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THE DISTINCTIVE FEATURES OF ARTISTIC SPACE IN
L. N. TOLSTOY'S STORY “FROM THE NOTES OF PRINCE
D. NEKHLYUDOV: LUCERNE"

Summary: The article focuses on one of Leo Tolstoy's
early works — the story “From the Notes of Prince Nekh-
lyudov. Lucerne”. The work was created during a period of
the artist’s spiritual, moral, and creative quest. Of major
importance for the ideological and aesthetic assessment
of the story is its artistic space, which is bound up with
philosophical, social, and ethical problems, and plays
a significant role in the process of self-knowledge and
knowledge of the world attained by both the narrator-he-
ro and the author. A special role in shaping the story’s
picture of the world is played by the line, which has its
own philosophical and aesthetic dimension. In this story,
the straight line, which provokes sharp rejection in the
narrator-hero and symbolises orderliness, strict regimen-
tation elevated to a principle, limitedness, and monoto-
ny, is set against the meandering line, which conveys the
meanings of mutability, whimsicality, unexpectedness,
and the wilfulness inherent in nature. In the picture of

The story was written by Tolstoy in July 1857
during the writer's first journey through Europe,
in the Swiss town of Lucerne. The 1850s were
a period of intense spiritual, moral, and liter-
ary quests for Tolstoy. In this work he reflects
emotionally on good and evil, on civilisation,
the state, society, and morality. As B. M. Eikhen-
baum wrote, during Tolstoy's first trip abroad a
turning point took place in the writer's attitude
toward Western culture. The story is a kind of
manifesto, a summing-up of everything Tolstoy
had lived through in Sevastopol and in Peters-
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the world that the hero observes, organic rather than
geometric lines predominate; everywhere there is an in-
finite variety of colours, lines, and forms. Nature and art
are contrasted with modern civilisation, the reverse side
of which is poverty and a lack of humanity, compassion,
and understanding of the beautiful. At the end of the sto-
ry a rationally incomprehensible universal harmony is
revealed to the narrator-hero — the eternal movement of
the Universe — and the chronotope expands into infinity.
The question nonetheless remains whether Tolstoy was
aware of the contradiction between the narrator-hero’s
illuminations and his egoistic conduct towards the wan-
dering singer, and whether this was not conditioned by
the author’s striving for publicistic pathos, manifesto-like
declarations, and sweeping generalisations

Keywords: artistic space and time, line, nature, civilisa-
tion, ethics, art, Eternity, “little man”.

burg. In it the young artist asserts the priority
of "instinct” over “convictions” and puts forward
“natural laws”; "Lucerne” may be called Tolstoy's
first moralistic treatise.

These considerations are based on the writer’s
diary entries: “[29 June / 11 July. Lucerne — Sarnen.]
11 July. Rose at 7, went for a swim. Before dinner
wrote out Lucerne. Good. One must be bold, oth-
erwise one will say nothing except graceful things,
and I have a great deal that is new and substantial
to say” [Tolstoy. Jub., vol. 47, p. 141]. On the whole,
work on “Lucerne” continued from 9 to 18 July. The

story was published in the September 1857 issue
of Sovremennik.

The picture of the world created by the writer
exists in space and in time. The chronotope con-
stitutes the integrity of the literary work. Of major
importance for the ideological and aesthetic as-
sessment of the story “Lucerne” and its role in Tol-
stoy’s creative evolution is its artistic space, which
is bound up with philosophical, social, and ethical
problems, and exerts an influence on the plot, com-
position, genre, narrative structure, and system of
characters. As Yu. M. Lotman observed, spatial rela-
tions in Tolstoy often function as a language for the
expression of moral constructs. As a consequence,
they acquire, to a considerable degree, a metaphor-
ical character. In this work, space determines the
psychological state of the narrator-hero and plays
an important role in the process of self-knowledge
and knowledge of the world attained by Nekhlyu-
dov and the author. Bound up with it is the story’s
very title — Lucerne, the setting where events that
are decisive in the hero's fate unfold. The treatment
of space and time set out in the 1850s and shaped
by the young Tolstoy's creative quests underlay his
philosophical and ethical views and was developed
further in the writer's subsequent oeuvre.

The story takes the form of notes that the hero
keeps over the course of a single day. At the out-
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set Nekhlyudov mentions how Lucerne is present-
ed in popular guidebooks: it is “an ancient cantonal
city, situated on the shore of the Lake of the Four
Cantons,” says Murray, “one of the most roman-
tic locations in Switzerland; in it three main roads
intersect...”" In the perception of the narrator-he-
ro, who had arrived the day before, these are trite
laudatory descriptions whose purpose is to attract
and entice tourists.

The narrator-hero sees from the window of the
best local hotel, the “Schweizerhof”, an embank-
ment built on the site of an old bridge across the
lake and refurbished for the comfortable pastime
of wealthy travellers, who stroll sedately back and
forth. Everything here has been arranged in accord-
ance with the needs, tastes, and means of the Eng-
lish, who set the tone in Lucerne. The changes that
have taken place in the city's appearance provoke
a feeling of irritation in Nekhlyudov. The new ar-
rangement of the space by the lake strikes him as
anti-aesthetic: “the plinth-like embankment, straight
as a white stick”, along “this dreadfully straight line
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of embankment” “they built straight, quadrangular
five-storey houses”; “and in front of the houses they
planted little lindens in two rows, set up supports,
and between the lindens, as is customary, green
benches” [Tolstoy, vol. 3, p. 126]. Let us compare

these impressions of the hero with facts from the

J. M. W. Turner, Lucerne from the Lake. 1851. Watercolor over preliminary traces of pencil. 29,5 x 47,3 cm. The Morgan Library &

Museum, New York.
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Albert Bierstadt. Lake Lucerne, Switzerland. 1858. Oil on canvas. 182,9 x 304,8 cm. The National Gallery of Art, Washington, D.C.

city’s history, drawing on the guidebook by John
Murray and a contemporary Internet publication?.

In mentioning the demolished covered, mean-
dering old bridge, Nekhlyudov had in mind the me-
dieval wooden Hofbriicke, 385 m in length, which
connected the extremities of the lake bay and im-
peded the laying-out of the embankment. The bridge
was dismantled in stages, as the shore of the lake
was improved. The final blow was dealt to it by the
construction of the Hotel “Schweizerhof”. The Hof-
brlicke was adorned with wooden “icons on the raft-
ers”: 239 triangular paintings on biblical subjects
(of which 113 have survived). In Lucerne, however,
there were two other ancient bridges, which to this
day remain the pride of the city and of all Switzer-
land. The two-hundred-metre-long Kapellbricke
over the River Reuss was built in 1333 and took its
name from the chapel of St Peter located on the
shore. The bridge is richly decorated.

The paintings appeared on the bridge during
the Counter-Reformation, when Lucerne was affirm-
ing its loyalty to the Catholic Church. The painted
panels on the bridge thus performed an educative

L Murray, J. 1838. A Hand-Book for Travellers in Switzerland
and the Alps of Savoy and Piedmont, Including the Protestant
Valleys of the Waldenses, London.

Grabar, M. “To Lucerne with Leo Tolstoy” [V Lyutsern so
L'vom Tolstym], available at: https://marinagra.livejournal.
com/111039.html (Accessed 29 July 2026).
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and propagandist role. The other wooden bridge,
the Spreuerbriicke, is located a few minutes’ walk
from the Kapellbriicke, a little further upstream. In
1556 it was destroyed by a flood but was soon re-
built, and in 1568 a miniature chapel — a chapel of
Our Lady — was added to it. The bridge is adorned
with 67 triangular paintings, executed between 1626
and 1635 by Kaspar Meglinger on the theme of
the "Dance of Death” (“Totentanz"). Allegorical se-
ries on this subject originate in the Latin tradition
and run through the entire Middle Ages and Re-
naissance. Lucerne’s "Dance of Death” is closest of
all to the cycle of engravings by Hans Holbein the
Younger, executed in 1526. In the 1850s the new
hotel “Schweizerhof” and the embankment looked
altogether respectable. Yet the narrator-hero seems
to polemicise with the descriptions offered by the
guidebook and to ignore the historical monuments
within his field of vision, deliberately leaving with-
out attention facts significant for characterising the
city and tendentiously interpreting others.

It is worth pausing on how Tolstoy's stay in Lu-
cerne unfolded. On the day after his encounter with
the street musician he moved out of the ill-fated
“Schweizerhof” and settled in the pension “Daman”
on the shore of the lake, where he found himself
in a serene state. On 27 June / 9 July he wrote to
V. P. Botkin: “What a delight Lucerne is, and how

everything here suits me — it is a marvel! I am liv-
ing in the Daman pension on the shore of the lake;
but not in the pension itself, rather in a little gar-
ret consisting of two rooms and situated entire-
ly apart from the house. The little house in which I
live stands in a garden, all wound about with apri-
cots and vines; downstairs lives a watchman, and I
am upstairs. In the hall hang horse-collars; a little
further on, under an awning, a fountain murmurs.
Before the windows there are dense apple trees
on supports, uncut grass, the lake, and the moun-
tains. Silence, solitude, tranquillity”2. Thus, artistic
space in the story emerges as subjective and per-
ceptual, conditioned by the inner experiences of
the author and the narrator-hero, and not fully co-
incident with the real.

A special role in the organisation of the sto-
ry's artistic world is played by the line, which has
its own philosophical and aesthetic dimension. Its
character reflects the author’s conception of the
Universe and the thoughts and feelings of the hero.
In this depiction, the horizontal plane of the em-
bankment is determined by a straight line symbol-
ising orderliness, strict regimentation elevated to a
principle, limitedness, and monotony. It is present
in the layout of the houses, forming rigid quadran-
gular shapes; even the lindens grow thanks to the
support of straight sticks. This line conveys the es-
sence of the social milieu and the cultural space in
which the hero finds himself. The narrator’s attitude
to the reign of “straightness-ism,” of straight-lined-
ness, is emphasised by his emotionally coloured
designations of what he sees: “stupid and freak-
ish”, “the dreadfully straight line”, the lindens with
their supports, the metaphorical comparison “the
white stick of the embankment”. As if in counter-
point to such an image arises a reference to olden
times, when over the lake there stood “a wooden,
covered, meandering bridge, with chapels on its
corners and icons on its rafters”. The charm of the
past is emphasised by a description in which the
defining element of the construction is the mean-
dering line, conveying the meanings of mutability,
whimsicality, unexpectedness, and the wilfulness
inherent in nature. Even the corners of the bridge,
on which the chapels had been built, and the raft-
ers, formed by inclined beams, submitted to its ca-
pricious directionality.

2 Tolstoy, L.N. 1949. Polnoe sobranie sochinenii: v 90 t. [Complete
Works in 90 vols., Jubilee edition], GIKhL, Moscow, USSR, vol.
60, pp. 214-215.

The new appearance of the embankment strikes
one as a discord, out of place “amid this strange-
ly majestic and at the same time inexpressibly har-
monious and gentle nature”, which opened up to
Nekhlyudov when his gaze shifted to another plane,
where everything is determined not by geometric
but by organic lines. In the foreground stretches the
blue lake with its diverse green shores, meadows,
gardens, and country houses. Here human activity
flows naturally into the landscape.

Then the vertical composition comes into play:
movement proceeds into the depth and upwards,
towards the wooded terraces of the mountains
with their castle ruins, and towards the whimsical
snow-covered peaks. The picture is distinguished
by a rich colour palette. Not only lines and forms
but also colour tones and lighting are subordinat-
ed to the laws of perspective. “Neither on the lake,
nor on the mountains, nor in the sky is there a
single unbroken line, a single unbroken colour, a
single identical instant; everywhere there is move-
ment, asymmetry, whimsicality, an infinite mixture
and variety of shadows and lines, and in all this
there is calm, softness, unity, and the necessity of
the beautiful” [Tolstoy, vol. 3, p. 128]. The water’s
surface appears to have a convex form: it is pos-
sible that this description conceals an oxymoron,
intended to underscore the paradoxical union of
contrasting principles that distinguish the natural
environment. The lake harmoniously interacts with
the changing landscape: with the green shores, the
valleys, the terraces of the mountains, the clouds,
and the ice floes.

In this pictorial image, uniting different natural
aspects, the unique features of the world created
by the artist are revealed. The gaze of the narra-
tor-hero moves; a sensation arises of space reced-
ing into the distance, marked by an astonishing
diversity and a whimsical intermingling of elements
that profoundly affects the inner world of the hu-
man being.

One of Tolstoy's contemporaries among the crit-
ics, while giving due credit to the humane and no-
ble aims of the story, pointed to a shortcoming of
the author which, in his view, was common to writ-
ers who "“insert into their tales, in describing nature,
fine but overly ornate phrases and comparisons”,
“which, however, contain very little sense once one
looks at them more closely” [Tolstoy, vol. 3, p. 458].
Tolstoy, so it was claimed, sacrifices precision for the
sake of pictorial description and strives after sty-
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listic embellishments. In the case of the story “Lu-
cerne”, the erroneousness of this judgement lies
in the fact that several depictions of the external
world are given in it, which are interconnected by
the authorial idea and must be considered in the
context of the artistic whole.

The dinner at the hotel produced an oppressive
impression on the hero. What predominated at it was
an atmosphere of “strict, legally recognised proprie-
ty” and “order”; everything spoke of the well-being
of the privileged strata of society, and those pres-
ent seemed the embodiment of self-satisfaction,
lifelessness, an egoistic consciousness of their own
wealth and status, and “an absolute indifference to
everything that does not directly concern one’s own
person”. Under the influence of what he has seen,
Nekhlyudov, in a melancholy frame of mind, goes
off to wander about the town. And unexpectedly
he finds himself in another reality, wholly unlike the
fashionable part of Lucerne, whose distinguishing
marks are narrowness and darkness. He observes
dirty streets without lighting, poverty, debauchery,
and drunkenness. This space represents a striking
contrast to the embankment; nonetheless the two
form a single whole. The embankment with its el-
egant hotel is, as it were, the facade — the showy
side of European civilisation — while the dirty, im-
poverished life concealed in the depths, behind the
scenes, is its reverse.

But suddenly the hero’s gloomy mood chang-
es under the influence of a strange, touching mu-
sic. Near the hotel Nekhlyudov notices a Tyrolean
singer and gives himself over entirely to the artless
melody. The space of the narrator-hero’s soul is as
though transformed, illuminated with a bright, joy-
ful light. The magic of music and art transports him
into a world of poetry and beauty. There opens up
before Nekhlyudov the enchantment of the night
sky, the lake, and the mountains, the mysterious
play of colours everywhere; he hears the sounds
of living nature. When the melody falls silent, the
narrator-hero is struck by how heartlessly the re-
fined public treated the “little fellow”. What happens
with Nekhlyudov thereafter is a kind of outburst
of adolescent maximalism, unable to accept mod-
ern European culture, self-satisfied bourgeois life,
the hypocritical laws of republican Switzerland, and
the mutual estrangement of people who have lost
compassion and the understanding of beauty. His
sense of justice is shaken; the contradictions of life
throw the hero into confusion.
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After this outrageous outburst, this explosion of
emotions and moralising philippics, his intellectual
and spiritual powers concentrate on the enigma of
the world’s order. Nature and music point to the
possibility of overcoming the conflict. As the schol-
ar G. M. Ibatullina observes, “Nekhlyudov, thanks
to the musician, thrice experiences a spiritual lib-
eration, discovering in himself a Dionysian capacity
to accept and bless the world not only in its beau-
ty but also in its dissonances, in the dynamic har-
mony of eternally becoming life”. The hero and the
author turn their gaze to eternity and question it;
their spiritual state begins to change. What is re-
vealed to them is not infinite chaos but a rationally
incomprehensible universal harmony, “the infinite
goodness and wisdom of Him who allowed and
commanded all these contradictions to exist” [Tol-
stoy, vol. 3, p. 149], the constant movement in the
Universe in which the narrator-hero is caught up.

It was precisely at this time in Lucerne that the
author, in his diary entry of 25 June / 7 July, ad-
dresses the sky, the infinite: “The night is a marvel.
What does one want, what does one passionately
desire? I do not know, only not the blessings of this
world. And how can one fail to believe in the im-
mortality of the soul, when one feels in one’s soul
such an immeasurable grandeur? I looked out of
the window. Black, torn, and bright. Even to die! —
My God! My God! What am I? And whither? And
where am I?".

L. Ya. Ginzburg wrote that the essence of Tol-
stoy the artist’s “"documentality” consists in “that di-
rect and open connection which existed between
the moral problematics that occupied Tolstoy and
the problematics of his heroes”. The writer created
worlds and at the same time introduced into them
his own personality, his spiritual and everyday ex-
perience. “Tolstoy's documentality consists in the
fact that his heroes not only solve the same tasks
of life that he himself solved, but solve them in the
same psychological form. Moreover, in approxi-
mately the same everyday conditions in which he
himself existed”3.

One can only conjecture whether the location
of the town — at the intersection of three roads —
was mentioned deliberately or not. In the context of
the story this appears symbolic. In the mythopoet-
ic consciousness and in folklore the crossroads de-

3 Ginzburg, L. Ya. 1977. O psikhologicheskoi proze [On
Psychological Prose], Khudozhestvennaya literatura, Leningrad,
USSR, pp. 300, 301.

notes the interaction of different spheres of being,
as well as a turning point in a person’s life, con-
nected with the need to make decisions that will al-
ter his future. For the hero this choice is bound up
with uncertainty and anguish, but he must make it
of his own will.

In the story “Lucerne” is reflected the process of
Tolstoy's cognition of the Universe, of man's place
in the world and his purpose, encoded in the lan-
guage of the artist’s spatial representations. At the
end of the "Notes” a new sensation of space and
time arises in the narrator-hero. The chronotope of
the work expands into infinity — “the day lasts more
than a hundred years” for Nekhlyudov. It is gradual-
ly revealed to him that amid this admixture of good
and evil one will have to make a choice while mov-
ing along the path of life, relying not on an infinite
system of knowledge but on instinctive needs for
goodness, justice, and beauty, on a subconscious
striving for the eternal and the infinite.

Yet was the author aware of the contradiction that
arose between the depiction of the complex gamut
of the hero's feelings and thoughts and his everyday

conduct, which humiliated the wandering Tyrolean
singer? Can Nekhlyudov's conduct towards the “lit-
tle man” be called humane and noble? (A relative-
ly similar situation of misplaced beneficence arises
in the story about the musician, “Albert,” 1858.) Will
he succeed in going beyond the bounds of egocen-
trism and in recognising that the humble, downtrod-
den person possesses personal dignity — that, while
suffering on behalf of humanity, asserting oneself,
and denouncing the crowd and modern civilisation,
one can turn one of these little ones into an object
of manipulation? Probably the cause of this contra-
dictoriness lay in the “moralism growing out of ni-
hilism”, the author’s striving for a publicistic mode,
for a programmatic pronouncement, a manifesto, as
B. M. Eikhenbaum has defined it. As a result, it turned
out that in the revelations about the world that the
narrator-hero and the author had attained, a declar-
ative love for humanity displaced a Christian love for
one's neighbour — a love that implies compassion
and respect for the dignity of every human being as
bearing the image of God — without which insights
into the universal laws largely lose their significance.
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CBOEOBPA3VIE XY/IOXECTBEHHOIO MPOCTPAHCTBA
B PACCKAS3E JI1.H. TONCTOrO
«13 3AMVCOK KHSA3A [I. HEXJIKOZLOBA. IKOLIEPH»

AHHoTauuma: CodepxaHue cmameu C883aHO C 0OHUM
u3 paHHux npousgedeHuli J/1.H. Tonacmozo — pacckasom
«M3 3anucok kHa3a [. Hexarodosa. /lroyepH». [Mpou3sse-
JdeHue co30asanoce 8 nepuod OyXx08HO-HPABCMBEHHBIX,
meopyeckux uckaHuti xydoxHuka. BaxHoe 3Ha4eHue 015
udeliHo-3cmemuyeckoll OyeHKU pacckala umeem xyodoxe-
CmeeHHOe NPOCMPAaHCMeo, KOMopoe C8A3aHO ¢ Punocog-
ckoli, coyuaneHol, samuyeckoli npobremamukoti, uepaem
3aMemHyro poJib 8 npoyecce Camono3HaHuUs U Mupono-
3HaHus 2epos-pacckazyuka u asmopa. Ocobyro posb 8
dopmuposaHuu kapmuHsl MUpa 8 pacckase «/lroyepH»
8bIN0JIHAeM JIUHUS, KOMOopas umeem C8ot0 PunocoPckyto,
acmemuyeckyro cocmasastowlyro. B daHHoMm pacckase
npsAmot IUHUU, KOMOpPas 8bI3bi8aem y 2epos-pacckas4qu-
Ka peskoe ommopxxeHue, CUMB0U3Upyem ynopsaooyeH-
HOCMb, CMpo2yto pe2IaMeHmMuUpO8aHHOCMb, 8038€0eHHYI0
8 NpUHYUN, 02paHu4eHHocme, 00Hoobpasue, npomu-
gonocmasieHa u3guaUCMas AUHUSA, HeCyuwas CMeiC/bl
U3MeH4YU80CMU, hpu4y0U80CMU, HEOXUOAHHOCMU, c8oe-
80/1uf, cgolicmeeHHbIx npupode. B kapmuHe Mupd, KOmo-

Pacckaz 6bin1 HanvcaH TonctbiM B mtosie 1857 T.
BO BpPeMsA MepBoro nyTeLlecTsns nucartens no Espo-
ne, B LWBeKMLLAapCcKoM ropoge JltouepH. Matnaecatbie
rofbl — NepUOoA aKTUBHbIX AYXOBHO-HPaBCTBEHHbIX,
nnTepaTypHbIX UckaHuii Toactoro. B atom npounsse-
AEHUM OH 3MOLIMOHaNbHO pa3MbIAsfeT o gobpe un
3/1e, O UMBUAM3ALMK, FOCYAAPCTBE, OOLLLEeCTBE U MO-
pann. Kak nucan b.M. JiixeHbaym, BO Bpems NepBoW
noesAKu 3a rpaHuLy B NucaTesie CoBepLUaeTcs no-
BOPOT B OTHOLLEHWW K 3anajHon KynbType. Pacckas
ABNAETCA CBOEO6Pa3HbIM MaHN(ECTOM, UTOTOM BCe-
ro nepexwtoro Toncteim B CeBactonosne v B [etep-
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pyto Habadaem 2epol, 2ocnodcmayrom op2aHu4yeckue,
a He 2eoMempudyeckue UHUU, se30e beckoHeYHoe pas-
Hoobpasue kpacok, auHudl, gopm. lNpupoda, uckyccmaeo
npomusonocmassieHsi cospeMeHHoU yusuausayuu, 06o-
pOMHas cmopoHa komopoli 6edHocme, omcymcmeue 2y-
MAHHOCMU, cOCmMpaddHus, NOHUMAHUSA npekpacHozo. B
KOHYe pacckasa 2epor-pacckas4quky omkpsieaemcs pa-
YUOHAIbHO HENOCMUXUMAs MUpO8as 2apMOHUS, 8e4Hoe
dsuxeHue 8o BceneHHol, xpoHomon pacwupsemcs 0o
6eckoHeyHocmu. OOHAaKo ocmaémcs 8onpoc, 0CO3HA-
eas au Toscmoli npomugopeyue mMexdy npos3peHusMu
2epos-pacckasyqyuka u e2o 320Ucmuyeckum nogedeHuem
Nno OMHOWeHU K CmpaHcmeayrowemy nesyy, u He 66110
JIU 3Mo 06yc/108/1eHO CmpeMieHueM asmopa K nyoauyu-
cmuy4Hocmu, MmaHugecmy, macwimabHeim 0606wWeHUAM
8 yujepb 2yMaHHOCMU U y8axxeHUI0 4es08e4yeckozo 0o-
CMOUHCMBA «Ma/IeHbKO20 Yes08eKax.

KntoueBble cnoBa: xydoxecmeeHHoe NpocMpaHcmeo
u epems, JUHUA, Npupodd, Yueuau3ayus, 3mMuKd, Uckyc-
cmeo, BeyHocme, «MasneHbKUl Yesnosek».

bypre. B HeM MON0A0M XYAOXKHUK YyTBEPXKAAET MPUO-
PUTET «UHCTUMHKTa» Haj «ybexAeHUAMN», BblgBUTaeT
«HaTypaJibHble 3aKOHbI», «JTtoLLepH» MOXHO Ha3BaTb
nepBbIM MOPaNUCTUUECKUM TpakTaToM Toactorol.
3T coobpaxkeHns OCHOBaHbl Ha JHEBHMKOBbIX
3anucax nucatens: «[29 uroHa/11 urond. JTroyepH —
3apHeH.] 11 lton4. Bctanb BB 7, Bbikynanca. [lonucans
o obbaa SlrouepHb. Xopowo. Hago 661t cMbabIM®,
a TO HMYEro He ckaxellb, kpomb rpauiosHaro, a MHb
MHOFO HY>XHO cKa3aTb HoBaro 1 agbsbHaro [Tonctou.

L DixeHbaym b.M. Pabotbl o JlbBe Tonctom. CM6TY, 2009.
Cc. 306, 308.

tO6., 1. 47, c. 141]. B uenom pabota Hag «Jlrouep-
HOM» npogoskanacb ¢ 9 no 18 nrona. Pacckas 6bin
ony6rKoBaH B CeHTABPbCKOM HoMepe «CoBpeMeH-
Huka» 3a 1857 .

KapTnHa Mmupa, co3gaHHasa nucatenem, cylie-
CTBYeT B NPOCTPAHCTBE 1N BO BpeMeHW. XpOHOTON
CO3/,aeT LLeIOCTHOCTb INTepaTypHOro npounseese-
HUA. BaxkHoe 3HaueHne AN naenHo-3CTeTUYeckKon
OLLeHKW pacckasa «JltoLepH», ero poau B TBopye-
CKOW 3BOAOLMM TONCTOrO UMEET XYA0XKECTBEHHOE
NPOCTPAHCTBO, KOTOPOE CBS3aHO C GUNOCODCKON,
CoLManbHOM, 3TMYECKOM NpobaemMaTKON, OKasbiBaeT
BAVSIHME Ha CHOXET N KOMMO3ULMIO, XKaHP, CTPYKTY-
py NOBeCTBOBaHUA, Ha cuctemy obpasos. Kak otme-
yan KO.M. JloTmaH, NpoCTpaHCTBEHHbIE OTHOLLEHUSA
y TOACTOro 4acTo BbICTYNarOT B KayecTBe fi3blka A5
BblpaXkeHWs HPaBCTBEHHbIX MOCTPOEHWI. Berea-
CTBME 3TOrO OHW NPUOBpPETAtOT, B 3HAUNTENLHOM
mMepe, meTadpopuyeckmnin xapaktep?. B atom npo-
N3BeAeHMM NPOCTPAHCTBO onpesenseT ncMxono-
rmyeckoe COCTOAHWME repos-pacckasynka, urpaet
Ba>XHYHO pOJib B MNpoLLecce CaMOMO3HaHUA Y MUPO-
nosHaHua Hexarogosa v astopa. C HMM CBA3AHO Ha-
3BaHuWe pacckasa — JltoLepH, MecTo JeicTBus, rae
pa3BepTbiBatOTCS COOLITUSA, 3HAKOBbIE B CyAbbe re-
pos. 3ajaHHas B NATUAECATbIE rOAbl TPAKTOBKA NpPO-
CTpPaHCTBa 1 BpeMeHHU, 0byC10BNeHHas TBOPYUECKHN-
MW Momnckamm Monoaoro ToACTOro, erna B OCHOBY
ero GnaocoPCcKnx 1 ATMUYECKMX BIrAA0B U NOAYyUN-
Na pa3BuTME B JanbHelLleM TBOPYECTBE nucatens.

Pacckas npeactaeT B GopMe 3anmcokK, KoTopble
repon BefeT Ha NPOTAXEHUWN OAHOTO AHA. BHaua-
ne HexntogoB yrioMmunHaer, Kak npegcrasnieH Jlio-
LEePH B NOMNYASAPHbIX NYTEBOAUTENAX: 3TO «CTaPUH-
HbI KaHTOHabHbIM rOpPoA, eXallmin Ha bepery
03epa yeTblpex KaHTOHOB, — roBopuT Murray, —
OZHO 13 CaMblX POMaHTUYECKUX MECTOMONOXKEHUIA
LLiBeruapmm; B HEM CKpeLLMBArOTCA TPU TaBHbIE 0-
poru...»3. B BOCMpuATMM repos-pacckasumka, npu-
exaBLUero crofja HakaHyHe, 370 6aHasibHble xBaneb-
Hble OMNCaHMA, UMetoLLME LieNbo 3anHTepecoBaTh,
npuBaeYb TYPUCTOB.

lepoli—pacckasuvk BUAWT U3 OKHa NydLleld MecT-
HOW rocTuHULbI «LLiBerueprodp» HabepexHyto, No-
CTPOEHHYIO Ha MecTe CTaporo MocTa Yepes 03epo U

2 JlotmaH HO.M. XypoxkecTBEHHOE MPOCTPAHCTBO B Mpo3e
H.B. lorons // lotmaH HKO.M. O pycckon nutepatype: CT. 1
nceneg,. (1958-1993): Victopua pyc. nposbl. Teopus antepa-
Typbl. CM6.: NckycctBo, 1997. C. 622.

3 Toncton J1.H. MonHoe cobpanne counHermii: B 100 1. T. 3. M.:
Hayka, 2007. C. 126. B ganbHeNnLwemM CCbIIKW Ha 3TO U3gaHue
[lat0TCA B TEKCTE C yKasaHWeM B Ckobkax ToMa v CTpaHuLibl.

YCOBEPLUEHCTBOBAHHYH A/ KOMGOPTHOro Bpems-
NPOBOXAeHWs boraTbix NyTeLecTBEHHNKOB, KOTOPbIe
UMHHO MpPOryANBatOTCS B3aj W Bnepes. 34echb Bce
YCTPOEHO C OpUeHTaLMen Ha NOTPeBHOCTH, BKYChI
N CPeACTBa aHINYaH, 3ajatoLwmx ToH B JlrouepHe.
Mpowucwealwne nepemMeHbl B 06/11Ke roposa Bbi3bl-
BaroT y HexntoZoBa 4yBCTBO paszgpaxeHus. Hosoe
odbopmeHVe NPOCTPaHCTBa y 03epa NpeAcTaBafeT-
CAl eMy aHTM3CTETUYHBIM: «LLOKOJIbHasA, MPAMas Kak
6enas nanka HabepexkHas», BAOAb «3TOMN YXaCHO
NPAMOW JIMHUN HabepPEXHOW» «MOCTPOUAN NPSAMble
YeTBEPOYro/bHble MATUITaXKHbIE AOMa»; «a nepes
AOMaMu B ABa psja nocaguau AvnKn, noctaBuamn
NOAMOPKM, @ MeXAy AMMNKaMK, Kak BOAUTCA, 3ene-
Hble 1aBouKku» [Tonctomn, 1. 3, ¢. 126]. ConoctaBum
3TV BreyaT/ieHuns repos ¢ pakTamu UCTopun ropo-
Ja, onvpascb Ha nytesoauTens John Murray u co-
BPEMEHHYIO0 UHTEPHEeT-Ny6anKaLmo®.

YnomuHas CIOMaHHbIN KPbITbIY, U3BUANCTbIN
CTapbli MOCT, HexntoA0B MMeN B BUAY CpeaHeBe-
KOBbIN fepeBsHHbIN MOCT Xohbprokke, AnnHom 385
M, COeAMHSABLUNN OKOHEYHOCTN O3EPHOro 3aau1Ba,
KOTOpPbIV Mellasn NpoaoXnTb HabepexHyt. Moct
pa3bupann no yactam, No mepe obycTporicTa be-
pera o3epa. [TocnefHN yaap HaHeCI0 eMy CTPOn-
TenbcTBO oTens «Schweizerhof». Moct Xod6ptok-
Ke yKpallanu sepeBsiHHble «0bpasza Ha cTponuiax»:
239 TpeyroabHbIX KAPTUH Ha BUbNeNncKne CroXeTbl
(13 Hux coxpaHunock 113). OgHako B JlrouepHe cy-
LLeCTBOBa/M ellle ABa CTapPMHHbIX MOCTa, KOTOpble
ABNSAOTCSA U MO CeN AeHb ropAOCTbIO TOpoaa U BCen
LLIsenuapwun. 4ByxcoTmMeTpoBbI MOCT Kanesbbprok-
ke yepes peky Polic 6bin noctpoeH B 1333 1. CBoé
Ha3BaHWe NoJy4Ymn Mo yacosHe, kanenne Ce. Me-
Tpa, HaxoAsALLencs Ha bepery.

MocTt 6orato gekopupoBaH. KapTuHbl NOABUANCH
Ha MOCTY BO BpeMeHa KOHTppedpopMaL M, Koraa
JlrouepH noaTBep>KAan CBOKO BEPHOCTb KaToaunye-
CKOW LiepkBM. PacnvcHble naHenn Ha MOCTy Urpaam
TakuMm 0bpa3oM BOCNUTATEbHYHO M NMponaraHancT-
CKyto ponb. [pyron gepeBsiHHbIA MocT LLnponep-
6proKKe PacnosioXeH B HECKONbKNX MUHYTaX XOZb-
6bl OT Kanenbbptokke, YyTb Bbille MO TEUEHWHO PEKU.
B 1556 r. 6611 pa3pyLueH HaBOAHEHNEM, HO BCKOPe
BOCCTaHOBJEH, a B 1568 1. K HeMy npucTpouan Mu-
HWaTIOPHYIO Kanenny, YyacosHto [esbl Mapun. Mo-
CTWK yKpaLuaroT 67 TpeyrobHbIX KapTUH, HanucaH-

4 A Hand-Book for Travellers in Swizerland and the Alps of
Savoy and Piedmont, including the Protestant valleys of the
Waldenses. [By John Murray III. With a map]. London, 1838.
B JltouepH co JleBom ToncteiM: marinagra — XK, marinagra.
livejournal.com>111039.html.

17



Hbix B 1626-1635 rr. Kacnapom MeranHrepom Ha
Temy «[lnsacka cmepTm» («Totentanz»). Aaneropuye-
CKNe CEepUM Ha 3TOT CIoXKeT bepyT Hayano B NaTWH-
CKOW TPaAmLMK, NpoxoaaT Yepes Bce CpeaHeBeKO-
Bbe 1 3noxy Bo3poxaeHuna. /lrouepHckasa «[nacka
cmepTu» bosee Bcero 6amsKa K LKy rpasrop laH-
ca lonbberiHa MnagLuero, BbINOAHEHHOMY B 1526 T.
B 1850-e roabl HoBasi roctnHuLa «LBeleprod»
Habepe>kHas BbIrALe N BeCbMa pecnekTabensbHo.
Ho repoii-pacckasunk kak 6yaTo nonemumsmnpyer ¢
onucaHnaMM, NpegnaraemMmbiMn NyTeBogMUTENEM, U
NUTHOPUPYET UCTopUYeckMe NaMATHUKM, Haxoas-
Lmeca B Mone ero 3peHuns, HaMepeHHo ocTaBaaeT
6e3 BHUMaHua dakTbl, 3HaUNMble A4 XapaKTepu-
CTUKM rOpPOAa, Y TEHAEHLMO3HO TPaKTyeT Apyrue.

CnepyeT OCTaHOBMTbLCA Ha TOM, KakK CKAajblBa-
nock ana Tonctoro npebbiBaHme B JlrouepHe. Ha
CNeAyroLWNi AeHb NOCae BCTPEUN C YANUHBIM MYy-
3bIKAHTOM OH Mepeexan u3 3s1onoayyHoro «Lisen-
ueproda» 1 nocennncs B NnaHcMoHe «JJamaH» Ha
6epery o3epa, rae npebbiBas B YyMUPOTBOPEHHOM
cocTtoAHUN. 27 noHa/9 nrona oH nucan B.MN. boTkm-
Hy: «470 3a npenecTb JIFOLLEPH, U KaK MHe BCE 34eChb
npuxoautca — yygo! A xuBy B naHcnmoHe [lamaH
Ha bepery o3epa; HO He B CaMOM MaHCUOHe, a B
yepaayke, COCTOALLEM M3 ABYX KOMHAT W HaxoAs-
LLLeMCA COBEPLUEHHO OTAENAbHO OT AoMa. [lomuk, B
KOTOPOM £ XXMBY, CTOUT B CaZly, BeCb 00BUT abpu-
KOCaMu 1 BUHOTPAAHWKOM; BHU3Y XMNBET CTOPOXK,
A HaBepXxy. B ceHsAx BUCAT XOMyTbl, NOAanbLUe NOZ
HaBeCoOM Xyp4uT poHTaHuuK. [Nepes okHaMu ry-
CTble A6/10HM C NoAMNOPKaMM, HeKOLLIeHHas TpaBa,
03epo 1 ropsbl. TULLWHA, YeANHEHWE, COKOMCTBME >,
Taknm 06pa3om, XyaoXKeCcTBEHHOE NPOCTPaHCTBO B
pacckase npejcraeT Kak CybbekTVBHOe, NepLenTy-
anbHoe, 06yCNOBIEHHOE BHYTPEHHUMM NepexmnBa-
HUAMW aBTOpPa M repos-pacckasymnka, u He BMOJHe
coBMagarolLiee C peasibHbIM.

Ocobyto posib B OpraHn3aLmm XyA0XeCTBEHHOTO
MUpa pacckasa «JltouepH» BbIMOAHAET AMHUA, KO-
Topasa nmeet cBOK GNA0CODCKYHO, ICTETUUECKYHO
cocTaBasAtowyto. Ee xapaktep oTpaxkaeT KoHLen-
uunto BceneHHoM aBTOpa, MbICAK U YyBCTBaA repos.
B AaHHOM n306paXkeHnn ropr3oHTaNbHbIN NaaH
HabepexHoW onpeaenseTt npsamMas JNHUsA, CUMBO-
nn3npytoLas ynopagoyeHHoCTb, CTPOryto peria-
MEHTUPOBAHHOCTb, BO3BEAEHHYHO B MPUHLMM, Orpa-
HWUYEHHOCTb, oAHOObpasne. OHa NpPUCYTCTBYET B
naaHMpoBKe AOMOB, 06pasys XecTkne 4eTBepo-

> ToncToi J1.H. MonHoe cobpaHune counHenwui: B 90 T. FO6m-
neriHoe. T. 60. M.: TUIXJ1, 1949. C. 214-215.
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yrosibHble GOpMbI, Aaxke AUMNKU pacTyT baarogaps
noaAepskke NpsAMbIX Nanok. 3Ta AMHUA nepepaeT
CyTb OB6LLECTBEHHOWM Cpebl U KyJbTYPHOTo Npo-
CTpaHCTBa, B KOTOPOM OKa3biBaeTcs repoil. OTHO-
LeHMe pacckasymKka K rocrogCcTBY «NpPsMU3MbI»,
NPSMOJIMHEHOCTY NOAYEPKMBALOT €10 SMOLIMOHA/b-
HO OKpalleHHble onpesesieHns YBUAEHHOTO: «Ty-
Mo 1 GOKYCHO», «y>KacHO NPAMasn NNHUA», TUTKA C
nogrnopkamu, metabopunyeckoe cpaBHeHue «benas
nasnka HabepexHow». Kak 66l B NpOTMBOBEC TaKOMY
N306paxKeHNIO BO3HMKAET OTCbIJIKA K CTapuHe, KOr-
Jla HaZ, 03epOM Bbs «AepeBSAHHbIN, KPbITbIN, N3BU-
JINCTBIV MOCT, C YAaCOBHSIMW Ha yriax u obpasamu
Ha cTponuaax». OyapoBaHuWe NPOLLIOro Noavep-
KMBAETCs OMMCaHNEM, B KOTOPOM OMpesensitoLLen
B KOHCTPYKL MM ABASETCA U3BUANCTAsA NUHUSA, He-
cylias CMbICAbl M3MEHUYMBOCTH, MPUYYATINBOCTY,
HEeOXWAaHHOCTW, CBOEBOINSA, CBOMCTBEHHbIX MPW-
poge. [laxke yrabl MOCTa, Ha KOTOPbIX BblV NOCTPO-
€Hbl YaCOBHMW, 1 CTpPOMNUIa, obpasyemMble HaKNOH-
HbIMW HankaMu, MOAUNHSAINCE €ro NMPUXOTANBOW
HanpaB/ieHHOCTH.

HoBbI 061K HabepexXHON NpeacTaBAfETCS ANC-
COHAHCOM, HEYMECTEH «CPeau 3TOW CTPaHHO Be-
NIMYaBON 1 BMECTe C TeM HEBbIPa3MMO rapMOHU-
YeCcKoM U MAFKOW NPUPOAbl», KOTOpas OTKpblaach
Hexsntof0By, KOrZa ero B3op NepemMectuics B Apy-
IYHO MJIOCKOCTb, B KOTOPOW BCE OMNPeAenstoT He re-
OMEeTpUYECKME, @ OpraHnyeckme IMHUK. Ha nepsom
nnaaHe paccTuiaetcs roayboe 03epo ¢ pasHoobpas-
HbIMW 3eNeHbIMK Beperamu, yramu, cagamu, java-
MW. 34ecb YesioBeyeckas AesnTe/IbHOCTb eCTeCTBEH-
HO B/IMBAETCA B MeMn3ax.

3aTeM BCTynaeT B AeiNCTBMNE BepTHKalbHas KOM-
no3MLmMs: NPONCXOANT ABMXKEHME BIyOb 1 BBEPX
K MOPOCLUMM YCTyMaMm rop ¢ pasBajvHaMu 3aMKOB,
K MPUYYANMBbLIM CHEFOBbIM BeplnHaM. KapTuHa
oTAMYaeTcs 6oraTon LLBETOBOW MannUTPOn. 3ako-
Ham MepcrnekTBbl MOAUYMHEHBI HE TOIbKO JIMHUK,
bOopMbI, HO ¥ Kpaco4yHble TOHa, ocBeLleHune. «Hu Ha
03epe, HW Ha ropax, HW Ha Hebe HU OAHOW Lenb-
HOW IMHWW, HN OZHOTO Lie/IbHOTO LiBETa, HW OAHOrO
OAMHAKOBOrO MOMEHTa, Be3/e ABUXEHWNE, HECUM-
METPUYHOCTb, MPUYYAINBOCTb, DECKOHEYHAs CMECh
N pasHoobpasve TeHel N JNHUIA, 1 BO BCEM CMO-
KOWCTBME, MATKOCTb, 4UHCTBO Y HEOBXOAMMOCTb
npekpacHoro» [Toacton, T. 3, ¢. 128]. BogHas rnagb
MMeeT Kak byaTo BbiMykayto GOpPMy: BO3MOXHO, B
3TOM OMMCaHWU CKPbIT OKCKOMOPOH, UYTO AOJ/IXKHO
noAYepKHYTb NapajokcasbHOe CoOeANHEHNE KOH-
TPaCTHbIX Haya, OTANYAIOLLUX ECTECTBEHHYHO Cpe-

ay. O3epo rapMOHUYHO B3aMMOZENCTBYET C MEHSIHO-
LMMCSA Nen3axeM: 3efeHbIMU beperaMmu, oAnHamu,
ycTynamu rop, obnakamu, 1bAnHaMu.

B 3TOM XXMBOMNUCHON KapTWHe, COeAUHSAIOLLEN B
cebe pa3Hble NPUPOAHBIE INKM, PACKPbIBAOTCA YHW-
KaJibHble 0COHEHHOCTU CO3aHHOTO XYAOXHMKOM
Mupa. B3op repos-pacckasumka ABUXKETCS, BO3HU-
KaeT oLyLleHVe yXOAALLEero BAaAb NPOCTPAHCTBA,
OT/IYAIOLLErOCH YAUBUTENbHBIM MHOrOO6pasvem
N NPUUYAANBBIM CMELLUEHNEM 31IEMEHTOB, r1y6o-
KO 3aTparvBaroLLMM BHYTPEHHUA MUP YenoBekKa.

OZVH 13 KPUTMKOB-COBPEMEHHUKOB TONCTOrO,
oTzaBas JO/XKHOE r'yMaHHbIM, 61aroposHbIM Lensam
pacckasa, yKka3sblBaj Ha HeZloCcTaTokK aBTopa, Mpucy-
LM MO ero MHEHWIO MUcaTeNsiM, «BCTaBASAOLLINM
B CBOM MOBECTW NMPU ONUCaHUN NMPUPOLbLI KpacK-
Bbl€, HO CIMLLKOM BblUypHble Gpasbl U CPaBHEHNSA»,
«B KOTOPbIX OHAKO e OUYeHb Masio CMbIC/IA, eCN
paccMoTpeTb Mx nobamxe» [Toactoin, T. 3, c. 458].
Tonctoi AKo6bl XXepTBYET TOYHOCTHHO KAPTUHHOMY
OMNCaHWIO, CTPEMUTCSA K CTUNCTMYECKMM Kpaco-
TaM. [prMeHnTEeNbHO K pacckasy «JIFoLepH» own-
H6OYHOCTb 3TOrO CYXAEHMWS 3aKNH0UaeTCs B TOM, YTO
B HEM JlaHO HeCKOJIbKO M306paXkeHN BHELLHEero
MMpa, KOTOpble B3aMMOCBsi3aHbl aBTOPCKON naee
N JOKHBI PacCMaTpUBaTLCA B KOHTEKCTE Xyf0XKe-
CTBEHHOTO Lienoro.

Obep B rocTUHULLE NPON3BEN Ha repost TAroCT-
Hoe BreyatneHve. Ha Hem rocnoAcTBoBana aTMOC-
dbepa «CcTpororo, 3aKOHOM MPU3HAHHOTO NMPUINULS,
«nopszka», BCe roBOPWUIO 0 61aronony4mm npusm-
NerMpoBaHHbIX C10eB 06LecTBa, NPUCYTCTBYHOLLME
Ka3a/JMCb BOMIOLEHNEM CaMOZAOBO/ILCTBA, He3Xm3-
HEHHOCTW, ArONCTUYECKOrO CO3HaHUS COBCTBEHHOTO
boraTcTBa M cTaTyca U «abCoNOTHOTO PaBHOAYLLINSA
KO BCEMY, YTO MPSMO He OTHOCUTCA K COBCTBEHHOM
ocobe». [Mog BAUAHMEM YBUAEHHOTO Hexnto40B B Mne-
YaNbHOM PaCroIOXeHUN Ayxa OTNpaBAseTcs 6PoANTD
no ropoay. /I HeoxunaaHHo nonagaeT B Apyryto pe-
a/IbHOCTb, COBCEM HEMOXOXYH Ha delleHebenbHy
yacTb JltoLiepHa, NPUMeTbl KOTOPOI — Y30CTb, TEM-
HoTa. OH HabstogaeT rpsasHble yanLbl 6e3 oceelle-
HWs, 6€AHOCTb, pa3BpaT, MbAHCTBO. 3TO NPOCTPAHCTBO
AB/SET COOOM pasnTe/bHbIN KOHTPACT C Habepexx-
HOW, TEM HE MEHEe OHU COCTaBJISHOT eMHOE Liesoe.
HabepexxHas ¢ 371eraHTHOWN roCTUHMLIEN — Kak Obl
dacag, nokasHas CTOpoHa EBPOMENCKON LMBUAN3a-
Luun, a rpssHas 6eaHas Xu3Hb, CKpbiTas B y6uHe,
3a kyancamu, — obopoTHas.

Ho Bapyr MpauHoe HacTpoeHWe repost MeHsEeT-
€Al NOZ BAUSHWEM CTPAHHOW, YMUANTENILHON MY3bl-

k1. OKON0 rOCTUHULbI HexntogoB 3aMevaeT nes-
La-TMpOJbLa N BECb OTAAETCA HaVBHOW MeNOANN.
MpocTpaHCTBO AyLIM reposi-pacckasymnka Kak 6ys-
TO NpeobpaxkaeTcs, OCBeLlaeTCs APKMM, BECEbIM
cBeTOoM. BonwebcTBO My3bIKM, UCKYCCTBa nepe-
HOCUT ero B MUp NO33MK 1 nNpekpacHoro. Baopy
HexntogoBa npescraeT o4apoBaHve HOYHOro Heba,
o3epa, rop, TaMHCTBEHHas Urpa KPacok NoBCHo-
4y, OH C/bILUNT 3BYKM XXMBOMN Npupoabl. Koraa me-
NoAWA 3aMOJIKNa, reposi-pacckasymka norpsacaert,
kak beccepseyHo obolunack ¢ «<ManeHbKUM Yeso-
BEUKOM>» M3blCKaHHas nybaunka. To, 4TO NPOUCXO-
AWT ¢ Hexntof0BbIM fanee, CBOEro poza BCrblLKa
NOAPOCTKOBOTO MakCMMann3ma, He NpuemaoLLLe-
roO COBPEMEHHYIO €BPOMENCKY KyabTypy, Camo-
LOBOJIbHYIO BYpP>KYa3HOCTb, VLLEMEPHbIE 3aKOHbI
pecnybavkaHckor LLBerLLapum, B3aMMHYH OTUYX-
LEHHOCTb It0AEen, yTpaTUBLUMX COCTPasaHune 1 no-
HUMaHWe KpacoTbl. Ero UyBCTBO CcnpaBeAnMBOCTM
NOTPSACEHO, XKM3HEHHbIE MPOTUBOPEYMA MPUBOAAT
repos B CMATeHMe.

Mocne s3naTaxHOro gemaplua, B3pbiBa SMOLUK,
MOPann3aTopckmx GUANMNMNNK ero NHTENNEKTYaNb-
Hble, YXOBHbIE CUJ/Ibl KOHLLEHTPUPYHOTCA Ha 3araj-
Ke MupoycTpolicTea. [Mpupoga 1 My3bika yKasbiBa-
FOT Ha BO3MOXHOCTb NpeoaoneHns KoHdankTa. o
HabatogeHuto nccnegosatens M. MbatynanHon,
«HexntonoB, 6baarogaps My3blKaHTy, TPUXAbI ne-
peXuBaeT AyXOBHOe OCBOOOXAeHMe, OTKpbIBasa B
cebe ANOHUCMIACKYHO CMOCOBHOCTb NPUHATL U H1a-
rOC/I0BUTb MUP HEe TONIbKO B €ro KpacoTe, HO U B
ero AMcCoHaHcax, B ANHaMUUYEeCKON rapMOHNM BeY-
HO CTAHOBSALLENCS XN3HN»C. Tepon n aBTop 0bpa-
LLakOT CBOW B30P K BEYHOCTM, BOMPOLLALOT ee, UX
LYXOBHOE COCTOAHME HaynHaeT MeHATbeA. M oT-
KpbiBaeTCs He BeCKOHEeUHbI Xaoc, a paLyoHaibHO
HemnocTUXnmas MMPoBas rapMOHUs, «beckoHeYHas
6naroctb 1 NpemMyapocTts Toro, KTo no3sosava v Be-
Nlen cywecTeoBaTb BCEM 3TUM NpoTUBopeumnam» [Ton-
cTon, T. 3, ¢. 149], nocTosiHHOe ABMXKEeHMe BO Bce-
NIEHHOM, B KOTOPOE BOBJIEUEH FepOM-pacckasymK.

VIMeHHO B 3TO Bpems B JlloLepHe aBTOp B CBO-
eM JHeBHMKe OT 25 ntoHA/7 nons agpecyetca K
Heby, Kk beckoHeyHoCTK: «Houb uyso. Yero xouet-
€A, CTPACTHO XeslaeTcA? He 3Hato, TONbKO He baar
Mupa cero. U/ He BepuTb B HeccmepTue AyLun, Kor-
4@ YyBCTBYelLlb B Ayllie TaKoe HeM3MeprMoe Benn-
yne? B3rnaHyn B OKHO. YepHO, pa3opBaHHO 1 CBeT-

& WN6atynamHa M. Muctepums AuoHunca B pacckase J1.H. Ton-
croro «JltouepH» // Ctepantamakckuii uavan balukmpcko-
ro roc. yH-Ta, 2020. T. 25, N2 4. C. 119.

19



no. Xotb ymepeTb. — boxe moin! boxe moi! Yto a7
N kypa? v rae a?»7.

N.A. TvH36ypr nncana, YTo CyLHOCTb «OKYMEH-
TaAbHOCTU» TONICTOrO-XyA0XHMKa COCTOUT «B TOW
NPAMOW 1 OTKPbLITON CBA3M, KOTOpas CylLLecTBOBana
MeXAy HPaBCTBEHHOW NpobiemMaTnKOn, 3aHMMaB-
we Tonctoro, 1 NpobaemaTuKon ero repoes». M-
caTenb TBOPWJ MUPbI U OAHOBPEMEHHO BHOCKA B
HWX CBOKO INYHOCTb, CBOW OMbIT AyXOBHbIN U 6bITO-
BOW. «/lokyMeHTasibHOCTb TOJICTOrO COCTOUT B TOM,
YTO ero repoun He TONbKO PELLAOT Te XKE KU3HEH-
Hble 3alayy, KOTOpPbIe OH CaM peLlas, HO peLlarT
NX B TOW Xe ncuxonornyeckon popme. MNputom B
TeX XK€ NMPUMEPHO ObITOBbLIX YCIOBUSAX, B KOTOPbIX
CyLLLeCTBOBaA OH cam»®.

MOXHO AnLLb CTPOWTb NPEANONOXKEHNS, HAMEPEH-
HO WM HET YNOMSHYTO MeCTOMOJIOXKEHNE roposa —
Ha nepeceyeHn Tpex AOpor. B koHTekcTe pacckasa
3TO NpeACTaeT CUMBONNYHBIM. B Mndonoatnyeckom
CO3HaHWUW, B Gonbkaope nepekpectok 0603HayaeT
B3anMOZeNCTBMNE pasHbix chep ObiTUSA, a Tak>Ke Nno-
BOPOTHbIi MOMEHT B >W3HW YeNoBeKa, CBA3aHHbIN
C HEOBXOAMMOCTBIO MPUHATAA PELLEHWNI, KOTOPble
n3mMeHAT ero byayluee. C 3Tum BbIBOPOM ANs repos
conpsi>keHbl HEOMpPEAENEHHOCTb, MyYNTENbHOCTb, HO
OH JJO/I)KEH COBEPLUUTL €ro No CBOEW BOJe.

B pacckase «JlrouepH» oTpa3naca npoLecc no-
3HaBaHWA ToACTbIM YHMBEPCYMa, MecTa yenoBeka
B MMpe W ero npeHasHayeHuns, 3amdpoBaHHbIA
Ha f3blke MPOCTPAHCTBEHHbIX MPEeACTaBIEHNNA Xy-
DOXHWKA. B KOHLe «3anuncok» y reposi-pacckasyun-
Ka BO3HMKaeT HOBOE OLUyLLleHNe NPOCTPaHCTBa U
BpeMeHW. XpOHOTOMN NPOU3BELEeHNs pacLuMpsAeTcs
5,0 6eCKOHEeUHOCT — «U AOJIblle Beka ANNTCA 3TOT

7’ Tonctor J1.H. MonHoe cobpaHue coumHeHnin: B 90 1. KO6m-
nenHoe. - T. 47. - M.: TXN, 1937. - C. 140.

& TuH3bypr J1.4. O ncuxonornyeckoi npo3se. J1.: Xya. aut., 1977.
Cc. 300, 301.

AeHb» ans Hexntozosa. EMy nocteneHHO oTkpbl-
BaeTCA, YTO CpeAn 3TOro cMelleHuns gobpa n 3na
npuaeTca genatb BblOOp, ABUTAACb MO MyTU XKM3-
HW 1 OMMpasacb NPU 3TOM He Ha BeCKOHEYHYHo CU-
CTEMY 3HaHWW, @ Ha MHCTUHKTUBHbIE MOTPEBHOCTN
fobpa, cnpaBesAnBOCTY, KPacoTbl, HAa MOACO3Ha-
TeNbHOe CTPeMAEHNE K BEYHOMY 1 6ECKOHEYHOMY.

OzHako 0CO3HaBan Nn aBTOP BO3HMKLUEE NPO-
TMBOpeUMe MexXay ONUCaHUEM CNOXHOW rammbl
UYYBCTB W MbIC/IEN Fepos U ero XUTelckuM nose-
JEeHNeM, YHN3UBLUMM CTPaHCTBYHOLLEro neBLa-Tun-
ponbLa? MoxHO n Ha3BaTb NoBeseHne Hexnto-
[,0Ba MO OTHOLWEHUIO K «MaNeHbKOMY YenoBeky»
rymaHHbIM, 61aropogHbiM? (OTHOCKTENIBHO CXO-
Xas cuMTyaumns HeyMecTHoro 6aarofesHusa BO3HMK-
HeT B pacckase O My3blkaHTe «AnbbepT», 1858).
Ynactcs N eMy BbINTM 3a TpaHuLbl SrOLEHTPU3-
Ma M 0CO3HaTb, YUTO Y CMUPEHHOTO, MPUHUXEH-
HOTO eCTb IMYHOE AOCTOUHCTBO, YTO, Nepexunsasn
3a YeNnoBeYeCcTBO, CaMOyTBepXAasnch, obanyan
TONMY N COBPEMEHHYI LIUBUAN3ALMIO, MOXHO
npeBpaTUTb B 06BEKT MaHUMNYAALUN OLHOrO K3
Masblx CMx? BeposTHO, MPUUMHOM TakoW NPoOTU-
BOPEUYMBOCTU CTaN «MOPaSnN3M, BblpacTatoLL i
U3 HUTUAM3Ma», CTPEMJIEHMe aBTopa K Ny6anym-
CTMYHOCTHU, K MPOrpamMMHON peun, MaHnbecTy, no
onpegeneHunto b.M. Slixenbayma®. B pesynbrate
NONYyYNNOCh, UTO B OBPETEHHbIX repoem-pacckas-
UYMKOM 1 aBTOPOM OTKPOBEHMAX O MUpe geknapa-
TUBHasA Nt06OBb K NHOAAM NOAMEHMAA XPUCTUAH-
CKYt0 N1060Bb K BAMXKHEMY, NOAPa3yMeBaroLLyHO
coCTpajaHune, yBaxeHne K JOCTOMHCTBY BCAKOrO
yenoseka kak obpasa boxwus; 6e3 Takon n0b-
BM MPO3PEHNS BCENEHCKMX 3aKOHOB BO MHOTOM
yTpaumnBatoT CBOE 3HaYeHue.

°  3iixeHbaym b.M. PaboTbi o Jlbe Tonctom. CM6IY, 2009. C. 306,
307.
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THE GEOPOETICS OF GUILLAUME MUSSO'S NOVELS

Summary: The study is devoted to the geopoetics of the
contemporary French writer Guillaume Musso. His works
depict the cultural landscape of metropolises such as Par-
is and New York. In his novels, the city is not a mere back-
drop but a full-fledged character. Geopoetics is closely
connected with the travelogue genre, which involves not
merely travel sketches but the author’s modelling of the
world and often carries an educational mission. Geopo-
etics examines not only the construction of geographical
images in literature and culture, but also the influence of
these images on the reader through the prism of the nar-
rator’s perception. Two types of traveller are distinguished
in geopoetic discourse: nomadic and sedentary. Musso
can be attributed to the sedentary type, since he does
not discover new places but describes familiar territory,
finding new meanings in it. The article also discusses two
approaches to depicting the city: humanistic and dehu-
manised. Musso’s works combine these approaches: one

The city is an integral component of any work
of verbal culture. It can serve as a backdrop for
events, or it can be an immediate participant, in-
fluencing both the development of the plot and
the character and actions of the heroes. This may
be the urban space of huge metropolises such
as London or Moscow, or smaller places such as
Rouen and Gibbsville, Pennsylvania, or even the
tiny fictional Yoknapatawpha County, “the size of
a postage stamp”, born in the imagination of the
great Faulkner. The “culture of the city” is a spe-
cial category denoting the artificial environment
created by humans, which includes components
such as traditions, norms and values, way of life
and mentality.

The concept of “geopoetics” is closely related
to the cultural image of the city. The word “geo-

and the same city evokes ambivalent feelings depending
on the mood and emotional state of the characters, which
is also a distinctive feature of geopoetics. An integral part
of the urban environment is the gastronomic component.
Attention to food traditions is an important part of ur-
ban culture. They go back to the works of E. Zola and
G. Flaubert and continue in the prose of F. S. Fitzgerald
and E. Hemingway. Musso also pays great attention to
gastronomy. In this way the writer deciphers the cultural
code of the nation, showing the “melting pot” of US cul-
ture and the elitism of French cuisine. Food also reflects
the emotional state of the characters, when the profane
action becomes sacred. It is concluded that Musso’s ge-
opoetics makes it possible to construct a truly cultural
image of the city.

Keywords: urbanism, geopoetics, metropolis, mentality,
cultural code, travelogue, values.

poet” was first used by the outstanding geologist,
geographer and science-fiction writer, author of
the book Sannikov Land, V. A. Obruchev in 1964,
long before the formation of this research field.
The term was introduced into scholarly circula-
tion by the Scottish poet and philosopher Ken-
neth White, who defines it as a landscape filled
with memory, myths and sensations. In the 1980s
he founded the Institute of Geopoetics in Paris.
Russian scholars also actively develop this field. In
2017, Igor Sid's book Geopoetics. A Dotted Line
Towards a Theory of Travel was published by the
Altheya publishing house, in which the author
supplements K. White's theoretical propositions
with applied research. Shortly before that, on 6
December 2012, the conference “The Power of
the Route: Travel as an Object of Historical-Cul-
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