx .

T 3 K o e  O T H O U IC H H C  K P o c c n n  n e o u e jiH M O  O T  T O H  BOCXOAJUUCM  C B O H M H 

HCT0K3MH K nepBOH HOJIOBHHC X I X  B. pOM3HTHHeCKO-MeCCH3HCKOH Tp3AHUHH, 

KOTOpaB nOHHepKHB3J13 MCKJHOHHTCJ1 bHOCTb CTp3fl3HHH nOJISKOB, yHHK3JlbH0CTb H 

HenOBTOpnMOCTb HCTOpHHeCKOTO OHbIT3 COGCTBCHHOH H3UHH. B  pOCCHHH3X He 

H3CTO BHJUIT T3KHX )KC JKepTB H3CHJ1HJI, K3K nOJWKH, H3npOTHB, HM npMHHCbIB3eTCH 

OTBCTCTBeHHOCTb 33 BCe TpeXH UapH3M3 H 6ojlbW eB H 3M a. IlpH  3T0M He BCCTfla CCTb 

CKJlOHHOCTb BCHOMHHaTb 0 6  OTpOMHOM OOJIbCKOM BKJiajie B pOCCHHCKOe 

peBO jnonH O H H oe jjBHiKeHHe, BKJHOHaa e r o  6ojibm eBH C TCK yio cocT aB Jisiou iyK ).

)KHBymHH n o  c e i î  a eH b  C T e p e o r a n  H3BeH H oro a p a r a  .netJiopM HpyeT nojibC K oe 

Bim eHHe PoCCHH, HCKa>KaB B HaUHOHa/lbHOM C03HSHHH HeoaHO3H3HHyiO CHTyauniO,
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CKJiajlBIBaiOlHyiOC» K BOCTOKy OT nOJIblUH. O x m a H  XeCTOB nOKMHHS CO CTOpOHbl 

P O C C H H C K H X  BJI3 CTCH  ( H H apo.ua!) H T p e 6 y n  6e30TJi3T3TejibH bix M opajibH bix 

KOMneHcauHH 3a npnH H H eH H oe 3Jio, noubC K oe o 6 iu ecT B eH H o e  M H C H H C  p e^ K o 

BHHKajio B c j io x H b ie  n p o 6 jieM b i coB peM eH H oro  poccH H C K oro n ocT roT ajiH T apH oro 

o 6 m e cT B 3 . A  M eacuy T C M , KaK cnp3Be,UJiHBO sa M en aioT  HeKOTopbie nojibCKHe 

H ccjie,uoB3TejiH , SH T H P O C C H H C K S H  p n T op n ica  M em aeT  n o crajK eH H io  o,UH oro H3 

B3)KHeHUIHX H aiaJl nOJIbCKOH H3UHOH3JIbHOH .UyXOBHOCTH. B e flb  B MCHTaJlbHOCTH 

l lB y x  H S U H H , nojK ajiy fi, 6 o j ib iu e  o 6 m e r o ,  H O KCJIM  pa3JiHHHH, nycK 3H  H 

cym ecT B eH H bix: „ rep oH n ecK H e no,U Bnrn HJIH scx a ra jio rH H ecK H e pa3M biuuieH H » 

CTaBHJlHCb B biu ie , HCM UOâpOCOBCCTHOe BbinOJIHCHHe C W H e B H b lX  o6»33HHOCTeH, 

HCM  TaK Ha3biBaeM aji M euKo6yp>Ky33H3H .uo6po.ueT e.nb” ( C .3 8 ) .  3 a  H enpnsT H eM 

pOCCHHCKOTO MCHTaJlHTCTa 33H3CTyF0 CKpblBaCTCH HeJKCJiaHHe npHHSTb B HCM KaK 

B 3epK ajie  co6cT B eH H oe M ajionpH BJieK aTeiibH oe OȚpaateHHe.

B np oH eM , HeraTHBHCTCKO-neccHMHCTHHecKHH BSTJIHJI Ha nepcneK TH Bbi 

UByCTOpOHHHX OTHOllieHHH OTHK),Ub HC «BJUCTCH B IlO Jlb llie  06ujenpH3H 3H HbIM . 

F Ipo6n B aeT  c e 6 e  u o p o r y  H u n a »  no3HUH» -  OTHomeHMH K P O C C H H  KaK K 

noTeHUHajibHOMy 3KOHOMnnecKOMy n sp T H ep y , T ecH bie C BH SH  C K O T O P M M  Bbiro,UHbi 

ju ia  r io jib iiiH . n p oH C xoA B iiiH e B B O CTO H H O H  E s p o n e  reonojiH T H H ecK H e H3MeHeHHa 

T3KJKC CnOCo6cTByK)T 33MCTHOMy 0CJia6jieHMK) 3MOUHOHajlbHOrO H3Kajl3 BOKpyr 

n p o 6 jieM , H3 npOTJDKCHHH pjl.ua BeKOB C03U3B3BUIHX nOHBy AUH P 33U 0P 3. PeHb 

HueT 3 u e c b  B n e p B y io  o n e p e a b  o  TUK  H 33biB3eM bix „OTHJiTbix 3C M J H X ”  ( B nojibC K ofî 

TepMHHOJlOFHH) HJIH O „33n3UHbIX Ty6epHHHX” POCCHHCKOH HMnepHHJ C3M0 3T0 

TepMHHOJiorHHecKoe pscxo> K ueH H e, n o  M H C H H IO  A . M enuB C Jia, K SK  H ejib3« 6 o j ie e 

Bbipa3HTeJlbH0 nOK33bIB3CT paCXOTKUeHHe AByX nOUXO,UOB, 33 K3>KUbIM H3 KOTOpblX 
C T O H T  c B o e  npeucTSBJieH H e 0 6  H C T O PH H C C K O H  nepcneK T H B e. B e u b  TJi3BHbiH 

HCTOHHHK nOJlbCKO-pOCCHHCKHX npOTHBOpeHHH 33KJ1KJH3CTCH „B COBepiBCHHO 

KOHKpeTHOM MHOFOBeKOBOM COnepHHHeCTBe -  HMnepCKOM JIH, KOJlOHHaJlbHOM JIU -  H3 

T ex C3MbIX 3CMJUIX, KOTOpbie He JIBJUIlOTCfl HH nOJIbCKHMH, HH pOCCHHCKHMH. 
B03HHKH0BeHHC H3 HHX HC33BHCHMbIX TOCyuapCTB -  JlHTBbl, EeJ13pyCH, YKpaHHbl - 

MejmeHHO 3T0T HCTOHHHK 33CbinaeT” ( C .4 8 ) .  IIpeOflOJlCTb 6 3 p b ep b l B 

UByCTOpOHHHX OTHOUieHHflX DOMOraCT H npH3H3HHe POCCHHCKOH CTOpOHOH U3BH0 
H3BeCTHbIX B IlO Jlb llie  (|)3KTOB O „HCTBepTOM pa3,UeJie”  PeHH IlOCnOJIHTOH B 1 9 3 9 

T., KaTbIHH, BapiII3BCK0M BOCCTaHHH. MopBJIbHO-nCHXOJIOTHHeCKHe H3,Uep)KKH, 

CB»3aHHbie C npH3H3HHCM CO6CTB6HHOH BHHbl, MCHee CymeCTBCHHbl, HOKejlH 

3TMOC(ț)epa B33HMHOTO JXOBepHH, BO3HHKaiOmaH B XO,Ue ,Uo6pOCOCe,UCKOrO .UH3JIOT3, 

0CH0B3HH0T0 H3 npaBUHBOM H yB3JKHTejibH0M O T H O U IC H H H  K o 6 iije M y  npoinjiO M y. 

O â p sm e H H e  K H C T O PH H C C K O H  n p 3 B u e  cp eu H  n p o n e r o  n o M o r a e r  noHJiTb, n o n eM y 

H 3 C 3 W B U J eeC a  C B epxy UeJlblMH .UeCJlTHJieTHHMH eAHHCTBO CTpaH „H3pO,UHOH 
AeMOKp3THH” OKa33JIOCb (jjaJlblUHBblM, MTHOBeHHO paCCbinSBUIHCb B n p s x  c 

H3MeHCHHeM TeOnOJlHTHHeCKOH CHTy3UHH.
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HeraTHBHbie CTepeoTHnbi flojituiM  H nojibCKoro aocTaTOHHO JKHBYHH H B 
POCCHH -  o6pa3 „HeGjiaroaapHoro nojuiKa” H ceroflH» MOJKHO BCTpeTHTb B 
OTeHecTBeHHOH nyâjiHUHCTHKe. HeKOTopbie H3jaHHa, Ha3biBaiomHe ce6s 
naTpHOTHiecKHMH, HacTaHBaioT Ha „HCTOPHHCCKOH cnpaBe;uinBocTn” jm ac™ » 
POCCHH B Tpex pa3,nejiax PCHH IlocnojiHTOH, He rayuiaioTcn oGBHHHTb B 
„pyco<ț)o6cKOH nponaraH,ne” HCTOPHKOB, nbiTaiomHXC» jia ib  B3BcmcHHyio, 
oGbeKTHBHyio KapTHHy coGbiTHH nocneaHefi rpeTH XV III B . (paBHO KaK H Gojiee 
no3jjHHX -  6y,ub TO 1830, 1863, 1920 HJIH 1939-1945 rr .) . K npeo,uojieHHio 
CJ1O3KHBHJHXCH Ha npOTSJKCHHH BCKOB CTepCOTHHOB BCACT HOHblTKa yBHaCTb CeGji 
rjiaaaMH a p y ro ro , TCM 6ojiee nponyKTHBHa», ecjiH penb H^ CT O GJIHSKOM coce^e. 
nOCKOJIbKy HCTOpHH B3aHMOOTHOUieHHH C IlOJlbllieH -  B3)KHajI COCTaBJHHOHiaH 
pOCCHHCKOH HCTOpHH, nOCTHJKCHHe „HOJlbCKOCTH” -  3TO nyTb K Gojiee TJiySoKOMy 
OMbicjieHHK» coGcTBeHHoro HCTopHMecKoro o nbua .

Heo6xo,nHMOcTb npeojjojicHHs CTepeoTHnoB, MeuiaiomHx aoGpococeacKHM 
oraoiueHHaM, OCOGCHHO BejiHKa B ycjioBHJix, Koraa POCCHH H Ilojibiija HbiTaioTca 
cGpocHTb (HacKOJibKO ycnciiiHO -  apy ro fi Bonpoc) SajuiacT, MeiuaiomHÎi HX 
BxoxmeHHio B eaHHbifi oGmeeBponencKHH HOM . Mae» MHpa H npo rpecca  Ha 
KOHTHHCHTC He MOJKCT 6biTb ocymecTBHMa 6e3 yMCHHJi paspeiuaTb KaK 
TJioGajibHbie, TaK H noKajibHbie cnopbi, B TOM MHCJIC cnop  MOKay AByMfl 
6OJlblHHMH CnaBHHCKHMH HaUHMMH, HO yaaHHOMy BbipaKCHHlO A.B. JlHnaTOBa, 
„He TOJIbKO npHTOBOpeHHblMH HCTOpHCM K reorpa<|)HHCCKOMy COCeaCTBy, HO H - 
BonpeKH BceM CBOHM pacnpflM -  o6ieAHH»eMbiMH yHHBepcajibHbiMH IICHHOCTHMH 
oGiueii zum HHX EBponbi” (C .99).
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NOTICES BIBLIOGRAPHIQUES

ANNE RANASINGHE, On The Fifth Day: a collection o f poems about animals 
with illustrations. The English Writers Co-operative of Sri Lanka. Colombo. 
2006. ISBN 955-9069-14-4. 50 p.

Anne Ranasinghe, about whom I wrote an article for this Journal in 2002 entitled “Anne 
Ranasinghe: The Social Identity o f a German-born, English-educated, Sri Lankan, Jewish Poet", has 
produced a new collection of poetry on the occasion of her 80,h birthday. Most of the twenty cight 
poems had already been published, some dating back to 1970, but two were written for this volume, 
including the final piece entitled “Destiny”.

The theme of this collection is animals, both human and non-human, and their cruelty towards 
one another. The title derives from the book of Genesis and refers to God’s creation on the fifth day 
of all living creatures. In essence Anne Ranasinghe examines the relations between nature, which is 
red in tooth and claw, divinity, which is arbitrary and ruthless, and mankind, characterised by wanton 
brutality towards other living creatures. Even her beloved pet dog, Jeremy who kills the beautiful 
koha bird, is admonished for his crime.

Intolerance of difTerence, among both animals and humans, begins with peraecution and ends with 
the destruction of the weaker party. Thus the first poem in the collection, “The one who was difTercnt", 
describes how a mass of crows feared one of the fellows who looked and soundcd different from them:

A complete misfit from the choice
Aristocratic crows of our neighbourhood.

Consequently the leader of the mass called on his followera to swoop down from on high and 
after a melee on the ground to retum in elegant and triumphant flight to their lofty perches:

Below -  a heap of feathers and a few drops of blood.

Her experience of Nazi Germany as a schoolgirl together with her almost sixty years as a 
Citizen of Sri Lanka where ethnic conflict is bloody and murderous resonates through this poem 
which is as much about human society as it is about the world o f nature. Whereas nature is brutal in 
its eradication of othemess, human beings wantonly perpetrate acts of murder against weaker animals 
and humans. Indeed they derive sadistic pleasure from doing so despite the diverse religions to which 
they belong. For example, the idyllic scene described in “On the beach” recounts how three young 
boys torture a puppy whose corpse they “play at burying him”. In this case peraecution and death are 
a game, a bit of youthful fun. Collusion in this horrific killing at the hands of the lads comes in the 
form of the passive adult bystandera, in fact accomplices, who blithely swim in the sea. Nor is the 
poet heraelf innocent since she is paralysed into inaction by the horror of the scene:

And though your tears
Taste salt in my mouth
The alien years
Have rotted my tongue
Into immobility.

Synthesis, XXX1V-XXXV, p. 167-170, Bucarest, 2007-2008
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In fact Anne Ranasinghe has been a courageous advocate of inter-ethnic tolerance and a 
Champion of ethnic minorities in Sri Lanka. She is a leading member of Amnesty International in that 
country. Even so her sense of impotence and guilt gnaw at her conscience.

Anne Ranasinghe has a sharp eye and an acute ear for religious cant and hypocrisy, whether 
Buddhist or Christian. Moreover after the Shoah she abandoned her own Jewish faith since the God of 
the Hebrews had abandoned his people. “Plead Mercy” that I referred to in my article is reprinted in 
this volume. Its prologue is a line from the Buddhist scripture, “May all things be happy.” The poet 
and her thirteen year old daughter see a bullock whipped to its death. Her child asks her whether the 
animal thinks life is worth living and the poet replies with a white lie:

1 teii her what I know is not true, that life
Îs always better than death.

The age of thirteen is both significant and poignant for Anne Ranasinghe since that is when 
she left Germany on her own to seek sanctuary in England, leaving behind her parents who were 
murdered in the Shoah.

Christianity in its Anglican form does not escape her scathing irony in the poem, “News item”, 
in which a vicar silences an innocent sparrow that is singing in his church and which he considers to 
interfere with his sacerdotal duties and so disturb him and his congregation. In a reversal of roles it is 
the bird that sings:

Glory to God, he chirps, and compassion
To mankind
And the vicar who
Orders the verger
To shoot the sparrow dead
Because he cannot stop its singing.

The prose poem “Destiny” recounts the life and death of a rainfly which lives for just one day. 
She describes its death throes and its physical disintegration on her writing desk. A rapacious ant hovers 
close by, ready to devour the dying creature and the poet saves it from this would be raptor. The final 
lines of this poem, which conclude the volume, reflect on her own life spân and that of the rainfly:

The rainfly, now my companion, has fulfilled its one day destiny.
One day, or eighty years- the end has to come, and perhaps it
is an identica! joumey in time. 1 could save the rainfly from the
ant. But I could not save it from death.
The tone of these verses is bleak alleviated only by the dedication to her pets,

In gratitude to Jeremy I, Mimi and
Jeremy II for their companionship,
Loyalty, & yes, Iove
And

The Koha Jeremy killed.

It would seem that the animal world, or rather some of it, has been kinder to Anne Ranasinghe 
than the world of humans and their various gods.

Leonard Marș
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Plus Oultre. Melanges offerts â Daniel-Henri Pageaux, Paris, L’Harmattan, 2007, 
478 p.

Plus Oultre : un ouvrage păru chez l’Harmattan, au titre significatif. II reunit 38 dtudes que le 
sous-titre presente comme « Melanges offert â Daniel-Henri Pageaux ». Pour rappel, D.-H. Pageaux 
est professeur emerite â la Sorbonne Nouvelle, hispaniste de formalion, lusitaniste, mais egalement 
Membre correspondant de 1’Academie des Sciences/Lettres de Lisbonne. Quant au titre de l’ouvrage, 
Plus Oultre, il evoque la devise nde â la Cour de Bourgogne, adoptee par Charles-Quint. Celle-ci, 
constamment associee aux Colonnes d'Hercule (l'actuel detroit de Gibraltar), marqua longtemps la 
fin de l’ancien monde.

Selon Ies coordinateurs du volume, l’illustre devise exprimerait â merveille le parcours du non 
moins illustre professeur comparatiste, critique litteraire, essayiste et romancier. Elle « autorise meme 
une note d’humour qu’ [il] affectionne [,] qu’il n’a jamais oubliee dans son enseignement. Elle 
renvoie [...] ă I’ideal de depassement qui est au centre de la conception qu'il s'est faite de la 
recherche et de la creation. »

Le volume entend etre une illustration d’un perpetuei « depassement », tout en restant sous le 
labei de litterature generale et comparee, dont la configuration nouvelle doit aussi aux ouvrages de 
D.-H. Pageaux. Ainsi y retrouve-t-on ses grandes orientations : representations litteraires, imagerie 
culturelle, dialogue des litteratures et des cultures. Et y retrouve-t-on des contributeurs -  auteurs 
notoires pour la plupart, des amis et des collegues. Citons â ce titre : Michel Cadot, Pierre Brunei, 
Yves Chevrel, Jean Bessiere, Stephane Michaud, Claude de Greve, Philippe Daros, Daniel Madelenal.

Yves Chevrel dans « Etudes de reception, etudes d'imagologie : rencontres et confrontations » 
nous offre un bilan historique des approches methodologiques de la reception et de l'imagologie. 
Esthetique de la reception et histoire des receptions, reception litteraire ou representation culturelle : 
telles constituent Ies sujets et Ies questions qu’ils posent que l’auteur remet sur le tapis. Questions 
theoriques, faut-il priciser qui preoccupaient et continuent â preoccuper Ies comparatistes, D.-H. 
Pageaux entre autres. En effet, selon lui Ies domaines traditionnels de la littârature generale et 
comparee, de la reception et de l'imagologie sont soumises â des modifications en profondeur avec le 
developpement actuel de l’Union europeenne.

Plusieurs etudes sont consacrees au theme magistral du comparatisme -  le voyage : « Theorie 
du voyage : de la philosophie pratique â la philosophie eternelle » (Pedro Aullon De Haro), « La 
litterature, le voyage, quelques divagations » (Paolo Proietti), « Voyager et comparer : le role du rdcit 
de voyage dans la formation de l’esprit comparatiste » (Mehemet Emin Oczan). L'on apprendra que 
le sujet dans sa variante moderne et / ou postmodeme est en situation de m6tamorphose : « Toujours 
plus (Puinee): l’imagerie touristique et culturelle postmodeme dans England, England de Julian 
Barnes » (Daniel Madelenat).

La dimension comparatiste permet de suivre la filiation temporelle et spațiale d'un personnage - 
reel ou imaginaire : « Don Juan et Ies Zingari » (Pietre Brunei), « Leonard ou l’alterite » (Maric- 
Christine Paillard). Elle permet de croiser des villes : « Tchevengour et Mahagony : „Une histoire de 
deux villes" » (Jean-Pierre Morel). Mais aussi des pays : « Une image de la Russie „plus oultre” : La 
Siberie de Chappe d’Auteroche » (Claude de Greve), « Images de l’Espagne dans l'imaginaire 
litteraire autrichien au XX' siecle » (Jacques Dugast). Et encore des mondes et des civilisations: 
« Domingo Badia et Aii Bey : Orient et Occident, le je et l’autre » (Francisco Lafarga), etc. Mais 
d’autres domaines sont â rappeler dans lesquels la litterature comparde intervient particulierement.

Un (cho poetique de la fameuse devise « Plus oultre » est rendu dans la deuxieme pârtie du 
recueil avec l’impressionnante etude de Veronique Gely : « Par-delâ Ies colonnes d'Hercule : 
Conquete, transgression, depassement ». Impressionnante par le vaste inventaire du mythique topos et 
au fii du temps par ses avatars interdisciplinaires (historiques, litteraires, philosophiques, etc.) Elle
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rappelle que dans ses principes de la « gdosymbolique » tels que proposee par D.-H. Pageaux, « Ies 
colonnes d’Hercule », dans leur dimension mythique, engendrent un imaginaire complexe.

Jean-Louis Backes aborde un sujet dont l’originalite transparait dans le titre meme de 
l’article : « Elements d’une poetique diabolique». L’auteur reprend la these de Schlegel sur la 
« theorie du genre diabolique ». C’est au travers de l’oeuvre romantique (chez Byron, Musset, 
Espronceda, etc.) que le personnage est surtout analyse. L’on appreciera encore l'essai elegant de 
St^phane Michaud « L’eau, la pietre, la lumiere : Yves Bonnefoy ou le quotidien transfigure ».

Dans son cursus La litterature generale et comparee, Armând Colin, 1994, Daniel-Henri 
Pageaux designe « un nouveau champ pour la comparaison », en parlant des rapports intersemiotiques 
qui peuvent se creer dans une poetique comparee entre arts et litteratures. Le passionnant 
compartiment, intitule prudemment dans le recueil « Rapports interartistiques », s’est mobilise dans 
ses diverses orientations. Effectivement, on ne se limite plus qu’au rapport art/litterature, mais aussi 
au rapport art/art. Par exemple, l’etude de Francis Claudon « L’oubli et la necessite de memoire. 
Goya, Schnitzler, Rembrandt » est axde justement sur Ies « rapports interartistiques ». L’ etude, par 
ailleurs, de Jean Bessiere « Le temps retrouve de Proust, „Le temps retrouve” de Raoul Ruiz : de la 
memoire â la visibilite du temps », oii Ies particularites stylistiques et le rapport au temps des deux 
codes artistiques, s’agissant notamment d’une adaptation cin£matographique d’une oeuvre litteraire, 
sont si bien explicites. Par contre, l’interraction des codes -  scripturaire/cinematographique, selon 
l’etude de Jeanne-Marie Clerc «Cinema et roman chez Mohamed Dib », evolue (mis â part Ia 
rdferencc â la methode de Michel de Certeau) dans l’espace clos du seul roman de l’Algerien. 11 serait 
donc preferable, â notre avis, qu’un tel travail fasse pârtie du chapitre « Questions de methode ». 
Quant ă l’etude « De l’alexandrin au settenario : Premieres reflexions sur la relecture operatique de 
Zai're de Voltaire par Vincenzo Bellini » (Camillo Faverzani), elle aurait plus enrichi le chapitre 
« Rapports interartistiques ». Enfm, l’etude « Citation et ironie chez Ricardo Bofil et Jean Echenoz : 
pour une etude comparatiste de l’architecture et de la litterature contemporaines » (Michel Collomb) 
dont la dâmarche nouvelle est â signaler particulierement.

Science plutot de synthese, la litterature generale se fait toujours accompagner par la 
litterature comparee, que l’aspect analytique definit notamment. C’est pourquoi, la classification des 
etudes selon ces deux grands compartiments s’est av^ree presque improbable pour le coordinateur du 
volume Sobhi Habchi. Dans tout ouvrage, critique ou pas, il est de bon ton d’aller du general au 
particulier, c’est-â-dire â une vision plus pertinente et plus ditaillie. D’oii d’ailleurs le nom de la 
discipline -  litterature generale et comparee, non inversement. La distribution un peu aleatoire des 
rubriques, le regroupement parfois approximatif des etudes, des sous-titres trop charges, parfois 
encombrants, temoignent de quelque anarchie quant â la composition du recueil.

Preface par Pietre Brunei, Jean Bessiere et Jean-Marc Moura, la miscelanea ofTerte â Daniel- 
Henri Pageaux rassemble des Etudes diverses, signees par Ies auteurs venant d’horizons divers. Les 
amis et les disciples de D.-H. Pageaux, de l’avis et de l’aveu des organisateurs, sont tellement 
« nombreux pour qu’il soit possible de rassembler leurs textes dans un unique volume. » On peut, 
toujours est-il, regretter l’absence de reprdsentants d’Amdrique Latine, ou Daniel-Henri Pageaux avait 
donnd des cours et formi des comparatistes. Mais une autre absence, non moins regrettable, demeure 
encore, celle des dignes reprdsentants des nouveaux entrds en Union Europdenne. Ceci, si on excepte 
le Slovene Tone Smolej.

Bref, y a-t-il lieu d’envisager un second volet de « Plus Oultre », pour toucher plus de lecteurs 
et de collegues comparatistes dans ces pays ? On se le demande, ă juste titre.

Eleonora Hotineanu

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



https://biblioteca-digitala.ro / https://www.inst-calinescu.ro



ISSN 0256-7245
SYNTHES1S, XXXIV-XXXV, P. 1-170, BUCAREST, 2007-2008

https://biblioteca-digitala.ro / https://www.inst-calinescu.ro


	00001_ main
	00002_ main_1L
	00002_ main_2R
	00003_ main_1L
	00003_ main_2R
	00004_ main_1L
	00004_ main_2R
	00005_ main_1L
	00005_ main_2R
	00006_ main_1L
	00006_ main_2R
	00007_ main_1L
	00007_ main_2R
	00008_ main_1L
	00008_ main_2R
	00009_ main_1L
	00009_ main_2R
	00010_ main_1L
	00010_ main_2R
	00011_ main_1L
	00011_ main_2R
	00012_ main_1L
	00012_ main_2R
	00013_ main_1L
	00013_ main_2R
	00014_ main_1L
	00014_ main_2R
	00015_ main_1L
	00015_ main_2R
	00016_ main_1L
	00016_ main_2R
	00017_ main_1L
	00017_ main_2R
	00018_ main_1L
	00018_ main_2R
	00019_ main_1L
	00019_ main_2R
	00020_ main_1L
	00020_ main_2R
	00021_ main_1L
	00021_ main_2R
	00022_ main_1L
	00022_ main_2R
	00023_ main_1L
	00023_ main_2R
	00024_ main_1L
	00024_ main_2R
	00025_ main_1L
	00025_ main_2R
	00026_ main_1L
	00026_ main_2R
	00027_ main_1L
	00027_ main_2R
	00028_ main_1L
	00028_ main_2R
	00029_ main_1L
	00029_ main_2R
	00030_ main_1L
	00030_ main_2R
	00031_ main_1L
	00031_ main_2R
	00032_ main_1L
	00032_ main_2R
	00033_ main_1L
	00033_ main_2R
	00034_ main_1L
	00034_ main_2R
	00035_ main_1L
	00035_ main_2R
	00036_ main_1L
	00036_ main_2R
	00037_ main_1L
	00037_ main_2R
	00038_ main_1L
	00038_ main_2R
	00039_ main_1L
	00039_ main_2R
	00040_ main_1L
	00040_ main_2R
	00041_ main_1L
	00041_ main_2R
	00042_ main_1L
	00042_ main_2R
	00043_ main_1L
	00043_ main_2R
	00044_ main_1L
	00044_ main_2R
	00045_ main_1L
	00045_ main_2R
	00046_ main_1L
	00046_ main_2R
	00047_ main_1L
	00047_ main_2R
	00048_ main_1L
	00048_ main_2R
	00049_ main_1L
	00049_ main_2R
	00050_ main_1L
	00050_ main_2R
	00051_ main_1L
	00051_ main_2R
	00052_ main_1L
	00052_ main_2R
	00053_ main_1L
	00053_ main_2R
	00054_ main_1L
	00054_ main_2R
	00055_ main_1L
	00055_ main_2R
	00056_ main_1L
	00056_ main_2R
	00057_ main_1L
	00057_ main_2R
	00058_ main_1L
	00058_ main_2R
	00059_ main_1L
	00059_ main_2R
	00060_ main_1L
	00060_ main_2R
	00061_ main_1L
	00061_ main_2R
	00062_ main_1L
	00062_ main_2R
	00063_ main_1L
	00063_ main_2R
	00064_ main_1L
	00064_ main_2R
	00065_ main_1L
	00065_ main_2R
	00066_ main_1L
	00066_ main_2R
	00067_ main_1L
	00067_ main_2R
	00068_ main_1L
	00068_ main_2R
	00069_ main_1L
	00069_ main_2R
	00070_ main_1L
	00070_ main_2R
	00071_ main_1L
	00071_ main_2R
	00072_ main_1L
	00072_ main_2R
	00073_ main_1L
	00073_ main_2R
	00074_ main_1L
	00074_ main_2R
	00075_ main_1L
	00075_ main_2R
	00076_ main_1L
	00076_ main_2R
	00077_ main_1L
	00077_ main_2R
	00078_ main_1L
	00078_ main_2R
	00079_ main_1L
	00079_ main_2R
	00080_ main_1L
	00080_ main_2R
	00081_ main_1L
	00081_ main_2R
	00082_ main_1L
	00082_ main_2R
	00083_ main_1L
	00083_ main_2R
	00084_ main_1L
	00084_ main_2R
	00085_ main_1L
	00085_ main_2R
	00086_ main_1L
	00086_ main_2R
	00087_ main_1L
	00087_ main_2R
	00088_ main



