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ABSTRACT/SOMMAIRE

Thus thesis 1s an intercultural and intertexmual study of the ways in which an Amencan hterary identity has
ersrged out of an intense imaginative and pohitical dralogue with Russian culture. Early portions of this
study trace the hustorical connections which have drawn Amerncan writers into the orbit of Russtan literature
and culture during the penod, 1860-1917. A theoretical chapter attempts to explain the intensity of thi-
dialogue on several related levels. the figural relationship between two literatures which constantly
transform each other, the psychic expenence of an otherness between individuals and cultures which leads
to provisional pattems of literary identity, and the transformauon of a purely literary dialogue into the realm
of soctal praxis. The second half of the thesis examines the careers of three major American writers—Henry
James, Willa Cather, and Sherwood Anderson—as each reads the figures of Russian lilerature against a native
American tradition, and in the process incorporates this "other™ literature into that tradition. A concluding
chapter iutiates a discussion of the ways i wiuch literary influence is also bound up with the dialogue of
polilics and power.

Cetie th2se est une étude imterculturelle eq intertextuelle sur 12 fagon dont une wmdentité littéraire américaine
a émergé d'un dialoguce imaginatif 2 politique avec la culture russe. Les premidres portions de cette étude
reirouve les rapports histoniques qui ont mis les £crivains américains dans ’ocbite de 1a fittérature et [a
culture russes durant 1'époque 1860-1917, Un chapitre théonque essaie d’expliquer, sur plusiers niveaux
liés, 1I'intensité de ce dialogue. Ie rapport figuré entre les deux littératures qui se transforment constamment
I'une 1"avtre, 1"expénence psyctuque de "1'autre™ entre les individus et les cultures qui amdne des formes
provisaires d'identité hittéraire; et la transformation d’un dialogue purement littéraire dans le domaine de
praxis soctale. La deuxidmae parue de cette thdse examine les carridres de trois écrivaing américains
majeurs—-Henry James, Willa Cather, et Sherwood Anderson—commse chacun lit les figures de Ia littérature
russe contre une tradiion natale améncaince et, en le faisant, incorpore cette "autre” litiérature dans I
tradtion. Un chzpitre final aborde une discussion des fagons dont 1'influcace littéraire cst auss: liée 2u
dialogue de 1a politique et du pouvoir,
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INTRODUCTION

"QOvercoming Long Held Emotions"

I know some joumalists and politicians who are already asking, who has won. This is
an anachronism. What has wen is coramon sense. . . . People want to know the truth
about other people and build a universal brotherhood of cultures and people.

{Mikhail Gorbachev

American/Sovict Summit
Washington, Dec. 8, 1987)

When this study on Russian/Amenican luerary relations was first envisaged, Mikhail Gorbachev had not yet
come to power 1n the Soviet Union. The two super-powers were still locked in what seemed 20 be 2
contmnuance of cold-war mentality and policy of carlier decades. No on® could have predicied the vast
fustorical shufts which have taken place betwesn East and West dunng the latter half of the 1980s and the
carly 1990s.! Whatever the underlying causes, or attitudes, the Russtan and Amencan people have started
along a road which leads to increased contacts, dialogue and, hopefully, undersianding.

The aim of this study is to take a place in that discussion, and, in addition, to make clear the
profound literary/cultural ues which have existed betweea Russia and Amenca since at least the mid-
nneteenth century, even if that ongowng and imporiant connection has been jost 1n the poliscal thetone and
polwcies of burgeoning super-powers. Beth countnies have somethung to leam from examining the hustoncal
depth of thewr shared hterary pasts. A cultural rapprochement began between the writers of the two

countries which preceded the current political rapprochement by at least a century.

! Thus sentence, wnien in the sutamn of 1990, hes tken on en histoneally portenitous meanmg dunng the last s1x months
of 1991, In Augusy, folloamng & fuied military coup directed against the policies of Mikhail Gorbachey, the Soviet Umien
was plunged 1nto an acceierated socusd revolution. By late avtumn, & new political order was bepnning o emerge from the
semuns of the okt Soviet system-—a [oose commenwealth of independent nationalist republics headed by Rusna and Ukraine.
As | wnie, on Chnstmas day 1991, Mikhsil Gorbachev has announced hus resignatien as President of the now non-existent
USSR, a victum of the revolution he lumself helped to create. What final shape this revolution will take is still uncertam; what
15 clexz 15 that an hustoncal watershed has been reached between East and West, Russia snd Amenca, profoundly altering the
views one cen hold of the other, both politically and imaginstively.
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It 15 perhaps sigmuficant that when the leaders of ihe two great world powers came together at the
Washington Summit Meeung 1n laie 1987, both men appealed to the pocts of each naton, Mikhail
Gorbachev spoke of the Summut as part of 2 process in "evercorung long held emotions and mgramned
steseotypes,” and then paraphrasing Emerson he went on to say thal "'the reward of work s having done
i’ and now we must conunue.” In tus turmn, then-President Ronald Reagan found meaning i Tolstoy s
observation that "‘me and patience are the two most powerful workers,’ and we need that i the future,”
Later, he spoke of Emerson’s reflecuon that there 1s properly speaking “only biography” and said that the
people of two naucns had "made hustory today.” In his own way, the President was appeal'ng 1o something
akin to Emerson's "over soul,” a uraversal human consciousness held m common by both nzuons.

The needs of rhetonc will be served at cniucal histoncal moments, but that aside two world leaders
mn the late 1980s, when they groped toward imaginauve enderstanding of one another, tumed toward the
wrilers of their two nations. The Soviet leader spoke for the ciizens of many nations when he said that
"people want to know the truth about other people.” Thus study 1n Russian/Amencan literary relations aligns
itself with the 1dea that the ime for "long held emotions™ and “ingrained stereotypes” is past, that there 1s
a shared literary "truth” or culture between American and Russian wnilters that many people want to know
aboul.

Thus study, however, 1s not just a simplified story which contrasts literary "understanding”™ with
cultural and politcal mysuficaton, tus would imply that there an hiterary "truth” clams which escape the
dialectic of hustory. My argument 1s that there are only readings wlich make more, or less, sense of tustory
and of Literature, and .urther, that the sustained imagnauve response of ceramn Amenian wiiters (o Ru.sian
hterature has made "more” sensc than the traditional pohtical rmusreadings based not on contact and
observauon but on 1gnorance and projected fears. Writers such as Henry James, Willa Cather, and
Sherwood Anderson have performed producuve readings (and misrcadings) of Russian Ihiterature,
interpretations and transumptions of a “foreign” culture which have shaped the tradiuon of Amencan

Uiterature in profound ways. In these wniters, the typical understanding of the "othemess™ of Russian culture,
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has been transformed mto a usable Iiterary and culturaf past. Traces of thus othemness exist as part of an
American hterary identity.

In this reading of RussianfAmerican hiterary relations ¥ am following critical approaches as diverse
as those put forward by Michel Foucault and Harold Bloom. In hus meditation on "Nietzsche, Genealogy,
History,” Foucault observes that ™if interpretation were the slow exposure of the meamung hudden mn an
ongin, then only metaphysics could interpret the development of humansty” (151). But Foucault goes on
to say that interpretation 1s always an "appropriaion” which imposes a new "direction” and bends to "a new
will" our understanding of history. The "development of humamty ts a senes of mterpretauons,” wriies
Foucauli, and for lum "the role of genealogy 1s to record its hustory: the history of moJls, 1deals and
metaphysical concepts, the hustory of the concept of liberty or of the asceuc life, as they stand for the
emcrgence of different interpretattons, they must be made 10 appear as events on the stage of lustorical
process” (151-52). Following from Foucault, the hustory of American literary response 10 Russia has 11s own
genealogy, "concepts” of 1denuty, "ideals™ and "metaphysical” concepts, projecuons and figurations, which
are interested and fit withun the praxis of social hustory gencrally. A poruon of thus study will attempt to
carefully explore this genealogy.

Dealing specifically with hterature, the Amencan entic Harold Bloom has subjected poetry itself
to the wider cultural genealogy idenufied by Foucault, ™. .. [A] poem 1s a dance of substitutions,” Bloom:
writes, "a constant breaking-of-the-vessels, as one limutation undoes a representauon, only to be restituted
in its tum by a fresh representation.  Every strong poem . . . has known implicitly . . . that every
interpretation answers an carlier interpretation, and then must yield to a later one” (Poetry and Repression
26). Bloom's attempt 10 deal at the nucro-level of mter-poetic relauons (using hus theory of nusprision as
the trace of psychic defence mechanisms) scems to me to have moved closer than have previous histoncal
cxplanations toward an account of the ways in which both poets and poems are constructed within hiving
hustorical moments. The theory of the anxiety of mfluence, as a necessary musreading of a previous poem’s

thetenical authonty, situates the individual author withun a context which 1s both huistoncal/intertextual and
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personal  Misreading as a defensive trope on prior meaning, becomes in Bloom's theory an explanauion of
why change should be inevitable and necessary within literary tradition. and in what forms 1t 1s likely 1o
occur  Bloom's insights into luerary influence, its necessary figures and tropes which are projected onto
a field of psychic desire, will be particularly important 1n the portions of this study devoted to indiwviduat
writers  For the moment, though, I want 1o step back in order to idenufy the perspectuve of the nterpreter
in the study which follows.

In his book, Theory of the Avant Garde, Peter Biirger has written that it would be a step forward
in critical discussion "if it became a matter of course for every scholar and scientist to advance reasons for
the choice of his topic ard the problem to be dealt with” (3). 1 believe this 1s 2 quest:on which should be
answered by anyone attempling to reconstruct the genealogy of mtercultural influence, Without necessanly
sharing Blrger’s political perspectives, one can also agree with his view that critical interpretation (or
"science™ as he calls ir) 1s a "part of social praxis, however mediated it may be,” dhat "1t 1s not ‘disinterested”
but guided by interest”. He writes:

Not the view that makes the historian a passive recipient, but Dilthey's, who insists that "he who

investigates history is the same that makes history,” gains our assent. Whether they want to or ntot,

historiany and interpretess hold a position in the social disputes of their lime. (6)

One assents to Blirger’s methodological assumpuions, his placement of the interpreter within the history (sjhe
interprets; onc also admits that his view of the relation which exists between theory and pracuce 1s ethucally
defensible, as well as being a profoundly optimistic assessment of the cnitic’s social function. Following
from Biirger, part of my intention in this introductory chapter has been to advance "reasons” for the choice
of topic, as well as 1o reflect on the "interests”™ which that choice implies. Thus 15 not per se a pohiucal
study, or if it is, following from crilics of a decentered misprision and a dialectic of figuralty, trace, and
absence, it is an argument for a potential unit; in diversity, a polyphony of cultural voices, each dependent
on the o*hier for self-definition; the writers I have chosen to stedy recogmzed this intertexwality of Russian
and American experience a1 an carly stage. And if there is 2 positivistic aspect to this swady, 1t 1s that the

imaginative dialectic which has existed between Amencan and Russian walters in the nincteenth and carly
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twenueth centuries may be a potential model for a more productve rezding of both cultures than bas existed
in pohucat and social cultures until very recently. The poliical/social aspect of this study 1s an argument
in favour of shared cultural figurations which increase iterdependence rather than lengthen the shadow of
cultural 1solatton. In some zespects the political cultures of Russia and the United States seem (o have just
begun the recogmtion of shared unterdependencies which their wniters have been aware of for many decades.
And this s an understanding based not on umeless metaphysical and nauonal "truths” but on creauve
readings and musreadings of the "other” culture, which can result 1n usable defimuons of a nattonal culiure,
hierary and otherwase. The present writer 18 engaged in producing the very figurations which he examines
in the shared literary historics of Russia and America.

The foregomng sets a criucal tone or approach, but there 15 a much narrower literary perspective
which will take up a significant portion of the study and focus on nfluence relations between specific
writers.? The stady breaks roughly 1nto two major halves, the first being devoted to a theoreucal discussion
of literary influcnce and cullural reception as it relates to Russia and Amerzca, followed by a longer chapier
which is historicist in characicr and examunes the tustory of American awareness of Russian literature, and
the impact that awareness has had, The second half of the study Jooks at three Amencan wniters, who found
in Russian literature a usable tradition for their own arustic exploraions. The chapter on James and the

Beautiful Gerus examunes the senunal relationstup which eaists between Henry James and Ivan Turgenev,

! Given the hustoncal importance of poliical relations between Russia and Americs mm the nineteenth and twenteth
centunies, there has been surpnsingly hitle mvestigation of the austic dialogue which has existed between the cwo countnes
dunng the same ume period. With the exception of a few scattered comments in recent articles and books (see E. P.
Thompson's The Heavy Dancers and Shared Destiny Fifty Years of Soviet Amerizan Relations, edited by Mark Garnison) there
has been viriully no sustained exammation of interdependent culiural identtes based on an expenence of othemess, Pethaps
the best overall cultural 2nd biterary examination of Russian snd Amencan mterdependencies is Dorothy Brewster's East-West
Passage A Study »n Luerary Relutions (1954). But Brewster's work does not go beyond the source snalysis, duschrome
hastoricum, and aesthetic impressionasm which 1 the 1deological horizon of even the best scholarstap of thus earhier peniod,
More specralized wotks such as Royal Geumann's Turgenev 1n England and America (1941), Helen Muchnic's Dostoevsky's
English Reputation (1963), and Dale E. Peterson’s The Clemens Vision. Poetic Realism in Turgenev and James (1975), il
provade usefud hustonical detail, but hardly speak to the figural reality of identity and othemess wluch 15 the methodologieal
approach of the current study  For that reason, my own exploration of mtercultural dynamics owes most (o theorehicians of
figurality and othemess such as Harold Bloorr., Paul de Man, Edward Saxd and, 2t an cazlier date, Mikhail Bakhiin and Paul
Valéry Drawing on these theonsts, the following chapter attempts to locats the expenience of Russun "othermess™ withun the
political end psychic orbit of & repressed American "identity.”
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the chapter on Willa Cather and the Russians explores the widsr scope of her response to Tolstoy and

Turgenev; the chapter devoted to Sherwood Anderson and the grotesque attempts 1o reveal Anderson's debt
to Dostoevsky A final postscript briefly looks at American literary response to Russian luerature i the

decades following W.W I and leading up 1o the wider poliucal rapprochemen: of the 1980s and 1990s.



CHAPTER ONE

Figures of Literary Reception: Theory and Praxis

No word comes easier or ofiener to the critic”s pen than the word influence, and no vaguer
notion can be found among all the vague notions that compose the phantom amory of
acsthetics. Yet there 1s nothing in the critical field that should be of greater philosophical
interest or prove more rewarding to analysis than the progressive modification of one mind
by the work of another. . .. Whether in science or the arts, if we look for the sourcs of
an achicvement we can observe that whar a man does either repeats or refutes what
someone else has done-repeats it in other tones, refines or amplifies or simplifies it, but
thereby assumes 1t and has invisibly u<ed it. Opposites are bomn from opposites.

We say that an author is original when we cannot trace the hidden transformations
that others underwent in his mind; we mean 10 say that the dependence of what he does
on what others have done is excessively complex and irregular. There are works in the
likeness, and works that are the reverse of others, but there are also works of which the
relation with earlier productions is so intricate that we become confused and attnibute them
10 the direct intervention of the gods.

(It would be necessary, in order to deepen this subject to speak also of the
influence one mind has on itself, and of a work upon its avthor. But this is not the place.)

When a work, or 2 complete ocuvre, acls on someone, not in all its qualities, but
by certain ones only, then influence takes on the most remarkable values. The separate
development of a quality of one author by the total power of another author rarely fails to
resull in extreme originality.

(Paul Valéry, "Letire Sur Mallarmé™)

In the previous chapter I stated some of fuy cntical, perhaps even ideological, presupposstions concermng
literary/cultural relations Eetween the United States and Russia. In the present chapter I want 1o establish
some methodological and philosophical grounds for the study of Iiterary/cultural relauons and state as clearly
as possible what this study 1s, and is not, about. American hterary response to Russia 1s abou: influence
(the specific relations which exist between individual writers), about reception (the reading of one culture's
imaginative productions by another), and about intercultural reality (a form of contextuality w.uch exists
at the level of social or national identitics, and is figural every bst as much as the texts upon whuch it 15

based) This study is not solely or even primanly about hiterary "source” scholarship, hard lustorical data
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and textual analysis can be very imponant, even critical, tn establishing a reason (o begin thinking about
influence, but it is only one of a complex set of rclatons whicl: set in mouon a pattern: of mtervultural
influence As Harold Bloom has wnilen, a wnter may be said to have been influenced by another without
ever having read that other {Anxiety 70) The passage of luerary history, and its specific mode, influcnce,
is not so narrow that it excludes a polyphony of voices sometimes at many direvl removes from one another.

The argument of this study 1s that al! the levels menuioned above impact on one another, from what
might be termed the micro-level of one mund’s impact on another, to the macro-level of cultural rdentitics
which depend for their very existence on the difference and sameness which 1s pereeived between self and
other Each level of analysis becomes a metaphor, or synecdoche, for the other.  Histoncally, certain
cultures have entered into highly charged and sigmficant contextual relations with one another. Therz are
political and economic reasons for these dramas, but there are also rcasons of cultural and psychic desire,
Edward Said has gone furthest in explorning the ambivalent culural projections and iransumpuions whivh
exist between East and West, and he bas codified this transfiguration m the term, "Onentalism,”

In several respects, my study will follow the very elegant lead provided 1in a book such as
Orierualism, except that une present concentratzon will be on Amencan response o that hughly sigmficant
"other” known as Russia, whereas Said concentrates on the West's production of an exolic and controllable
Orient, which is primarily Islamic. There will be more on thus later in the chapter, and it 15 2 hughly
political and polemical aspect of mtercultural studies. But the present study 1s also, in the first instance,
about the influence which one mund exeris on another as part of the larger web of cultural formation, tns
question is crucial for any enderstanding of how a human ccality 1s created, and at the same ume is one of
the most difficult topics 1o speak about with any certainty, David Hume asked perhaps the hardest question
conceming influence and causality back mn the cighteenth century in us Treatise of Human Nature when
he argued that "we can discover nothing other than the relauons of conuguity and temporal succession,
Insofar as ‘causation’ means more than contiguity and succession it 1s something that can never be

demonstrated. When we say that one thung causes another, what we have in fact expenienced 1s ‘that hke



fr 4

Frnaei

9
objects have always been placed in like relauons of contiguity and succession’™ (Culler 87). Hume is
arguing here for a radical indeterminacy of cause and effect, or of influence relauons. The quesuon that
Hume set has been asked with increasing argency nght mto the late twentsth century (and most recently
by vanous deconstructive theonsts from Demda 1o Paul de Man), but has not received anything like a
sausfactory answer--this kind of deceniening of causality dees not, 1n the words of one literary theonst,
devolve into a simple "skeptical detachment” but leads to a clear recogmuon of "unwarrantable involvement,
asserung the mndispensabibity of causation while denying 1t any rigorous justificat. 2" (Culier 88).

Paul Valéry in lus classic "Lentre Sur Mallarmé" quoted as epigraph 1o this chapter stated the
question of influence with somettung like its proper complexity, but he did <ot attempt to answer :1t. We
sull grapple with influence, "the progressive modification of one mund by another,” as one ~f the most
umportant but "vague notions in the phantom ammory of aestheucs™ (187). Qur critical assumptions
concerning nfluence evolve from the bnlliant reflections of wniters such as Valéry. We feel we know now
that onginahity and tradion are (wo sides of a janus comn—that "what a man does either repeats or refutes
what someonc ¢lse has done--repeats 1t in other tones, refines or amplifies or simplifies t, but thereby
assumes 3t and has invisibly used n” (188). We are not surpnised by the dialectz of "opposites . . . bom
from opposites,” nor do we quarrcl with an onginality which 15 imbedded 1n tradition and achieves
"fference” only through the complexity and iregulanty of its relationstup to a usable past {See Bate 3-4).
And 1n some ways we have gone beyond Valéry's reflecuons, have been mfluenced by him, and have
moved from the realm of the individual and cuiture to the realm of language as the sign of culture. Valéy's
psychic reading of influence has been transumed by recent theorists 1n a recogmution that the formation of
both tndividual and cultural idenuttes are matters of figuration, transfiguration, mediation, projection and
mtrojecion. On one very imporant level, mfluence and cultur.” reception are about figurauon as language,
but these modes of potenual reality are also about individuals who perceive themselves, and others, _.sough
the wandenng medium of language, and about cultures which also create identies through similar figures

of social {mis)understanding.
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Some of Valéry's realizattons concerming nfluence, though, have just begun to be explored, In
terms nf literary identity, he was one of the first to recognize that self was "other” 10 sclf~that any wniter
was constantly influenced by his "other” selves and fus own works, which onwe wnitien were dispersed into
a freedom from determinacy or the authority of - awthor. Tius kind of recogrnition pre-figures the
breakdown of self or "authorship™ as central unities or structuring agents in late twenuieth-century criucal
theory Contextuality and polyphenic influences exwend even to the deconstructed idenuty of the self
through which meanings flow, are deflected and transformed, on therr ways (o other cultural destinauons.,'

The remainder of this chapter will trace the dialectic of cultural figurauon as porirayed in the work
of three post-modem cntical theonsts of hiterary history and culiural influence. The three are.  Harold
Bloom, Paul de Man and Edward Said, and their ideas will act as a theoretical prologue to American hiterary
identily in its relation to Russian "othemess.” Oa the face of it no three current thunkers could be more
different in their philosophical approaches. Bloom, the theorist of psychuc desire and lierary influcnce as
a battlefield populated by the ghosts of literary forebears and the figures of belated fatecomers, de Man, unul
recently the most authoritative spokesperson for a literary understanding based on chetonu and figurality as
opposed to willing "acthors™, and Said, the theonst of cultural and political dialectic, a student of Fouault
and history based on "othemess,” repression, and power relauons inscribed in the texiual fiekds of books and
human beings. My argument will be that all of thzse thunkers have something important to say about

intercultural influence and, in the Janguage of the dialectic, each supersedes and preserves (cames traces

! Ths woed “polyphony™ has already come up several umes in this study; 1t 18 an tmporta word both 1n understanding
the specific meaning of "othemness™ which 1 try to develop throughout this work, and i terms of the wider process of cultuzs)
becoming as it is textured by Lterary influence, The concepts of polyphony and the dislogic of course come from the wnungs
of the Russian theonst Mikhail Bakhtin, pasticulasly Problems of Dostoevsky's Poetics snd The Dialogic Imaginanion. Sakhun
was perhaps the first twentieth-century theonst to fully recogruze the nscnption of many competing “unmerged” voices
bencath the mask of sell  His concepts of the dislogic and polyphonie are culy sitempts to tmagine & dislectx of otherness
which exists on many levels. within '« mdividual mind, withm and through the voices tnscnibed (n texts, and withun the
formation of culnural identity itsell Bakhun's dilogic novel is a text which embodics the process of influence, the formauon
and constant splitting of identity as new voices and idezs intrude on old forms  In hus theory of polyphony, Bakhiin seems
to have vndersiood that each new suage of idenuty cames wathm st the traces of otherness--that which has been spparently
rejected or superseded but remans a5 2 potent, if repressed, cultural reality, Bakhun limuts fus dislogi perspestive to the
interior world of Dostoevsky's novels, but his idess have much to say about the ways in which one bterary culivre develops
ustbie sdentities through a dislectical relstionstup to the "othemness” of different iterary cultures. This subsect wall be uken
up a! length in Chapter Five: “"Anderson and Dostoevsky: The Form of Thungs Concealed.”
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of) the other 1n his cnucal approach, Bloom, who has wntten several books on the subject, has become the
most promunent theonist of nfluence, but each wniter whether concemned with subject-based literary desire,
language-based figurahty, or culture-based transumptions, has focused on the dance of substitutions,
projecuons and introjections which make interpretation and knowledge possibie.

Relying on his own promunent precursors, Freud and Nictzsche. Bloom has held in a complex way
to the walling self, to desire as the ground of human consciousness. Bloom’s vision of poetic tradition and
influence between poets ts not far different from Nietzsche’s observation in Beyond Good and Evil that "life
nself 1s essennally appropriauos, injury, overpowering of what is alien and weaker; suppression, hardness,
imposition of one’s own forms, incorporation, and at Jeast, at its mildest, exploitation . . ." (203). Qut of
this batlleground emerged Bloom®s own landmark contribution 1o the dialectic of imposition and
appropniauon in hierary tradieon. The Anxiety of Influence came out in 1973 and, as Bloom himself writes,
scemed to "touch a umversal nerve,” causing constemation, giving "offense” and provoking extended critical
debate, Bloom tells us that the "center of offense” seemed to derive from his insight "that no reader,
however professional, or humble . . . or disinterested . . . or amiable, ¢an describe his or her relationship
1o a prior iext without taking up a stance no less tropological than that occupied by the text itsell™ (Vessels
30). Bloom here 15 talkung of poctic misprision, perhaps the single most important concept raised .a The
Anxiety of Influence. Misprision or musreading (in all its forms—whether wilful or unconscious) is, according
to Bloom, the onc unavoidable given, and the motive power, in poctic history and for that matter human
istory as well. This stance denves from Bloom's critical belief that human reality is always a metaphoricat
construciion willed 1nto being by pragmauc personal and cultural needs. The poet misreads his precursors
fur two charactensuic reasons according to Bloom, one, because it is unavoidable; all reading is in some
sense a musreading, the transformng of one set of tropes into a personal interpretation which itself consists
of tropes, and two, because cach sirong poct wishes 1o convince himsell of the priority of his own
metaphoncal construcuons, wiuch amounts to a priority of both words and personal identity, This reality,

which Bloom refers to as the poct’s family romance (an mnter-poetic struggle in which the latecomer has to
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overcome the precursors 10 whom he owes most as poet), gives nse (o an anxiety of influence. The model
for this argument derives immediately from Freudian convepts of oedipal struggle and generzuonal vonfind,”
Bloom writes that "we can never read a poet without reading the whole of his or her family romance as
poet . True poctic history is the story of how pocts as poets have suffered other poets, just as any ‘ruc
biography is the story of how anyone suffered tus own farmly--oc s own displacement of famuly 1nto lovers
and friends™ (Anxiety 94) The poe: sceks prionty for s Word, the transcnption of unmediated presence
in himself, while at the same time he knows the impossibility of such a transcendence outside of teaiporality
and tradition. In order to remain strong, to prevent hus anxicues of belatedness from crippling hum, the poct
tells "a lie against time” (a mispnsion of lis own pocuc famuly history) dwough which ke provisionally
convinces himself of both personat authority and prionity. For Bloom, the poet’s lie a,ainst ume 1s always
and necessarily a lie told through defensive tropes, which correspond to formal symbolizing categories of
the mind. Bloom identifics six catcgories, or revisionary rauos. They are. clinamen. a swerve away from
prior meaning or a "corrective movement . . . which implics that the precursor . . . went accurately up 10
a certain point, but then should have swerved, precisely n the direction that the new poem moves™ (14),
(clinamen, the central category in Bloom’s taxonomy of poetic revssionism, s closely related io the wope
of irony), tessera’ a fragment which completes prnor mcaning through eantithesss, closely related to
synecdoche, or part for whole; kenosis. fullness and empuness, or metonymy, daemonization. a counter
sublime closely related to hyperbole, askesis. the rhetorical rope of metaphor, and finally apophredes. a
"return of the dead” in the voice of the living poct, so that the dead poct’s “charactensuc” work seems (o
have been written by the living poel (2 ratio closely related to metalepsis or ransumptiony [15-16j. Thesc
ratios are, for Bloom, the inevitable modes of evasion, defense and musprision whuch the hving poct wili

use in troping his predecessors, in establishing a difference and 2 personal myth of ongins, what Bloom has

? As m 10 many other aress, Freud has offered serunal insights mio the modes of psycruc interteatsality, sdeas which
thecrists such a3 Bloom have transformed into literary insights of therr own In the proent context, which 15 pamanly am
cxploration of cultural identity and otherness, tee particuisly Freud's papers. “Farly Romances™ and “The ‘Uncarny .” The
latter peper, in particular, reveeling the "othemess™ [knheimische] which is conceaded, bui exssts st the very heen of the known
[keimlich), is prrticulasly relevant 1o the intereultural srgument of the presert stndy,
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called "the illusion of frecdom” and "pnionty” (965. Out of thus theoretcal framework Bloom argues for 2
new approach to pracuical critcism. “Let us give up the failed enterprise of seeking to ‘understand’ any
single poem 2s zn enlity i stsell. Let us pursue instead the quest of leaming 10 read any poem as 11s post’s
dehberate msinterpretation, as a poet, of a precursor poem of of poetry in general. Know each poem by
1s chinamien and you will *know” that poem 1n a way that will not purchase knowledge by the loss of the
poem's power™ (43). Bloom's insights anto the relational, or contextual, nature of poems and poets have
opened up new potentials for pracucal cnucism, The method of this study, which extends intertextuality
from the level of willing subject to the level of language, rhetenc and cultural figuration, owes much (o hus
groundbreaking mnsights. My understanding of the ways in which vniters as different as Jameas, Cather and
Andzrson have responded to Russian hiterature draws on an awareness that “mfluence 2s a compesite trope
for poetic tradition, indeed for poctry itself, does away not only with the idea that there are poems-in-
themselves, but also wath the more stubborn 1dea that there are pocts-in-themselves® (Kaballah 114), Like
Hegel who understoed the dialectic of hustory as an endless "becomung,” Bloom understands literary history
not as a static "categocy of being™ but as a "concep! of happening™ (63)”

This is not to say, however, that Bloom's criucal practice contains no "absences” of its ovn, His
theoreucal ratios for understanding poetic influence are powerful tools whuch he has not cared 10 extend to
an analysis of the intertextual rature of hustonical culture. In addition, his theory of literary influence, based
as it is on the Freudian ocdipal struggle, says hardly anything at all about modes of influence which may
escape the aggressive agon of male-dominated literary tradiion. A growing number of fermaist theorists
on influence have argued that both the Freudian and Bloomian models are patnsarchal and fimuted both

histoncally znd culturally by the exclusion of female voices from the discourse on treditson.  Wrilers such

? On the concept of dialectical "becoming” sce Carl 1. Friedsich®s “Introduction” 1o The Philosophy of Hegel. . . . cxch
stage m the forwand movement of the mnd negates the proceding stage, yet could not exust without its having that preceding
stage 1o repect, 1t 1s bk upon sis oiecodert. That which venishes m the process must izselfl be looked upon as essentisd, yet
not as something fixed which 5 cit off from what is true, as something outside. . . . Wht appeers is the beconting axd the
passing awsy which sself does not becorne of pass away”™ (xaviis-xxax), For Hegel, “trath® 13 not £ static concept, "a calezory
of being.” but a process which presarves within itsell that which it negazes of supersedes,
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as Kolodny and Erkilla have suggested a different, less agonistic, model for htzrary influence based on their

readings of relationships between female writers® “This feminist perspective, which I believe is an
ir.portant counterweight to Bloom's theories, will play an important role in a fater chapter devoted to Wikta
Cather and the Russians. Finally, Bloom has performed his own defensive manocuvres in the polemuc he
has carried on with various post-modem theorists of theteric and language. Although he has clearly sivated
both poets and posms within a contextual field of literary wradition, Bloom has never becn able to accept
the priority of discourse, or language, over voice, of the willing humar subject. For Bloom "mfluence
remains subject-cenlered, a person-{o-person relationship not 10 be reduced to the probiematic of language™
(Map T7). This sirong psychological bias has a certain blindness 1o [anguage as the expressive medium
through which human beings know themselves. In this limited sense, language (as figurality) may well be
prior to, or coincident with, human consciousness, although it is never perceaved as such pragmaucally.

Some of the most elegant meditations on this subject in recent years have come from Paul de Man,
When one moves from Bloom to de Man, one shifts frem the rhetoric of human desire to the rhetoric of
figurality. In fact, de Man had relatively little to say about influence and tradition (his c.says, "Litcrary
History and Literary Modemily,” and “The Rhetoric of Temporahity” are notable exceptions to this rule).
HKis relevance to this study, which focuses on inter-literary refations between Russia and America, lies
primarily in his unparalleied reading of the structures of figurality which inform not only the dialectic of
literary productions but human communication generally. In some important respects this structural
approach to figural language 2s the bearer of human meaning is a corrective to Bloom's psychological
theory of influence.

The difference between the theories of Bloom and de Man, as well as thieir pemnts of underdying
agreement, is seen most clearly in a brief review de Man wrote on The Arxiety of Influence. In that review

de Man concentrates on the six revisionary ratios in The Anziety of Influence~chnamen, tessera, kenosis,

! See Betsy Erkilla, "Dickinson and Rich: Toward A Theory of Femalz Poctic Influence”, 2d Annetic Kolodny, "Women
Writers, Literary Histozians snd Mastizn Readers.”
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daemorizanion, askesis, apophrades—-and reads them rot as subject driven human desires, but as figural
structures which determine the ways 1n which wniters can conceive of themselves within tradition  The tie
The Anxiery of Influence de Man believes signifies an implicit "relapse into a psychological naturalism,” and
on the face of 1t Bloom's argument 15 a movement away "from a relationship beiween words and things,
or words and words" and a "return 10 a relationship between subjects” spoken in "the agonistic language of
anxiety, power, nvalry, and bad faith” (Blindness and Insight 271-72). But then de Man notices that these
15 an oudly self-contradictory tone to Bloom's book, as if quite another book were trying to emerge from
the pahimpsest of hijerary mfluence as oedipal struggle. Undemeath this avowed subject, de Man reads a
cnlical text which "deals with the difficulty or, rather, the impossibility of reading and, by inference, with
the indetermnacy of hiterary meanung™ (Blindness 273). For de Man, Bloom's “encounter between latecomer
and precursor 1s a displaced version of the paradigmatic encounter between reader and text.” Further, this
encounter "must take place and . . . takes precedence over any other events, biographical or historical, in
the poet's expenence.” De Man wransumes Bloom's recognition that all literature is bascd on influence
relauons to say that alf hiterature 1s intertextual-and this ntentexiuality implics 2 moment of "interpretation”
which leads 10 Bloom's "mamn insight™ that all interpretations bear within themselves an absence or
musanderstanding which he has named "nuspnsion,” or snisreading. From here de Man ignores the rhetoric
of psychology in Bloom's text and concentrates instead on the structural pattern of misprisions, which de
Man understands ot as psychological defence mechanisms of the poet but as modes of rhetorical
subsutution. wony, metaphor, metonymy, metalepsis (Bloom tamself takes up this taxonomy in his later
book, A Map of Mureading). De Man closes his seview of The Anxiety of Influence with his own
significant questions concerning influence and literary history:

What is achieved by thus translating back from a subject-centered vocabulary of intent and
desire to 2 more hnguistic terminology? H we admil that the term "influence” is itsell a metaphor
that dramatizes a linguistic structure into a diachronic narrative, then it follows that Bloom's
categonies of misreadmg not only operzte between authors, but also between the vasious texts of
a smgle author or, within a given lext, between the different parts, down €0 each particulas chapter,

paragraph, sentence, and, finally, down to the interplay between literal and figurative meaning
within a single word or grammaucal sign. Whether this form { semantic tension can still ¢ this
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level be called "influence”™ is far from certamn, though 1t remains a suggesuve line of thought.
(Blindness 216)

This antithetical linguistic reading of "influence™ has the effect of decentening the subject and throwang wto
question terms such as “cause, effect, center, and meaning.” De Man himself opens up the potentsal for a
polyphony of voices conceming literary influence when he recognizes that hus own "inguisisc” vocabutary
docs not take precedence over Bloom's psychulogical termunology. Resorting 10 a Hegelian vocabulary of
his own, de Man writes, "the rhetorical terminology de-constructs themauc modes of discourse but at has
no zssertive power of its own. This assertive power (if it can still be called that) resides wn the interplay
between the various modes of emror that constitute a literary text.” My argument would be that these very
"modes of error” are just whai constitute the response of one hierary culture to another, and guarantce the
readability and transference of meanings between individuals and literary cultures,

Viewed from a distance, Bloom's debate with de Man is over humanistic versus linguisuic grounds
for the production of human meaning through mispnsion and substituuon. Tins debate, hike so many
important ones, may finally be unresolvable, o endecidable, and may also come down to an cthical decision
in the senss that de Man meant that rerm—that ethicity is inscribed within language as a categoncal
imperative; human beings are compelled to make a “referenual” tum, and form value judgements of night
and wrong out of languags structures wiuch alwsys wander 1n figusa! "error” (Allegories of Reading 31206).
In short, we know "truth” as a figuration and niot as a transcendental reality. And yet we are 2l subjet to
a "moral imperative that strives to reconcile the intemal, formal, private structures of hterary ianguage with
their extemal, referential, and public effects.” For de Mzn, the cthical ts not givwaded 1n a2 Ksnuan moral
law but within the difference of language with 1s perpetual call on us to read, musread, and read again, and

in those 2cts perform the error which is a necessity. make the referential tum which places our readings

* De Mn's concept of the ethical imperanve is 8 complex, and cryplically worded, srpument whuch many enitxcs have
ignored in their desire to place his project wholly within & formahist, deconstructive patta.. Contrary to what many of those
critics think, dc Man was fully aware of both the ethical and political dimensions of figural language as i entered the world
(nd this awareness is made only more complex by the uncovering of de Man's Nans connections in France dunng W.W. 11,
Two chapeers in Allegories of Reading bess panticulsrly on the ethacel and Ggural, They aze the “Introduction” and the essay
on Roustery entitled "Allegory (Julic).”
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in he world and makes them ethical whether we wish it or not.

Following from thus perspecuve, my own ethical prejudice, or closure, is not to lose the productive
power of either cntical approach by excluding one or the other ertirely from the field of analysis. Rather,
! prefer to think in terms of intertextuality, where the concepts human consciousness and linguistic structure
do not become hmuung or exclusionary terms. Exclusion always means loss, even if it is necessary for
mtellectual focus, In the sense that T want to use language, in the wide sense which includes all human
wnterpretauon and producuon of meantng, it does not limit a concept of the self; rather, it flows through and
textures our very kmowing of self, Simularly, Bloom's theories of influence, apparently arguing for a psychic
locus of human desire and meaning, are deconstructed by the very figurality of the terms which Bloom uses
10 desenibe hus rauos of influence--clinamen, tessera, apophrades. But Bloom’s theory breaks back against
the view of language as a machine which controls the emptied locus which we once knew as self or author,
His constant argument ts that we know ourselves not as the passive pawns of language, but as the active
creators of meanng, as (human) beings who are influenced, who project and transume meanings. And
Bloom lumself seems o recognize this dialectic in a later book entitled The Breaking of the Vessels when
he wnies that "self and language alike are ironies, saying one thing or something, while meaning another
or nothung,” that what he 1s truly concemed with is the “lic of voice, where ‘voice’ is neither self nor
language, but rather spark or prewna . . . act made one with word. . " (4).

For hus pan, dc Man begins to move out of the formalism of purely linguistic, rhetorical analysis
when he asks if we can “concerve of a literary history that would . . . account at the same time for the truth
and the falschood of the knowledge literature conveys about itself, distinguish rigorously between
metaphoncal and histenical language, and account foc Iterary modemily as well 2s its historicity™ (Blindness
164). Thus 1s a "disquicung” task, he says, particulasly if we see "that literary history could in fact be
paradsgmauc for hustory 1n general, since man himself, hike litcratre, can be defined 2s an entity capable
of putting lus own mode of being into question™ and if we understand "that the bases for historical

knowledge are not empincal facts but written texts, even if these texts masquerade in the guise of wars or
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revolutions™ (165).

Taken together, the theories of Bloom and dg Man arc a tremendously producuve "flowing through”
of seemngly antitheucal models for cnucal discourse convermung lierary influcnce and luerary history. The
perspective of this study on how influence ™appens” is that figurality 1s an mescapable mode of human
consciousness, and that tndividuals know themselves as cgos or desinng beings in and through figures. Both
Bloom and de Man have recogmzed thus truth from opposite ends of the dialecuc. A synthesis might
include both exclusionary terms in 2 more powerful understanding of hterary reception. But as Hegel has
taught us, the dialectic 15 an endless flowing through, or going beyond, wath traces of the past inscnibed in
every potential future. Bloom and de Man lack (or knowingly bracket) one important perspective on the
production of human mecanung through influence relations, and thau 1s the socialfpohiucal reality which 1,
inscribed both by human desire and deswre as figural subsutution. The approach of thus study on Amencan
literary response to Russia 1s Bloomuan. a psychic reading of individual wriers who move beyond therr
own pasts by figurally transurng forebears, and 1t 1s de Mansan insofar as it wraces the ways 1in which
language deconstructs stself and its own past. filling absence with new sigruficauons, but on the soial level,
thus study follows theonists such as Edward Sard and Michel Foucault who examne pohitical structure and
archival modes which hmit, and make possible, what can be sa1d or thought 1n any given penod of history,
social pattemns of understanding which determune, for good or ill, the potential human realiies we may
mhabit, and human wills which constantly transfigure the relauonshsp between perceived past and imagmned
future,

As a beginnung 10 understand the ways in which figurality and substiteuon enter into cultural
understandings of self and "other,” I want to look mose closely at the argument presented in Edward Said’s
Orierualism, a book which examunes the ways in which the West has come 10 situate itself in relaton to the
projected "other™ which 1s Islam (East). The mispisions and Iingwistic deferrals of Bloom and de Man are
here employed on the level of cultural analysis, and the approaches of each of these literary theonsts flow

through one another, nflucnce one another, and speak to the absences in one another's analyses of cultural
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reccpuon. The final section of thr. .aapter will 1sad from Said’s reading of the imagmative dialectic
between East and West (o specific reflections on American response 1o the "othemess” of Russian culture
as expressed in its literature,

Sad begins with the fundamental msight that the Onent has provided Westem culture with “one
of its deepest and most recurning, images of the Other,” a place of darkness, mysticism, sensuahty, and of
absence which can be filled by a Western will to project its own fears and convince itself of 1ts own right
to power and control (Orientalism 1). Said’s reading of a Western creation of a usable Onent 1s composed
of both acsthetic imaginative clements and a poliical/economuc will to cultural hegemony. He wnites that
"the Orient has helped 1o define Europe (or the West) as s contrasting image, idea, personality, expenence”
but adds that thus same Ornent ™is an mtegral part of European material civilizaton and culture™ (2). The
discipline which developed into an observable "Onentalism” was a powerful set of practices, cultural and
deological discourses "with supporung mnstitutions, vocabulary, scholarship, 1magery, doctrines, cven
colonsal burcaucracies and colomal styles” (2) which both created and guaranteed a usable image of the
Onent 1 sciauon to a Western desire for cultural authonty. Said’s rescarches into thus "other" Onent lead
him 10 believe that there has been an "almost total absence 1n contemporary Western culiure of the Orient
as a genuinely felt and expenenced force™ (208). In Said's view, "the Onent 15 all absence, whereas one
feels the Onentalist and what he says &s presence; yel we must not forget that the Onientalist’s presence 1s
cnabled by the Onent’s effecuve absence.” A dialecuc of Occidental "presence” and Orental "absence” 15
sct up, though en¢ should remember that the Orientalist’s very presence 1s "enabled” or guaranteed by the
Onent’s effecive absence.” The narrative which 15 developed has both aesthetic and political
consequences. the Oncntal "story™ becomung a justificatory cultural mythology upon which political action
can be based. We are given an Onent which 1s the result of Western desires to substitute and displace
power both figurally and poliucally (although, even here, political praxis 1s a field of figuration which has
real consequences for the human figures through which thus language of domunation s inscribed) {209].

And {urther, according (0 Saxd, Onentalism aclueved such a powerful institutional presence in the West that
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“no one writing, thinking, or acung on the Onent could do so without taking account of the Iimitauons on
thought and action imposed by Onentalism" (3). And out of thus set of constraints (which Said bases on
Foucault’» conception of dor *  “t cultural discourse as developed in books sach as The Archaeology of
Knowledge and Discipline ana . .4*), which were also productive, Western and in particular European
culture "gained in strength and 1dentity by setung uself off against the Ornient as a sort of surrogate and even
underground self” (3). But this figural or imaginatve dimension has an immediate impact on, and
relaticnship to, praxis, in Said's view "ideas, cultures, and hustones cannot seriously be understood of
studied without their force, or more precisely thewr configurations of power, also bemg studied” (5). "The
Orient was Orientalized,” he vmites, "not only btecause it was discovered 10 be 'Onentar . . . but also
because it could be--hat is, submitted to beng--made Oricntal” (5-6). The image of the Onent which
emerged was governed not so much by empurical reality as by “a battery of desires, repressions, investments,
and proiections” (8). With this Jast insight Said moves very close on a pohtical/cultural level to Bloom's
theory of literary influence as psychic desire and Pagl de Man’s recogmition of figurality and ransumption
as the goveming forces behind human representations. Figurality, or misreading, applies (o a varicty of
texts individual writers, language as human structurc, and temporal/cultural idenuties. Sand recogmizes the
force of Ianguage in cultural reception when he writes:
In any instance of at least v titen language, there 15 no such ttung as a delivered presence, but a
re-presence, or representat 1, ... [T]he written statement 15 2 presence to the reader by vintue of
its having excluded, displaced, made supererogatory any such real thing as "the Onient.” Thus «ll
of Orientalism stands forth and away from the Onent. that Onentalism makes scnsc at all depends
more on the West than on the Orient, and this sense is directly mdebted to vanious Westem
techniques of representation that make the Orient visible, clear, "there™ in discourse about it. (21-22)
Here Said reveals just how dependent representauons of "self” and "other” are on « dialectin of desired
presence and willed absence, The very structures of language--abscnce, deferral, trave, figural prujecuon--

replicate, and are replicated by, human understanding of self, identity, and othemcss. Nor does Saio reduve

thus vanant of cultural recepton to "some nefarious “Westemn' imperialisi plot o hold down the ‘Oriental

¢ Foucault dissusses hus concepk of the cultural "srchive” in The Archaeology of Knowledge. (London. Tavistock, 1972),
especislly: 127-31,
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world", 11 is rather "a centain will or intention 10 undersiand, I some cases to control, mampulate, even to
mncorporaie, what is a manifestly different (or alternative and novel) world. . ." (12). Said’s reconstruciion
of Onentatism 15 a "discourse” which exists 1n "uneven micrchange” with other structures of power from
the pohucal, intellectual, cultural, and ..ioral spheres, and this heteroglossia of strata’, with its internal,
pohucal constramts does not siuate "culture” as a "demeancd” or secor Jary reality, rather, Said behieves,
we can better undenstand "hegemome systenus hike culture [which include. usterature] when we realize that
theur intemal constraints upon wrters and thunkers were produciive, not unilaizrally infubing” (14).

Said’s insights into th, discourse he calls Onentalism have a great deal 10 say about the ways 1n
which cultural identuies are formed as textual parrauves which involve "musreadings” of other "interested”
cullures, In many respects, Russia, beginming i the mneteenth century and cotunuing on mnto the twentieth
century, has become America’s version of the Oneni-that exotic and mystenous landscape of the mind
which has been cadlessly fascinating in its capacity to absorb America’s own projected will 1o :dentity and
power, as well as its national doubts and insecunties. There is, however, one important distinction (¢ be
made between Said’s analysis of Orientalism and my interest in an American responss to Russia. Satd takes
pams to specify a relationship in which the Onent was placed as a passtve and silent partner into whiva
could be read vanous European desires and fantasies. To a large extent this has been true of Amenica’s wili
{C .onstruct 4 Russian identity as well, but particularly i the post-revolutionary period, Russians Lave liad
a. least a limsted power to speak back against an Amencan discourse of truth and freedom versus lies and
darkness.  This 1s to say, particularly on the social/political level, (hat the United States has had a more
duficult and ¢ wplex ume 1n constructing 4 "Russta” which confon .o 11s own undeflected wall to power--
and only n the last few years does 1t appear that a new cultural discourse, which goes beyond the "dark
cmpire,” may have some potential for development between the two super-powers,

Said closes s ntroduction to Orientalism with two msights which T want to keep in mind

througnout thus study of Amencan luerary response (0 Russia. The first is his belief thay "Onentalism offess

T Agun, this ter comes from Bakhtin, See panticularly The Diglogic Ima,  ion, 263.76.
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a marvelous instance of the interrelations between sociely, hustory and textuality, moreover the cultural role
plz, d by the Onent in the West connects Onentalism with ideology, pohtics, and the togic of power,
matters of relevance, I thunk, to the hiterary community” (24). Sard’s reunieval of 4 particular intercultural
genealogy 1s "connected not only with Western conceptions and treatments of the Cther but also with the
swigularly important ro  played by Western culture in what Vico called the world of natons™ (24-25). And
for Said, in this current world of natons, Western "cultural discourse™ has been a dommant narrative, both
a "danger” and a "temptation” for the inhabitanis of the "colonzed” other world(s). I beheve that all of the
foregoing can be applied with equal relevance .0 a study of Russtan/American literary relations.

Secondly, Said moves his "Onient” close to the Onent of thus study when he notes that "anyone
resident in the West since the 1950s, parucularly in the Unned States, will have lived through an era of
extraordinary turbulence in the relations of East and West. No one will have failed to note how 'East’ has
always signified danger and threat during this period, even as it has meant the tradiional Onent as well as
Russia. . If the world has become immediately accessible to a Western cirizen living i the electromc
age, the Orient too has drawn nearer to him, and 1s now less a myth perhaps than a place cnsscrossed by
Western, especially American, interests™ (26).

The world truly has become a place crisscrossed by :nterests conveyed with clectronic speed and
force, one of the most important geo-political iterests I am aware of is the micrntextuality which has existed
between RussiAmerica® for the past 150 years. My study of Russtan/American hiterary relauons between
the years 1860 - 1917 stands a5 a narrowly focused prologue 10 what one can only hope witl be an gver
increasing, and self-aware, intertextuality between the two nauons. The final secuon of dus theoreucal
intreduction will be a brief recapitulation of the themes which ar. parucularly relevant to an anverstanding
~f the productive “otherness”™ which Russian literature and culture have represented for Amernicans.

From the early mneteenth century, when Americans first began to realize hustonical parallels with

* This term comss from & long asticle 1n the Mother Earth News enuitled "AmerRuss” (Winter 1986/87, 3041 by Bob
Fuller in which he imegines a united Russ/America,
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Russian culture there has cxisted a significant contextual relationship between the two nations. Wnung in
1938, Anna Babey recoguzed i her study American’s in Russia 1776-1917 that "Amenican travellers to
Russia reflected much of what charactenized thewr background, local and nauonal, their mterests,
predilecuons and prejudices. A inp abroad served as an expression of themselves. . " (Brewster 80).
Amernicd's own developmenss, whether in respect to Westward expansion, democratic insututions, education,
emancipation of women, or the changing realiies of capitalism "seemed to urge many Amencans to lock
for the presence or absence [my italics] of such factors in Russia,”

An Amencan social otserver as lighly regarded as Henry Adams, wnting at the end of the
nncteenth century, clearly falls into a pautern of "Orientalism™ as he attempts to come to grips with the
projecied "absence” which 1s Russia. "Russia 1s impenetrable,” he says, "and any mtelligent man will deal
with her better, the less closely he knows her” (Brewster 133). In another letter rife with implicit will to
authonty, he writes that Russia and Amenca arc "the two future centres of power, and of (he two, Amenca
must get there first. Some day, perhaps a century hence, Russia may swallow even her, but for ..ov hifetime
I thunk I'm safe.” And m his clearest asserticn of a domunant Western 1dentity over Onental ob.curity,
Adaras writes to John Hays in 1901 that Russia "will need us more than we need her. . .. She 15 still
meiaphysical, rehigious, mulitary, Byzanune, a sort of Mongol tnbe, almost absolutely unable to think in
Westemn Iines” (135).  One 1s remunded here of Edward Said’s epigraph to hus book Orientalism, which
comes from Marx’s "Eighteenth Brumaire of Louts Bonaparte”, “They cannot represent themselves, they
must be represented.” Once agam the East 1s projected as an obscunty, or absence, which must be narrated
by a Westemn will to justify itsell in relation to the “other.”

A very different narrauve 1s told by Mark Twain on his first visit to Russia in 1867. Along with
other Innocents Abroad, Twain met the Emperor and Empress, was impressed with their characters, and
betieved 1n the potenual for "genuine™ friendshup between Russia and Amernica, When it came to the Grand
Duchess Maric, then fourteen years of age, Twarn reveals the kind of projection of deswre which 1s so

powerful because subconscicus and based on the obscunties of personal psychology. As always with pretty
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and charming gurls of a certamn age, Twan found Marne ireststible and even imagwmed her intervening with
the Tsar to save a prisoner from exile in Sibena. Twain wntes. "Many and many a time she mught rule
the autocrat of Russia, whose lightest word s law to seventy mullions of human bewngs” (Innocenis 260).
So are pnvate wisions of hustory constructed. A more considerew but no less dialecucal view of Russia's
relauonshup to Amenca comes from T. S. Pemry, the huerary critic who was friend to Henry James and V.
D Howells He theonzes that America, contrary to common belief, is mtenscly conservauve and unlihely
1o radically change the basic structures or beliefs of the world. "Thesc questions, n seems, wall rather be
decided by the Russians, who appear to be destined to take the place long held by the French, thai, aamely,
of becomung the Creeks of modem umes—n other words the people who shall carry out therr ideas in
acuon, who put ther theonies into pracuce. 'We are least of all a nauot. that hives on ideas” (Evolution of
the Snob 177). Pemry reverses the normal discourse on Amencan dentity based on a Russian "absence.”
In this dialectuc, 1t 15 Russia who is the active pariner, an actor and a "presence” on the world stage, wlule
America is defined by an absence or passivity, 2 conservative immobility.

All three of the writers mentioned above exemphfy the major point made by Said i his
Orientalism. if one replaces the East in general with Russia in particular, it 1s true to say (hat Russia has
provided Amencan Cu.ture with one of its deepest and most recuming images of the "other”--thal projecicd
absence into which can be read a dialectical image of Amenca’s own natonal desuny.” Througho . the
runcteenth and most of the twenuieth century, the mutual fascinauon which has exisied between these two
nauons has been expressed through images of anuthests. Russia becoming the dark other of Amernica’s own

cultural self-defimuons. Tius iniercultural and inteniextual dependency between Amenca and Russia has

' From the Russimn pesspective, there are stnular projections of culiural otherness onto the abserce which 15 Amenca.
The <1zl jevolunonary, Alexander Herzen, wnting m the 1860s, "behieved that the Pacific Ocean would become the
‘Med.cerrancan Sea of the futre.” which Russia and Amencs weuld jomntly budd™ (Balington 380}, As the cultursd histonian
James Bilbington wnies. "Russian ,adicals [of the 18505 and 60s] followed with romamnuc fascination the half.understood
devclopments tn the &sta, contment-wide avilization {Amenca), whose westward advance resembled the Russisn castwazd
advence 1 5o many respects. . . .” Billington concludes that in thetr idenufication with the wmage of Amenca, many of the
frastrated Russian radicals of the 1860s "compensated themselves with the vaguc and appealing 1des that Rusuia ... was 2
kird of Amenica m the malang.” Agan, one witnusses a process of figural projection whih is powsred by the wall o cultural
presence or lentity.



Ay

3

25
most often been expressed through the rhetonc of opposition and ideological difference, and fostered as

social mythology by the respective poliical/economic structures of each country. Following from theonsts
such as Bloom and de Man, we mught speak of Ameiica’s necessary musprision of the fact which 1s Russia,
But I also want to argue that it has been the senious wniters of Amenican society who have been able to go
beyond the simplificauons of reductive social mythology toward a cultural interdependence based on a
reading of the unagmative texts most basi. o the Russian identity. Following in these writers” footsteps,
I want 10 reflect on the pragmauc arusuc bonds which have existed between the wrilers of the two countnies,
In the process I hope to reveal a common literary and cultural hentage which has been obscured by the
rhetoric of difference and exclusion,

This contextual study of writers, and the culiures they emerge from, will be carried out on two
levels. the figural or theloncal, which are the tropes used to create a namative of presence and absence--
Russia imagined and even created by devices such as transfiguration, mediation, projection, introjection,
transumption—the figures of (musjreading recognmzed by both Paul de Man and Harold Bloom 1n their
analyses of literature and Interzry infiuence, and the dimension of social peaxis, wiuch 1s the level on wiuch
tus figurauon 1s mnscnbed 1n the hives of kuman beings, becomung the images and beliefs upon which they
act, and 1n tumn are acted upon. As Edward Said has recogmuzed, the coniextual relationship between East
and West has been controlled as much by "desires, repressions, mvestmsnts, and projections™ as by any
cmpincal realily. My belief 1s that the study of cultural "repressions™ which charactenze America’s relation
10 Russia gains a parucular potency in wniers such as James, Cather and Anderson because they were so
clearly aware that the figural 15 also the real, that deswre, projection, investment, iransumption, define not
only social reality but the act of imagining or narrating that reality.

The above wniters found 1n Russian namatives of fictonal identity a rich tropological field, figures
expeessed compellingly as human desire, and they transformed what they read and felt into their own ant.
Thus transformation, its specific modes and the nchness of its effect on Amencan hiterature generally, will

be the subject of the second half of my study. For now, we tum 10 historical beginnings.
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CHAPTER TWO
Historica! Beginnings

"You Russians and We Americans”--Critics, Readers, Writers

You Russians and we Americans! Our countries so distant, so unlike at first glance—-such
a difference in social and political conditions--and our respective methods of moral and
practical development the Jast one hundred years-—-and yet in centain features, and vastest
ongs, so resembling cach other. . . . the grand expanse of temritorial limits and boundaries.-
the unformed and nebulous state of many things, not yet permansnily seitled, but agreed
on all hands to be the prepzarations of an infinitcly greater future. . . . the deathless
aspirations at the inmost center of each great communily, so vehement, so mysterious, so
abysmic--are certainty features you Russians and we Amsricans possess in common, As
my dearest dream is for an intemationality of poems and poets, binding the lands of the
earth closer than all weaties and diplomacy, as the purpose beneath the rest of my book s
such hearty comradeship, for individuals to begin with, and for all nations of the earth as
a result-how happy I should be to get the hearing and emotional contact of the great
Russian peoples. To whom, now and here, I waft affectionate salutation from these shores,
in America’s name.

(Walh Whitman,

1st Russian Edition
Leaves of Gruss, 1880)

Whitman was not the first American writer of rank o note the potenually related destiues of America and
Russia, but o one before of since has expressed more warmly the dream of a shared intumaticnal republic
of the imagination. By the time Whitman wroie his address to the Russian people, 1880, America had
already moved beyond its first sustained impeessions and examination of Russ:an culture. That first penod
can be roughly dated from the early 1860s and the American Civil War,' Duning this peniod, a ume when
the frecing of the slaves in America coincided with the emancipaton of serfs in Russia (1861-1865), a greal
deal of sympathy and curiosity was aroused amongst Amencans concermnung Russian culture. This was true
especially of the American North, for vbvious reasons (the slavery issue was seen as analogous 10 the
question of serfdom),

1 I have found Dorothy Brewster's book, East-West Passage A Study in Literary Relatiwnships (London. Allen & Unwin,
1954), particulxrly helpful in my portrayal of eary cultural relazions between the United States and Russia.
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When Whitman wrote his address to the Russians, he was, as 15 usual for this visionary poet,
virtually alone in his ideas. By the 1880s Amencans were stressing differences not sumilantes beiween the
two great provincial powers—depending on what one read those differences vould be either quaint and
fascinating, or obscure and wemifying. Whitman's was a lone Amencan voice stessing likeness, linked
destinies, potenual friendship, and perhzps most importantly the need for increased contact and
communication. As with many other prophetic voices, wise or foolish, Wiitman's msistence on linked
destinies between the 1wo emerging powers was heard by very few. His vision, emotionally kugh pitched
though it was, bad a basis in extended reflection and persenal study. In the view of at lcast one carly editor,
the poet’s mterest in Russta 204 sts potencial influence on Amenca marks "a fascinating unwnitten chapter
in the dawnung of Whitman's inclusive intemational consciousness™ (Brewster 116). Whitezn's notes 1 the
Ms. Division ¢f the Library of Congress bear this out: the notes include & detailed geographic study of
Russia, information about different races wn the country, data on trade, education and society, and Whitman's
own thoughts on how Russian society might be improved. Whitman was ahead of his time in his
intemational outlook, and overly opumisuc 1n his vision of Russia’s immediate fulnre ("The seris have been
freed,” he wrote, "and now trade, intercommunicaton with the world 1s all that 18 needed™ (Brewster 117)),
but in his call for intemational communication he now seems amazingly prescient. His bope for zn
“intemationality of pocms and poets® which would bind “the lands of the earth cioser thin all treaties and
diplomacy™ 1s, in reality, 2 dream of a shared intemational republic of the tmagination, a recogruuon of the
need for creative interdependence between cultures {perhaps even s the basis for poliucal judgement). In
his own way, Whitman recogruzes a “truth” that I attempted to argue fos in the previous chapter—that human
reality is created in the figural, and we may as well recogaize that cven the political/economic domaing
depend on the realm of poctry and imagimnation. Becavse Whitman's dream of poetic internanonality has
not been realized in any obvious way is nO reason (0 reject 8 as illusory, The argumen: of thus study is,
in fact, that writers such as James, Cather, and Andersor, as they moved mto the imaginative world of the

Russtans, did become part of an “internationality of poems and pocts.” And funher, that iniernationahity,
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based on pragmatic literary debts, and gifts, became 2 "scene of instruction™ {Bloom, AMap 59) which may
be 2n imponant mode! for inter-national understanding genzrally. Not all Americen writers, catlier or later,
responded to the mystery of Russia with Whitman's generosity or wisdom. To those other wrilers we now
um.

The history of ninetcenth-century literary relations between America and Russia can be broken into
roughly four periods: 1) The earliest beginnings, prior to the Civil War, when only the sketchiest
information about Russian literature was coming out of the coumtry; 2.} The Civil War period, when
historical and political links led to increased interest in litcrature as an imaginative porirait of Russian
society: 3.) The Atlaxtic Monthly pesiod (1870s), which marks the first sustained aesthetic response in
Amezica 10 Russian literature (signalled by writers such as W, D. Howells, T. S. Perry and Henry James):
and 4.) The period of the Russian Craze (1885-1900), which begins with the inlernationalism of Tolstoy.
and extends at a slightly later date 10 the surreal fictional Iandscapes of Dostoevsky. These phases in the

carly Araerican respoase [0 Russian literature will be Gealt with in tum in the remainder of the chapter,

Beginaings

The earliest davm of Russian/American cultirral relztions begins not with literature but with diplomacy.
Within four years of the American Revolution, the Continentat Congress commissioned 2 young patriot from
Massachusetts to be the first Minister to Russia. Francis Dana was senf (0 convince the Empress Catherine
the Grezt that the newly formed Upjted States should be recognized as an independent republic (Babey 3).
In 3 small irony cf history, Catherine, ever the libera? autocrat, refused to recognize the Amicrican colonies,
neglected to receive Dana and firmly rejected any recoganition of the American “revolutionists.” Francis
Dzna was not ths man 0 convince the Russian 2utocracy of the value of a revoiutionary state, but in 1781
Dana hired 2s his personal sectetary and French interpreier a fourteen year old man/child named John

Quincy Adams who, 28 years later did become America’s first Minister to Russia and tster the sixth
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President of the United States,

Whule diplomauc relations between the two countnes began to flourish, American knowledge of,
and wnterest i, Russian literature remawned at 2 rudimentary level for several decades to come. As senous
English interest 1n Russian culture began with Briush mvolvement in the Crimean War (1854) so, (0o, with
America 1t took a vast pohitical event, the Civil War (1862-1864), to spark invesugation of the cultural ang
socez] reabiues of the Russizn enigma. The word “crugma” 15 used pointedly here, tha greai Russian writers
of the Golden Age of Russian literature—Lermontov, Pustikin, and Gogol-had all fimushed their work by
1850. Yet as late as 1887, Mathew Amold could write that "the Russians have not yet had a great poet”
(Brewster 45). By 1855 Turgenev had published perhaps his single most beautifut work, A Sportsman's
Noiebook, Dostoevsky had writlen his first novel, Poor Folk, and Toluoy had published Childhood ani
Youth, volumes one and two of his autobiographical first novel. Yet Russia remained, in Britain and 1n
America, 2 cultural erugma, its steppes wrapped in an imaginative mist, 1ts vast depths a repository for the
wildest myths and projections of cultural uncestamnty. As Dogothy Brewster pats 1t 1n ber seminal study
East-West Passage, the Russia which the average American imagioed in the first five decades of the
nincteenth century was still 2 surreal wilderness where "the cold and the wolves have the tradiuonally undus
emphasis, travellers are pursued by large packs, and the unnatural mother once more throws her children
to the wolves, and goes insane. . . ~ (50). In all this, ane sees a projection of "othemess,” of Western
presence versus Eastemn "absence,” whuch is a vanant of the "Orientalism” portrayed by Edward Said in hus
book of the same name. Amudst these unreat projections, which may stand 25 psychological analogues to
cerizin Cold War atGludes of the twenticth century, the first stirrings of real interest in the Russian
imagination began 1o be felt in Amenca, Brewster notes that 2 Phuladelplua magazine, The National Gazette
and Literary Reguster, has a disputed clam 1o having discovesed Russizn poctry for the English-speaking
world in 182] (46 {f). That claim rests on 2 very slim footing: 2 few lines of long forgotten poetry by 2
Neledinsk-Meletski, 2 wriler of sentimental folk soogs, translated by W. D. Lewis from the original

Russian, Although first :n the ficld, the American effert really can’t stand vp to Sir John Bowering's
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Specimens of the Russian Poets (1821), in which translations from historically significant writers such as
Deszhavin, Karamzin, Lomonosov, Zhukovsky, and Krilov appear. Over the naxt two decades books and
articles by Americans about Russian literary culture are few and far between., In 1827, 2 review of Russian
Tales from a French translation by Xavier d= Maistre, appears in the North American Review, The reviewer
is probably Edward Everett, and he praises the stories as "a faithful descripuon of Russian manners.” A
year carlier in October, 1826, the same North American Review tumed the tables on American readers and
published the account of a Russian who travelled and lived in the United States for a number of years.
Americans found that their country suffered from "a cenain lack of cleanliness, chuelly in taverns and inns,
and mor= noticeable in the south than in the north” (47). Southem sociely, though dinticr, 15 more refined
than elsewhere, and that sadly because of the slavery which supports that refinement. The Russian observer
is disturbed over the lack of an organized police sysiem, and wonders aboul the weakness of execulive
powers in a republic, as well as a Jack of financial incentive to enter public life. One sees that Amesicans
were pot the only ones 1o understand the institutions and culture of a foreign land through the restrictive
vision of the place from whence they came, This time it is the Russian obscrver who projects his own
discousse of cultural "truth™ on the absence which is America.

With the advent of the Crimean War in 1854, the joint invasion of Southiem Russia by Britain and
France suddeniy focused the poiitical atiention of Europe. Some of this attention spilled over into the pages
of Araerican journals. The North American Review, in 1856, bricfly reviews seven recent books on the
subject of Russiz. Most of these books the znonymous reviewer dismisses as expressly wnlicn to defame
Russia’s role in the Crimean War (Brewster 48-49). But it appears that this reviewer may have 2 firmer
grasp of the culiural realiies of Russia than do the books which sfe reviews. Sfhe begns 1o discuss
serfdom in Russia and describes how historically a free people had been slowly and by degrees reduced to
possessions of an aristocracy. S/he rjects the argument that cither Amencan slaves or Russian serfs,
because they are happy in their boadage, should remain there. Alf this proves, s/he says, 1s the degradation

which attends buman subjugation. In zn effort to draw out the shifting tide of 1deas and senument
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surrounding Russian serfdom, the seviewer then tums (o a hiterary source. Ivan Turgenev and hus A
Sporisman's Notebook. A long excerpt is pnnted from a German translation, and 1s taken from Turgensv's
story "Lvov,” in which an unnamed narrator (a mask for Turgenev lumself) stops to talk wath a serf, subtly,
almost without noucing it, the reader 1s drawn through the reaim of ant into the living condittons and social
reality of a Russian serf. Once gains an histoncal picture of the social and human costs of seifdom, and all
of this 1s told without proselytizing, thr vugh the attiudes of the serf, Lvov. The reviewer 15 impressed with
both the arustry and the social awareness of Turgenev., The sketches, s/he says, come from "a masterly hand
and bear the stamp of truth™; Turgenev creates "a senes of pictures of Russian country Life of an
incomparably graphic genumneness” (49). Both Turgencv and hus uncle Nicholas, also a wniter, are described
2s "unexcepuonable witnessss” to the corrupting power of serfdom withun the totality of Russian socicty.
This Amenican translation of a German transiation marks the first senous Russian fiction to come in front
of an Amenican 2udience, and signuficantly 1t 1s a response wiuch moves from the literary to the pohucal
and back again. Unfortunaicly this anonymous reviewer stands somewhat removed from histher
countrymen, for not until twenty-nine years later 1n 1885 did a full Amencan translauon of A Sporisman's
Notebook appeaz. And even then the best Amernican responses to Turgenev (written by Howells, James, and
T S. Perry) confined themselves almost exclusively to quesuons of acstheucs and artisic form to the
exclusion of Turgencv’s profound vision of the social responsibility of the artist. The first reviewer was
alsc 1n some ways the most prescient. S/he saw at the beginning that Turgenev was not only the "anist’s
arust™ but saw tumself as 2 citizen poet w*.s spoke out of the political reahtics of lus time. That vision 1n
Amenca’s cultural/Mliterary understanding of Russia was lost for almost thirty years before 1t was recovered

in the American discovery of Tolstoy.
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Civil War Period to 1870

In the summer of 1863 an appaution appeared tn New York city harbour. at the height of the Amencan
Civil War the Russian Imperial fleet sailed into the port of America’s largest city. Some legend surrounds
this visit. It is said that the Russian govemment was acung in suppont of the Northem cause, at the very
least was there to offer "moral suppon”™ to the abolitionist side.  History shrouds political intent i thus
instance, Russia, herself, was experiencing a Polish insurrecuion at this ume, and she may have ssimply been

secking political allies and open water in the event of esther French or Briush intervention 1n her affarrs,

A young American just graduated from Columbia Law Schoo!, a man of real bicrary and future
diplomatic ability, made the acquaintance of several officers of the Russian flagship. His name was Eugene
Schuyler, and he felt an immediate kinshup with the Russians. We arc told by lus relanve, Evelyn, in the
introducticn to Schuyler’s memoire that the opportunty to leam a new language was (oo greal to be resisted
{(Memoirs 20). Schuyler became the pupit of a priest in the Greek Orthodox Church and proved humnself a
remarkable student—so remarkable, in fact, that within three years he was able (o translate Ivan Turgenev's
great novel Fathers and Sons (1861) into English. The book was published 1n 1867, the same year Schuyler
became American consul at Moscow, and the translation became a fandmark event in the Amesican response
to Russian literature. it was, in fact, the first complete Enghsh translaton of 2 major novel by a Russian
writer. By the time hic had completed work on Fathers and Sons, Schuyler had already made contact with
the novelist himself, and Turgensv had blessed Schuyler’s undertaking.  Schuyler was in many ways a
remarkable man, onc of those bearers of cultural sanity who happily appear at moments in lustory which
otherwise seem in many respects inimucal 10 imagnaive undesstanding between nauons. Asked o cdit a
wranslzation of the Kalevala, that saga of Europe®s far North, Schuyler taught humself the Finmish language
(Memoirs 20), in later years he went on to a distinguished carcer 1n Slavic diplomacy and was recognized

as an authority on Russian affays. In 1867, on hus way to his Moscow post, Schuyler stopped in Baden 10
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meet personally with Turgenev, and the wnter gave hum a letver of entrée to the house of Pnince Odorevsky,
the last surviving member of the descendants of Runk. Into ttus house Schuyler was welcomed due to lus
connecuon with Turgenev, and it was here that he first met Leo Tolstoy (Memoirs 208). A first meeting
tumed into an acquaintanceshup, and this turned into 2 warm and lasung friendshup. (Schuyler was uiso the
first Amernican 10 transtate a ficuonal work by Tolstoy. The Cossacks was pubhished in Amenca in 1878).
Years later Schuyler wrote an impontant carly essay 1n English on Tolstoy, the man and the artist. "Count
Leo Tolstoy Twenty Years Ago” published in Scribner's magazine in 1889 mtroduced many Amencan
readers to Tolstoy's art and mus ethucal/social vision. And it was that social vision, and only to a lesser
extent the novels, which had such a deep impact on American social thinkers of the 1890s.

Schuyler visited Tolstoy at Yasnaya Polyana several umes (Memoirs 274), and his essay describes
not only the Ife of the estate, but aiso touches upon Tolstoy’s novels (particulasly the background to War
and Peace and the personalities of Anna Karenina), on hus educational theones, as well as on the complex
and volatile rclauonstup whuch existed between Tolstoy and Turgenev, Schuyler is a refreshingly accurate
guide through the Byzanune Iiterary relattonshup which existed between Russia’s two great wnters m the
penod 1860-1880. But Schuyler’s critical work on Tolstoy lies i the future. In July, 1867, as Schuyler
set out for Moscow, a first review of hus translation of Fatrers and Sons appeared in the North American
Review In at least one important respect, ths review set a tone for almost all Amencan criticism of Russian
literature through the 1870s. the reviewer, and editor of the Review, Charles Eliot Norton, saw Turgenev's
acesthetic mastery and chose to concentrate on 1t to the exclusion of Turgenev's social/political themes 1n
the novei (scc Brewster 88 ff), Nihilism, and the new Russian positivists of the 1860s, were not yei terms
or realities 1 the Amenican vocabulary. Just come out of thewr own mmtemal Civil War, men Iike Nornton
and later W. D. Howells, T. S. Perry and Henry James preferred to map the formal, aesthetc temitory of
the new novel which they credited Turgenev with creatng. In the Norion review there 15 a pesiive shymg
away from any recogrution that characters 1n a novel may, like human beings, act as members o1 a politcal

or social group and stll remamn psychologically complex, Perhaps foreshadowing a much later Amencan
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fear of the Russian collective mind, Norton 1s concerned that the desire to portray social (ypes mars (he
development of individual characters in the novel. Nunon recognizes the sousal/psycholugiual clash beiween
fathers and sons—the romanuc dreamers of 1840s and the new men of the 1860s, the suicnufic and social
radicals--but this very struggle between types lessens the novel's mpact, Norton also recognizes that
Fathers and Sons is a novel of 1deas, but he is not interested enough to reflect i the .elavonstup between
those ideas and the state of Russian scciely, or why Turgenev should have wniten a novel 1n which
individual lives are examined in the context of a panicular historical moment, that of Russia in the 1860s,
and the growing radicalizanon of the younger inteiligentsia. Onc s not really surprised by Norton's inability
to follow Turgenev n his exploration of individuals shaped by the poliuval pressures and idevlogies of theur
times. American literary critics of the 1870s were sumply unaware of the long cultural raditon 1n Russia
which demanded "ideas™ and social commutment from its wnters. Turgenev was responding 1o what he
called the "body and pressure of time” (Lowe 82), and what he thought of as 4n artstic responsibility to
explore the vast historical shifts which were beginmng to take place mn us country. Unfortunately, other
Amgrican critics followed Norton in his incomprehension regarding both anusuc and politiwal realiies in
Russia during the fast 25 years of the nincteenth century. In the case of Turgenev, and carly Amencan
criticism, one is left with the unmistakable impression that the critic sumply was not equal 1o the tash of
understanding the complexity and commitment of the writer—thus was the first English translayon of a major
Russian novel received in America.

One must remember that at this stage. in the late 1860s, there was nothing like what Royal
Getmann has described as a Russian "craze™ in America {110).2 Only a select group of writers and critics,
most of them associated with an Eastem establishment, were senously rcading and commenung on
Turgenev. Dut Turgenev had found an audience in the United States. No less than 16 translauons, six of

them books, appear beiween 1867 and 1873 (Brewster 89-90). Smoke 1s translated in 1872, and Rudin finds

? Gettmann's book, Turgenev in England and Amenca (Urbana. Unaversity of lllinois Press, 1941,, 5 sn invaluable source
study for early Amencan hiterary response @ the novels of Turgenev. I have drawn on us hustoncsd research, putiuluiy m
the section of this chapter which deals with the Adantic Morshly group,
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a translator in T. S. Percy by 1873 (he later translated Virgin Soi! n 1877). Even the more popular
magazincs bevanie inercsied i the Slavie mystery. Lippsncort s published "Mumu,” Turgenev’s powerful
story of a deaf and dumb serf (who agan stands for an eatire system which demands deafness and
dumbness, a souiely based on the systemaui subjugatzon of the majonty ot its people), as well as preces by
Pushlun, Gniboycdov (author of ons of Russia’s great satincal dramas. Woe From Wis), and Tolstoy. T
the same magane for May, 1871, A, C. Dillman surveys the known world of Russian Iterature for
Americans. He discovers one element which goes on to become a commonplace for many decades n
American criucism. the Russian wrters are dark and melancholic, they pant lifc in sombre hues, they are
unfanr (o the sunncr aspects of human existence. In much of this cniicism there are the moral remnants
of a New England provincialism. It was an atttude which would adversely affect even Henry James® view
of ihe Russians for many years, even as he leamed from them, and particolarly Turgenev, what the limits
of the new dramauc novel could be. To go back to Dillman’s overview. he s snsure why the removal of
serfdom has not also swept “way ‘he Dlack dog of the Russian psyche. In Pushkmn there 15 a "Byronic
mu anthropy” which 1s typical of the Russian character, and Lermontov, comung stghtly later, suffers even
a greater melancholy. Only Turgenev is an "idealist™ without a trace of the "pu.enucal tendency” which
might "impenl the onginahity of the poctical impression,” and even Turgenev paints a dark prcture of tus
native vountry (Brewster 90). Dilim.n concludes thai there are dark times in Russia, and darker days ahead
populated by ruhilists, "iconoclasts and consy rators” and thewr "detestable doctnines” (91). Like Charles
Eliot Norton earhier, Dillnan fecls the social pressure in Turgenev's novels, but he does not attempt 10
understand its causes, or why Turgeney should occupy himself with such issues. At best he can say that
honest Russian w.iters cannot deal with the beaunful (the true aim of all ideal art) unul the anarchy and
musery of Russian culture 1s overcome, Untii then the true wnter, even againut lus artisic instncts, must
"accuse” the destroyers of civiization. In this separation of “ideal” an from the poliica’ reality of the
sovicty in which the arust lives, Dillman pornts the way (o (he very influenual group of cntics who began

to populate the pages of the Atlantic Monthly through the 1870s.
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The Atlantic Monthly Group

W. D. Howells, T. §. Perry, Henry James

To know what is going on and what is going to go on, onc must look toward Russ1a, the
wrilers of that country make their contemporanies clsewhere look like a very aruficial,
ungenuine lot. , .,

(T. . Perty, letter to John Morse, 1905)

A remarkable group of young men came together at the very beginning of the 1870s a1 the Arlanue Monthly
magazine in Boston; together, out of their discussiors and wnung, they sct a theoreieal agenda for the
novel, which they thems :lves ceuld use. The central members of the group were W. D, Howells, who came
to the magazine from the Midwest in 1866, and by 1871 was tn a posiuon to determine overall editonal
policy; Thomas Sergeant Perry, who becamne the chuef reviewer of foreign books in 1871, and Henry James
who was at the beginning of hus career as criuc and novelist. Deeply read i the ¢ memtal Bteraure,
especially the English didacticism and what was known as French paganism, these young Americans were
not completely comforiable with cither cultural model, and tumed instead to another provin .al, from Russia,
who had already stormed the bastions of literary authonty. Ivan Sergeeviich Turgencv became, at least
through the 1870s, a litcrary Zuide whose practical acsthetic as worked out in novels such as Fathers and
Sons, Virgin Soil, On the Eve, and A Home of the Geniry, became a standard by which these young wiiters
judged their own achievements, and Interature generally (Peterson 8).

Why should a writer such as Turgenev, a Russtar, and known to the group only through indifferent
French and German translations at this ume, have become a central figure in the new realism, or dramate
novel, which was then being formulated? It was true that Turgenev had gonc a long v ay in developing an
authoria! detachment, 2n impersonality, which allowed character to speak and aci for ntself, ind forced the
reader to decide on meaning comung out of the shufung perspecuves of tie novel uself. Bul Turgenev was

3 Dale E. Prierson, mn lus book The Clemens Vision. Poetic Realism in Turgeney and James (Port Wastungion. Kenmkat
Press, 1975), has done valuable histoncal research ;o Amenican cultural reality dunag the; penod,
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not the first io expeniment with these techniques, which were usually associated with a French avam garde.
Onc answer may be that Turgenev provided the young American provincials with a maddle ground between
formal consideration of technique (the coldness and aridity which James was to complain of in the French
wnters whose chsef concem was techmque) and human grounds for ethical judgement in the novel.
However much they moght, like James, seck admttance into the lofty cénacle domunated by Flaubert, these
Americans were never quite comfortahle with its amoralism, shifiing into cynicism,

For the space of five or six years in the nud-1870s the Atlantic group amounted almost 10 a cult
of Turgenev. Perry, who had spent the nud-1860s i Europe immersing himself in contnental literature,
was arguably the best read man in Amenca upon hus retun in 1868, His famihianty with the views of
influcnual European cntics such as Edmond Scherer and Julian Schrudt, who wrote extensively on
Turgenev, led um to place Turgenev i the first rank of living novelists (Peterson 10-12), By 1871, W.
D. Howells appointed Perry chuef reviewer of foreign books for the Atlantic Monhly, and almost
immedsately he began to bring Turgencv's name before a larger American public. By Royal Gettmann's
count, Perry wrote of Turgencv 1n the Arlantic no lass than twelve tmes dunng the penod 1871-77 (44).
But Perry’s championing of Turgenev was not mited to cniucism. mn 1871 tus translauons of Turgenev's
storics "A Correspondence,” and "Faust” were publishied by the Galaxy. Lippincot’s brought out Perry's
translauon of "Mou Mou™ n the same year. Stil later, Perry translated from the French versions of
Turgenev’s Rudin (1873) and Virgin Soi (1877). Perry was the first of the Adantic group 1o make serious
comment on Turgenev’s art, and what he had to say 1n many ways sct the standard for what Howells and
James would say s..on 2ftes. He valued most in Turgenev hus "aruisuc seaiism.” The Russtan was "z realist
in the sense of huding imself™ (Harlow 79) and bnnging forth tus characters, "He always makes us
acquainted with the people by what 1n hife is the only effectual means, by letung us see them face to face,
50 to speak, and not merely telimg us about them” (80). Inna, the heroine of Tusgenev's novel Smoke,
provides an example of this dramatic method of presentauon. "We sec her in dufferent circumstances, and

have to make up our runds oursclves, and 1t ts only later wt the story that a full perception of it [her
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character] begins to dawn on us.” Perry's carliest criucism of Turgenev indicates the puth Howells and
James would take in thewr own expeniments with dramativ presentation of character and himuted point of
view, but after lus translauon of Virgin Soul in 1877 Perry only rarely commented publicly on Russian
Literature. In later ife he became in many respects a private scholar and a very serious one.  His love of
Turgenev, however, and of Russian literature generally, remaimned undumimished  He had tned twive cariser
in his lifc to master the Russian language, but finally in 1905 at sixty ycars of age he made a concerted
sffort. He leamed to read the language within a few years, and in his old age was once again ahead of us
Amencan countrymen rezding wadely i contemporary Russian hiterature. Perry was one of those emgmauy,
and fascinaung figures mn the history of Amencan culture whosc great micllectual and imaginauve power, ,
evident to all who knew lum, never came to full flower. Perhaps the most signal service he performed in
the advancement of American culture was to act as intermnediary between Russian Iiteiature and the grear

talents of his fricnds--W. D, Howells and Henry James.

W. D. Howells

Life showed itself 10 me 1n different colours after I had once read Turgenev, 1t became
more senous, more awful, and with mystical responsibilitzes I had not known before, My
gay American horizons were bathed 1n the vast melancholy of the Slav, patient, agnosuc,
trustful.

(Howells, Literary Passions 170-71)

By riow 1t should be clear that tt., first Amencan responsc (o Russian hiterature was a responsc (o the novels
.nd stonies of ons man--Ivan Turgenev. Looking back on tus carly years as editor of the Atlannc, W. D.
Howells hel<ved that huis "most notable lhterary expenicnce without doubt was the knowledge of
Tourguemef's novels” (Luerary Passions 169). The "otherness™ of Russian hife, as presented by Turgeney,

had a iremendous tmpact on the way in which Howells began to conceive of Amenuan cxperience—an
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expenence which "became more senous, more awful, and with mystical responsibilities {he] . had not
known before.” Howells' response 10 the Russian was really not surpnising given his friendship with T. S.
Perry, that early Amencan translator 2nd champion of Turgenev’s wotks. Howells admitted that he “lived
upon” his fniend’s wide learung and cnucism, that he "had leamed from bum the new and true way of
looking at Interature” (Gettrnann 52). But snlike Perry, and 10 some extent Jamnes as swell, there were at [east
two distunct phases 1o Howells' appreciauon of the Russians. He began, like lus literary friends, admiring
Tusgenev's broad human vision as well as hus technical virtuosity, from Turgenev he learned the potential
for a ruly dramatic novel 1n wiuch character relztions come 1o the fore and the intrusive author 15 less
evident, Of Turgencev, he wrole that the author’s personality, hus moral prejudices, were absent, “the
characters * were frec 10 "work out” their own plots {Literary Passions 170). It was only in the 1880s when
Howells began to read Tolstoy that he began to change fus views regarding Turgenev's pre-cminence. And
1t should be noted that it was not so much Tolstoy the arust but Tolstoy the social and spiritval visionary
who affccted Howells the most. The influence was 5o profound that by the 1890s Howells believed Tolstoy
was the greatest novelist of any age, but Howelis' immersion in Tolstoyan plulosophy came later than hus
mtroduction to Turgencv and wall be dealt with in 2 succeeding secuon of this chapter, through the 1870s
1t was Turgenev who held hus attenuion, and thus for zestheuc as well as moral and social reasons. Royal
Geltmann, i his study of Turgenev’s reception 1n Amenca, has writien that the "underlying purpose” of
Howells" carly cnucism of the Russian was 1o refine “public taste™ and improve the an of ficuon (54).
Geumann argues, and I think convincingly, that Howells® interest 1n Turgenev’s technucal craft stemmed
naturally from an "aintude toward life” (55) which he found 1n the Russian's work., 1€ life, for Howells, was
"more senous, more awful” after he had read Turgeney, at least there was an unflinching examination of
the emoticnal depths of contemporary men and women n the Russian’s pages. As Howells noted in hus
carliest reviews of Turgenev'’s work, this was an ant which was written for "mature readers,” readers who
mght expenence the emouons of Turgenev's characters "without losing thewr self respect”™ (Gettmann 53),

1 was the opposite of so much of contemporary Amencan ficton, which Howells found 10 be escapist both
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in its aestheuc and moral choices. As Royal Getimann writes, Howells "sought t0 close the gap between
literature and life, for he believed the essenual fact about modem hiterature was its fusion with the
expenence and ideals of the common man. Howells feli that in a demoxravy licrature should embrace and
present truthfully all aspects of contemporary life” (55). In Turgenev, Howells found an arust whose formal
aesthetic and atitude to life appealed 1o both the arust and man of social conscience in himself.

But what did Howells, and by extension Tusgenev, expect of the “mature seader” they were wnling
for? The first thing to disappear from Howelis® novels, under the impact of Turgenev's fiction, was the
ommscient author o parrator, the reader was judged competent to evaluate ficuonal charavters and evenls
without the help of overt stage durections from the author. Luterary enderstanding was (o emerge o of the
complexity of relations between characters, and for Howells this aesthetic seemed Jlosest o the actual Inved
conditions of human perception. This view 1s stated most cleasly in My Luerary Passions. Turgenev's
fiction "is 1o the Jast degree dramauc, The persons are sparely described, and briefly accounted foz, and
then they are left 1o transact thewr affair, whatever it s, wath the Ieast posstblc comment or explanation from
the author. The effect flows natwrally from thewr characters, and whea they have donc or said a thing you
conjecture why as uncmngly as you would if they were people whom you knew outside of a book” (170).

In carly Atlanuc essays of 1873 and 1874, Howells describes Turgenev as the "most self-forgetful
of the story-telling tnbe™ (Gettmann 55), or agamn, Turgenev "leaves all comment o the reader. Everytlung
necessary (o the reader’s intelligence should be quietly and artfully supplied, and nothing clse should be
added” (55). All of 1lus reveals the direcuon of Howells” own tmagmative work. be was an arust who had
grown tred of what he called "the deliberate and umperunens moralizing of Thackeray, the Jumss cacgesis
of George Eliot . . . the stage-carpentering . . . of Dickens”™ (Literary Passions 170).

The delicate ability to let character reveal itself withun the context of ficuonal relaions was, for
Howells, a mask of Turgenev's acsthetic and human soplusticauon.  He reahzed that the Russian s suope
was narrow, "the narowest great novelist . . . that cver hived, dealing nearly always with small groups,

1solated and analyzed in the most Amencan fashion” (Gettmann 59;. But out of thai very namowness came
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Turgenev s strength. a mote intense portrayal of human characies, and of relations between men and wortnen,
reahties which Howells humself was attempting to translate to American fictional experience.

In 2 small srony of literary hustory, perhaps we can leamn more specifically what Howells took from
Turgenev by examunung what Turgznev hiked about the Amencan’s ficuon—-beczuss Tergenev was reading
Howells" work from about 1876 on (Henry James came to know Turgenev soon afier he moved 10 Pans in
1875, and James gave the Russian “master” several of Howells' novels). Turgensv actually wrote 10
Howelis saying. “I have spent the mght reading A Chance Acquatnsance, and now I shouid like to visit the
country where there 2re young guls like the heroine™ (Rudolph and Clara Kurk 80). Turgenev never did visit
Amenca, although he assured James he was deeply interested 1 the democracy where hie bocks weee so
weil recerved. But Turgeney was interested in the herome of Howells® novel, A Chance Acguainiance--Kilty
Eihson. In Howells' portrayal of the young Amencan woman, Turgenev read a tale whuch r flected one
of tus own central preoccupations as a novelist, the emergence of a female conscicusness which was not
isolated in tself but through its vitulity questioned the basis for male values as well. Thus shift in pourt of
view away [rom the dermnant public 2ttitudes of the male toward the mner psychology of the feminne 15
one of the hallmarks, and great acluevements, of Turgenev’s fiction, 2nd we witness the same general stuft
mn Howells® novels from the mud-1870s on. However much Turgenev's technical brilisance and "dramanc®
method may have affected Howells® own prectice as 2 novehist, 1t was the discovery of 2 new type of female
character 1n the Russian’s pages which ultimately influenced fum most. Throughout the 1870s and 80s, 2
senes of youthful American women domunate Howells® vovels. Kitty Eliisen 1in A Chance Acquairiance,
Flonda Vervain in A Foregone Conclusion, and Marcia Gaylord in A Modera Insiance, and these young
women bear 2 marked resemblance to (he young herones of Tusgenev's ficuon-Natalie, Lisa, Elena-—all
of them deeply engaged in the discovery of hfe, questioning the relavonshups which exisi betweer. men and
women, and grounded by an inner generosity of spiit. In the works of both novelists the women are
complex, adnurable, 26d tmperfect beings, who often make thewr male counterparts seem pale and undecided

it companson. Thus paltern emerges most clearly in Turgenev's early novel, Rudin, which has much 1n
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common with Howells* A Foregone Conclusicn® In both works, brlliant but undecided young men, Rudin

and Don Ippolito, fall in love with the female protagonists, Natahe and Flonds, In both works, the
developing relaticnship between the young people is waiched over by worldly, and hughly atractve, mothers
who deny their daughiers the sensual knowledge they themselves ageady possess. In both works, the young
women attempt to belp the men recognize, and overcome, the self-divasion in therr own natures. Natalie
argues passionately that Rudin can translate us grand ideals into pracucal action, while Flonda tnes to
coavince Don Ip- “ito to give up the priesthood for his true calling, which is scientific. In both wotks, the
men fzil in the high estimate the women have of them; Nawalie and Flonda recover from thew miense
relationships, tut Rudin and Don Ippolito remain wrapped and wandenng waithwn the labynnth of scif.
Alihough a wide cultural continent lies between the characters of Flonda Yervamn and Natalie Michaclovna,
they 2re both representative of 2 new (ype of young woman in ficton, not just 2 love tterest, but 2
complex, thinking creature of real moral force who often possesses more interest, and slumaicly more depth,
than her male counterpars.

As late as 1882, when Howells® A Mocern Instance was published, he was sull fashionng the
postrait of the new American womlan, a portrait which was based 10 large measure on the Russian hesoines
found in Turgenev's novels. At the same time that Henry James. under the influznce of the Russtan novel,
was giving the world his own Ponrait of A Lady, Howells was crezung a darkes portrait mn the person of
Marcia Gaylord, 2 woman who risks much for passioo, and for men, and finds herself trapped n a
downward spiral of moral dz:erioranon. Howells spoke truly when he adrauited that ife sevealed stself “in
different colours,” that it became "more serious, more awful” after be had read Tusgenev., What he found
in the Russian’s pages was a tzle of human character and of passion, espeaually as it revealed atsell in the

relations between men 2nd women.  As Howells worked through hus own creatsve potential, he drew on a

¢ Hewells firm reviewed Ricdin, commenting on the rmpresson made by female characters, o e Septembes, 1873, tsaue
of the Atlgnric. Less than a year lates, he began writing A Foregone Conclunion, whch porzeys & suular love tnangle
begween mcther, daughter 1ad wnexpected Jover, The mmpact of lus first resding of Rudin stayed wath Howells o the end of
kis Efs. Commenting oo “Recent Russian Fiction” 1 1912 with T. 5. Perry, Howells remembered the Russuan novel "o one
of the most interesting books { ever read”™ (Rudobph and Clara Kirk 81).
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feoumne constiousness which uself was pant of a Russian “otherness.”™  Paradoxically, Howells®
idenuficauon mth Tusgenev was 2lso 21 identufication with the fermnine i humself. The Russian’s prior
achuevement gave permussion for that “other™ veice to emerge tn Amencan ficuon written by men. In
creaung a space for the fermunune, Turgeney was not Howells' only gwde (2 good case can be made fer the
ferule counter-influcnce James and Howells had on each other), but at a criical stage in Howells® caseer
when he was atlempting z more subtle renditzon of mner humazn geography, be followed m a terrain already

charted by the Russian.

Henry James

Henry Jamss went 10 Europe and read Turgenev, W. D. Howells stayed at home and read
Henry James,

George Moote, Cornfestions of A Young Man

Although James began reading Turgensy in French and Germoan transiation years before Howells could have
been aware of the Russian (Perry and James were stll teenagass vacaiomng wath thewr famulies in Newport
when they first came across Turgenev's stories wn the Revie des Dezux Mondes), he did not write a major
cnical prece on Turgenev until 1874, 2 year aiter Howells had reviewed Turgenev’s work tn the Asfaniic.
Although James® first long critscal essay on Turgenev came late, the review 38 unquestionably the single
most mfluenual assessment n establishng Turgenev’s Amencan reputation, and it mmmed:2tely hinked
James® name and arusuc pracuce with Turgenev’s. (In fact, more than one English jeunal of the penod
disparaged James” slavish ymstation of Turgenev's method. Blackwoods, for instance, remarked that James®
Confidence resembied Turgenev’s Smoke in much the same way "as a reflecuon in the water . . . does of
the cbject reflecied,” whike the Saturday Keview arguesd "that as good as some of James's work was, 1t was

100 often a lifeless imitatioo of Turgenev” [Geltmann 74]).
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James wrote several other essays on Turgeney (among them a review of Virgin Soil in 1877 whuch
tkrows much light on James® own ambitions in writing The Princess Casamassima (1886) and later a long
and profoundly moving eulogy on Tusgenev’s death (1884), but none of these essays sheds as much ight
on Turgenev (or James) the amist as the fisst.  Purpenting o be a review of German transtanons of The
Torrents of Spring and A Lear of the Sieppes, the essay actually ranges through Turgenev’s eaure oeuvre
to 1824: Rudin (1853), a study of "moras failure™ (French Poets and Novchsts 284), that mest interesung
of subjects which f2scinated James through his entire career, A Nest of the Noblefolk 1858), Helene, ot On
the Eve (1859), which James singles out as the authos’s greatest tnumph commungling “realism and
idcalism™ (28S), Spring Torrents, Turgenev’s classic exploraton of the fatal woman, Smoke, which James
felt lacked the "underlying sweetness of most of its compamons” (296), Fatkers and Sons, Turgenev’s great
portrait of generational conflict; and A Sportsman’s Notebook (1852), the story cycle which James
recognized as a perfect mamage of political awareness and arustic principle—the arusi’s response 10 the
social reality of his Eme.

1 many ways, as one reads through James® judgements i this essay, one reafizes that a self-portrait
is beginning to emerge--that onc young artist of majoc ambetions 1s projevting his own poienual lierary
identity cato the figure of 2noiber artist of major achievement. Turgenev 13 made (o speak in the voice of
young Henry James, his story becomes James® story at one remove, an 2t of hierary and figural hubeis
which docs not provoke anxiely because the contents of personal namrative have been projsiied caio the
other. We are told of Turgeaev that it is the Russian theme he depicts, a Russian type which “perplexes,
fascinates, inspires him. His works savour strongly of hus nauve soil, ike those of afl greal novelists, and
give oae who has read them all a strange sens. of having had a prolonged expenence of Russia, We seem
10 have travelled there in dreams, 10 have dweli there tn 2nother state of being” (French Poets 2805 And
then, significantly, he adds. "M. Turgénieff gives us 2 peculiar sense of being out of harmony with hus
native }and—of his having what one may call & poct’s quarrel with it. He 1oves the old, and he 15 unable

to see where the new 1s drifting. Amenican readers will pecubsarly appreciate tus state of nund, o they had
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a nanve novelist of 2 large patiern, it would probably be, in a degree, his own” (280). Here we have 2
rather naked expression of the young Henry James' own dreams, frustrations and fears. He, 00, is out of
harmony with i nauve lznd, and within a year will move permanently to Evrope in a decssion very similar
to Turgeney s own, he too loves the old and 15 disturbed by the dnft of the new, ke too has a poet’s quarrel,
an cndless fascinauon with an Amenica he retreats from, the land of his dreams which he takes us to
constanily s the Amencan provinc:al in Europe, the collision between old and new. It is James, too, who
has alrcady dissovered within himself the potential for a “large paitem” of consciousness and expression
growing ous of a similar cultural tensics he discovered in Tusgeney.

And this attitude, or more neasly cultural sclf-discovery, is bome out by James® analysis of
Turgenev's great novel of gencrational conflict, Fathers and Sons (1861). James begins by noting the
paraliels between Russian and Amencan culture in the mid-ninsteenth century. ™. . . Russian society, like
our own, is In a process of formation, the Russian character is in solution, in 4 sea of change .. ", a mixture
of "old Iimutaions® and "new preiensions” (281). Ard then James moves from individual character to an
analysis of a "larger batte™ of which individuals 2re bt the shadowy symbols. Ths 1s "the batle of the
cld and the new, the past and the future, he tdeas that amve with the 1deas that inger” (206-97). Reflecting
on Turgenev s histoncal melancholy, and perhaps hus own, he says, "half the ragedics in human hislory are
bome of thus condlice, and in all that poets and philosophers tell us of 11, the clearest fact 1s still ats pespetual
ncvessity.” Both zuthoss came back to this theme constantly. _Turgenev most paricularly in his portrayal
of generauons and dic passage of umc whih constantly places the living present i the past, and James with
his life fong meditation on European culture and Amcrican seif-creation,

In the namratnve of personat hierary ongmns which he is constructing, James 1ells, and justifics, his
own Amerivan story through the cxpenence of (he Russian other. Turgeney is a2 man disappointed “in the
land which 1 dear o hum” (315). He clings to "the o!¢ Muscovite vartues” which are already fading into
the dimness of "radinon”. The Russian provincial is “clever” 2nd “ambstious,” but be cannot digest all of

Ecropean mtclicdtual radinon a1 a single situng., James describes the social confustor: of a marginal society
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in rapid ransition. "The fzrmentation of socral change has thrown to the surface 1 Russia a deluge of
hollow pretensions and vicious presumnptions, amid which the love cither of old virtues or of new
achievements finds very litle gratification™ (316). Thus 1s the kand of society which produces superfluous
men, and even worse those who “flounder” happily 1n confusion and waste, toying with the latest inicllsctual
trends (316) Turgenev’s Russia here 2c1s as a palimpsest for the Amenica James lumselfl was atiempung
to understand and escapz from at the same time, an Amenca which bz much later descnbed as providing
only "the freedom to grow vp blighted . . . for the smaller fry of future generauons™ (American Scene 137),

From this brief scciological analysis of Turgenev’s work, James moves to a plulosophuc level which
reveals much of the wellspring of James® own art. Offered at one remove through the figure of Turgeney,
James gives his own ideal intellectual self-poirait, answering a quesuon he had askeg carhier, “what, m the
last analysis, is . . . [a man"s] philosophy?” (309). James® answer, self revealing as it 1s, deserves to be
quoted 21 length:

{Tusgenev’s] sadness has its element of error, but it also has its lazrger element of wisdom. Lafe s,

in fact, 2 battle. . . . Evil is insolent and strong: beauty, enchanung but rare, goodness, very apt
to be weak; folly, very apt to be defiant, wickedness, 1o carry the day; . . . But the world, as it
stands, is no illusion, no phantasm, no evit dream of a night; we wake up to it agan for ever and
ever; we can neither forget it nor deny it nor dispense with it. We can welcome experience as 1t
comes, and give it what it demands, in exchange for something which it is idle to pause to call
much or little, so long as it contributes to swell the volume of consciousness. (318-19)
In 2 world of mingled "pain® and "delight™ there is one “rule, which tids us learn to will 2nd seck to
understand.” Turgenev has been an eminent representative of tus exacung standasd—oflenng "no meager
account of life,” but doing “justice 10 1ts infinite vanety.” Turgenev s standands, bicre, arc cvidenily Jamces’
own, and he is telling the reader that the new novel which Turgenev represents s 2 voyage rather than an
arrival; that if one can speak of morality seriously 12 relauon 1o aesthetc choise, then it must be somchow
related 10 increasing the "volume of [human] consciousness,” (o the artist’s decpest engagement with the
world around him, no maier what the colours or dark hues that world may reveal 10 hum, In s
identification with the Russian other, James 15 projecting lus own imagined literary destiny, He. o, will

offer "no meager account of life®, he, too, is determuned (o create 2 hterature which "contnbutes (o swell



fy

47
the volume of consciousness.”

The 1874 cssay, as well as being an extended allegory of the self, s also James' prelude 1o leaving
America for good, the following year he moved to Pans and became an inumate of Turgenev’s circle. The
year James spent in the French capital, before moving to England, may well have been hus final umversity,
1t was Turgenev who mtreduced lum (o Flaubent, Daudet, the young de Maupassant, and 1t was Turgenev,
oo, who kept lumself separate from what James soon came to view as the cultural chauvinism of the
French. At a cnitical moment in James® own imagmative hfe, Turgenev offcred the iving model of a great
writer whose experience of cultural othemness—between Russia and Europe, sclf and other—was (he
wellspring of hus art. The Russian’s example gave James pemmussion {0 remain 1 Europe and from there
define his own "poet’s quarrel” with the absent other which was his native land. James, oo, formed a
literary identity out of an expenence of cultural othemess, a crossing between native ongins and foreign
shores,

During his lifetime, James retwrned constantly to the image of Turgencv as he attempted to work
out his own namrative of cultural onigins and personal identity. In all, he wrote seven essays on the Russizn,
and of these the most moving and possibly revealing 1s the culogy follosing Turgenev’s death which was
printed in the Addantic Monthly (1884) and later repruited 1 Parnal Portraus. With hus hterary father truly
dead, James was frez (o remember all that he had taken from lum, and the memones are exquusie. the Pans
of Flaubert and the céracle, the free, almost innocent, conversaton of Turgenev from which James alwaye
100k a germ of literary value, the masculine size of thus great white-bearded figure which would have mads
1 “perfectly lawful” for hum to be "brutal,” and yet tus gentleness, even "softness™ which James associated
with men of great reach and strength (Parnial Portraus 295/304), the discussions of Russia—-mlism, social
change—which led James to understand that the “great drama” in Turgenev’s life "was the struggle for a
better state of things in Russta® (322). There are places, James tells us, which he "can think of only in
relation to some occasion on which he [Turgenev] was present” (312). Like the young boy who decades

carlier had a vision of culture and tradition 1n the Galerte & 4ppolon of the Louvre (A Small Boy and Others
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361-64), James goes over in memory all that this Russian had meant 10 him--a hving embodiment of what
culture and art was capable His portrayal of the final mectung with Turgenev takes the form of a work of
art, as James recreates the passionate melancholy and human wony which Turgenev had portrayed i tus
own work. In this stylistic admission of literary inhenitance, James' idenuficauon with Turgenev scems
almost complete But as Turgenev becomes 2 figure in James® own narrative, we begin 10 see just how
complex the relationship is  a delicate balance between idenufication (with 2 person 2nd a tradiuon) and
projection of an imaginative space where James' own literary identity, or voice, may emerge. In "placing”
Turgenev within his narrative of (he literary past, no matter how admured, James 15 at the same ume
asserting his own will to literary authority. This move, which 1s both psychuc and figural, has much n
common with the finai ratio of Harold Bloom's theory of influence. apophrades, ot the retum of the dead.
Bloom refers to this final revisionary ratio as a "metalepsis or transumption,” a trope which reverses carlier
tropes (Poetry and Repression 20). Bloom argues that apophrades 1s always a balance between introjecuon
(or identifi~ation) and projection (or casting out the forbidden). What the poet introjects is the precursor's
earliness or priority, what he projects is his own "affliction of belatedness.”

Most particularly, as it applies fo Jame:® final remembrance of Turgenev, in the retumn of the dead
the living writer "virtually tumns his precursor into a ‘character’ in the later poet’s own work, mvenung for
himszIf 2 manageable tradition” (Rowe 53). For Bloom the poet's defense mechamsms are never simple,
the praise which one writer heaps on an important precursor 15 a measure of psychic control over an
overburdening past, and is a way of moving to an open place for arisie expression which 1s not yet
occupied by the dead poet.

We sce, as James concludes his eulogy, how in fact Turgencv becomes a "figure” 1n James' own
artistic retelling. like characiers in the Russian’s rovels, they had been visiung at Turgenev's villa in
Bougival, above the tree line stretches the vilia at Marly, Turgenev has been very all bul hay recovereu
slightly (Partial Poriraits 321). It is November, 1882, and James sharcs Turgenev's carriage as they drive

into Paris together. For one-and-a-half hours Turgenc: amost reaches the uld magic, his conversation s
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Lalllamt. Tb , reach the city, a1d James alights on the boulevard exterieur, they are to go in dufferent
directions. James concludes. T bade lum goodbye at the camiage window, and never saw hum agaui. There
was & kind of fair gomng on, near b', m the Jhill November air, beneath the denuded hittle trecs of the
Boulevard, and a Punch and Judy show, from which nasal sounds proz-eded” (321 22). As Turgenev the
pcrson disappears into luerary mythology, he is linked forever in James™ mind wiln a prece of nbald folk
an takeng place on the woulevard. The Punch and Judy Jhow becomes, in James' reteliing, an alle, ay for
the fate of buman characters generally, thewr masks ironic and .npenetrable, the:r sipmificance obscure, the
drama continuing as everung closes in, Both James and the dying Turgenev are impl:cated in tins drama,
i 1s the "infimte varicty” out of which each nas attempted to create a formal narrauve coherence. If in hus
final remembrance of Turgenev, James has projecied a figural space for hus own will to narrative authonity
he has also reached a duficult identification with the tracinsa both men helped to shape,

James® 1884 culogy to Turgenev reveals just how complex was his response, both psychically and
figurally, to the Russiar’s  ~igmative world. Turgenev, the Russian provincial who conquered the
Europeai literary worla, -d Jame. wnn an acsthetc for the dramatic novel, a cultural perspective on
his argument with American society, and a stance in re'auon 1o the femunine in hus own nat - 2. All of these
things J.mes intemalized and transforred 1nto a language new to Amencan luerature. The relationsthup
which existed between thus literary father and son 1s central to any understanding of an Amernican literary
identity as it has been shaped against the expenence of Russian ols.mess, In a later chapter we will explore
in depth two specific literary themes- the politics of fesmnine consciousness, and the novel as social cnitique-
-which hink James so closely tc Turgency. For now, we tum to a shightly later peniod in the Amencan

literary response to Russia.
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The Russian Craze 1885.1900

I had reached the powmnt through my acquaintance with Tolstoy where I was smpanent
cven of the anifice that hid itself,

W. D. Howells explaining why he now thought

Tolstoy a greater wniter than Turgenev
(My Literary Passions, 172)

For about fifteen years, roughiy 1885 to 1900, there was a remarkable discovery of Russian hnteraiure and
culture in Amenica  Turgenev had opeaed a .ulteral door through wiich a flood of Russian wnters and
artists were (0 follow The first to come through that door, and 11 many ways the most importam snflucnce
on American ideas, was Tolstoy.

Just as Americans were beginning to digest Tolstoy’s portrayal of spintual struggle and social
philosophy they made the shocking discovery of Dostoevshy’s inner psychuc world, in 1881, the year ot
Dostocvsky'’s death, just one of his novels had been translated o English, the seanng account of penai
servitude, human degradauon and transcendence someumes translated as Memoirs from ihe House of the
Deaa  This kind of writng, moving as it did in the dream world of the human unconscious and between
the poles ¢~ 2xtreme spurituality and camality, had no parallels in English ficuon. Dostocvsky's reception
in England and Amenica was ¢lectric and controversial--he seemed to create a new human vouabulary, a new
potential for feeling and thinking, fnghtening in its darkness as well as its spintual excess.

At a slighily later date the English speaking world began to read translauons from Chickhov and
Gorky, there was a renewed intercst in Pushkin, Russic's national poet, and {or more spevialized tastes cven
lesser known wrilers such _, Saltykov-Schedrin, Ostrovsky, Goncharov, Lermontoy, and Leskov were being
discussed (Brewster 129). Overall, the period 1885- 1890 marks a first flowening of wider Amenivan interest
in and understanding of Russian .terary culture. Royal Gettmann in hus study of Turgencv's reception m

America, remarks Uit "American waterest in things Russian was 5o intense and wadespread {duning this
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penod] that .i calls for the term craze” (110). There 1s much 1o support thus pomnt of view. A tloos of

translations began in the oud-1880s. Prior to 1885, for exampic, only one of Tolstoy s novelr “ad been
translated into English, once again it was Lugene Schuyler who led the way wath hus ranslatien of Tolstoy's
The Corsacks in 1878. By 1889, however, the ude had begun w urn. Sixteen different works by Tolstoy
had buen transtated in America in a five year inie val (Brewsier 110). In 1886 alone there were translations
from four works of Tolswoy, two of Gogol, and on¢ of Dostoevsky (Gettmann .1). Bul Amencan interest
in Russian lteraters was not confined (o translations of S.. vic ficuon. There was a siguficant and widening
cntrcal sesponsc to Russian husiery and cultere duning these years, a response which in many ways powered
a wider public interest in the Iuterature (Gettmann 113). Evidence of this wader interest is provided by the
records of lending Iibrases across the country which were suddenly under much greater pressurc to provide
Russ:an titles (Brewster 110, Geitmann 111-13), Books such as D, Mackenzie Wallace's Russia (1878) and
Alfred Rambaud's History of Russia (1886) went far beyond the boundless sieppes ana ravemng wolves
mentality, and gamned a wide readershup 1n the United States. In 1886 as well, the French critc Melchior
de Vogté, published s landmark criical analysis enutled Le Roman Russe wiuch mcluded essays o
Pushkin, Gogol, Turgenev, Dostoevsky and Tolstoy. Ths study, read widely in its onginal language by
Enghsh and Amencan wniers, had a decp unpact on Westemn views c.cermng Russian hterature, Pnnce
D. 8. Mursky whose later book, The History of Russian Literature, was 10 become as important a landmark,
helieved de Vogté's book had been "the matn landmark of the penetration of Russian hiterature into Westem
Europe™ (Brewster 112-13). Books of literary cnuicism, and thewr power to affect 1deas, may easily be
overestimated by liucrary cnucs, but de Vogti€'s work was a firsi senous altempi to deal exiensively with
living Russtan writers of the nineteenth century. Its ideas had a long hfe and [iliered through the hiterary
circles of V'estem Furope and on o the most respecied Eastern hicrary *oumals in the United States. De
Vogilé's stuly was parscularly illumenaung in relat.on 1o Dostoevshy who was largely an unknown quanuty
in the West, and Tolstoy whosc Araenican reputation was just being estabhished (Getunann 114). It was de

Voglié’s study which gave to the West a parucular view of Dostoevsky which 1n some quarters 1s sull
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current  Dostoevsky represenicd the true "soul” of R ussia, »as an expression of that mysierious spintuality
and camality, brutality and delicacy, which merged at their extreme points.

Isabel Hapgood, who leter gained fame as a trznolater, espeaially of Turgeney, lived for two years
in Russia just as the 1880s came to a clese. She wrote a steady &' vam of arucles on Russian culture for
American journals and collected many of them in Russian Rambles (1895). Her comments i the
introduction 10 that volums have held tue through several decades of EasyWest relauons. She writes.
am told that I must 2buse Russ:a if I wash to be popular o Amenca” (Brewster 126) and goes on 1o slate
that travellers to Russia frequently go drere expecting 1o sec ' er tungs” (127), the Russia of Ivan the
Temnble, rzther than laie minetecenth-century Russia, and because they wash to see a faniasti and bruial
country they ofien see just what they imagine. She argucs that Amenicans mast study the Russian "people
from thewr ovm pomnt of view” rather than from the muindsei of Western instietions and values  Hapgood
understood carly on, it scems, Amenca's propensity o project its own cultural idenuty onto the "other”
which was Russia,

By the 1890s, then, the Amenican public could gain a picture of Russian culture and hiterature which
had moved beyond the first fun.biing attempts to enviston thus land cf ice and wolves, anarchists and
spintual zealots. Russia and its culture had begun to move beyond the “dark conuinent™ where cxplorers
could rerT to ‘Western avilizauon with fantastically mmagined bestiarns. Bul why should this sweeping
nterest i thangs Russian Lave occurred at just this ume in Amencan history? There are 4 few obvious
answers. Turgenev had carlier paved the way for Russians such as Dostocvsky, Tolstoy, and others who
wrole of a land and a people which was sull foreign (0 Western pereeptions.  Then, 1uo, there are the
sustonical analyses whuch in many ways have become Jickés. theories of manifest desuiny, o of the chusen
race—both nauons inhabiung vast undeveloped temitonies and, as Walt Whitman wrgued, sersing great,
undefinable desunies which nught transform the world and mankind. Both were emerging provincial
powers, beginmng to test themselves agamnst the cconomuce and cultusal authunty of Western Europe. Buth

counines had aboliched serfdom and slavery ai aboul the same ttme, but Amciaa vould look at Rassia as
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a politicai road not taken, a social amangement which was "z danger after all escaped” (Matthiessea 26)
In (he U.S. the peniod immediately followng the Civil War was one of rapid, often uncontrolled, social and
cconomic development. The explosive natse of thus development, and confusion over where it all might
lcad 1n the Amencan desuny, caused its own pattern of self-dcubts and "~ visions within the culture of post-
bellum Amenca’® In Russia, however, an opposie social reality emerged. an autocratic regime still
prevemed the kind of social transformation whuch was radically aliening American socisly  As the
nineteenth century moved mto sts last fev. decades, Amencans increasingly became aware that the mass of
Russian scciety was totling  "der a political weight which was the antithesis of their own democratic sision
They knew, too, of the mncreasing dissatisfact:on Russians felt with the conditions of their lives. Much of
this socaa! cniique came from the novelists and poets themselves who traditionally filled a role which
belonged to an intellectual melitgentsia in the West. Withun the autocracy of nineteenth-century Russia,
this intelligentstz had failed 10 coalesce 1 a sigmficant way, and the responsibility for social critique fell
10 the imaginative arusts who became spokespersons for thewr counirymen, who read them both as artists
and as engaged social chronuclers. Pushkin 2nd Lenmontov had wrillen of the superfluous man in their
country, Turgencev had introduced Amencans . de next generation of Russian nihilists who were commiited
to radical change i thetr pohucal and social seiations, Dosioevsky had portrayed the violence which was
welling up 1nside fus country, and Tolsioy explored the profound Russian desise for spiritual renewal and
social justie, Amenca tselfl had emerged out of the crucible of revolution, and Russia seemed 1o be
playing out an snner desuny which would result i cataclysmuc social cuange. Americans watched the first
uphecavals in Russia, the underground movements, the assassmation attempls and the Russo-Turkich conflict,
with the mixed emotons of those who have re-established a workable social order out of their own violent

past.

' For 3 bnef b fescinating snatyss of the relanonship hetween hiterature snd social change in Americs &t this time sce
F. D. Reeve, The White Monk: An Essay Or Melville and Dostoevsky: 118.21.
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There were also miemal social conflicts wathun the United States at thes ume which may well have

contributed to a sense of shared pohiical interests berween the adival elements of both countnes and made
the works of Turgenev, Dostoevsky and Tolstoy more relevant tv 41, Amenvan audience. In 1884 a finanuial
depression tut the United States. Within two years labour unsesi had led to the brink of a general upnsing
of organized workers. Railroad strikes un the spring of 1886 were fullowed by May Day demonstratons
whuch culmmated ia thc Haymarket Rioi (Gettmann :14-15;. Amenca had sts own revolutionary cunrents
to contend with as Manust phulosophy began to make usell felt. It 1s probably not a coincidence that a
number of Tolstoy’s social, ethical and rehigious texts were published in Amenca duning this peniod-books
such as What I Believe, A Confession, What Then Musi We Do, and Church and State. Tolstoy had never
accepted the dialectical maienalism upon which Marxist philosophy 1s based. For Amencans seching i
understand the radical currents within thenr own country, and on an wilemational level, yet urabls to avcept
Marxist theory in pracuce, Tolstoy’s radical pacifism scemed to offer an altemauve social philosophy to the
nsing tde of matenalism and cultvral chauvine;m which Jharactenized one importani aspent of the Amcrivan
national psycke.

For zbout fiftcen years begunning in 1885, there was as one cntic pui 51, a “Tolstoyan cpisode™ in
Aruerican thought (Walsh 51). This episode marks a bricf moment in Amenan cultural hustory when the
1deals of internauonalism, pacifism and social justice were passionately debated as pan of the offivial
national agenda.

Tolstoy’s relationshup to, and influence on, Amer:can cultural history 1s a complicated story. onc
aspect of which s the impact on the wnung and thought of Wilham Dean Howells. Howells had begus,
by reading Turgenev in the 1870s, but by 1884 his friend T. S. Perry had inroduvcd Rim (v the Russian whou
would radically transform not only his view of the novel as 2 document of social realism but also tus
undersianding of Amencan democracy, Through the latter half of the 1880s, Howells wrote a senes of
politcally cngaged novels which depend directly on iy enderstanding of Tols.wyan cthies, hus espousal of

2 transformed human community where "men shall come into their own, unte the nght (o labour and the
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night to enjuy the freits of thewr labour, each one master of himself and scrvant to every other™ (Literary

Passions 183-84). In The Muuster's Charge (1887) Howells traces the life of one Lemuel Barker, 2 inoral
mnnocent who becomes easy prey for the cyrucism and self-interest which powers the modem American city
Only a sympatheic Mumister, Reverend Sewell, saves Barker from destruction: and it is Sewell, reflecting
on the cthical meanung of Lemuel’s existence, who gives a final sermon on the Tolstoyan principle of
“compiicity . "Noman. .. sinned or suffered to himseil 2lone, his esror ard hic pain darkened 2nd afflicted
men who never heard of hus name. If a community was comrupt, if an age was immoral, it was not because
of the vicious, but the vintuous who fancied themselves indufferent spectators”™ (458)  Howells® next novel,
Anne Kilburn (1888), traces the nse into social consciousness of 2 young heiress who inherits her father’s
New England factory. Confronied with labour problems, human greed, and bypocrisy she attempts to further
social justcce and human nghts.  The evolution of Annie Kilbum's consciousness becomes an allegory for
the poientizl evoluucn of 2n entire community toward ethical and political unity Her efforts finaliy are seen
as a farlure, but the novel as 2 whole explores wiat Howells took 10 be Tolstoy’s ceniral ethical teaching’
“He taught me 10 sce iife not 2s a chase of 2 forever impossitle human happiness, but as a field for
erdeavour towards the happiness of the whole human family” (Literary Passions 184).

There were many other prominent Amgerican thinkers who were influenced by Tolstoyan philosophy
and ideals, thew number includes William Jennings Bryan, Theodore Roosevelt, Clarence Darrow, Howard
Crosby, and the proqunent social seformer Jane Addams® Al of these Tolstoyzas were drawn first 10
Tolstoy by a reading of tus ethucal and soctal works and only secondarily by his fiction. And it should be
r:oted that they were not so mach converted 10 Tolstoy’s philosophy 2s confirmed in their own beliels by
1. There was, 1n fact, 2 disungwshied intellectual radison 1in America which had many profound links to
Tolstoy's views. And the influence was not a one way street, Tolstoy was aware of 2nd had read the works
of the Amencan transcendentalists and the aboliuomsts. He counted among his own inteliectuzl mentors

* 1n my portrayal of the Tols:oyan epuode m American thought, 1 em indebted 1o the prior research of Alexender Fodor

“The Acceptence of Leo Tolstoy m the United Stazes.” Research Studies 45, 2 (have, 1977) 73-81, and Herry Wakhe "The
Tolstoym Episode 1 Amencan Thovght™ American Stadies 17. 1 (Spring, 1976) 49-61.
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peopie such as Thoreau and Emerson, Jamnes Russell Lowell, William Ellery Channing and Wali Whitman,

Tolstoy also paid close attention 10 religious groups such as the Unitanans and the Quakers. Many of hus
own ideas concerning a radica! Chnstiamuty siemnmung from a divine clement withun men were remnforued
by transcendentalist beliefs, and he deeply 2dmured Thoreau's independence, hus anarchic inssstene on ihe
nights and responsibiliies of the mdividual, free man, as opposed 1o soural, religious, o poliueal, dogma.
And Tolstoy was a senous and life loag student of antinormuan religious groups, and they altzmpts (v renew
Christian ideals in 2 practical community life.” So st can be said thal Tolstoy lumself was influenced by
ninelcenth-century American idealist cuents. As we move nto the laic 1880 and 18905 and the
emergence of a distinct period of Tolstoyism in Amemcan thought, we have 2 fascinating cxample of the
circular process of culturzl influence a1 work. Many of the first Amencans who were atacted to Taistoy s
philosophy- Howells, and his fnend the Unitznan munister Edward Everen Hale, who formed a Tolstoy Club
at Hazvard which Iater evolved into the Hale House for social setlzment, Bryan, Damtuw, and Jane Addams--
were probably uraware of just how much Tolstoy s rad:cal cntique of society owed (o dics native gadinon,
in Tolstcy, they were reading, 21 onc remove, and refiected back at them through a Russian perspective, U
carlier idealist philosophy of the transcenderial movement. Thus may in part explan why so many
American idealists fell such imumediate kinship with Tolstoyan pnnciples as the mineicenth century neared
its end. There were 2 small number of basic plulosophucal pancipies which held them al! togethes,
consciously or unconsciously. They were. 1. pacifism or non-resistance o aggression (nd linked to dus
2n evolulicnary concept of world peace), 2. an mtemmational outlook rather than a namow cultural
nationalism (the majonty of Amencan Tolstoyans were Jeffersoman i onentaton and viewed theu own
culiure as pant of 2 larger world community, they were open 10 conunental thought and awarc of
intemanonal cultural links), 3. & Jeffersonsan distrust of large government which was related io Tolswoy 5

own anarchism on the subject of powerful poliucal structures (Telswoy had witten w Emcst Crosby n 1894

* As &1 exxple, Tolstoy used the proceeds from b novel Reswrection 15 finanes te emigravon of the Doukhotors,
a pacifist snd commnitangn Christian sect, from Russ:a to North Amenca st the tumn of the present century.
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saying that the Tsar should “divist humself of hus power and give the people the freedom to rule themselves™
(Walsh 65), and he admered the cavil disobedience of Thorezu whuch led 10 hus decision to reject citizenship
in Amenca), and finally, 4. a rejection of capitalism as 2 workable economic ceder (2lthough there was
constderable debaie over what mught replace 11, ranging from Tolstoy’s own prejudice in favour of a land
based commumism, to evolved forms of democratic socilism and anarchistic associations). Al the
Amencans who followed Tolstoy's ideas showed lile interest in Marxism 2s 2 viable altemnative 0
capnahism, i 1s likely that Marx’s dizlectical matenalism coupled with his rejection of spiritual idealism was
as distastefu) to them as 1t was 10 Tolstoy. In terms of social impact in America, Tolstoy"s ideas found their
maost influenual spoxesperson in Wilham Jennungs Bryan. Bryan had travelled 10 Tolstoy’s hiome, Yasnaya
Polyara, :n 1993, and there Tolstoy spoke of the necessity for manual labour in any tnuly bealthy
communmsty and sought to move Bryzan toward a philosophy of complete non-resistance.  Over the next
decade Bryan camie to adopt Talstoy s soctal plulosophy almost completely. By 1909 he drew the following
geo-poliical concluswn from tus reading of Tolstoy. " believe that this nation could stand before the world
today and tell the world that 1t did not believe in war, that it did not believe that it was the right way to
settle dispates, that it had no disputes that 1t was not willing to submit o the judgement of the world”
(Walsh 53). In 1912, when the newly elecied President Weodrow Wilson named Bryan his Secretary of
State, Amenca had as its chuef of foreign policy what one biographer has cailed "a pacifist committed, with
remarkably few reservations, to pon-v:olence 1 dealings between pations™ (Walsh 54).  Bryzn eventually
resigned from office rather than support Amenican aggression following the Lusitania incident, but Harry
Walsh has wnitten that Bryan's "stnvings for peace seem 10 have been genune and unprecedented in the
histosy of American foreign policy™ (54).

Tolstoy’s tmpact, and influence, on Amencan social thought was profound both in its positive and
negative mamfestzuons. Theodore Roosevelt, an carly student of Teistoy’s novels, came 19 stand for
cverything in the national destiny which was opposed to Tolstoy's philosophy of non-resisiani pacifism,

anarchism aad spintual socichsm, By 1885 Roosevell had read La Guerre et La Paix, and be found the
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criticisms of commandzrs, of Napoleon in particular, and war i general, “absurd™ (Lesters 1 103). Through

the 1ate 1880°s, Roosevelt argued against the decadeni qualities of Tolstoy 's wrniting, and ttus was based on
his reading of works such as The Krewszer Sonata (Tolstoy’s indictment of mamage and sexuahily
generally), and What 7 Believe (Tolstoy's radical antinorman tract on the need for sooal and spineal
revolution) all of which went strasght against Roosevelt's theonies of Ameriwan mamfest desuny and raciat
vigour. By 1906 Roosevelt vicswed Tolsioy as a2 man of "discased moral nuture”™ (Letters V 179) whose
persop was a degraded mixture of spiritual idealism and physical excess. Roosevelt saw thar Toistoy's
philosophy of pacifism was a potentizlly powerful influence on Amencan thought and conststuted a entique
of his vision of an Imperial America.

Ip reality, the debate over Tolstoyan ideas between men such as Roosevell and Bryan was a debate
over the vision of two Americas which goes right 1o the foundauon of that country s social mythology. Cn
the one hand there is the country of Jefferson, Emerson, and Thorezu, 2 country based on the individual
conscience Of free men debating the principles of an evolving contract of social conduct. This Amencan
tradition has from its beginnings been 1dealist, even anarchic in its phlosophucal principles, and highly
critical of any form of large povernment or bureaucracy which mught control 2nd sci a nauonal agenda, On
the other hand, to cay the analogy out, there = amother potent Amencan vision, that of the chosen race
which justifies 2 highly structured nationalism, of expansiomsm both on the domeste and inlernational
levels. This belief in an American desuny as ans impenal powes, often associated with leaders such as
Hamilton and Roosevell, has powered nagonal encrgies both i terms of intemnal caprialisue cxpansion and
geo-politics on 2 world scale. The debate over these two versions of Amencan Gesuny 1s not yet over.
although the men of practical power seem to bold sway over the idealists.

None of the other mzjor Russian wiilers of the late 19th century--Gogol, Dostocvsky, Chiekhov,
Gorky--had the social impact that Tolstoy had 1n Amenca, but they were being read and taken sertously as
artists 2nd spokespzrsons for the Russian mund, even if what they sad, and how they said it, was often

misundsrsiood. Wi will conclude this chapter wath 2 bnef Jook at just two of these other Russians.
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Dostoevsky, whose underground men spoke 1o a repressed sclf in the Amenican psyche, and Maum Gorky

whose social ideology questioned the very basis of 2 democratic American identity.

The Other Russians

We must protest 2 _inst the funher introduction of Russian novels [10 America].

(Maurice Francis Egan
Modern Novels and Novelisis, 1888)

In gencral, through the penod lezding up 10 W.W. 1, Amencans were slower than the English in taking up
the new Russians as they appeared i transfabon.  Alithough Dostoevsky’s Memours from the House of the
Dead was translated in 1881 2nd Crime ard Pumishment found an Enghish audsence 1n 1886, The Brothers
Karamasov was translated only ta 1912, by Constance Gamett. Chekhov was not translaied mto English
until 1902, although by the time oo W.W. I there had developed 3 virtual cult of Chekhov i England, its
memberss included Middleton Murry, Kathenne Mansfield, and Virguuz Wooll. Part of an extreme English
fascinanen wath both Dostocvsky and Chekhiov 1 the years 1915-1920 may well be conaecied once agan
with poliucal events Russia becarne Bntamn's ally in W.W. I and this created a renewed tntesest m thungs
Russian. Earlicst Amencan and English responses to the Russians” work can be summed up tn ene word--
incomprehension.  Views of Dostoevsky oscillaied between the moralists” disgust over wis surdid treatment
of violence, sexuality, even spurituahity, and the few early commentators who saw through to the profound,
and painfully won, spiritvality, faith, ard exploration of human dignity which was at the base of
Dostoevsky's descent intc the depths (Wellek, Doszozvsky 308/312/321). Even n a rather lengthy traditon
of Russtan cntscism streichung back to the mud 18405, and the publicatzon of Dostoevsky's first and second

novels Poor Folk aod The Double (1846), there 15 violent dissgreement over the wellsprings of his «t. As
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René Wellek notes, Dostoevsky 15 scen vanously as cither the compassicnate friend of (he wmsulied and

injured or the dreamer of weird dreams, the dissector of sick souls”™ (Dostoevsky 304). Radical cntics as
influential as Belinsky and Pisarey, themselves arguing out of a Russian iradinon which upholds an as soaal
critique, 2s engagement with hustory, rejected Dostoevsky's development towards mysuctsm and faith
beyond Crime and Punishmen: (305). In huis tum toward rehgious meduauon and Stavophilism pohiuvally,
Dostocvsky was scen to run ccuater to the social revolutonary ide in Russta, By 1905, and the first
Russian revolt, Marxist cnitques from Gorky onward attacked Dostocvshy as "Russia’s evil gemus™ 4 308),
a reactionary in questions both religious and political.

Wellek has writien that American critical response to Dostoevsky was hardly existent before W.W.
11, but this statement is not entircly true. In Amenca, Dostoevsky did not develop into a2 cull obyest, nor
did his novels excite the same kind of fevered debzte as they did 10 England, but they were being read and
discussed from the 1880°s on, and n at least one wnter, Sherwood Anderson, the influence of Dostocvshy
was decisive in the cycle of storics he was writing dening the last years of W.W. I. Winesburg, Okio 15 a
gallery of American “grolesques® which in many way. are Anderzon’s response (o the Russian anderground
m=n of Dostoevsky, those people who live in dark munes, thewr lives unexamined or repressed.

T. S Perry was characteristically one of the first Amenican readers to look at Dostoevsky seniowsly,
devoting 2 section of 2 long csszy on "Russian Novels™ in Scribner’'s Magazine (1887) to Dostoevsky.
Always working to ¢lcvate the literary taste of hus countrymen, Perry argues that Russian fiction ts more
serious, more honest and independent, less superficial and conventional, than cutrent Enghsh fivion. The
Englisu novel, Perry wiites, is conceived as if onc were jooking “through the windows of 2 comfortably
warmed and ¢hamingly fumnisbed room,” and readers had become “perfectly famubiar wath the working of
the machinery™ (Muchnic 23). The Russian novel, however, was a diffcrent matter, and here Porry instances
the theme of murder in Dostoevsky, Crime and Pumshment 1s no whodumut, with the discovery of guili
delayed tc the end, rather Dostoevsky takes the reader inside the murderer’s aund from the beginning. One

15 forced to occupy Raskolnikov’s point of view from the instant he concerves of lus aime. Pemry recounts



61
that 1n thus explorauion of inner consvioustess, rage and guili, Raskolnikov 's "agony and fear of detecuon”
makes "one's mouth grow dry wath terrot.” And tus is the new realism whuch the Russians are masters of.
rot a descripuion from the outside, but a direct portrayal of an inner, hived expenence. Writers such as
Dostocvsky had "set their foot on earth, not in an tmaginary region” {23). Always sensitive 10 the Russian
mund, Perry here idenufies with an stherness which forms a pant of lus own psychic consciousness.
Raskolnikov’s rage and guilt ar¢ owned as potentials withsn underground men, whether they be Russian ot
American,

An mdication of the negative impact Dostocvsky was having on an Amencan reading public i the
i880’s 1s given in Maunce Francis Egan’s book Modern Novels and Novelists (1888), the section cn
Dostoevsky 15 wrilien as a primer for those who rcad for moral edification and personal belterment,
Offering humeelf as a guide "to hes young fnends—wandenng in gardens of romance” Egan warns of cernam
"weeds growing among the flowers. . ." (120). Dostocvsky’s gloomy masterpiece Crime and Punishment
"is a book no careful mother could give to her daughters, no prudent father advise lus son to read.”
Foreshadowing z later poliical xenophobia and cultural chauvinusm in re’ation 10 the Russian other, Egan
writes that the Russian 15 "4 godless being™, if he once throws cff the forms and ceremonses of lus "enslaved
rchgon,” ke becomes "matenalistsc and supersutiously athersucal.” In hus role as protector of America’s
moral fibre, Egan concludes with the ninging peal of the censor. ™We must protest agamnst the further
inroduction of Russian novels.” On one level alone Egan understood a great truth about Russian terature,
once mtroduced, it would profoundly influence the way Amernican readers could conceive of themselves in
rclation t0 2 Russian mundscape. It was a hterature which hzd the power (o infect the self with images of
othcmiess, revealing the repressed contents of onc’s own cultural idenuty. Contrary to Egan’s wishes, the
"further introduction” of Russian hterature has conunued 0 infect, and shape, the Amencan mind up (0 the
present time,

The wnungs of critics such 2s T. S. Perry and Maunce Egan give some insight into the ferment

Dostocvsky's work was causing amongst Amencan readers dunng the oud-to-late 1880s. The iitial impact
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of Dostocvsky in America soon lost its oniginal force, however, and after the last translauon by Fredenc
Whishaw in 1888 of a series of Dostoevskhy's works unluding Crime and Punishmens and The Idior) it was
over twenty years before any new works were translaied. And then Constance Gamelt began her
translations of Dostocvsky’s corpus, a labour which extended from 1912 1o 1921,

Up to the penod of W.W. |, cntics and readers of Dostoevsky on both sides of the Atlanuc most
often came (0 his novels with an inutial incomprehenston, which they attempted 1o rectfy with a (0o hasty
resort to known critical formulas  As with many other imporniant artists, the world Dostoevshy created was
2 profoundly disquicting one, a world which people were dimly awarc of already inside themscives, but had
no vocabulary to describe  This reality 1s descnbed convincngly by Angus Bunell and Dorothy Brewsier
in their book Dead Reckonings in Ficuion (1924), especially in ihe chapter "The Myth of Abnormality”,
There the authors argue that with the advent of psychoanalytic theory, characters in The Broihers Karamazov
become more understandable as men than as syinbols, they are neither foreign nor strange. The authors
recognize that there are familics i New England who lead analogous lives 10 the Karamazovs. The only
real difference is that Dostoevsky compressed and speeded up Uk events of ten years intu ¢ much shorter
time frame. When the pressure of life is turned up to this intensiiy. eren’t these “abnormal people,” the
authors ask, "potentially ourselves?” (175). The answer to that thetorical question is, yes, she "abnormai
is often a projection from the underground scif of an identity which cannol be psychially owned.
Dostoevsky was onc of the first Western writers {o recogruze that the double, or "other," was a necessdry
figure which contained traces of the repressed seif. In the argument of this study, Russia isell has dewume
a necessary "other”—an abnormahity which is also a potenual self--in the formauon of Amenican cultural
identity.

This historical chapter will close by Jooking at a Russian writer who dctually came to the Unned
States just after the tum of the century and formed his own views about Amenican Cultural :dentity a5 o
collided with Russian otherness, Maxum Gotky's visil to Amenica in 1906 o rane capatad for the fledghng

Bolshevik revolution is a now famous chapter in Russian/Ameriuan lizrary «nd pulitinzi izlaguns, Bui he
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was known and read prior to this visit. By 1905, the period of the first general ». .« St. Petersburg and
the abortive begmmings of revolution, Americans were ablc to sead not omy Gorky’s Foma Gordeyey
(trunslated hy Isabel Hapgeod and published by the Chautaugua Press m 1902;, but also Three of Ther-

4 ollection of stories which porirayed the rootless young men whe were traversing Russta in the late
mineteerth and carly twenueth centurzes. Amerncan onus vompared these destitute wanderers to the hobos
and tramps of theur own country (Brewster 157-58). Gorky was percetved as a realist i the Russian
tradition. a painter of hfe ¢s it 15 without cxtrancous romanteizang, a wnicr who portrayed both the ugliness
and degradauon of modem Russian life without exaggerauon or comment. Gorky's portraya' of social
nutcasts touhed a vhora .1 Amencan consciousness, particulatly as there was a great symipathy not only
for the gencral sinke of 1905, bui for the revolutionary movement wn general within Russia. The Unned
States iself had becn forged in revoluuon, and the Tsarnst autocracy was mcr~asingly seen as an insutution
which no longer had a legitimate claim (o govern. It was easy enough (o project violencs and revolunon
s coi.cpts as long as they remaned a reality in the nauonal past, or a possibility on Russian soil, This
pomnt of view is expressed by Mark Twain in bus essay "Tne Tsar’s Soldoquy” (North American Review,
1905) in wiuch hie has the Tsar reflect. "We do as we please, we have donc as we pleasc for centunes.
Ovur common trade has been crime, our common pasuime murder, our common beverage blood, the blood
wf - nauon. Upon our heads lie mallions of murders. Yet the pious moralist says ii 15 2 grime (o assassiuate
vy {Brewster 132). The abortive revolution of March, 1905, did not end 1n the Tsar’s death, but in the
blvod of dumonstrators on the cobblestones of the Winter Palace Squar. wmn St Petersburg  Nicholas had
ordered peacelul striders shot at without provocauon, for a ume it seemed as if the autecrzcy of Russia had
cifectively suppressed its people once again. But world and 2 mencan opintoa went aga ast this show of
calculated foice, and there wes a streng fecling 1in support of those who worked for revoluton in ..ussia,

This set the scenc for Gorky 's amval in Amernica in carly Apnl, 1906, at first he was full of lngh hopes and
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great praisc, even wonde:, over Ainencan achievements, but a series of events soon led 10 disenchantment *
Through Gorky, and hus disappointment in Amenica, we are given a rare insight wto a Russian perspective
which sces the Unuted States as the dz k "other” of sts own nauonal identity. ' What we sce 1s a mirror image
of the ransfigurauons and projcctions which Ame icans have so ofien performed on the cnigma of Russia
In the beginming Gorky's amival was heralded  he was 10 attend banquets, meet impcitant iterary artists,
pos..ical leaders, and possibly even gam an audience with then-president Roosevelt (a meeting one wishes
could have taken place, if only for aesthetic reasons). He had hoped o ratse large sums of money from
Amencans sympathetic 10 the Bolshevik causc, but hus public reputatien in Ameiica was destroyed almost
overmght by the one subject aboit which Americans are sull squeamush--sex  Gorky was travelling with
a woman, Mana Andreeva, a successful arust with the Moscow Ant Theatre, who was not his wite
Com,_cuing New York papers pounced on the "scandal,” even though Gorky had hived with Andreeva for
years, and the coup'~ were accepted as cemmon-law man and ~.i¢ 1n Europe and Russia  On this pretext,
the Gorhys were asked io feave therr New Yurk hotel room and were refused enitsy to other rooms  But
there was a pohitical subtext o tus Amencan fascination with bedroom farce, first there were the counter-
revolutionary efforts of the Impenial Russian Embassy in Amernica, which did what it couid to discredit
Gorky’s cause, then, too, there was Gorky's own poliucal radicalism which led him, under the advice of
sympathelic Amerncan communisis, (o sign a telegram of support for str.king Idaho miners who were under
legal indictment, and to openly support radizal labor leaders, Moyer and Haywood, who were then on tnal
for murder.,

The great banquets planned 1 Gorky's honour cvaporated 1nto air as Gorky overnight became a
scapegoat sacnficed to Amencan hystena concerming revolution on us own sotl  Gorky's bitlerness over
hus treatment, couplzd with hus social tdeology, soon bubbled up 1nto some of the most scanng propaganda

against Amenca which has ever been wnitten. Upon Lis amival in New York, Gorky could still project his

' The story of Gorky i * nenca hes been told 10 many places, but perhaps the most complewe account is found in Alayne
P. ..cilly, America in Contemporary Soviet Luerature (New York UP, 1971): 312,
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own dreams for an 1dcal society onto Amencan culture  He wrote. "It is not the great things of your city
thai appeal so much as your people. . .. In thewr attitude 1 sometthung of the spint of America. They stand
erect, ther faces are bught and ... v and free from thz cninging, cowenng looks of people who have bowed
beneath the lash through many generations” (New York American 1), "Look what a country this 1s! Free,
beautfid and happy! Scmeday, perhaps, Russia wall be biessed by the same happiness”™ (The World 6). But
then the scandal broke and soon, for Goray, New York began to seem Itke the tide of lus essay "The City
of the Yellow Devil” in whuch i portrays the city as * ravenous beast whuch swallows up the humi...
potential of its mhabtant,, 21 for the sake of Mammon. A few of the morc graphic passages follow,

From 2afar the city resembles an encrmous jaw with uneven black teeth. 11 breathes clouds
of black smoke into the sky, wheezing hke a glutton suffering from obesity. (Reully 6)

The cluldren are like flowers thrown out of the windows of the houses into the filth of the streets
by some coarse hand. Nounshing their bodies on the greasy fumes of the 1 1ty, they are pale and
yellov., their bluod 15 poisoned, their nerves are imnitated by the omunous shnek of rusty metal, by
the gloomy wail of erslaved lightning.

Can tlese children possibly grow up mnto hea! L.y, courageous ané proud people? (9)

Lonely hule people disappear ike flies, falling into the darkness. (10)

Itis difficuli 1o separaic pe. sonal disappointment from ideology and propaganda in this wnting. In privaic
comrespondence at the ume he was wnung "Yeilow Devil” Gorky sull speaks of an Amenca of
"overwhelming beauty™-"a finlastic country for a man who is able and willing to wosk!™ (Reilly 11}, What
Gorky's wnung does reveal is how far an antist’s sensibilites may lapse when he des ends into a polical
propaganda which is a projecucn of his own national doubis.

Alayne Redlly m tus Jascinaung study of The Image of America in Cc tempora.y Soviet Luerature
ha. wntten that Gerky's "Tae City of the Yellow Devil,” ibough "writien morte than a decade before the
Oc.ober Revoluuon that brought the Sovicts t power, has become (o a large cxient a protoiype, in style and
content, of the Soviel hiterary image of Amenca” (4). But Reilly gocs on o look at the penod of the "thaw”

i Soviet cultural reality 1n the 1960s when arusts gained a lumuied freedom to cnibque then own society

and husteiy. The major portion of Reilly ‘s study 15 devoted 1o Sovizt artists of the 19605 who began (0
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estadish a new view of the "othemess™ of Amenica—wnicers such ay Andrer Voznesenshy, Valenun hataev,
Victor Nekrasov, and Yevgeny Yeviushenko. Reilly’s contention s that these wiess began to influence
the Soviet vision of America m more complex and posiive directions, reading an image of thesr culiure
against the Amencan model Often, Reilly says, these autwors of ihe 1960s have used ther meditauons on
America as a mask 10 both conceal and then reveal soial cntivism and plulusophy witch relates directly
1o Soviel experience. What 1s aclueved, according 1o Reully, 1s a "double exposure,” a reflecuon on the
other which necessarily exposes the self (xii). Reilly's thesis vonuerming Son tet liwerary response 1o Amem.4
1s mentioned because it stands as a reversed "double exposure” to this study. Amcnvdan hicrary respoisc
10 Russia is about Westem wr ois Jooking at Russian hiteraruse and culture, beimng influenved by 11, and
inevitably establishing a clearer vision of thetr own potenuals or identiies as wriiers. And dhes process 1
always a "double exposure,” the influence a two way stzcel.  Rather than project national fears onto the
psychic map of Russia, Amefican writers at the thewr best have used the Russian simage it hieratuse o push
their own cultural images 1n more complex and fruntful directrons. The Cold War mentainy and culiutal
chaavinism, which has characierized sc much of Russiany Amenican cultural relatons, 1 2 sumplificd figural
dialectic based on projected self -doudt and ignorance. The literary relations wluch are most interesung--
James and Turgencyv, Sherwood Anderson and Dostocvsky, Willa Cather and Tolstoy--widen the dralecue
of influence rather than nzmowing it (¢ oae response. In the sccond half of this study we tum 1o diosc
American wrniters who louked most deeply into the muvor of Ressian litcrature and saw figures i a

projected narcative of sclf,
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CHAPTER THREE

James and the Beautiful Genius

Really, umversally, relauons stop nowhere, and the exquisite problem of the artist
15 eternally but 1o draw, by 2 geometry of his ovm, ihe circle within which they shal!
happily appear 10 do so.

(James, Preface to Roderick Hudson)

Morc than any other wniter of is age, perhaps, James knew that the connectedaess or "relations” between
things and people, sdeas and emolions, wese properly speaking endiess, that lus "problem™ 2, an artst was
to devise a formal geometry which gave the illusion of completeness azd boundaries  In many respects
James revogmition of the mmterelaisdness or atertextuality of human consciousness sets the problem for the
modern wiiter on hicrary and cultural influence. As with James, that writer must constantly ask himself
where lterary relauons tegin and end, or at least draw the circle around the points where these relations
appear to end. In atself, thes cuching will depend on a mynad of priog influences which have forced the
critical gaze in a certain direction.

The presem chapler auempts 10 draw 2 tne around the arusuc pracuces of two writers, Henry James
and Ivan Turgenev, to enclose their work wathin a circle which excludes other powerful voices. Wi .t we
gain from tus formal move, as James knew 5o well, 1s focus, coherence, a "made” thing, what we insvitably
lose 13 what Jamgs lost, the larger scene, which drawn wide enough, includes all the influences that made
up Henry James' artisusc Iife. In tracing thus parucular hine of influence on the work of Henry James, we
are not Atlempung to deny the imporntance of many other vorces from the pasi. of George Eliot’s novels
of harzcter and cttueal decision, of the French cénacle with its formal bnlliance, of American forebears

as gnavordable as Hawthomme  Fat now, though, the drawt. circie of Iiterary influence encloses the Russian
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writer who James always thought of as the “beautiful gemus™ ("Preface,” The Portrait of A Lady 6).}

James, kimself, points us along the path we might take: in the preface 10 The Portrait of A Lady
tie sets out 10 recover an image of conversations held long ago with Turgenev conceming the nature of
fictional art. It is no accident that these conversations nccur whete they do; James 15 altempting to explain
the impossibly complex “origin™ of the fictional "germ” which was to become his own portrait of a lady.
James remembers that for Turgenev the "fictive picture . . .. began . . . almost always with the vision of
some person or persons, who hovered before him, soliciting him, as the active or passive figure, inlerestung
him and appealing to him just as they were and by what they were™ (5). From there James recalls Turgency
telling him that one only "had to imagine, to invent and select and piece together the situations most useful
and favourable to the sense of the creatures themselves. . . ." "As for the ongins of one's windblown
germs,” Turgenev concludes, atiempting 10 understand the mystery of the creav»e imagination, “who shall
say . .. where they come from. Isn't all we can say that they come from every quarter of heaven, that they
are there at almost any tum of the road. . .. They ase the breath of Wfc--by which I mean that life, in its
own way, breathes them upon us.” James® identification wilh this pocuc evocation of ongins, and mnfluence
in its widast sense, is very nearly complete. He wriles: "So this beautiful genius. . . . gave me Jugher
warrant than I then seemied to have met for just thag blest habit of one’s own imagination, the trick of
invesling some conceived or encountered individual . . . with the germinal propenty and authority” ("Preface”
6). The foregoing admission of literary influence could not be much clearer, especially as James 1clls us
a few sentences funther on that the germinal force in hus novel 1s "a centain young woman affronting her
destiny” (8). James here is describing his own reading and transformation of carlier work by Turgenev,
especially I will argue, the 1859 novel On the Eve, which James always thought of as the Russian’s

“greatest triumph” (French Poets 286). This was the narrative of Elena, a story which "is all in the portrait

' The Jumes, Turgenev connection has entered inw the oitxal radibon  Among the most mmiportant studies whach link
the rtistic practices of the two wniters sre; Corneclia Kelley's The Early Development of Herry James (Utbans U of lhinois
Press, 1930); Daie Peterson’s The Clement Vision. Poetic Realism in Twrgenev and James (Port Washingion. Kenmukat Press,
1575); and Damel Lerner's “The Influence of Turgenev on Henry Junes,” Slevomse Yearbook 20 (1941): 28-54.
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of the heromne & young zirl of a #lil 5o calmly ardent and intensc thai she needs nothung but opportunty

1o become one of the figures about whom admuning legend clusters™ (286). James' descnpuion of the
Russian Elena is a direct projection of his own portrail of Isabel Archer, which woutd be wnitien seven years
later,

In a comnplex way James® preface 10 The Portrait of A Lady 1s an attempt 10 recover the actual
processes of one mind’s growth under the nfluence of its own discovenes, 0 du what James thought of as
an ultimately impossible, and even "monstrous,” thing. “wnte the husiory of the growth of one’s
imagination™ ("Preface” 8). In lus remembrance of Turgenev, James is wnung a significant chapter m the
“growth” of his own imaginzuon--offenng a potental portrait of self in the figure of the Russian cther. And
it is in the creation of a "centain young woman” about whom admunng legend might clusicr thay James most
cleasly identifies with Turgensv. The femunine represented many things to & writer such as James, an
emerging voice relatively free of the power relations and material determunacies of a male-dominated
marketplace, a personality which attempted (o define siself withun human relauonstups as an end in sself
rather than as 2 meaos to industrial, economue and psychological conquest, centainly as the nussing or
repressed half of a patriarchal official cuiture whuch was rapidly disintegraung in front of James 1maginauve
cyes? James invested “certain young women® with the potenyal for an “otherness® whuch nught stand in
stark contrast to al! he rejected n 2 debased materialistc society controlled by the pnnciple of patnarchy,
As Leon Edel has written, all his life, James harboured withun “the house of the novelist's inner world, the

spirit of a young adult female, worldly wise and cunious, possessing a ireasure of unagsailable virginnty and

? James® The Porirait of A Lady has become an elmast srchetypal rovel 1n the explonation of female personality as 3t
grows into self swarenezs  [a some ways, its fame has blinded readers w Jemes' linked schievement tn novels such as Whar
Maisie Knew and The Awkward Age, beth of which mught be scen 2s pan of 2 trilogy which creates a femumne portrayl at
tuee stages of development Maisie, the child, it confronzed with the sord:d bves end tumless passions which mark the
breakdown of the Victorian age in the [xs: decade of te nmeteenth century. We leave her put as she 5 encermig mito & dim
awarencss of her own sexuabity and its value a5 currency in the edult world; that s, we letve her ot the moment when she
lesves her own chikihood bekind.  If possible, James porrsys a0 even darker spectack in The Awkward Age. Nanda
Brookentham is ninetcen years old, self aware end sclf possessed, and already seen as spodled gouds m the rootless upper class
London socicty which includes her own parents, Only absoluts mtellectual and moral virpiruty 15 marketable m & sociad cocle
which knows itself as hypocntical as well as debased. [sabe] Archer follows her two younger sisters and anknowmgly takes
the next Jogical step- into the calculated masrkeplace whach 1s mamage between Ames. 1n wealth sad Europesn uedition.
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innocence and able to yield 10 the masculine actuve world-scarhing side of James an ever-fresh and
exquisile vision of feminine youth and innocence™ (Treacherous Years 259;. In the expiorauon of a femaic
othemness within himself, James found "warrant” for the “habit of [tus] . . . own mmaginatson” 1n the novals
of Ivan Turgenev  Natalie in Rudin, Lisa in A Home of the Gentry, Elena i On the Eve, Mananne in b ergin
Soil Each of these “young adult” females was charactenized by the fenmunine quaiiues James lumsell wanicd
to exnlore  questing intellect, morat integnty, idealism, passion, and 2 desire to act 1 the world. But
Jaines® inner life is not as simple as the Edel quote seems to imply. The projection of fenunmine otherniess
as the sign of a polential counter-culture s never 2 pnagiple which gains an easy fantasy viciory. For
James, and Turgencv, the feminine remains unplicated in the masculine, both on a personal and polisial
level The feminine potential for a Iife of “othemess™ s textered through and through by gender and cultuse
opposition. The tragedy. when it invariably comes wn both wnters, ts always a ragedy of men and women
together, each defining the other. My argument is that James perceived the beginnings of this dialectic of
gender cultural identity and otherness i the novels of Targeney, and thai he ransformed this nartauve mio
a reading of the political unconscious of tus own umes. We tum now to the two young heromes--Isatxl

in The Portrait of A Ledy and Elena in On the Eve--"about whom admunng legend clusters.”

Figures About Whom Admiring Legend Clusters:
Isabel and Elena

"The ladies will save us,” szid the old man, "that 1s, the best of them will--for 1 make a
difference between them.”

(Mr, Touchett, The Porirait of A Lady)

Near the beginning of The Porirau of A Lady a scerungly frivolous conversauon wnweming women and
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cuiture takes place on the lawns of Gardencoun beiween old Mr. Touchett, Ralph Toucheu 2nd Lerd

Warburton. The young men are joking and Mr. Touchet observes that they “have (o0 many jokes. When
there are no pokes, you have nothung left” {11;. Ralph answers hus father with more humour, sayicg that
“fortunately ™ there are always more jokes. The conversation begins to tzke a more senous tone, though,
when Mr. Touchett 2rgues that the endless jokes of hus son's generanon cover over aksnd of empuness, or
social voud, which may change violently and withcut wamng. He observes that the jokes are not Lmudess,
that “things are getling mere senious.  You young mien will find that out. . .. I am convinced there wall be
great changes, and not all for the better.” Mr. Touchett, speaking for Henry James, 15 descnbing a society
it deching, its youngesr generati . facing toward revolstion and war, “changes™ which are "not all for the
better *  And then the conversauon takes a curious (wm. the young men, Mr. Touchett implits, can no
longer be trusted to define the:r, or their socisty’s, own best inierests, it 1s only the women, and certain
ones, who may be counted on for innes integrity. "They [the women] wall be firm,” says Mr. Touchett,
“they wall not be affected by the social and poliscal changes I just referred 10.” Under the guise of drawany,
room: chatter, James has a more senious purpose. 10 reveal a patnarchal culture which is beginmng to double
back on its own social empuness, a society of raditonal forms which s hustoacally near the pont of
bankrupicy The inheritors of this soc1al hegemony, the young men of Bnitain's anstocracy, no longer have
the will to hold these forms together  As the old social codes begn to unravel, through inertia and apathy,
an undersclass begins ta emerge whose ideals and energies have not yet been sapped because they have been
repressed. These voices begin so speak with the vigour of new found liberauon. It 1s “the ladies {who; will
save us,” says old Mr. Touchett, “that 1s, the best of them will—-for I make 2 &ifference between them™ (12).
Isabel Archer, who appears on the terrace at Gardencourt a few rmunutes [ater, 15 apparenily on: of these
young ladies, her vorce, which becomes Janes® center of consciousness i the novel, heralds poientsatly
profound changes between men and women in society. But har sdeals are broken by a culture which 15 sull
under the public sign of male domunance, Her emrox ts to musjudge, or nuss altogether, the structural power

and underlying form of gender relations in the old culture,
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Fifteen years earlier, in bus novel On the Eve, Turgencv had taken up similar problems concemung
the relations between men and women in a patnarchal culture which was drifung toward revolution. In thay
novel Turgenev examunes the role of the "superfluous man" in Raswia. 1t was Turgenev who first comned
this term in an anempt to understand an enuire autocrauc order in Russia which was beginng 10
disintegrate by the mid-nineteenth century.) Many sensiive members of the Russtan anstocracy were
decply aware of the structusal imbalance of theur socicty and yei were unable (o find any relevami coles fos
their social aspirations. Like the young anstocra!s at the beginning of James™ Porzran, whose rony hides
a profound malaise, these Russians experienced, 100, a lack of respect for insutuuons which were a direct
function of their own class. For Turgenev 2 sigruficant pan of the Inerary equauon which characienzes dic
superfluous man is that he 1s unable 10 sustan relationships with Russian women of tiegnity and passion.
This failed relationship, in a series of Turgenev's novels, is a personal sign of a larger structural funiny
within patriarchal culture. In On the Eve, 1t ts a dilentante arust named Shobus who most clearly arcutates
Turgenev’s concept of the superfluous man in his faled relations with women:
No one is worthy of her [Elena). .. . There is no one, as yel, among us, there 2r¢ no men,
Iook where you will. All are either small fry, or squabblers, petty Hamlets, cannibals, esther
underground gloom and thicket, or bullses, empty triflers, and drumsucks! And there's sull another
sort of man for you. they have studied themselves wath disgraceful minutencss, they are incessantly
feeling the pulse of their every sensation, and reporting 10 themselves. . . . No, of we had any able
men, that young girl, that sensitive soul, would not be leaving us, would not have shipped from us.
. . . Whai does it mean Uvar Ivanoviich? When 1s our tme comng? When shall we bnng forth
men in our land? (231/232-33)
Shubin’s reflectzons on Russta’s superfluous man also subtly reflect on the ways in whilh the idcal female
role is created and finally controlled by male desire.
The perspective of the Russian superfluous man and hus faled relauons with women, standing as
a sign of cultural imbalance in general, influenced James in hus 0wn eation of quesing, sensilve women

from Daisy Miller and Isabel Archer, to Nanda Brookenham and Milly Theale -all of whum arc ulumately

failed by theur weaker male counterparts. Bui the clearest example of this crossing of femmun, vtherness

' For msight tnto the social nd psychological ongins of the superfluous man i R, see Alexanda Herzen, My Past
and Thoughts (vol. 4): 1750-60.
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occurs between Turgenev's On the Eve and James™ The Portrau of A Lady. In his poruait of Elena, a
woman who secks both the nght (0 21 1 a socral world and personal micgnty within pnivate relaionshups,
Turgencv 15 a precussor for James® own meditations on gender, power, and culture.

Al the beginings of both novels we have portraits of young women who are remarkably sumlar.
Elensz is described in the following way:

In the whole of her being, tn the expression of ber face, which was attenuve and somewhat timud,

in her mutable glance, in her smule, which seemed strained, 1n her soft and uneven veice, there was

something nervous, clectnical, somethung tmpulsive and precipitate.--1n a word, something which

could not please everyone, which even repelied some people. (45)

We are told that Elena “had grown up very strangely™ (46) tn her famuly, and that later a govemess had
"imbucd Elena with a taste for reading, but reading alone did not s2usfy the gul, from her chuldhood up,
she had thursted for 2cuivity, for acuve good. the poor, the hungry, the sick, mterested her, disturbed,
tortured her; she saw them in her dreams, . . (@7).

Here 15 Elena’s reflection 1n Isabel of The Portrast of A Lady. “She had a desire to leave the past
behund her, and, as she s21d 16 herself, to begin afresh. Thus desie, mdeed, was not a buth of the present
occaston, 1t was as fanuhar as the sound of rain upon the window. . . . Her imagination was by habit
ndiculously acuve. if the door were not opened to it, 1t jumped out of the window™ (30). Isabel, 100, has
been raised “strangely,” perhaps "not even brought up™ (31) at all--"The depths of tzs young fady’s nature
were 4 very oul-of -the-way place between which and the surface commumcauon was interrupted by a dozen
capncious forces™ (32). And Lke Elena, Isabel 1s often thought bookssh, dufficult, unapproachable, even
though her decpes! desire is to enter into a life of 2ction and accomplishment:

Her reputation of reading a great deal hung about her . . ., 1t was supposed 10 engender difficult

questions, and to kecp the conversation at 3 low temperature. . . . She had a great desire for

knowledge, but she really preferred almost any source cf information to the printed page. .. . She
camed within herself 2 great fund of life, and her decpest enjoyment was to feel the conunuity

between the movements of her own heart and the agitations of the world. (33)

These two lugh-spinted, nervous, wtcllectual girls are 2bout to embark on joumeys which will transform

they hives, Jhasten their antutored imaginations, and reveal them as womnen of moral strength and emouonal
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depth.  Early in each novel both women have intimauons of 2 desuny which goes far beyond accepied
female roles in their cultures. Isabel, reflecting on her relationship to men, thinks. "Deep 1n her soul-nt
was the deepest thing there—lay a belief that if a certain light should dawn, she could give herself
completely " (50) But immediately afterwards she recogmizes that such a reality 1s “10o formudable to
be attractive ™ Isabel chooses for freedom to act in the world rather than giving herself "completely” to a
man in marriage; in choosing independence rather than subservience she appears to break with a donunant
code of romantic female behaviour in her socicty. Her fatal error 1s to believe too casily that in Gilbent
Osmond she has found a man whose cultured soplusucation places him beyond the patniarchal power
structures from which she is attempting to escape. She believes that both her personal integnty and her
ability to act in a larger social world are secure with tlus man who has seenungly renounced the sordid
hypocrisies of the marketplace. Isabel does not recognize until too fate that she «s the bargain i the
marketplace, that Osmond as a male will contro! and limit her freedom as 2 woman in ways that Caspar
Goodwood and Lord Warbunion would never have dreamed of. These two, both rejected as lovers by Isabel,
represent the masculine ideals of power coupled with an outnight acceptance of the code of male protection
and control of the female By novel's end they begin to look almest positive th comparison with Osmond’s
psychological parasitism. Isabel chooses Osmond because he speaks, falsely, to what James called in
another context the "greal thing™ or "sacred terror™ (Awkward Age 183), that "light” 2t the decpest level of
her imagination which tells her that she might be received as an ead n herself, that the mamage selavonship
might be a door opzning into a larger existence rather than become 2 means to social control,

Isabel’s "sacred terror,” her belief in 2 unique desuny of knowledge and freedom--so cruclly
dampened by expericnce—is shared by the experience of Elena Nikolacvna in On the Eve, She, too, at the
beginning of her fictional existence experiences the sturings of a szcred potenuial within herself, 2 potennial
which has no ground in which to fix itself. She is desenbed in the following way:

, she lived her own life, but a lonely life. Her soul bumed and expired aloae, she beat her wangs

like a bird in a cage. . . . Everything around her scemed to her cither senseless or
imcomprehensible, *How can one live without fove? but there is no one to love!’ she thought, and
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fear fell upon her at that thought, at those sensations. . . . Sometimes she Look it into her head that
she wanted something which no one, 1 the whole of Russia, wishes, thinks of. something
powerful, nameless, which she was not able to control, fairly seethed up within her, and demanded
to burst its way out. {(50)
Les  oel, Elena begins by asking a guestion about femunine idenuty which involves the giving of oneself
"co 4y" to 2 man, but she wants somethuing more which 1s not defined by unequal gender roles, no
matter how romanuc. What Elena secks is what Isabel seeks. 7 relauonship with 2 man which is defined
by both personal mnumavy and public freedom. That this human combination is z2n imaginative and practical
mmpossibility in late mncteenth-century socicly is bome out by the wageais of both heroines  Isabel gains
neither love, nor Ireedom (0 act i the world, instead her marmage becomes a "house of darkness™ (396),
and her "unswerving action,” finding no release in the world, becomes almost entirely internal,
psychologized as a phulosophy of renunciation. "All the first steps” of her relationship with Osmond had
been taken "in the purest confidence, and then she had suddenly found the mfinute vista of a multiplied hife
1o be a dark, narrow alley with a dead wall at the end” (391), a descent from "the lugh places of happiness”
o “realms of restncuon and depression” in a "darkened” (392) world. Elena finds Jove for 2 brief time,
but Insaroff is a man marked for death by consumpuon. At the end, without personal love and having given
up her cultural home, Elena becomes a martyr to Insaroff's memory and to the Bulganan insurrection. She
says only. "why thus beauty, this dehightful feeling of hope[?] . .. Can it be that this is only in us, and
outside of us 1s ctenal cold and silence? . .. Can it be that 1t 15 impossible to implose, to bring back
happiness?” (258). For both Isabel and Elena, the socially conditoned model of the sclfless woman
becomes a prison house of wisdom, and James and Turgenev shew us just how difficult it is for these
women to imagine themselves beyond the gender roles of a given historical moment.

But the darkencd world which both heromnes inhabit at novels® ends is not cnurely a world of
passive despair, both arc charactenized by what James, descnibing Elena’s beauty, called "unswerving action”
(French Poets 287), even af 1t 15 an actron of renunciation, For Isabel, too, "suffering was an active

condition, it was not a chull, a stupor, a despair, it was a passion of thought, of speculation, of response to
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every pressure” {(Portrait 392) Elena’s decision to aci, and o renoume the possibshitics of her former life,
15 given in a final letter to her parents tn which she announces her intenuon to serve the revolution in
Bulgana:

I do not know what will become of me, but even after Dnutry's [Insaroff's) death I shall remain

faithful to his memory, to lus hfe’s work. . . . Probably I shall not survive all tiis—so much the

better. I have been brought to the edge of the abyss and must fall tn, Not in vain did Fate unite
us. perhaps I kili.d lum, who knows, now 1t 1s hus turn w draw me - ter hum, I sought happincss--
perchance I shall find death. . . . Forgive me ali the sorrow I have caused you. 1t was against my

will. But why should I retumn to Russia? What 1s there to do in Russ:a? (273)

Elena renounces all claim to a personal hife when she embraces Insaroff's ideal and disappears into Bulgania,
Her final question--"why should I retum to Russia? What  there to do in Russia?"~is ¢choed by Isabel
in her apparent deciston to live in another country, populated by Osmond and her step-daughter Pansy, 1o
reject the possibility of retuming to America and her former Iifc with Caspa Goodwood. Isabel, 100, asks
"what is there 1o do?" 1n a wor'd which offers women the protection of Caspar Goodwoods and demands
that they "do” nothing. Isabel’s choice to return to Osmond and Rome is predicated on a promisc she has
made 1o Pansy ("I won't desert you,” she tells Pansy when she learns of her fear of Osmond [513]) not 1o
leave her alone and defenceless in the hands of her father. On however limited a scale, Isabel has a
responsitality to act in the world, to count agamnst the vodes of a dying cullure, 4 responsibility and frecdom
she would be denied in the world of Goodwoods and Warburtons.

And i one very impostant respect, Isabel goes beyond the self-abnegation which s the only
ficuonal choice left to Elena. It 1s as if James had observed the trap into which Elena had fallen--a religion
of suffering made complete by her inability to imagine any longer a personal lifc--and has swerved away
from this solution in Isabel* Drven to extremuty in her relauonship with Osmond, Isabel, like Elena,

dreams a vision of oblivion. a sweet death which would be "o wease atterly, 1o give it all up and not know

anything more. . ." (516). She almosi succumbs to thus vision, but James offers the shmmest, most

¢ Harold Bloom has charactenzed precusely thus hterary move as clinamen, a swerving away Ifom pnor meaning, a
"cofrective movement . . . which tmplies that ihe precursor poem #eni accirately op o a cerzan poind, but then shuuld have
swerved, precisely in the dircction the new poem takes™ (Anxiety 14),
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amtiguous escape. It 1s an cscape, not yel realized, from patnarchal dominaton wiether subtle and
mampulauve 1n the person of Osmond, or powerful and domunant in Caspar Goodwood  This futare exists
only as a dimly perceived 1doa(l) ta a world whose sucial organization does not yet allow for its expression

She saw herself, in the distant years, still in the 2ttitude of a woman who had her life 1o live, and
these tntmations ¢ 2ntradicied the spint of the present hour. It might be desirable to die, but this
privilege war =idemly to be demed her.  Deep in her soul—deeper than any appelite for
renuncalion--w. the sense Jife would be her business ¢ a 1eag time 10 come. And at moments
there w.as something inspiring, almost exhularaung, in the conviction. It was a proof of strength—it
was a proof that she should some day be happy again. It couldn’t be that she was 10 live only to
suffer. (517}
INear the end of her ficuonal life, though her choices are sharply limsted by the socicly in wluch she lives,
Isabea dreams not of renunciauon and suffering, her present conditions, but 0. ™ture life in w.uch she
reaches toward personal happiiess. Her own thoughts give the lie to these cntical readings w° *~h argue
“that behund the ‘cage’ of Isapel’s mamiage is the cage of her own mind, for she has unconsciously
srtemalized those values of the male world which function to keep her a. imprisoned 2nd unquestioning
vicum” (Fuwler 82). The foregoing 1s a far better reading of Eleua than it is of Isakel, alihough both are
subject to the extreme pressures of a patniarchal society which wants to make them ronform to, and
miternaltee, vs valucs, Both Turgenev and James were acutely awars Jhat in the personal, domestic dramas
which were being piayod out n theur umes, there was also a farger social conflict, a conflict which reached
to the very roots of thewr socicizs. Both wnters | ared "the imagination of disaster™ (Letters o A C
Benson 35), ana m portraymng the unequal struggles between individual men and women, were also
poutraymng imbaianied societies which repressed the potenuial vowces of women and i part because of this
were .nfung toward disaster, That 1s why James has one of his characteis say at the beginning of The
Port,ait of A Lady that women, "the bes, w. them. . .. will sav. .” He is implying that only a <ociety
which begins o listen to its "other” voices, begins 0 value what was - *aken for weakness, hae any
chance of survival. Isabel 15 James' portrait of sme of those other voices, aud if it is not clearly heard 1n

the present 1 may be (hay we should pay greater zttsntion to the coming changes which are imipued by

Hemetta Stackpole in the closing lines of the novel. "Look here .. ," she said, "jas: you wait!" (545).
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While Turgenev ¢ wid only imagine renunciation and oblivion for Elema in her struggle (o find a voics,
James swerved away from this "darkness ending i a blank wall™ and created a character who, even i her
bleakest hour, imagwnes "that life would be her business for a long v 1o come.”

The relations between men and women as a s1gn .. ~uliural health or sichness, was a theme which
held the imaginauons of Turgenev and James to the end  The poliieal reality of uncqual relauons between
the sexes only becomes more explicit in later novels * Normally, though, i 1s Turgenev who 1s scen as the
novelist of social commitment. Works such as Fathers und So.u and v irgin Seul lead us through the Russis
of the 1860s and 70s, with sts nululism and philosoplucal anmarchism, its scienufic positivism, its
rad:calizatton of the  cusants and wankers. ana 1ts drift toward revolution. James wrote just onc novea, The
Princess Casamassima, m whch the explicit mntent was io portray the social/peliuval condions of ns ume.
The novel when published was met with incon.prehension, or was dismussed ¢s that monsirosity, &
acsthetic work masquerading as political critzque, m short a fardure  Several cnitics have poted themat o
parallels betwezn The Princess Casamassima and . gin Soil and have argued fairly convincingly that
Turgenev’s earlier political work 15 the major scurce for James™ novel.* Quite frankly, these older siudics,
while good on source matenal, tell us very little about the ways i which an actual literary encounter
sanctions a later amiter’s efforts {0 possess 1 sumular hiterary/political ierrain. The concluding poruon of tus
chapler will xanunne the ways m which James confronted the political ieality of Turgeney s novel, Virgin
Soil, in imagming his own novel of the pohiical urxonscrous--The Princess Casamessuna. In these later
wotks the reiationship betwesn gender, class, and power has moved from the level of the persunal and

domestic to the .evel of explicitly political relauonships.

$ Jazaes' The Bertoruans 1s a particularly chulling meditzticss on thus theme, as aze the lzte novels The Golden Bowl and
The Wings of the Dove Tusgsnev i the novels Smoke end Sprin, Torrents traces cuingal exhaustion in the perverse relausons
which exis. between men and women.

* Crities who have made this -mnecuon mcluds Danzel Lemer, "The Influenie of Turgensy on Henry James”, W, I,
Tilley, The Backgrourd of The Princess Casamasnima , end Andwny D. Briggs, "Someone Else s Sledge. Further Notes on
Tusgenev's Virgin Soul and Henty Yames's The Princess Casomassima.”
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The Princess Casamassima, Virgin Soil,
and the Political Unconscious

Believe me, no man of real talent eves serves ams other than his own and he finds
sauisfuction in humself alone, .. Only those who can do no better subrmit 10 a given theme
or carry Oul a programme.

(Turgenev, Preface to Collected Works, 15%0)

The condition of that bouy [the English upper class) scems to me to be in many ways very
much the same roticn and collapsible one as that of the French zristocracy before the
revelution--fn.. s clevemess and conversation; or pethaps it's more like the hravy
congested and depraved Roman world upon which the barbarians came down. In England
the Huns and Vandals will have to come up-from the black depths of the (in the pecnle)
enomows misery, though I don’t think the Auila is quite yet found. . ..

(Cames to Charles Eliot Norton, Dec. 6, 1886)

Every senous e der must maks a choice concerming Herry James and the novel of ocie: commitment.
There .x2 two major readings of both the man and hrs 1ater novels. the most commica is of James the
acstheie sving in the rarefied anr of subtle nuance and psy..ological gesture far semoved from the realities
of social praxis, choostng stways flor power and the sustaining slusions of the aristocracy Tlus is the James
of Hugh Kenner's 5 he Pound Era, an arust who exists prior 1o modeimnity, an epigo=: who sym! olizes, in
that book's {irst sentence, the end of a literary epock. "Toward the evening of a gone world, the light of
1 last sumr..r pouring uito a Chiclsca street found and suffused the red waistcoat of Henry James, lord of
decorum, en promenad., exposmg huy Boston racce to he tore of things” (3). But there is another reading,

more difficuli 10 ihe proof, winch figures james as a solitary explorer of social realities and politicat praxis
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mnscnbed 1n the gestures and atutudes of o 4 vidual men and women exisung ai the end of 4 oltural epoch.
Perlaps the first view is casiest to hold, the umage of Jamcs i the mmagined drawing rooms of dx wealthy
and powerful, of the zndless convensauons seermnigly devond of any physical or matersal effet, hus apparenit
rejecuon or the physicabity and dynamism of Amerian demuocracy in favour of a luerarchal ofdes waliure
based on form and tradiwon-all these tungs creai: a recogmzable picture of Henry James, souial
reacuonary. But the other viuw, first put “srward so far as 1 am aware by Lionel Tnlling in lus
groundbreaking essays "Reality in Amenca” (1941/46; and "The Princess Cawsamassima” (1948), tanges
James against he forces of a matenal and socal dynamusin wiuch only mashs a coliural, intellevtual and
emotional void,

In that first essay Tnlling argues that a wniler such as James ¢ s 2t the "bloody crossroads where
pohiuzcs and hierature meet” but that hibesal crities nave wradionally asked  "of what osc, of what avtual
politrcal use, are his gifts and thewr intenuon” (3115 Lven given James "cxuraordingry moral pescepuvencss,”
and the fact that thus perception s related 1o politcs and  cial life, "of what possibie praviical value in vur
world of impending disaster can James's work be?” This questron, Trlling belicves, stems from 4 cuftural
prejudice "that there exists an opposiion belween reality and mind and that enc must enlist onesclfl i the
party of reality” (30)~the typical mteliectual malase of desinng o be in direet contaut with the ubjeets of
contemplauon and social praxis because onc feels onuself to be so far removed from that reality, James
suffers, and I behieve suffers up to the present, under this umphen ofien repressed matenialist idevlugy, 4
percepuon wiuch Tnlling defines 1n the followsng way. "an ain which is marked by perception and
knowledge, although all very well in 1ts way, can never get us through gross dangers and difficultivs” (12).
But for Tnlling, James' "ciectrical qualities of mmnd,” Icad hum to an "authorauve immediacy”™ (14, in
arttstie presentauon of realny, which goes far beyunu the perspective of any single deolugy nu mauds buw
clegant or pragmauc. As with Turgenev in the cpigraph tv this chapter, James poruayal of the individudl
in hustory, bound as he s by poliucal/econom.. reality, beveries an unvonsuivas btau ol seologival tuth,

Both Jamses and Turgenev lived by the acstheti/mora! truth that “only those whu van du nu better suums,
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10 a given theme or «amy oul a programune” {Turgenev, Luerary Reminiscences 91). And both, in theur
pohiucal novels, came under heavy cnucism for thewr refusal to be defined by any one pracucal ideology.
What James offers in a novel such as The Princess Casamassima 15 the immediacy of politcal,
acstheu, and emotional pereption in individual men and women at the end of a cultural epoch, 2 portrant
of what the Marxist cribn Fredrie Jameson has called the "poliical unconscious™ of @ moment in history.
An odd painng, Jamesoa and James {in this case the relanonship between names surely can have no
symboli. resonance,, and certamly James s the last author Jameson mught think of W exemphfy an
cxploration of the "poliical unconscious.” Jameson's concept, though, clarifics just what Tnlling 1s
scarching toward when he speaks of James' "electrical quality of mund.” In lis essay “Marxism and
Histonusm” Jameson atempts 1o andersiand the movement of hustory as a dialectic between what he terms
"{dentity” 2nd "Difference.”” Ideruty is inked to the prevailing social forms and 1deas of an ¢poch which
are fuiiy accepted without question, reality which seems to be beneath the level of ideclogical cnuque.
Difference 1s the hustonical force which ai all times disrupts the supposcd solidity of social idenuiiy, a
"powerful counter image” (44, which in many forms interrogates prevailling social forms. Jameson argues
that in any epoch there wall be "alternative worlds which can never intersect” (45) and gives as cxample the
ideological opposition of a bourgemsie (Idenuty) and a revolutonary prinuple (Difference). Bevause of thus
"omary oppos:ion” of idcological perceptions the wnting of "objecuve” history becomes an impossibility,
no pont of view contains, or atiempts to contan, pomnts of view which are not proper 1o 165 tdeology. Bui
Jameson offers a path out of ideological isolation, and here he comes ve.y close to the world of Henry
James. A truly quesung mund, he says, as it aempls ¢ come i 8 hived “contact wath the past” will
neeessanfy joumey "through the imaginary and through ats ideology,” a Jjourney which tzkes that mind
through the othemess of "some properly poliical unconscious™ (45). Thus last I take to be a fair enucai

analysis of the mmaguned world of James' Princess Casamassuma. ' What James humself refemred to as the

" In my nading of James, Jameson, and the polincsl uncenscaous, I have been mfluenced by Musths Banta's esssy.

"Beyond Post Modemusm, The Sense of Hisior, m The Princess Casamasame,” The Heroy James Review (Wmier 19825 96-

107.
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"grasping imaginauon” creates a realiny i which altemauve worlds and skevlugies begin v aicrau with
equat nghts revealing some properly political unconscious.

Although Tnlling could never have used Jameson's termunology, he really s very good on the
"political unconscious” which James passes through m Prinvess Casamassima  In hus Jassic essay “The
Prinvess Casamassima,” Tnlling focuses on James™ "imaginauon of disaster,” purtraying a mund which is
"starthngly prescient™ in ats understanding of "society as crowds and police, as a ficld of justice and
ijustice, reform and revolution,” 2 mund which conunues to reveal ‘'much about miscry and
duwniroddenness and of what happens when strong and gifted personaliics are put at a hopeless
disadvantage, and about the posstbilities of extreme violenie, and about the sense of gudi and unrcaliy
which may come to members of the upper classes and the strange womplex efforts they make to find
tnnocence and reality, and zbout the conflict between v claums of art and of social duty”—in short the
mntersecung worlds whivh form the poliical unconscious of a "Europe [which) has reached the full of us
ripeness znd is passing over into rottenness™(60-61).

Trlling 1s bralliant (00 vn the "alternauve worlds” of class and ideology which James passes through
in hus cffon ic grasp imagnauvely the repressed haman/poliivdl reality of his ums. “james sepresants the
poor,” Trilling tells us, "as if they had digmty and sntelligence in the same degree as people of the reading
class. More, he assumes this and feels o need o nsist thal it s so. Thus s a grace of spint that we aic
so httte Iikely o understand that we may resent it. . . . That Janes should create poor people so praoud and
inte.irgent as to make it inpossibie for anyoae, even the reader who has paid for the privilege, o
vordescend to them . . . is, onc ventures to guess, an uncxpressed and never-to-be-expressed reason for
finding hum "impotent in matters sociotogical,” We whe arc Iiberdd and progiessive know that the poor are
our equals in every sense except that of being equal to us™ (87-88).

I take the ume to present at length thus scoond view of James, because 1t is one I want 1o contrast
witb Inan Turgerev's own "imagwnation of disaster” in tus Virgin Soid, another novel ot the politieal

unconscious set ai a tme when Tsanst aulocracy is beginmng 0 crumble wader the growing force of
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revoluton, the intersevuion of twe opposing worlds. I menuoned earlier that crts have long seen Virgat
Souf as a pravtiel source for Priness Casamassima. There are an overabundance of themaud and Jharacter
paralicis, perhaps the masi obvious being the relauonshup between the major protzgomsts of the iw no.ls-
Hyavnth Robinson and Neydanov. Both are eapliutly portrayed as divided natures belonging by binh o
both the proletanat and the anstocracy. Hyaunth s the unacknowlzdged offspring of Lord Purvis and a
French mistress, Floreaune Vivier, who murders the Lord after he hay regected both her and his patermiy.
Reflectiag oa the necessity 1o choose between the "tweo mughty forces,” the forves whuch he believes will
500N LOmC « 2 poliacal "death grapple,” (165 Hyacinth foreshadows tus own fate, the wamng forces within
tumscll. “Therc were tmes when he szid ot mught very well be ins fate 10 be divided, w the pomt of tonure,
tv be split open by sympattues that pulled him in dufferent ways, for hadn’t he an extraordinanly mungled
cument in hus bleod™ (165). His 15 a personzity of wamnng ideologies, mtolerable oppositons between
"idenuty” and "difference” which foree him (o hive in “alizemztivs v dds whih can never intersect,” This,
effectively, is Hyacinth's fate leading to the biank wall which 1s his own suicide.

Negdancy s the illegiimate son of Prince G. who has seduced tus daughter’s governess, 2 woman
whao dies on die day of Hepdanov's buth. Nejdaov, as well, fecls two opposed currents flowing fatally in
tus blood, 4 ke Hyavinth attempts to reject his anstocrate hentage n favour of a commaitment o the
people.  And Lke H,azcmna, Nogdanov 1s Lterally tom .0 two by divided loyalues, Jove of an anstocrauc
woman and an on one side and on U« other a failed desire to nght by revoiution the socal imbalanwe he
sees all aound hum, Nepdanov, 100, takes fus owr. hie at the end of (he novel after fi.ding that he has a
place reither in aic world cf tne arwtccracy nor among.t the pecpe. Nejdanov's descniption is a direct
e} fo. Hyawsmh, "Everything abuui hst . betokenced his onigin [of the anstocracy]. His uny ears, hands,
fect, his smali but fin. feaures, deliale skin, wavy hair, hus very votce was pleasant. ... The false position
he hsd bass places o sike culdhood had made hum sensitive and srriiabs  but his natural generosity had
kept lum srom Decomung suspicious and nvstrustful. . . He was passionale and pure-munded, bold and

wrmd at the same ums. ... He had an affecuonate heant, but held umself aloof froin everybody . . . but
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Nepdanov was not born under a lucky star, and did not find hfe an casy matter” (27-28) Nejdanov s secret

and most profound life is that of the artist and man of imaginauon, and Hyaunth as well 15 drawn to the
physical beauty of books and aspires secretly to contnbute somethung of tus own 1o hiczature.  Both are
irresistibly and totally drawn to the beauty of the great world in its archnevture and its are, au k. same ume
they recognize that this very world is built on the blood and suffening of the pows. The hived conradictun
of this world is the "unlucky star” which hangs over both Neydanov and Hyaunth. It becomes an mnternal
condition whose truth destroys both.
We should not be surprised al these sinulanties. James humself had a complex reavtion to Yirgin
Sosl after 1t was published 1n 1877, Almost immedsaiely, he wrote an extended review of the povel in the
Nation. That review can be taken as a detaled outhne for the political novel he would wiite mine years
later, James wntes:
His {Turgenev's] central figure 1s usvally a person in a false positon, gencrally not of his own
making. . . . Such eminently is the case with young Neshdanoff, who 15 the natural son of a
nobleman, not recogrized by hus father’s famuly, and who, dnfung through rntatson and smothered
rage and vague aspiration into the stream of occult radicahism, finds lumsclf fatally fasudious and
sceptical and “aesthetic™--more essentially an anistocrat, in a word, than any of e anstocrats he
has agreed to coaspire against, (Literary Reviews 192-93)
And finally of course the ™agstheuc® young man, venturing to play with revolunon, finds 1t a woarse, ugly,
vulgar, and mercover very crucl thing, the reality makes him deadly sick™ (195). This 1s Hyacinth
Robinson’s career and derruse in mumature, QOther of Turgenev's characters find themselves aansformed
into James® London revolutionanes as well. The fatally beauuful, complex, and finally comupt Pnmess
Casamassuna secems to combine the qualities of the politcally comnutted aud lovely Mananne and the
man:pulauve, self-involved nature of Mme. Sipiagin. Solorun, who James desenbes as “a radial of the
sturdy and practical type, who can bide hus ume™ has a compiex moral rebinth in the figure of Paul
Meniment, perhaps the most crugmauc of all James' creations in Princess Casamassima.

There 15 httle doubt that James depended heavily on the piot and characters of Virgin Soil in

formulating his own novel of idenuty, difference and the poliucal unconscious, out 1l would be 4
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sumplification 10 say that he wholly admired the Russian novel. In the dark mirror which was Turgenev's
novel, James saw a distonied, half-realized smage of a much more complex political unconscious operating
between opposed 1deological systems. In cnvate comespondence he wrote to T. 8 Perry' "The book will
disappoint you, as st did me, 1t has fine tungs i 1t, but I tunk 1 the weakest of his long stories . 1
should not find myself able comciznuously to recommend any American publisher to undertake Tierres
Vierges. It would have no success™ (Tiliey 11-12). In ag trony that James could not be aware of, he was
descnibing his own novel in thus final sentence, which itself achieved nenther cntical nor financial success
In February, 1884, with Turgenev dead just a few months, James began on The Princess
Casamassima. The field was clear for James to begin where the Russizn lefi off 1n the explozation of the
pohiucal unconscious of hus time, to rewntc Tirgenev’s "failed” book so that its unrealized potentials could
be heard 1n James proper voice. James' transfigurauon of Turgenev's poliucal vision closely resembles
a pattern of influence which Bloom has called apophrades, or the return of the dead, in which the later poet
allows the precursor’s voice 1o speak openly tn lus own work "and the uncanny effect is that the new
pocm s aclievemeny makes it seem 1o as, not as though the precursor were writng it, but as though the later
poet lumsell had wniten the precursor’s charactenstic work™ (Anxiery 16). In figural terms James had
performed 2 vast metalepsis or ransumpuon of Turgenev’s novel In order to shew specifically how this
transumption takes pic ., I want to examune two linked characiers from the novels. Solomin and Paul
Munument. Both at first seem to represent a recogiuzable type. the new man of unshakeable fzith and
pracucal mielhigence who comes from the people and embodies therr Iegitimate revoluuonary impulses
Both arc hughly auracuve figures, supremely self-confident and reserved, coafident that they are bomne
torward mevinably by necessary lastoncal forces. Bui while Solomun never becomes anything more than
thus type, crists as it were outside of a propenty pohtical uncenscious, Muniment has depths of motivation
which are as impressive and homnfying as the violence he promotes. Only gradually do we see Muniment
not Just as an opaque surface but as a human being who cxists at the pownt where warnng ideologies meet,

a characie: 1n whom are inscnibed the unconscious forces of his class. The picture of Solomin, while
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impressive, is all of one picce a mechanic 2nd factory manager to Murument's chemst, both practical men,
unafraid to dirty their hands, "he spoke little—so little that one might almost have said he was quue silent.
Solomin did not belicve that the Russian revolution was so near at hand. . .. He looked on from a
distarce as it were, but was sull a comrade by their side. . .. He humsclf belonged fo the people, and fully
realized that the great bulk of them, without whom onc can do nothung, were sull quite mdifferem, thay they
first must be prepared, by quite different means and for enurety different ends than the upper classes” (114).
Solemin in the novel stands oul as a man of principle and practical vision 1 a vast sca of ideological
fantasy and psychological posturing, but for all of this he possesses no depth, no politieal unconscious,
Muniment in the beginning occupies the same structural position. a face marked by "intelhgence
and resolution” and "a kind of joyous moral health, a rugged frame and hands staaned by work. an inner sclf
possession which gave the impression of ‘extraordinary " things in his head, that be was tunking them out
10 he logical end, wherever 12 might land him"™ (206)--someone Uke Solomin who has no use for the
"millennium” but "believe(s] in the democracy” (446;. For Hyacinth, Paul Mumment becomes a touchstone
for manly resolve and political vision, as docs Solomm for Neydanov. And it happens too that the womcen
the two heroes love, Princess Casamassima and Marnianne, both reject therr affections and wem o Sclomin
and Muaiment as men of action and wibreakable resolve. As far as thus goces there s hittle difference
between these two men of the people. Bui James goes beyond the poliical surface in Pasi Mumment, and
he does it through his relations with Hyacinth and Princess Casamassima. Solonun does nothing bui suppon
and care for Nejdanov in his ideological torture, and once Nejdanov has killed himself, Mananne and
Solomin marry Paul Muniment's relationshup to Hyacinth s much darker.  Hyacmnth conccives of
Muniment as his greatest friend and 1. willing to follow lum cven agamnst hiy own insunuts (446), but Paul
always holds somcthing back. it is Mumment who puts Hyacinth forward as an assassin in thoir
revolutionary plot, a role which will lead almost certainly to hus death, 2.4 1t 1s Mumment who faces the
death of his fricnd with what seems a "cheerful stoicism,” an almost brutal disregard whivh Hyaunth never

quite rezlizes is egotistcal indifference, though he docs know that he "could not have detavhed himseil lrum
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personal prejudice 50 effeutually as to pul forward in that way, for the ternblc ‘job,” a hittle chap he hked”
(390).

Gradually another dimension of Pau! Muumeni cmerges, some properly poliucal unconscious which
reveals a potenual for vareernsm and self-advancement under the guise of revoluuon, a person who might
use anyonc—a Pnncess, or a Lady, or a poor bookbinder--to advance his cause. Even Hyacinth comes to
see she mibhlisue gleam which reveals "that «f he [Mumment) had no dlusions about the people who had got
everything into their hands he had as few about those who had egregiously failed to do so” (391).

It 15 Lionel Tnlling again who most succinctly states the collision of two opposed 1dsologiral
systems as they mark (he career of 2 man of the people. "In Paul Mumment & genuine idealism coexists
with a secrel deswre for personal power. It is one of the bnlliances of the novel that lus ambition 1s never
made cxplicit. . .. His natural passion for power must never become exphicit, for 1t 1s one of the beliefs
of our culture that power invalidates moral purpose” ("Casamas..ma” 90). It 1s Rosy Mumment, herself a
brilliant Lnipple, who gets losest (o her brother’s inner complexity when she says. "What my brother really

for—-well, onc of these days, when you know, you'il tell me™ (149).

The poliucal unconscious emerges through the relatons of relatively mnor characters as well.
. erhaps the most ciulling moment in the entire novel occurs just before Hyacinth's suicide when he seeks
out hus fnend and admurer Millicent Henning, In the dress shop where she models he comes, unobserved,
upon Millicent and Captan Sholio, wiule Sholto pretends to be considening a purchase but in reality 1s
emouonally undressing her magnificent form. Millicent displays herself as "admurably sull” (585}, as a
revealed odahisque.  Hyzomth withdraws but not before his eyes meet Captamn Sholto’s. Hyacinth's fast
human connection 1s severed, and i thus patheuc moment we see all at once how a corrupt anstocracy, Now
redu.cd 1o the impotence of sexval voycunsm and connoisscunsm, uses the lower class as a withing, but
unaware (ool, in its collzpse into onanism,

The same deepening of a re,essed poliical consciousness oconss tn James® brilliant depiction of

psyvhologial deveption in Princess Casamassima, a decepton which breaks Hyacinth's heart. Her portrai
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comments directly on the unformed anstocratie idealtsm of Mananne and Oy cultural cymusm
masquerading as hberalism in Mme. Sipragin. The divistons withun the Prinvess  Jharacter encompass and
extend the lunuts of both of her hiterary predecessors. In her youth (porntrayed in Ruderick Hudsun) ihe
Princess had sold herself foi a "utle and a fortunc” and the remamnder of her cxisterxe s spent fuulely
attempung to face up to this fact. In her own novel she sceks the reality of poverty and revolunon as if &
might bnng her personal absoluuon, but she cannot throw off het utle or fortune and her hypourisy and sclf
reflexive angst are palpable in the novel At first it is Hyacinth who she believes wall lead her out of the
wrap of self into ideological reality, and when he becomes too human, 100 real, she projects her fanlasy onto
Paul Muument who 1s caly toc happy to oblige. Trnllng sums up this dark realnty of the pohual
unconscious:
the great trony of her [Princess Casamassima’s) faic 1s that the more passionately she sceks reality,
and the happier she becomes in her belief that she 1s close to it, the further removed she is. . . .
She cannot but mustake the reality, for she behieves it is a thing, a position, a finality, a bedrock.
Ske 1s, 1n short, the very embodiment of the modemn will which masks itself tn virtue, making itself
appear harmiess, the wall that hates itself and finds its manufestauons guilty and s able 10 exist only
if 1t operates n the name of virtue, that despises the vaniety and modulauons of the human story
and longs for an absolute humamty, which 1s but another way of saying a nothingness. (91-92)
Tnlling ends by saying that if "we comprehend . . . the totzhity” of James® vision, "we understand that the
novel 1s an incomparable representztion of the spiritual circumstances of our vivilizauon”, and this 1s truc
because his imaginauon of disaster, lus vision of "ambigunty and crror . . . pnde and beauty” 1s 1empered
by a corresponding "imagmation of love.” In the last decade of the tweniicth century onc van only add that
i The Princess Casamassima James charts the vast fugue of what ideologues “nce called "false
consciousness”™ of lack of "good faith,” in hus ume, and in ours, that lus pohitical vision is a sull not fully
understood explorauon of the explosive, because repressed, poliucal unwonscious of a moment in histury.
Nine years carlicr than Jamnes, another great novelist, Ivan Turgeney, had attempied to wunvey in appropiac
types “the body and pressure of ume” as it was n jate mneteenth-century Russia, the guilty conscicne of

an anstocracy beguwing to reach, for its own repressed reasons, toward the people. Nejydanov and tas

fnends are part of that back-to-the-people movement, but Turgenev's novel, interesung as i s, scems flat
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and schemaue 1 companison (o the reflexive ambiguiues of desire which stream through James® Princess
Casamassima. His 15 a novel of 1declogy lived on the pulse of personality. Before his death, Nejdanov is
pamnfully aware of Maranne s rejection of hus false consciousness and her growing love for Solomin, but
s was a jove which could be understood as inevitable, it heartbrealang  Mananne’s revolutionary idealism
and Sulomun s social pragmausm are sumply meant for one another. This personal rejection and its poliical
tmphications pale m significanie besde the silent betrayal which Hyacinth suffers at the hands of Millicent,
the Princess Casamassima, and finally s other love, Paul Mumment. All become unconscious
manfesiations uf thew «lass and thewr moments in tostory, vibraung o life in the moment when unadmitted
personal destre collides with poliucal reality. Hyacinth, unlike hus literary cousin Nejdanov, dimly perceives
ttus about them, and about humself. He s the least unconscious character in an entire fictional world and
thus 15 bus tragedy. With Hyacinth’s death at the blank wall of a "fatal inrer division,” James' transumption

of Turgency’s story is complete,



CHAPTER FOUR

Willa Cather and the Russians:

"The earth speaks louder than the people”

The great group of Russian novelists who flashed out in the north like a new
constellation at about the middle of the last century did more for the future than they knew.,
They had no benumbing literary traditions behund them. They had a glorious language, new
to literature, but old in human feeling and wisdom and s*“2nng, and they were themsclves
men singularly direct and powerful, with sympathics as wide as humanity. They were all
very big men, physically (of rugged health, with the exception of Dostoevsky,) and had no
need to be continually defending their virility 1n pnnt.  Horse racing and dog racing and

hunting are almost the best of Tolstoy. In Gogol, Turgenev, Lermontov, the earth speaks
louder than the people.

(Willa Cather, Kadio Speech, 1933)

We come and go, but the land is always here. And the people who love 1t and understand
it are the people who own it--for a little while at least,

(Willa Cather, O Pioneers!)

Willa Cather’s growth as a writer has most often been linked 1o Jic mfluence of the French, her teloved
Flaubert, Mérimée and Daudet, and latterly to Henry James (a pemiucious infiucnce?), and by certam fermunist
critics to Sarah Orne Jewett (Kingdom of Ars 37, and O Bricn, Emerging Voice). There 15 a demonstrable
truth to this line of descent; one only has 10 read Cather's comments on style wn her On Writing or The
Kingdom of Art to hear echoces of the French eénacle, or (o look al stones such as “The Namesal.e,” "The
Willing Muse,” “The Profile,” or even Alexander’s Bridge to hear the ingenng voice of Henry James, and
Jewelt's impid, seemingly wiaffecied prosc in The Country of the Pownted Firs ponts the vay to Cather’s
own explorations of the lives and tragedies of simple, country people. But wath tus admatted, there 1s one

other national fiterature which arguably had an even more profound cffect on Cather's 1deas and stylc over
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the course of her entre literary career. I am speaking of the Russians, and in parucular Turgenev and
Tolstoy, who act as the tw n poles of a literary sensibility whuch divides her career into a disunct early sand
late phase.

Just how deep the Russian connection goes is revealed in a remarkable Ietter Cather wooie to H.
L. Mencken in 1922 concemning the genests of her own identity as a writer,! The letter, now housed in the
Enoch Pratt Library, Baltmore, begins with a reflecuon on hiterary  fluence. Cather wonders with some
pain if she has subconsciously been modelling herself on foreign wniters. She nad feu tembly alone in
wnting her first novel, O Pioncers!, it seemed so different than the formula ficuon produced by her
American contemporaries. And then she tells an odd story. she was fourtcen years old, living n Red
Cloud, Nebraska, when by some chance four of Tolsto+ "z novcls came mto her possessior. Anna Karenina,
The Cossacks, "Ivan Ilych™ and "The Kreutzer Sonata™ She read and rere d these works constantly over
the next three years and was indshbly marked by them (she s still not sure that these books have not
defined the way she looks at literature), But thus wnheritance was nol without tts psychic costs—it scemed
to have cut her off from an American tradition, viewed by Amenican artists. She attempted (o throw off the
force of Tolstoy by turning to a long apprentceship with Henry James and Edith Wharton, One of the
results was Alevander's Bridge. But, Cather tells Mencken, betoie this novel was wnilen, she had already
composed a draft of O Pioneers!, a draft which she showed to no one hecause she felt the strangeness of
its perspective made it unacceptable, This was a novel wniten first and foremost out of a decp imaginative
response (o the landscape and country of youth, Cather remembers, and she had no American models for
this itnaginative journey.

Clearly in this letter Cather is awkwardly trying 10 desenbe her own genesss as a writer. The pomnt
of origin 1s Toistoy and a fourteen year old gul who read in the great Russian’s works about 2 fand which

spoke louder than the people. There were many detours, false starts, tn casung about for .o acteplable

' Cather's wall stipulates that direct quotations may not be tzken from her letters. The Mencken Jetter, dated 6 Feb, 1922,
is housed in the Enoch Pratt Library, Baltimore.
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stance, for a tradiion which was undersiandably Amencan, Cather umed to James and Jewett. But this
expenment was 4 falsc one finally--Cather came back agamn (o the strangeness of the notes she had made
for an carlicr novel, O Pioneers!, and i that novel she began to work through the “foreign” lessons of
Tolstoy and Turgency.

Cather’s earhest joumalisuc wnungs n the 1890s confirm the trajectory imphed by her letter to
Mencken. In a Journal asucle dated May 17, 1896, Cather descnbes a Tolstoy who "possessed all the great
secrets of an at once, an yumtable crafl and power vnlimuted” and n was only when he tumed (o ascetictsm
and began to wnte for a "moral purpose” that hus bnihance was dimimshed (Kingdom 378). Turgenev,
Cather discovered dunng her umversity days 1n Lincoln and ranked lum with the "greatest artists.” Cather’s
friend, Ebizabeth Moorhead, remerrbered that i 1905 Cather and Isabelle McClung together "devoured the
novels of Tolstoy, Turgenev, Balzac and Flaubert,” that in the first years of her own literary apprenuceship
Cather was “dceply mmpressed by the great Russian realists”™ (50). That view 1s sharpened even more years
later by Louise Bogan’s recollection that Cather was affected by "the power and breadth of the Russians
even moere than the delicacy and form of the French™ (132).

And it was Cather herself in a letter wrilten in 1924, to a Mr. Miller, who admitted that for her the
twin giants of hiterature m the modem pentod wese Tolstoy and Turgenev—their aristic vistons antithencal
to one another, the power of onc balanced by the stylisuc grace of the other but both supreme withun the
scope of their own strengths? As one begins 1o Jook through the bulk of Cather’s critical comments early
and 1atz mn her career, it becomes clear that she was strongly attracted to the strangeness of the Russian
vision, so fresh and powerful an altemnauve 10 poienual Amenican models. The Russians, parucularly
Tolstoy and Turgenev, arc amongst the things not named at the base of her literary iheritance, but the
dynamucs of these influence relations remaimn very complex for at deast two reasons, First, in Cather we must
begin 10 take account of the enure question of influence =g shaped by gender. We are no longer in the

cntrely male umverse which rules Bloom's theonies of hterary mfluence. A man-to-man relationship

? The letrer to Mr. Miller is housed in the Newberry Library, Chicago.
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becomes 2 woman to-man relauonshup, and second, this crossed gender dynami becomes especially difficul

to understard when the sexual identity of tic writer 1= as complex as was Cather’s. Images of an adolescent
"Willy™ Cather, her hair cut short, and dressed as a young man or soldier, come immediately 10 nund, as
do later mtense female relationships with Lowse Pound and Isabelle McClung. In recent years, femunst
criics and traditonal Cather scholars have debated a: lengtls the quesuon of lesbian idenuty and literary
imagination. Thus kind of debaze always risks a kind of overdetermunation of sexual inclination, as if cven
if we could understand it as a ssmple psychuc given, we could read texts as a function of sexual preference.
Beyord this reducton, it really scems more imnferestng to me to ask quesuons of the dynanmics of human
relations male and female wiich lead to identifiable pattems of expression and tnfluence. A wly nich vein
of theorcucal insight on the issuc of female wmnfluence has ansen over the past 15 years, almost all of it in
opposition to Bloom’s patniarchal, Freudsan theories of oedipal suuggle between lesary generattons, These
writers have i many ways revolutionized the ways we can look a1 tradition, canon formatton and influence
relations.  And a female writer such as Cather, whose sensibility was formed in the jast years of the
nineteenth century, stands in the very muddlc of Cus ficrce debate. Most often these femumist theorists speak
direcdy to a female-to female influence dynamic. Sandra Gilbert and Susan Gubar, in their Madwoman in
the Attic (1979) speak of the woman wniter™s "feclings of alicnauon from malc precursors coupled wath her
need for sisterly precursors and successors, her urgent sense of her need for a female audience ogether with
her fear of the antag.iasm of male readers™ which scparates her from male writers and creates an "anxsety”
of authorshup (50). Arncte Kolodny argues that the "psychodynanucs of Bloom's paradigm renders women
mvisible except as whore/mother Muses to male poets. . . . oth the theory and its result eacise women from
hiesary hustory™ (590). Elizabeth Abel, beginming from the object 1elauons theones of Nancy Chodorow
which examune the cntcal nature of the mother/daughter bond «stabhished at a pre-ocdipal stage, suggests
thzi women wrilers exsst in a “tnadic female pattern”™ in which an agomstic {ocdipal) relation to a2 male
tradivon 1s balanced by a nurtuning pre-oedipal retationshup to a pnmal female ine (434;. Following a

stmilar e of mquuy, Elamne Showalter observes that because women wnters five 1n 2 culture sull
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donunated by malc perspecuves they really must confront iwo tradittons, “If a man’s text . . . is fathered,
then a woman's text is not only mothered bui parented, it confronts both patemnal and maternal precursors
and must deal with the problems and advantages of both hines of inhentance” (203). Betsy Erkkila, in her
important ¢ssay "Dickinson and Rich. Toward a Theory of Female Poetic Influence,” argues that many of
the critics mentioned above remain trapped withun a Freudian nund-set, wittun paradigms or cultural myths
which exclude women's voices (543). In ber view the Demeter-Koré myth, one of "female union,
scparation, retum, and renewal” more adequately explains the mother-daughter creative relationstup (544).
Erkkila belicves that female hterary influence 1s charactenzed by neither an anxiety of influence nor an
anxiety of authorship but "a release from anxicty.” She writes, "Whils the family romance has some of
the same ambivalence as the relationship beiween mothers and daughters, there is a primary sense of
identification and mutuality belween women poets that sets them apart from the more agonistic relationshup
between precurser and ephiebe in the Bloomian model” (545).

As one observes the young Willa Cather sezrching for a usable literary past, one senses that she
is struggling through a female zrtist’s reality described by these later theorists. How else can her long
detour into a Jamesian woxld, against her own instincts and talents, be explained except 2s an assault on one
of the two traditions, and the donr -ant onz, which female wniters inherit only later in her career was Cather
able to find a living female tradition which enabled without threatenung. In Sharon O'Brien’s recent
biography of Cather, she brilliantly argues for the central place of Sarah Ome Jewelt as precursor and
literary mother whose achicvements Cather cid not greet with ambivalence or anxiety but accepled as a gft
and a support for her own lilerary ambitions. O'Brient wnites that Jewett "became, for a time, both the
mitror of Cather's artistic self and the maternal friend whe helped her construct that self” (344).

But finally one cannot escape the fact that Cather's literary sensibility was formed within a tradition
shaped largely by men. This is a reality and an ambivalence which no woman writer no matter how self-
aware could have entirely esceped at Cather’s moment 1n hisiory. However one may deplore sts hustorical

and personal limitations, Cather's literary descent, her usable past was dominated by mal> wniers, nct
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femals, and one should not underestimate Cather’s own deeply tngramned will to hicrary pre-emunence
whatever path was necessary (o arnve at it As onc nught expect from a wotnan so sensitive to gender, the
dominance of a male canon, and male interpretation, at 2 tme when these issues had nol yet nisen to the
horizon of cultural awareness, Cather's struggle to find her proper voice was fraught with repression and
anxiety.

But Cather's inhentance from the Russians had onc great advantage over a male hiterary inhenance
from America or Europe. For Cather, the Russians were equated with a mystenous othemess, they were
not part of an immediate American literary tracition with all 1ts power 10 provoke anxiety. This was a new
literature with "no benumbing literary traditions” (Bohlke 170) behnd 1, new 1n a way perhaps sumlar to
Cather’s own emerging female vorce, 2 foreign tradition shaped on the Russian steppes which jusuficd her
own road back to a vast western landscape wiuch was her true hiterary home cven as 1t remained foreign
to any dominant or acceptadle Amencan traditon. Cather’s imaginalive joumney through the "otherness”
of Russian literature bears witness to the psychic projecuons and figural tzansumpuons out of which are
formed both literary and cultural 1dentiues. For Cather, the East represented by Russian lterature, a country
of the mind afier all, was 10 use Edward Sard’s wozds, "one of [ber] . . . decpest and most recurning images
of the Other,” (Orientalism 1), 2 contrasting rmage of a potenual scif "govemed™ by “desires, repressions,
investments, and projections™ (8) in which there is "a certun wiil or wntention 10 understand . . . even to
incorporate, what is a manifestly different (or altemative and novel) world . . ." (12). Sa:d’s construction
of a textualized East in relation to a Westem will to identity 15 govemed by "ideology, polities, and the Iogu
of power” (24), and Cather’s own efforts as 2 woman (o overcome, ot find a place wathin, 2n Amencan
literary tradition are govemned by a "logic of power™ and a lived expenience of cultural otherness. We
remember that 1n her letter 10 Mencken, Cather feit even as an 2dolescent she was mdelibly marked by
Russian literature, but that these forcigr. dramas were somchow unacceptable for translauon nto her own
American experience.  She wondered 1n that letter of the expenence of Russian othemess, of a foreign

landscape, had prevented her from really secing the Amencan landscape that other wnilers in the tradivon
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were expenencing.  Her early and very fine novel, O Pioneers!, she hid away fecling that it was somehow
different, not acceptable within a domunant Amencan tradition, a "Jogic of power™ she associated with Henry
Janes. Only as she began to accept what was "mamfestly different” in her own literary vision, a vision
already refiected in the Russians, could Cather reveal her first novel to the world. Edward Said has wntten
that the East always exists as a projecuon of Western desire, as other to prevailing sysiems of power and
hegemony which make possible both what, and how, an artist can wnte 1n 2 given historical moment. Those
very cultural patterns of control, both literary and gender-based, were what Cather was altempting to go
beyond as she gazed mnto the dark murror of Russian hiterature, and found an :mage of herself. A landscape
which had been foreign and unacceptable, a projection of desire located on the Russian steppes, became 1n
her novels of the Amencan West a part of Cather’s own literary "idzntity.” The path was complex and led
through the French—Flaubent, Ménmée, Daudet, and cn to James and eventually Sarah Orne Jewett--but in
coming home to an original country of the mind, Cather began with tae Russian novelists--Tolstoy and
Turgenev in particular--who flashed out of the north revealing 2 human landscape whuch was both strange
and familiar at the same time. This was 2 landscape which existed at the "quiet center” of Cather’s own
imaginative lifc (O'Brien 346). The secuions which follow will be an examenation of Cather's novels 2s

they relate to0 the fictional worlds created by Turgenev and Tolstoy?

¥ My study of Cather end the Russians 13 hnuted to her novels, the first of whuch was published m 1913, tut the mfluence
extends all the way back (o her early stories of the Amencan prairie in the 1890s. Professor David Stouck, in hus zrucle
"Willa Cather and the Russizns,” has done much of the hard scholurly work of tracing those early connectons, findmg many
specific examples of influencz on the levels of characterization and theme. My own study of Cather end the Russuens is
indetied 10 the questions raised in Professor Stouck’s article.
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"The Thing Not Named"--Cather and Turgenev

Whatever is felt upon the page without being specifically named there--that, one mught say,
is created. It is the inexplicable presence of the thing not named, of the overtone divined
by the ear but not heard by it, the verbal mood, the emotonal aura of the fact or the thing
or the deed, that gives high quality to the novel or the drama, as well as to posrry wsclf,

(Willa Cather, "The Novel Démeubié™)

Over the past several decades, cnics have taken this famous passage 10 mean many thungs, most recently
feminist critics such as Sharon O'Brien have argued that Cather’s sexual onentation and 1ts sublimation in
art is the thing which remains unnamed (126-27 and 196-98). Most often Cathier’s 1deas have been taken
at what appears to be thewr face value: this is, after all, a statement about style and the ways in which
nuance and indirection may create a reality which is unspoken, what Cather called a presentation of "scenc
by suggesuon rather than by enumecrauon” (On Wring 40). Cather's goal was (o "leave the soom as bare
as he stage of a Greek theatre” (42-43), 1o pare the scene to its basest essentials and to avo:d what she
thought of as the "tasteless amplitude™ (43) which kills arw.

Who were her models or precursors in thus deeply internalized htcrary choice? Her essay, “The
Novel Démeublé,” gives some indication. certamnly the French--Flaubert and Daudzt--and Tolstoy’s name
is prominent, his altention to the physicality of exisience 15 "so much a part of the emotions of the people
that they are perfectly synthesized,” and "when it 1s fused hike this literalness ceases to be hiteralness—t s
merely pant of expenence”™ (On Writing 39-40). From her extreme youth Cather admuwed Tolstoy as one of
the great writers, thus admurauon never really flagged, but Caiher's munimalist acsthelic was consututionally
different than the nchness and inclusiveness of Tolstoy’s huge social dramas. A more sigmficant mnsight
into Cather’s literary mheniance comes 1z a quotation she rakes irom Ménmée's "rematkable” essay on

Nikolai Gogol:
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L’art de choisir parmu les mombrables traits que nous offre la nature cst, apres tout, bien plus
difficile que celur de les observer avec atlention ct de les rendre avec exactiude. (37)

This leads us durectly mnto the aesthetic world of Turgency, where every word and descriptive phrase is
chosen to reveal the emououal aurz of the inner hife of character. Twurgenev's novel of dramatic silence
became 2 model for Cather's own literary exploration of "the thing not named” but felt on the page as
emotonal aura. In this mter-chapter we will 2ttempt to Jook beneath the aesthetic surface of both writers’
styles 10 a shared emouonal universe which 1s unnamed but omnipresent. How can one characterize this
universe, what elements or 1dentity pattemns does it contain? There is something in Cather's respons» that
"the land speaks louder than the people,” that 1t endures when individual lives have passed. In both Cather
and Turgenev the landscape becomes an emblem of natural order, an extended metaphor for man's possible
self, both psychic and physical. The vision 1s pastoral, the d=sired recovery of a lost home of original unity
associated 1n both wniters with the natusal cycles of the land. One only has to look 2t any one of a number
of Turgenev’s works from On the Eve 10 A Home of the Geniry and even Fathers and Sons in order to hear
the echo of an unnamad but determumng natural order whuch structures Cather’s own work from O Pioneers!
and A Lost Lady to later novels such as The Professor’s House and Death Comes for the Archbishop. But
perhaps the single work by Turgenev which most powerfully evokes the relationship between nature and
human consciousness 1s hus early cycle of stones collected as A Sporisman's Notebook. The search for a
golden past, an onginal relauonstup between human psyche and nature, is only dimiy articulated in the
stories themselves, but it is there on every page, an emotional resonance which is unmistakable. In "The
Rattle of Wheels™ the narrator, newly awoken from slecp, describes 2 summer dawn:

.. . WC were passing through a landscape of great beauty. There were vast, spreading, grassy water-

meadows, with countless smaller meadows, lakelets, brooks, creeks with banks overgrown with

sallow and osier, real Russian countryside such as the Russian people love the sort of country into

whuch the heroes of our ancient folk-lore rode out to shoot white swans and grey duck. ... I was

lost in admiration. (Norebouk 381-82)

This is the landscape of human felicity, a landscape which Cather draws on when she attempts to

define her own unaginative homeland. On another sumnmer dawn in the American heartland, the young
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rarrator of A Losi Lady feels the same intense beauty of a Jandscape which 1s also an image of man's best
and most natural self. Niel Herbert, too, 1s “lost i admuration™ as he moves :nto the landscape.

The sky was burmng with the soft pink and silver of a cloudless summer dawr. The heavy, bowed
grasses splashed him to the knees. All over the marsh, snow-on-the-mountain, globed wath dew,
made cool sheets of silver, and the swamp mulk-weed spread its flal, raspberry-coloured clusters.
... There was in ali living thungs something limpid and joyous—-hke the wet, momung call of the
birds, flying up through the unstained atmosphere. Out of the saffron cast a thin, yellow, wine-like
sunshune began to gild the fragrant meadows and the glisterung tops of the grove. Niel wondered
why he did not often come over like this, to see the day . . . while the mormung was still unsullied,
like a gift handed down from the heroic ages. (84-85)

Both Cather and Turgenev associate these moments of awareness 1 nature with the memory of an "heroi
age™ when the connection between human consciousness and the rhythms of nature was not yet broken.
In Turgenev's "Kasyan from Fawr Springs,” the narrator throws lumself down under "a lofty hazel bush®.
High above us, leaves were faintly trembiing, and their hquid green shadows slipped gently
backwards and forwards. . .. 1 Jay on my back and began to admire the peaceful play of the
intricate leafage against the bright, dustant sky. It 1s a strangely enjoyable occupauion to hie on one's
back in the forest and look upwards. ... You gaze without stirring, and no words can cxpress the
gladness and peace and sweetnsss that catch at your heart.  You look--and that deep, clear azure
calls to your lips a smile as innocent as itself, like the clouds tn the sky . . . happy memones pass
before you mn happy procession, and you fecl your gaze passing further and further into the distance
. .. and you have no power o tear yoursell away from its height, (rom its depth. . . , (126-27)
Images of a pnisune new world at dawn and visions of parfection ssen through the shifung pattemns of leaves
against a limitless sky :n Turgenev are matched 1n Cather's O Pioneers! by the image of Alexandra's radiant
face as she wums to the light corung off the divide. "For the first ume, pethaps, since that land emerged
from the waters of geologic ages, a human face was set toward it with love and yeamming. It scemed
beautiful to ber, ich and strong and glonous. Her eyes drank in the breadth of 1t, enul her tears blinded
her. Then the Gemsus oi the Divide, the greay, free spint which breathes across it, must have benl lower
than 1t ever bent to 2 human will before™ (65). And later 1n the novel Alexandra 1s idenufied, wn Carl
Linstrum’s memory, with the dawn of the first day on the praine:
The dawn in the east looked like the hight from some greal fire that was buming under the
edge of the world, The colour was reflected 1n the glotules of dew that sheathed the short gray
pasture grass. . . . He could remember exacily how she looked when she came over the close-

cropped grass, her skirts pinned up, her head bare, 2 bnght un pail in cither hand, and the milky
light of the carly mormung ali about her. Even as 2 boy be used to feel, when he saw her conung
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with her free step, her upnight head and calm shoulders, that she looked as of she had walked
straight out of the moming itself. (125-26)

But the punty of the dawn, and of the landscape, while it evokes a human potential to recapture or create
anew 2 half-remembered paradise, exists wathun the shadow of human corrupuon. Niel Herbert wanted to
see the dawn "before men and their activsties had spoiled 1t™ (85). The retreat from a corrupted social world
into 2 pastoral landscape 1s played out 1n many forms in the wnung of both Cather and Turgenev. One
thunks tmmediately of Lavretsky in A Home of the Gentry, is mamage failed and i deep disgust over the
holiow pretensions of decadent society, returming to hus ancestral home 1n the country 1n an effort to
recapture a sensc of youthful purpose, or of the narrator 1n Turgenev’s classic story "The Singers” who tells
a story of human degradation and arusuc geruus and ends by histerng to a disembodied voice, as it stretches
out over the Russian plamn, caling a young boy home to be beaten by his father. The boy ts safe within
a sheltering green world, but he cannot remain there forever. As the namator fumself disappears into the
fandscape, we know that the young boy 1s just one of an entire people who have been made gretesque by
the violence of cultural "fathers.” Turgenev's dark pastoral echoes Cather’s portrayal of physical terratn and
human potentsal 1n her rovel A Losr Lady. There she creates the figure of Capiain Forrester who, 1n hus
being and vast bulk, seems (o shadow forth an heroic age, 2 man who possesses a vision of the landscape
be inhabits and transforms. Scveral umes he 1s referred © as a "mountain”™ (48/54). With the fall and
illness that debilitates hum, his wife Marian  Forrester thinks that “it was as 1f one of the movnians had
fallen down™ (41). Captamn Forrester 1s the last of the men who has scen the American West 1n 1ts onginal
beauty of "boundless sunny sky, boundless plains of waving grass, long fresh-water lagoons yellow with
lagoon flowers, where the bison tn thewr peniodic migrauons stopped to drink and bathe and wallow” (52),
and now all that 1s left of thus "gft" (85) ts a "kind of afterglow” wmn these men’s faces, "the taste and smell
and song of it” that they "had seen in the air and followed™ (169).

In direct conirast to thus heroic age of the pronees, stands the durunished and grotesque form of men

like Ivy Peters, biticr matenialists who actively scorn, because they cannot understand, the vision of pioneers
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such as Alexandra Bergson and Captain Forrester. It is Ivy who, at the beginrung of A Lost Lady, capiures

a woodpecker and deliberately blinds it so that the desperate “creature beat us wangs n the branches,
whirling in the sunlight and never seeing it" (25), and thereby shows his contempt for natural order, and 2
bitter determination 10 shape the landscape in perverse ways, It is Ivy Peters who enslaves Manan
Forrester morally and sexually over a money nexus, who drains the beautiful natwral meadows on the
Forrester’s property. It is Ivy Peters who is described as one of the “generation of slieewd young men®
(107) who will "drink up the mirage, dispel the momning freshness™ and "reot out the great brooding spitil
of freedom™ (106) which hangs over the land.

The basic literary pattem established in A Lost Lady, of social alienation and pastoral renewal,
recurs in Cather’s novels carly and late: we have Lucy Gayheart’s idenuficauon with the natural force of
the prairie, her love of the old family orchard, gnarled and half-dead, which she passionately defends from
the axe (an echo of a similar symbolic pattem in Chekhov’s The Cherry Orihard), n The Song of the Lark,
Thea Kronborg escapes to the Panther Cafion where she intemalizes a golden and umeless tradinion from
which she can begin to creale as an antist; in The Professor’s House, Tom Outland’s fine and private place
is the forgotten world of the Pucble Indians on the Blue Mesa, and Professor St. Peter 1denufies with Tom
as the ever young spirit of a prisiine landscape which has passed. This onginal world has been replaced
by a grasping, self-involved, materialist reality which St Peter believes Tom is well out of, Almost always
this drama of the pastoral world and its loss is identified with specific relations which exist between men
and women. And most oilen in both Cather and Turgenev, the enduring green world 1s linked 10 a ferimine
principle, while the male principle is identified with the temporary manifestabons of matenal culture, a
consciousness which is removed from a landscape, human and phystcal, in which 1t can clearly recognize
itself.

In Turgencv’s werk this disconnection from an intemalized landscape leads to the superfluous man,
in Cather 1o a serics of male protagonists who are curiously passive and unable to establish themselves in

the social landscapes they have chosen. One thinks of Carl Linstum in O Pioneers!, and Jim Burden 1n
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My Artonia, both of whom have made a choice to leave behund the prawne, therr pnmary landscape, for the
landscape of the city. Both eventually retum to their onginal homes in a state of resigned sadness, and with
a fechng of loss of purpose in ther social/economic lives. For Jim and Carl 1t 1s Antonta and 2 lexandra
who represent a consciousness which has kept fath wath «ts roots, its landscape, and consequently itself.
Both Antonia ar.d Alexandra come 1o reprsent, for these wandenng and disillusioned men, the potential
for a legtymate human existence which 1s linked to the thythms of the seasons, and an acceptance of human
rhythms which are part of a2 nchly internalized landscapz. Carl Linstrum expresses this pomnt of view most
clearly in a conversaticn with Alexandra:

‘I've been thinking how strangely things work out. I've been away engraving other men’s piclures,
and you've stayed home and made your own.’ (116)

*Freedom so often means that or.e isn’t needed anywhere. Here you are an individual, you have a
background of your own, you would be missed. But off there in the cities there are thcusands of
rolling stones like me. We are all alike; we have no tics, we know nobody, we own nothing. . .
. We have no house, no place, no people of our own. . .. We sil in restaurants and concert halls
and look about a1 the hundreds of our own kind and shudder.’ (122-23)
This 15 the emotional landscape of Turgencv’s superfluous men. of Rudin, who cannot retum the love of
Nataliz, of Lavretsky who returns alone and disillusioned to hus famuly estate in the country after many years
in the ciues of Ewtope, and only there does be discover a young woman, Lisa, whose honesty he can begin
10 believe n, of Sanin in Spring Torrenis, who forgets hus love for Gemma for a momentary passion with
Madame Polosov and years of servitude to their perverse master/slave relattonship, of Litvinov 1n Smoke
who becomes entrapped 1n the European beau monde and by hus fatal attraction to Inna, and only years later
is able to retumn to the home and wonan he once loved 1n the Russian countryside, and finally of Neydanov
in Virgin Soil, who ycams for a political ideal which finally he cannot believe in or serve while his love,
Marianne, does not waver for one moment in her commitment to the neople.  When one lists the major
male/female relations in Turgenev's novels 1n thus way, a paitern begins to emerge. social coherence and

personal integrity, even if bought at a higli price, is most ofien embodied n the lives and acuons of women

as bearers of knowledge--scasonal, shytbmic, relational.-which predates material culture.
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The scarch for a pastoral world of original umty 1 the wnung of both Turgsnev and Cather
comresponds to a very deep human mythic deswre, but there 1s a shadow cast on this landscape oncc onc
begins 10 interrogate 1ts emotonal basis, The past aal dream can be read as a destre for escape from the
responsibilities of history and the complexities of a social world which 1s always falling further o
corruption. The word, history, here can be taken as a recumnng figure for corruption. In the carly 10705
Blanche Gelfant contnbuted a semunal essay on Cather enuitled "The Forgotien Reaping Hool. Sex in My
Antonia ™ The essay examunes the emouonal, gender-based realities beneath the surface of Cather's texts.
And although Gelfant is concerned primarily with a psycho-sexual interpretation of fictonal patterns in
Cather’s novels, her ideas reveal, at least umplicitly, what I am calling here the shadow or repressed
significance of the pastoral vision. Gelfant’s argument :s that Cather’s imaginative myth of the "decline of
an heroic period™ (149) only served 10 ward off "broad histoncal nsight,* Like Jim Burden, Cather’s
"mythopoeic memory patterned the past mnto an affecting creation story, with Antorua a central ferulity
figure, ‘a rich mine of life, like the founders of early races™ with nothing 1n the presemt which might
compensate "for the loss of the past ™ For Gelfant, the desire to regress from adult awareness, particularly
sexual awarenes-, 1s a sign in Cather of the desire to return to an innocent world whose one snviolate image
was the child-the "authentic self” (160) which exists before hustory and social comupion. Bui ttus dream
of return is an hustorical illusion "which reveals ous common usage of the past as a romance and refuge from
the present™ (163) If, as Gelfant concludes, My Anforua in its romanticism 1S a representaive Amencan
novel then its typicality consists of an evasion of hustoiy as keman struggle and its dealization of a past
which was never real, Gelfant's 1s a tough-minded historical reading of the ctemnal retum of certain humen
myths of denial and evasion concerung thewr own temporality--a myth which Cather found powerfully

expressed in Turgenev before her. These insights lead us to a recogniuion of the place of refusal

* In more recent theoretical discussion, Jacques Lacan (Ecrus, A Selection, 1977) and Juia Knstova (Revolution in Poetic
Language, 1974) have explored the lingtustc basis of a deswe for retumn o eazlier states of humen consciousness in terms
of biological object-relabons theory. Language grows out of the child's pre-conscious memory of umty with the mother, s
tme when commurucation expenences no boundary between self and other, and awareness is conveyed through the thythns
of the body and non-representational sounds. But this origwnal green world is inevitably subject to ime and change, Th= chald
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Cather's literary imagmnation, a refusal which read puicly for us polizcal mtent is regressive as well. One
censistent crittcism of Cather hay been her refusal 10 accept a changed world growing out of Wona war
I, her increasing desire to hive in the "prectous, the incommunzcable past” (My Antonia 372).° But even
in this cribicism one secs emotional tes, which become aesthetic chorces, that reveal Cather's debt to
Turgenev Because Turgenev, too, while altempung to portray the "body and pressure of ume” (Lowe 82)
in the politcal moment he inhabited, was ulumately drawn away from any particular solution 1o human
problems and offercd as a final plulosophy two conflicting visions of the pastoral. ithe one, as expressed
wn fus novel On the Eve, 15 2 fatahistic acceptance of spisitual absence and s heard in Elena’s anguished cry.
Chmy God! . .. why docs death exist, why is there parting, 1llness, tears? or why thus beauty, thus
delightful feeling of hope, why the soothing consciousness of a sure refuge, of deatless protection?
What means this smiling, benevolent heaven, this happy, resting earth? Can it t2 that this 1s only
in us, and outside of us is etemal cold and silence? Can it be that we are alons ... . alone ...
while yonder, everywhere in all those impenetrable abysses and depths,--everything, everything 1s
alien to us? . . . Can it be that it is impossible to implore, to bring back happiness? (258)
This 1s Turgenev’s dark pastoral, a recogaition of the void which exists at the end of hustory. But there 15
another story, told in the rhythms of nature itself, which speaks niot of absence and histonical alienation but
of a "resting carth” which offers "refuge” and rencwal. The story 1s told most explicitly at the conclusions
of two nove's by Turgenev and Cather, Brooding over the tomb of Bazarov, a young revolutionary who
might have changed the face of Russia, the narrator of Turgenev’s great novel Fathers and Sons cffers the
following consolation, perhaps redemption:
However passionate, sinmng, and rebellious the heart hudden mn the tomb, the flowers growing over
it peep serencly al us with their innocent eyes, they tell us not of eternal peace alone, of the great

peace of "indifferent™ nature, they tell us, too, of etemal reconcihiation and of life without end. (190)

The ccho of this vision, the myth of etemal return, is heard in the final pages of Cather's first novel 0

begins to know itself as a separate ego, end language structures develop m an effort 10 1magune cneself back to an ongmal
understanding, to bridge the spht between self and other. In this view language has 1ts ongins in difference and absence, the
mother’s lost body being resymbolized in the mythic imzgmnation 2s & golden age of onginal unity, the dream of the pastoral,
These insights spesk directly to the extended pastoral portrayed in the works of Cather snd Turgenev.

* For Cather's problematic relsuonship 1o hutoncal change see Morton D. Zabel, "Willa Cathe— The Tene of une”, 216-
17, snd Granville Hicks, "The Case Agamnst Willa Cather”. 13947, both in Willa Cather and Her Critics. B4, James Schroeter,
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Pioneers’ the deaths f the young lovers, Enul and Maric, told in the "staned shppery grass” 1s "only half

the story™ (270). Above their bodies two white butterflies flutter, "and in the long grass by the fence the
last wild roses of the year opened thent pink hearts to die,” And i the final sentence of the novel, the
return zand renewal of hife 1s made even more clear. Cather writes. "Fortunate country, that s one day to
receive hearts hike Alexandra’s into its bosom, to give them out again in the yellow wheat, in the rusthing
com, in the shining cyes of youth!" (309) These images have the implicit pewer of pastoral myth about
them How we respond to them will depend on our awn visions of the relauonship between human purpose,
historical reality and natural design. In Turgenev, as in Cather, "the carth speaks louder than the people,”

and those "who love it and understand it” are those "who own it—for a ittle while” (Pio.seers 308).

I

Cather and Tolstoy: Beyond Art

Art is too terribly human to be very "great,” perhaps. Some very great arists have outgrown
art, the men were bigger than the game. Tolstoi did, and Leonardo did. When 1 hear the
last opuses, I thuink Beethoven did. Shakespeare died at fifty-three, P there is an awful
veiled threat in The Tempest that he too felt he had outgrown his toys. . . .

(Wilta Cather, "Light on Adobe Walis™)

The title of this fragment, "Light on Adobe Walls,” may stand as another example of what Cather thought
of 2« the thing not named In this case the light itsclf--cphemeral, non-matenal but all powerful-reaches
out as a sign of a mysterious force which touches on and illumunates the physical carth. The asust, Cather
argues, can never fully represent the light materially. "he can only paint the incks that shadows play with
it, or what it does to forms” (On Wrinng 123-24). Tolstoy 1s grouped with other "great artists™ whom

Cather sces as investigating the relationship between the umversal and the particular, the spintual and the
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mundane. the Iight and the shadows 1t casts on Adobe walls.® Although throughout her younger years
Cather disparaged Tolstoy's shuft toward a tenderuous and didacuc rendiion of a moral nmverse, it is also
truc that she was deeply attracied to an ant, ke Tolstoy 's, which based itself 1n menumenial forms—whether
in recuming cycles of nature, ot 1n principles of coherence 21 a universal spintual level. In The Professor's
House, St Peter echoces thus vision when he tells hus students that art and rebigion are the szme thing in the
end, and they "have given man the only happiness he has ever had™ (69). In terms of purely aesthetic
chotce Cather never wavered in her allegiance to the _.ovel démeublé, a stylisuc and emotional choice which
aligned her with Turgenev as opposed to Tolstoy, but 2s we move into Cather's later carees certas questions
begin 1o come to the fore in her novels which hink ber more closely phulosepluczlly and perhaps cven
spiritually to Tolstoy. In novels such as The Professor's House, Shadows on the Rock, and Death Comes
Jor the Archbiskop, a potentially 1deal human community of shared belief and sprritual value 1s contrasted
with the daily expenence of 2 human world which 1s naturally beauuful, fragmented, a2~ ~ormupt at the same
time—1n short, the world human beings inhabit and have made. As Cather enters L. . thus later phase, her
novels become less novel-like and ase structured by the aesthensc rules which govern parable and legend.
verisimilitude of ploi and realistic development of character give way to the monumental patterns of
communal behief and faith. Cather, like Tolstoy, in her later novels became 2 writer of myth, and she may
have been describing her own projected future as an imaginative bemng in the words she used to dascribe
Tolstoy's journcy bevond art.
Philosoptucally, the crucial place 1o begn in understanding Cather’s response to Tolstoy :s the
Russian’s meditation on art, humanmty, and spirituality entitled What Is Art?  Cather actually incorporated

an important reference to thus book in one of her carly stones, "A Gold Slipper,” published in Youth and

¢ Thus same extended metsphor is mede exphicit in the tile of Cather's late novel Skadows On the Rock—an exploration
of community values and shared belief amongst the old French Canadians of Quebec City. In sttempting to get at the
mysterics of socia] eruty, both matenal and spintual, Cather s forced to admut thet the srtist “cennot even paunt those relations
of light and shade. he can only pamt some emotons they gavs hum. . " (On Writing 124), Cather’s mnnstence on the formal
necessity of shased "emotions™ as the basis for all sipuficant an 1s 1dentical with the sesthenc developed i T. lstoy*s What
is An?



3

¢

¢ 3

107
the Bright Medusa There she has the femalc protagomsi, Kitly Ayrsture, argue for the creative and spintual

values given in Wit Is Art? as an anudolc 10 a narrow matenahsuc understznding of human signifivance.
Kitty gives Tolstoy's philosophy, and apparently Cather’s as well, when she says thal humankind n its
beginnings was mired i a gratification of physical appeute, but that a divine :dzal had entered into human
consciousness transforming it forever. It is this ideal, Kitty argues folloming Tolstoy, which provides any
hope for human happiness, sud one 1s able to ntwt or feel its encrgy in the expenence of great an (142-43).
This is a faithfu! translation of the general philosophy cxpressed in What Is Art! The argument developed
in this treatise is essentiaily Platonuc, for Tolstoy, the experience of ant was an "nfectious” transmission of
"feelings” from one person to another, from one culture and age to another (51-52). But feclings come 1n
many forms, a great deal of them perverss as 1s demonstrated by the fixaton on sexuality, power, pnide, 2nd
world weariness in modem art, with the myriad detals of existence rather than the sigmficance of a
relatively few enduring feclings and beliefs (74-76/153-54). All of thes, Tolstoy argues, ar'ses from a human
forgetfulness of common origins.  For Tolstoy, legiumate art 1n any 2ge 1s communal and spiniual a s
base. It exicts in just two forms. art which recreates the feelings and reality of religious perception and
spiritual faith and art which gives the umversal feclings of existence which are accessible 1o all human
beings (1£1-52) This type of ant creates "the mysienous gladness of a communion which, reaching beyond
the grave, unites us with all men of the past who have been moved by the same fechngs and with all men
of the future who will yet be touched by them” (Brewster 294). In its effects umversal ant liberates the
"personality from its separateness and isolaien™ (Whas 2, Art? 140) and makes humamly aware of a shared
destiny. An 15 not a plaything, a mere object of “pleasure,” but a "great matier™ (189) whose destiny 1t 15
"o transmit from the realm of reason to the realm of feching the truth that well-being for men consists in

being united together” in bonds of love rather than force (191).
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Tolstoy’s philosophy of art has been more often denounced than embraced since its publication in

1896, but us 1deas have affested many aruists, among them Willa Cather.” For Cather, too, felt that the
essentra) responsibility of the arust was o convey umversal human feehng, that the superficial-whether
descriptive detail, event, or populas 1deas of an hustonical peniod—was far Iess impctant than an aesthetic
based on the faithful transcripuon of expenence and fecling tested by ume.® We are told in "The Novel
Démzublé™ that Tolstoy was “2lmost as great a lover of matenal things as Balzac™ but there is a
"determiming™ difference. “the clothes, the dishes, the haunting interiors of the old Moscow houses, are
always so much a pant of the emouons of the people that they are perfectly synthesized, they scem to exist
not so much in the author’s mind, as in the emotional penumbra of the characters themselves. When it is
fused like this, literalness ceases (0 be literalness—it is merely pant of expenence” (On Wrinng 39-40), In
Tolstoy, Cather observed ons of the goals of her own art.  that lieral description of detail should exust a5
part of the "emotional penumbra” or “experience” of the characters themselves. And Cather understood
Tolstoy"s call for a spiritual and communal a:1 in specifically mythic terms when she wrote that the antist
"should leavs the scene bare for the play of emotions,” creating a “room as bare as the stage of a Greek
theatre, or as that house into which the glory of the Pentecost descended” (42-43). This 1s an art which,
like Tolstoy’s own later parables and legends, begins with the barest essentials of human experience
transforming them into symbols of universal feeling. But how, in specifically literary terms, does Cather

respond 10 Tolsioy’s call for an an which 15 communal, monumental and timeless 1n its porirayal of "human

? The reasons for dissatisfaction with Tolstoy's views are noi (a7 to sezk, In gencral he desies the Efe of humzn passions
*x favour of an ideal moral universe. Secause of this, | believe Tolstey’s moral philesophy regarding the natwe of ant must
be read selectively  His views conceming the resmission of "feeling” through n art form which eppeals to “universal”
human emotions are much more interesting than his arguments for & “religious”™ art which is nerowly Christien in us origing,
At keast in part, one must sgree with James Billington's usessment that, "Tolstoy'’s morality s shallow because it secks o
sepress rather then engage the pessions of men, beesuse it is generad and abstract rathes then corcrete and specific” (feon and
Axe 466). The wsgument of this section of nry study is that both Tolstoy 2ad Cather zive "speeific™ form o “absiract”
concepts in their fictions! portrayal of myth ad fegend,

! Cuther reflected hee commitment to this Tolstoyan principic of ast. -essential human feeling transmisted through time-
throughout her career. In an interview with the New York World in 1925, Cather explainod that "when & young writer tolls
me he has an ides for 8 story, he means that he has an emotion which he wents 10 pess o An antist has an emoton, and
the first thing he werts to do with it is to find some form to put it in, & design. It reacts on kim exectiy as food makes &
hungry person want 1o est. [t may tease him for years undl he gews the rizht form fer the emoton.”



¢ ?

&9

109

feeling™ We will begin to answer that question in turung first to har novet The Professor s House (1925)

and then conclude with her later novel Death Comes for the Archbishop (1927).

I11

"NMan was lost and saved in a garden.”

(Professor St. Peter, The Professor’s House)

In the beginning we find Professor St. Peter in a walied garden. Thus self-created locus amocenus, hidden
behind the Mid-Westemn facade of the Professor’s house 15, we are 1old, “the comfort of hus fe” (14), a
flowered retreat which cuts off the discord of the st ez, his family, any hint of 2 grasping, matenal world
beyond. Although he has a wide repatation as historian, scholar and teacher, St. Peter ts increasingly
disznchanted by the world which lies beyond his inner "house.” In his classroom, responding to the
questions of stedents, he gives an encapsulaled philosophy of human enlightenment:
... I don’t myself think much of science as a phase of human development. It has given us a lot
of ingenious toys; they take our attention away from the real problems. ... I don't think you help
people by making thetr conduct of no importance—~you impoverish them.  As long as every man
and woman who crowded into the catkedrals on Easter Sunday was a prircipal in 2 gorgecus drama
with God, glittering angels oa one side and the shadows of evil coming and going on the other, life
was a rich thing. . .. And that’s what makes men happy, believing in the mystery and importance
of their own little individual lives. . . . An and religion (they are the same thing, in the end, of
course) have given man the only happiness he has ever had, (67/68/69).
In the world of communal faith which St. Peter describes "every act had some imaginauve end” (69). Thus
is a direct, dramatized translation into literary “feeling™ of Tolstoy's phulosoplucal views of rehigious and
universal art as the origin of human culture, "the only happiness” open 1o human beings tn a fallen world,
Unfortunately for St. Peter, the memory of a golden world now lies enusely tn the past. The tmage of grace
resides in the tragically departed youth of Tom Outland, a boy in years tut old 1n wisdom, 1n lus

understanding of the landscape of the American West, n his identificztion with the ancient communal ant
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and spiritual anity of the Pueblo Indian culture. His personality touches briefly on the Si. Peter famuly, and
no one is unaffected. He is, among other things, the "one remarkable mind™ that St. Peter has ever known
as a teacher (62). Now, as St. Peter enters Jate muddle age, the age of spintual discovery, and tus wife and
chuldren increasingly grow away from hum into the detasls of 2 purely social existence, he ponders his own
reflected youth in Tom Qutland. "Fellows like Outland don’t carry much baggage, yet one of the things
you know them by 15 their sumptuous generosity—and when they are gooe, all you can say of them 1s that
they departed leaving pnncely gifits™ (121). Tom, amved 2s a "perspinng tramp boy,” has left the gft of
grace once he hzs gone, and one-turd of Cather's novel 1s devoted 10 tus spintual story, the discovery of
the ancient Indian civilization atop the Blue Mesa. What he discovers there is the remnants of a
monumental cultuie, a people whose communal and religious art 15 perfectly synchronous with the pracucal
affurs of daily life. Tom understands the spiritual coberence of this culture immedsately, a coherence which
only throws his own cultural alicnation 1nio deeper relief. We are given images of the type of spiritually
realized existence which Tolstoy nught have been describing in hus own stories and in What fs An?
“Through a veil of highily falling snow” (201), Tom ie the first human bemg to ses the hidden village m
what must be hundreds of years. Its architectonuc strecture 15 a still monument to the unified vision of its
Creators:

It was as still as sculpture--and something like that 1 all hung together, seemed to have 2 kind of

composition. . .. Such silence and stillness and repose--immontal repose, That village sat looking
down into the canyon with the calmness of etemity. (201)

A people who had the hardihood (o build there, and who fived day after day looking down on such
grandeur, who came and went by these hazardous trails, must have been . . . a fine people. (213)
The Mesa, tus monumental rock, itself becomes in Cather's work a signuficant symbol of an ongin or base
of human tradiuon (we shall see shortly how this symbo! 1s given specific religious significance in Death
Comes For the Archbishop). Bul even Tom Qutland, 1n his mysucal connection to thus Golden Age, s not
immune to the greed, and 2ambition, and indifference of the wosld. He dies knowing that the spintual story

ld by the lost Civilizatton 15 dmost completzly musunderstood by his own culture.  Most of the finest
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artifacts are sold (o 2 German collector and diszppear from theur onginal landscape enitrely, The objects

are fragile, not only in their physical existence, but also in the beliefs inscnbed in them.  Falling prey to
a spiritual lethargy, the Professor begins to believe that Tom was lucky to have "esvaped” (261), that he had
never been forced to handle “things which were not the symbols of ideas” (260). Thungs which are the
symbols of ideas and belief are what Tolstoy meani by a spintual ant form wiuch objecufied communal
reality. Near the end of the novel, as St. Peter sits alone in hus house--his family has travelled wathout tum
10 Europe—-he seems to wait for a sign which will make sense of hus existence. He realizes thay all the years
of hiz adult life "had been accidental and ordared from the outside. His career, fus wafe, hus family, were
not his life at alt, but a chain of events which had happened to lum. Al these things had nothing to do with
the person he was in the beginning™ (264). As the Professor ponders both his sadness and hus desuny,
someone enlers "through the garden door™ (263), but it is not Tom, rather, it 1s "anotler boy . . . the boy
the Professor had long ago left belund hum in Kansas . . . the ongmnal, unmod:ficd Godfrey St Peter.” Thus
boy seems "to be a1 the root of the matter, Desire under 2l desires, Truth under all wruthis™ (265). As he
drifts back 10 the bedrock of his own origins, St Peler discovers a “Truth” wluch Cather had sead many
years czrlier in Tolstoy’s moral parables. "He could remember a ume when the loneliness of death had
terrified him, when ke idea of it was insupportable. . . . But now he thougit of eternal solitude with
gratefulness; as a release from every obhigation, from every form of effoet. §t was the Truth® (272). We
remember that Tolstoy"s great meditauon on human temporality, “The Death of Ivan Ilych,” was one of the
stories which Cather discovered as an adolescent i Red Cloud, Nebraska, and in her wnung of The
Professor’s House we begin 10 sec how that early reading marked the trajectory of her lates caseer.

Ivan llych, hike Cather"s Professor, has come 10 a crossroads in hus existence. The matenal world,
the world of sensation and physical appeute, no longer makes sense of the journey he 1s on. Soon afies his

mjury while working 1n hus house the powerful magistraie "saw that he was dying, 2nd he was i contnual
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despar” (Works 280). Like Professor St. Peter who also awas death’, the magistrate’s prior life, its
commiiments and diversions, now seems meanungless, the concems of hus wife and famuly appear both
Judicrous and distasteful 10 2 man who 5 facing his own mortality. “In them he saw humself—all that for
which he had hived—and saw that it was not real at all, but a icmble and huge deception which had hudden
both Iife and death”™ (299). And 1n lus moment of extremuty, where 31i of life seems to have fallen away
from him, Ivan Ilych like the Professor, reaches back 1o recover an "ongmnal, unmodified” self m cluldhood,
"but the child who had expenienced that happiness existed no longer, 1t was ke a remunuscence of somebody
¢lse” (295). The boy who walks through the Professor’s door ts also “hke 2 remuuscence of somebody
else,” an alter ego who 1s both a forgotten seif (the "onginal” Godfrey St. Peter) and 2 remembered "other”
{Tom Cutland). In the last lines of the novel, after he has faced tus own mortality, the Professor realizes
that "hie had let something go . . something very precious, that he could not consciously have relinquished”
(282). That something is arguably the existence and memory of Tom Outland, and a sadness over the loss
of thz other which1s also a loss of the “onginal” seif. In the expenience cf "otherness,” St. Peler repossesses
an "identity” which allows him 1o go on living in the present, His time, although coming, has not yet
arrived.

At fisst it seemse that Ivan Itych will die without the grace of personal recovery which is granted
to the Professor; but m the final bours of his ife, another boy, a boy much like the Professor’s child, walks
trough the magistrate’s door. It is Ivan Jlych’s own son who appears from the shadows, cacwches his
father"s hand, presses 1t 1o his lips, and beguns "o cry™ (301). In hus son’s eyes, Ivan Qlych recognizes both
fumself, "the person he was mn the beginmng,” and 2 umiversal human dentity which is always forged in
the expenience of "otherness.” Only then 1s tus fragmented personality “liberated” from its “separation ana

isolauon”™ (What is Art? 140), and he passes "through® into the "light™ (301) which 15 the extinction of self.

¥ Itis unclesr how much St Peter sctually participates in hus ewn dnft towsrd dexh.  He 1s overcome by a faalty gas
heater in his study, but just befoce he Joses consciousness, the Professes thinks: "Bt suppose ke didn"t get vp-7 ... He
hadn't fted b hand against hamse!f - was be required 1o 12t 1t for kamseli?” (276). He is eventualy discovered, end revived,
by his housekeeper, Augus.
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In the calm acceptance of montality--the ultimate loss of self and expenence of "othemness™--both Ivan Hych

and Professor St Peter share an identity of literary purpose. Through these characters, Cather and Tolstoy
atizmpt to move beneath the myriad "details™ of existence toward a portrayal of endunng "feehings” and
behiefs which might selease the "personality from its separaieness and tsolauon” (What I's Are? 153/154/140).

We tum now 0 Czther’s Death Comes For the Archbishop in order to sec how this properly
"religious™ novel draws both ethically and stylistically on Tolstoy’s late moral parables, especiaily "What

Men Live By” and "Master and Man.”

v

During those 12s1 weeks of the Bishop's life he thought very little about death. . . . More
and more life seemed to him an experience of the Ego, in no sense the Ego atself.

(Willa Cather, Deatk Comes For the Archbishop 289-90)

In beginning Death Comes For the Archbiskop, Cather wrote that for a long ume she had "wanted 1o do
something in the style of legend, which is absolutely the reverse of dramauc wreatment™ (On Wriing 9).
Ever since her student days, Cather had desired o write "something a hittle like” Puvis de Chavanne's Life
of St Genevidve: “something without accent, with none of the artificial elements of composiion. In the
Golden Legend the mantyrdoms of the sairts are no more dweelt upon than are the tniviat incidents of their
lives; it is as though all human experiences, measured against .ic supreme sprritual expensnce, were of
about the same imporlance.” Cather realized that this acsthetic approach was the reverse of the modemn
trend where ™situation” is made 1o count for so much”, rather it was mood or emouon which was all

important in this typs of "narrative,”
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These comments explain a great deal about Cather’s own choices in her late novels gencrally, but
parucularly Death Comes For the Archbishop, that account of spint made flesh in the desert composed of
a senes of monumental scenes of misacles, legends and spintual discoveries, all of which have equal weight
"measured agamnst one suprems spiritual expenence.” In What Is Art? Tolstoy had wnitten, "strip the best
novels of our vmes of thewr details and what will remain?” (154), Cather had autempted to answer that
question mn wnng a novel “without accent’ here surface "situation™ 1s secondary to an underlying
archstecture of spiritual archetypes. This 1s the type of universal art wiuch Tolstoy spent fus last three
decades attempung 10 create--an ant structurally simple and emotionally complex which would “mfect™
humanity with the desire 10 recogruze the reality of the "other” and so overcome 1ts solitude and alienation,
Cather’s Jate inierest in communzl and spiritual typology, the opposite of "dramatc” portrayal in 1ts attempts
1o get close 1o fundamental human dssires, owes a great deal 10 her reading of Tolstoy's moral parables,
not only tn terms of philosophical msigint but also in direct translation of stylisuc preference. Look, for
example, at the beginning of Tolstoy’s parable, "What Men Live By,” and then see how Cather creates a
sumular mood 1n Death Comes For the Archbishop through syniactic reflection. Tolstoy’s namrator begns:

A shoemaker named Simon, who had neither house nor land of his own, hived with his wife
and children in a peasant’s hut and eamed his living by his work., (Legends 19)

The shoemaker 1s presented without distinguishing context; he might be any man, or every man. He is

marked by faic, bowever, (o leam a "universal” truth: an angel descends on Stmoa’s house and n paying

for lus own musdeeds teaches the shoemaker that men live "not by care for themselves, but by love™ (43).

Now look at the first description of Father Latour i Death Comes For the Archbishop and observe the same

distance from surface "detail” and “dramatic™ event, and the same authority of voice which anses from a
monumental conception of human temporality:

One aftemoon in the autumn of 1851 a solitary horseman, fo'lowed by a pack-mule, was

pushuing through an arid siretch of country somewhere in central New Mexico. He had 1ost his way,

and was trying (o get back o the trail, with only his compass and his sense of direction for gui:lgi

Here, Father Latour 15 lost and naked i the desert in much the same way Michacl, the 2ngel, in Tolsioy’s
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"What Men Live By,” is hurled naked and lost to the eanth. Both characiers fall immediately into the

timeless realm of legend  Tolstoy and Cather achueve tus effect through a grammatcal architecture whivh
rephicates the simplicity and mystery of essenual human desires unchanged over ume. As David Stouck and
Janet Giltrow have argued. "Cather’s narrators do not speak 1n 2 voice that 1s casually mtimate or jocular,
they speak with formality and reserve that sustain the authonty of voice over ume, It 1s almost a bardic
voice in places, with the solemnity and sonority of the most ancient forms of story telling.™*

The overall patiem of Deats Comes For the Archbishop 15, 1n fact, a stichung together of legend
and myth which exterds beyond individual ego or personality in an effort io achieve a universality of human
experiznce. The central human figures in the novel approach the monumentality of figura or type. Father
Vallant becomes the type of audacious fisherman of souls and Father Latour the wall and order of Faith
incernate. Latour becomes the Bishop of New Mexico because of a chance which may atso be sead as s
fate. a Vatican Cardinal wants to relocate a lost famuly painting, an El Greco canvas of St. Francis i the
desert, which was gaven to the church in New Mexico generauons ago /11). In the chapter entitled "A Bell
and A Mirzcle” we are to0ld the legend of the great silver bell of Santa Fe dated 1356, which must have been
brought up on cart from Mexico City, an aci of heroic determinauon tn the wilderness that can cnly
explained through faith. Old Padre Hemera relates the muracle of Guadalupe, the one authenucated
appearance of the Blessed virgin in the New World, and how roscs were gathered from the spot in winter
and then nuraculously tumbled from a poor priest’s robe 1n front of the Bishop of Mexico (45). We have
more prosaic muracles such as the white mules of Manuel Lujon, us pnide and joy, which he gives to Father
Vaillant and Father Latour to aide them in thewr Minisiry (63). There is the Iegend of Fray Baltazar, and
hus church at Acoma atop a vast mesa, who 15 thrown over the edge of the mesa by hus native flock and
disappears mto the abyss. We are given images of the mysterious cave of fire, site of Indian rehigious nites

since ume wmmemonal, the place where Father Latour hears “one of the oldest voices of the carth” (130),

¥ Stouck and Giltrow's fascinaung antxcle, “Willa Cether and A Grammar For Thangs ‘Net Named',” sttempts @ account
for the emononat aura of Cather's wning in terms of 1t charsctensue grammatical and syntactie patierns. The articie remamns
unpublished at the present time,
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a great underground niver which moves umeless beneath the 1and. In the procession of figures, 100, are
Padres Maruncz and Lucero, the hedonust and the miser who break wath the church and whose tale ends
~th Lucero’s deathbed vision of Martuncs, the devil, cating fus own tale. At Lucero’s deathbed there are
people gathered who await a sign, or a word. For them death was "a moment when the soul made 1ts
entrance into the next world, passing in full consciousness through a lowly door 1o an urumaginable scene”
(170). People’s last words "were given oracalar significance and pondered by those who must one day go
the same road.”

The “trath” of physical mortality and the passage tnto another "consciousness” was a truth against
whuch Tolstoy measured lus own characters n tales such as "ivan Ilych,” "Master and Man," and "What
Men Live By." In cach tale, how a man meets lus death and prepares for the passage into another form of
existence defines Ins human sigmficance. In the parable "What Men Live By,” we are mtroduced to a
"master” who demands high boots be made from the finest leather. Michael, the angel who has descended
into Simort’s house, sets to work immediately, but mnstead of boots he fashions a pair of soft shippers. Only
as Michael firushes the shppers do we Ieam that the master has dued of a stroke. he needs not boots but
shippers for tus coffin. We leamn that man 1s not given to know his own needs or his own fate, that death
is a door which opens 1nlo 2 mystery, an otherness which cannot be penetrated. In "Master and Man,” the
peasant Niki‘a has been pushed out of hus master’s carnage dunng a fierce snowstorm to find sheiter as best
he can while the master remams safe and wamm within.  He reflects with stoicism on hus probable fate,
“The thought that he might, and very probably would, di¢ that mght occurred 1o lum, but did not scem
particularly unple2sant o dreadful. It did not seem particularly unpleasant, because hus whole life had been
not a continual holiday, but on the contrary an unceasing round of toil of which he was beginnng to fecl
weary” (Legends 211). Nikita accepts both Iife and death as elements 1n a vmversal cycle, and he hives with
a concept of sclf which is also part of other, and larger, cycles. In Tolstoy’s Russian peasant we are given
a "{igure” whuch, in its acceptance of self and other, presence and absence, 15 both a lmguistic and a very

human reality at orc and the same ime. In wnting parables such as these, Tolstoy was portraying 2 mythos
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of the universal { ™fe or man, a being whuch only reveals iself through the expenence of othemess and
absence.

If there is a similar mythos, a figuration of universal human expenence, in Death Comes For the
Archbishop then it emerges from the mythic journeys of the two pnests over an uncharted Westem
landscape and their transforming vision of what this immense absence mught be 1n imagmauve/spintuat
teems, The ¢ ruths of art, religion, and miracle to transform expencnce to shared emotion and
overcome human a.:2nation are expressed by Father Latour:

‘One might almost say that an apparition is human vision corrected by divine love. . . . The

Miracles of the Church seem to me 10 rest not so much upon faces or voices or healing power

coming suddenly near to us from afar off. but upon our perceptions being made tiner, so that for

a moment our eyes can see and our ears ¢an hear what is there about us always,’ (50)

This again is a nearly direct imaginative transformation of Tolstoy’s belief in a communal ant which reveals
the spirit acting in and through material reality. We think of Michacl in What Men Live By,” and the
willing suspension of disbelief Tolstoy demands of hus readers when he tells the story of an angel who “fell
10 earth by the roadside” (41) in order to know what men live by, Only wh~n he has leamed thus lesson
in the experience of human “otherness™ can the angel lcave the earth. He departs i "a column of fir¢”
which "rose from earth 20 heaven” while Simon and as farmly fall to the ground 1n awe (44). When Simon
looks up, the apparition has vanished and “the hut stood as before, and there was no one n 1t but us own
family," The angelic "figure” is gone, but in its absence leaves betund the force of a symbolic narrative
Simon and his family will not forget. In specific terms this 1s what Father Latour means when he arguss
that the "figure” of an apparition may make our perceptions finer, "so that for 2 moment our cyes can sce
and our ears can hear what is therc about us always.” And for both Cather and Tolstoy in ther later works
"what is there about us always” is 2 universality of human expenence projecied through the figures of
individua! lives.

As we come down to the final pages of Death Comes For the Archiushop Cather begins to focus

almost entirely on the significance of Bishop Latour's life in Amenca. Through the figure of the Bishop,
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Cather presents a final Toistoyan insight. thai of the myth, or umversal significain2, of any individual
existence no matter how great or small. Bishop Latour as a human being 15, in one part of humself, a
urmuted being, a separate ego dniven by what scem private desires, but on the level of Ius faith and hes ideas,
he becomes an cxampls of flesh made spirit, an encrgy which moves beyond its matena! form towards an
etermity of human relations. Ti-  shop humself wonders why a man of lus abilines and hmtations should
have been chosen by fate fo. just this moment 1n hustory, and Cather answers. "Perhaps it pleased Him to
grace the beginning of a ucw era and a vast new diocese by a fine personality. And perhaps, after all,
somethung would remam tirough the years to come, soric rdeal, or memory, or legend” (254). Bishop
Latour faces the last days of his hife i the knowledge that .4s physical form, hus experience of self, will
be transformed into the larger figures of memory and legend. He unks "very hittle about death. . . . More
and more hife seeincd to hum an experience of the Ego, in no scnse the Ego atself," and "tlus conviction, he
belicved, was something apart from hus religtous life, it was an enlightenment that came to him as a man,
a human creature™ (289-90). His final thoughts arc of the "others” who have been wath hum on ks journey.
of Xat Carson, of Eusabio the Navajo chuef, and of Father Varllant who goes furthest back, all the way to
the green hulls 5f Auvergne when two young novices were attempling to summon vp the courage to make
a life long commitment to the New World. In possessing these absent others m "memory and legend”
Father Latour possesses himself in hus final moments. Tius same act of self-possession through an
expenience of "otherness™ 1s portrayed with great power in the final scenes of Tolstoy's "Master and Man,”
In tus mo al parable, the "Master™ has been transformed by a voice he has heard 1n the scowstorm, he
retumns (o the camage o find hus "Man,” Jdikita, freezing to death. Without thunking, he opens fus great
fur coat and lics down over the peasant covening hum "wath the whole of hus body, which glowed with
warmth” (Legends 218). The storm deepens, but the "Master” aoes "rot thunk of hus legs or of his hands
vat only of how to warm the peasant who [1s] . . . ly. .2 under lum"” (219). Like Fathe. Latour in his 1: ¢
moments, the "Master” reflects on his past life, on the people who have been significant in i1, 2nd he

realizes he is dying while his "Man” might hive;
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He remembered that Nikita was lying under h.m and that he had got warm and was alive, and nt

scemed to him that he was Nikita and Nikita was he, and that lus hfe was not in himsei! but 1n

Nikita. . . . "Nikita is alive, so I too am alive!" he said (o himsel! triumphantly. (221)

In the moment that the "Master” faces his personal death there 1s 2 muraculous reversal of master and
servant, self and other, presence and absence. A mythos of the umiversal man is portrayed in the combined
figures of self and other.

At the conclusion of Death Cemes For the Archbishop, Willa Cather makes clear the mythic or
legendary quality of human existence through reference to her favounte image of lght on rock. In caslier
novels the light had fallen on the natural symbol of the mesa, a home for umfied cultures, but now the rock
is not only a natural phenomenon but also the church through which man's visions of spiniual perfection,
an achieved "othemess,” may be shadowed forth. For many years Bishop Latour had dreamed of founding
a physical and permanent church in Santa Fe, and one Zay while out mn the desert he discovers a
mountainside composed of a uniquely hard stone which glows golden in the sunlight (241-44). Thus 1s the
rock which he knows has been given as a base upon which can be butlt a physical, as well as metaphysical,
cathedral Once, Cather had written of the symbolic importance of "Light on Adobe Walls,” and now we
see a similar light the last rays of which reach down to touch a physical world and remund us +f 3 world
beyond. It was toward this other world, a figural reality wiuch could not be fully explamned in terms of
science or materialism but only  relation to emotion and belief, which both Cather and Telstoy tumed n
their final novels and stories. The late works of both wniters achieve a s1- .sar intensity of response to the
still being formulated Iegend of human history.

In rcading the Russians, Cather was able 1o transform the figures of a foreign landscape into a
native spcech which descnbed her own expenence and identificaion with the American West, For Cather,
as for the other American writers who responded to Russian literature, the very language she used
symbolized a larger culivral dialectic between East and West.  As Edward Sad has wnitten, "In any
instance of af least written language, there is no such thing as a delivered presence, but a re-presence, or

a representation. . .. {aJhe wrilten statement 1s a presence to the reader by vinue of its having excluded,
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displaced, made superogatory any such real thing as the ‘Onent™ (213, A lingurstic reality of presence and
absence has, in Cather’s response Lo the Russtans, its analogue on the psych.: and cultural levels of sdenuty
and otherniess, In the "logic of power™ which 1s always part of Iiterary 1dentity and "othemness,” the Russtans
allowed Cather to move past the 1ron logic of a native tradivon 1n order to re-possess her own voice, It was
the Russians who provided a sustaing if "foreign™ tradition for a voice from the vast Amerncan praine, a

landscape as vast as the steppes themselves, a voice which had not yet been heard in Amencan fiction,
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CHAPTER FIVE

Anderson and Dostoevsky: The Form of Things Concealed

... until I found the Russian writers of prose . . . Tolstoy, Dostoevski, Turgenev, Chekhov,
I had never found a prose that satisfied me. In Aincrica we have had a bad tradition, got
from the English and the French. To our tales that are popular in our magazines onc gocs
for very clever plots, all sorts of trickery and juggling. The natural result is that human
life becomes secondary, of no importance, The plot does not grow out of the natural drama
resulling from the tangle of human relations, whereas in your Russtan writers one fecls life
everywhere, in every page.

I remember how, as a boy, I heard of Russia as a swrange, cruel land in which—-one
got the notion--well, you sce, it was a land in which most of the people spent their lives
down in dark mines. A few tall figures in beards and wearing expensive fur coats strode
about. Everyone carried 2 whip with which to beat others,

I had this picture, and then I came to your writers. A door opened. I saw at Jast
that the art of prose writing might spnng into life directly out of an impulse of sympathy
and understanding with the man beside you.

{Sherwood Anderson, letier 10 Peter Ochremenko, Translator
Ali Russian State Publishing House, January, 1923)

Anderson’s memory of his first aw~rencss of Russia, followed later by his discovery of Russian wnters,
gives an encapsulated version of the major theme of ths study. for Sherwood Anderson, as for many
Americans, Russia begins as the "other,” a kind of dark doubie which can safely contan the repressed
contents of one’s own culfural consciousness. We are given images of a cruel place where most men spend
their lives in dark mines underground, dommated by "a few tall figures™ carrying whips wath which 10 "bear
others,” This is just the dark place, the same deep psychic mine of obsession, desire and control, which
Anderson was compelled to explore 1 lus own examination of Amenican lives. But at first he could only
envision these lives as a projected darkness, an otherniess contained withun a Russian national idenuty--1n
short he had not yet accepted the contents of his own unconscious, had not owned the contents of the
underground and forged them into usable literary figures. Tiis only began to change when he camne to

antists such as Dostoevsky, Turgenev and Chekhov, and discovered 2 writing, 50 unlike his own tradiuon,
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which was awarc of the dark munes of human motvauon but sprang "into Iife directly out of 2 impulse
of sympathy and understanding” {Leurers 93;. In umself then, Anderson moves from cultural mystification
10 a form of bterary understanding. He makes the figures of another culture his own, and he does this
precisely by moving beyond the projected inage of Russia as the dark other of American consciousness,
by accepting as his own what 21 first scems most fearful and strange in ihe other.

Acceptance of the other, what Andersen called an impulse toward "sympathy and understanding”™
i the best wnung, is a defining charscterisuc of the literature examned in this study. James, Cather,
Anderson, eack n fus of her own way dsplayed 2 remarkable openness to the other literary expenence
which was Russtan. And thus openness has more than just hterary or assihelic sigmuficance. the way we
mmagine another culture delermnes 1ts reality, and that reality 1s always coastructed out of a figural
response. The literary influence which extends from runcteenth-century Russia to America may well be a
struggle, a senes of syinbolic muszppropnations and transfigurations as Bloom and others have argued all
influence must be, but 1t has been at least 2 ferule musunderstanding or wansformaton. My argument has
been that the paszage from Russian to Amencan literature geoerally, even though subject to the coastant
human pressures of figurauon and musreading, has been tremendously productive both in raising the
standards for Amencan ant and 1n portraying a more complex nauonal reality, American writers such as
James and Anderson found 2 potential image of their own expenence whuch they could use and transform
from the Russian model. What they shared at first with Russian wnlers was an imaginative, assthetis
(nmusjunderstanding. Russian achsevements justified Amenican expeniments in both the novel and the short-
story form. And at1s this type of influence, however hard woa, which 1n the long run may have the greatest
umpact on ciltural understanding, potentially tins sharcd imaginative or aesthetic woeld 1s the bndge to
increased understanding in the world of practical affzirs.

Arderson watked through a door which a reading of Dostoevsky and Chekhov and Turgenev opened
for bam, mto a re-discovery of the repressed, muddled life which he read as the Russians® subject and which

became Anderson’s 102 as he began to realize that the people who "spent their lives down in dark munes”
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were the very Americans he wanted to writc sbout—thewr lives were “strange.” as were all Inves closely
examined, but they were no longer simply Russian hives. the projected “others™ of a repressed Ameiscan
consciousness.

By his own account Anderson began reading Russian literature with Turgeney when he was about
35 years old in 1911, He remembered "how {kis). . . hands rembled” (Lerrers 118) as be read Turgenes's
A Sportsman’s Notebook. He “reced through the pages like a drunken man™ (113), and thought of this boox
as “the sweetest thing in all literature™ (Howe, 93). Later, m Tolstoy and Dostoevsky he had the same
recognition of astistic kinship: “The truth 1s | found 1n tkom the love of human life, tendemess, a lack of
etemal p.raching and smart-aleckness so characteristic of much Westert wnimng, neasly 2!l of &, in fact”
(118).

William Sutton, in his study of Anderson’s carly development, The Road to Winesburg, has traced
the Amarican writer’s relation to the Russians. Sutton wriles that Anderson, just prior to beginning
Winesburg, Ohio, “developed an intense interest in the Russians, and 2 deep sense of vamty concenung
them” (300). This interest was not hmited to Dostocvsky and Turgenev, Chekhov and Tolstoy. Andersen
remembered that he had first read the "tales of defeated people™ by Gorky when he was "2 young factory
hand,” and “he thought of himself as having hungered to have the lives of people told 1n the accurate,
sympathetic way of Gorki.™ And ther there was CThekhov. In the carly 1920s Anderson reflected, in 2 leites
to Roger Sexgel, on the necessary education of any serious writer. "If I were a young wniter,” he says, "I
would study not the work of the tricky, flashy magazine wmiers, but of the masiess of the craft. [ would
read the stories of Chekhov, such books as [Turgenev's] Annals of a Sporisman, and books of that kind.
If you are interested in my own work, read Winesburg, Ohio, Triumph of the Egg, ci.” (Letters 448). Herc
Anderson directly links his own achievements in the short story form 10 the stylistc mastery of Chekhov
and Turgenev. Then there was Van Wyck Brooks' comment that Anderson was "the phallic Chekhov,” 1o
which Anderson replied in Chekhovian fashion. I really do not believe I have a sex obsession. ... 1do

not want (o have, surely. When I want to flatter myself, at least, I tell myself that I want only not to lose
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the sense of life as it 15, here, now, 1n the land and among the people aiaong whom I bive™ (Letters 78).
Anderson was one of the {irst Amenican writers to show signs that he understood the atmosphencs of the
new open-ended story which writers such as Chekhov and Turgeney had developed--stones whuch did not
deveiop toward any obvious dinouemert, bul developed character withoul commentary in the full
compiexity, and mystery, of relation with other character and landscape, He was not the last. Chekhov and
Turgenev have had a huge influence on how the modem short story has been conceived, Joyee in hus
Dubliners, Hemingwsy 1n hus early stories, Willa Cather 1n her stones of pioneer peopls shaped by a vast
landscape--all in their own ways have taken much from the Russjans.

Early critics, when they recognized Andesson’s 1ink to the Russians, most often ranged him with
Chekhov and Turgenev. Malcolm Cowley, 1 his introduction to Wiresburg, Ohio, menuons both Chekhov
and Turgeney, and Howe 1 hus biography gestures toward Turgenev 2s a source, pariscularly a story such
as "Death 1 the Woods® in 1ts mood, pacing and sense of "the ultimate umty of nature” held "in ths hands
of death® (Brewster 211), while Virgtnia Woolf, on reading Anderson, recalled a feeling stmilas 1o ber first
discovery of Chekhov. Anderson himselfl went through a period when be intensely admired Turgenev's
composure, his ability to keep his ownt ¢go out of the stocy,

With this said, even with Anderson’s obvious love of Chekhov and Turgenev, his debt to the form
of ihe story cycle in A Sporisman’s Notebook, and the atmospheric silences of Chekhov’s finely wrought
stosics, the Russian who seems 10 have had the deepest effect on lum was Dostoevsky, and that foc both
emotional and aesthelic reasons. In Andersen’s approach 10 writing one cannot imagine 2 man more
different than the cerebral Chekhov, or the cosmopolitan Tusgencv. Dostocysky o the other had was 2
writer who lived inside the emotions and ideas of his characters, who "perceive]d] and represent{ed] every
thought as the position of a personality”™ (Bakhtin, Dostoevsky 9), and this 1s the 2pproach, an unfimshed,
open-ended, respoase 10 pessonality itself, that characterizes the best of Anderson’s work as well,
Destoevsky had written that his literary goal was one of "deep penctration” or proniknovenie, an attempl

to move through a realistic surface toward an equally real but unexploced undergroand of emotos, desire,



"'- J\i
rAR

¢ 9

X

125
tnd belief~to move "from the real 10 the more real” (Billington 416). In lus own exploration of the

uaexpressed psychic and spiritual lives of Amencans, Sherwood Anderson was engaged 1n a sumular descent

toward the “real.” To this literary relationship we now tum,!

With these nerveus and uncertain hands may I really feel for the form of things concealed
in the darkness.

(Andcrson, “The Form of Things Concealed™)

Anderson’s friend, Ben Hecht, places Anderson’s first reading of Dostoevsky just after September, 1914 (a
significant date in tha1 the first sketches from Winesburg, Ohio were published just over 2 year Iatery. To
Hecht, Anderson said, "if Dostocvsky came inlo my room I would kneel before hem,  No one clse, . .°
(Road i0 Wiresburg, 300)2 By March, 1921, Anderson is writing to Hant Cranc and expressing simular
views:

I am glad you've found Dostoevski. Had T knowin) you had not read him, I should have
been shouting at you Ioog ago.

It is delighiful that you should also have picked the two books I cars for most, Karamazov
and Possessed. There is nothing like Karomazov anywhere else in literatuse—~2 bible. You will like
The Idiot and the prison tales 100. However, one doesn't like this mzn, one loves him, I have
always felt him as the one writer I could go down en my knees 10. (Letiers 70-71)

What is it that Anderson would go dowm on his knees to in Dostoevsky? Howard Mumford Jones, 1n tus

! Although zeveral exsly coramentators on Andarson’s work saw his Literary effinsty to Dostoevsky (sez reviews of
Winesburg, Okio by Bunioa Rescoe 224 1 V. A. Weave reprinted in The Road to Winesburg, 599-60%), theie cadly
impressions have never been Laken U & 2 systematic way by scholars. So faz as ] om aware, no one hzs followed the lead
Andern himself has given In oumerous Jeniess, and in his memoits, indicaung his profound Lierary and pessonad Zei% 1o
Dostoevsky’s ficticaa! woeld, The section which follows bepins with Anderzon’s own comments concermang Dossevsky and
uses the sezainal theoretical tnsights of Mikhsjl Bakizin 1o explore the bieresy and philosophical ditlogue which ocamred
between the Russian snd the Americes writer, Although Bakhein's iess conceming the Galogic tmaginabion have pot boen
spplied to Andersen’s stories previously, in iy view these insights open up the potetued for further undersiending both these
complex Ections and also the actual process of Lterary influence as it crozses between culnores snd mdivadaels,

? Hecht reported this coaversation in an anticle e wroe for The Chicago Evening Pos, Sepe 8. 1916 11,
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wmneroducuion i Anderson s collected letiers, has probably understood the emotional Sasis of Anderson’s link

to Dostocvsky betier than anyons. There 1s, in Anderson, he says, 2 mysucisra, a kind of sprritualized
psntheism and forgetfulness of sell, which puts him i the company of Whitmzn, Van Gogh, and
Dostoevsky. And Jones quotes 2s evidence 2 letter of comfort Anderson wrote to Burton Emmett. We are
all a pant of some incomprehensible thing, Anderson writes, which is "the real inner glory of life, 1. .ucve
. . » that 1t 1s tus vnivessal thing, scattered about tn many people, 2 fragment of 1t here, 2 fragment there,
thss thing we call love that we have to keep on trying 10 12D. . .. As for the end, I have often thought that
when 31 comes, there will be 2 kind of real comfort i the fact that the self wall go then. There s some kind
of universal thing we will pass into that will in any event give us escape from this discass of self” (Letters
xi-xiii). The escape from the disease of self, this s just what the mystical side of Dostoevsky wanted 10
go beyend 1n his polyphomue novels. Anderson’s best stories are about people caught and isclated in e
seif and therr often desperate attempts te shoot the gap, 1o 2chieve some kind of communjon with the
“other,” an otherness wiuch 1s internal as well as external. Dostoevsky's "poor folk” ase part of the same
family which Anderson came to understand on the road '0 Winesburg,

Early o, junes recognized what later critics increasingly have recognized as Anderson’s exgsioranca
of the problematsc nature of the self or ego as unified conscrousness, his desure 10 extend the boundanes of
indsvidual personality to their Iumits 1n a world of constantly impingioz relations, {0 its nicher status 25 a
percaived fragment within universal "othemness.” As Frank Gado has written 1o his mtroduction 1o The
Teller's Tales. “If any one couphing of theme and structure 1n Anderson’s short fiction 1s paradigmauc, 1t
is this peogress to 2 . . . moment in which the reader empazthetically perceives a characler’s utier
vulnerabiiity and confusion. Anderson employs vanous sirategies toward this end, but behund cach Iies (he
wuversal nighimare of the self discovering its nakedncss before the world” (7). Now, thes 1s imnporiant, not
caly 1o understand Anderson the writer as individual, but also 1n hus deeper cornecuoas (0 a precursor such
ts Dostocveky. Dostocvsky ts the nineteenth-century writer who begimns to explore the peoblemzuc status
of self, its “vulnesability® and “confusion™ 25 it discovers its “nakedness before the world™. a fragment
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created and knowing itself only in relation to a larger cultural dialogue or polyphony. But Dostocvsky

explores this problem of modemity, in some senses defines 1, in 2 very special way whuch we must look
atin its existential form. And I should add ai the outset that in the dialogue which exists between Anderson
and Dostoevsky, I am in o way making the claim that Anderson’s acluevements reach an equivalency with
the Russian’s. The remainder of this chapter should make st clear that a Izter wiiter can be profoundly
influenced by a precursor. without 2ver fully understanding that writer's spintual philosophy, or ever
attaining anything Iike his impzct as a world artist. To be absolutely clear. on whataver sczle one wants
to measure astistic achievement Anderson exists in the haif-light of Dostocvsky s sun, dark though i may
be.

In ihe introduction 1o this stwdy, Mikhail Bakhtin’s name emerged in the widzr discussion of
cultural influence as dialogic or polyphonic relations between nauons. Although Bakhun lisated hus theory
10 the study of relations between characters in Destoevsky s novels, he does point the way at the conclusion
of Problems of Dostoevsky’s Poesics toward 2 larger social world. And Bakhun's theonies of dialogism and
polyphony are critical not only to the wider cultural/influence implicatons of this study bat also
understanding the speeific link between writers such 2s Dostoevsky and Anderson in thetr common vision
of the isolated s=If 25 grotesque. Bakhtin characterizes Dostoevsky’s polyphonic novel as the creation of
“free peopie, capable of standing alongside their creator, capable of not agrecing with him and even of
rebellivg against him. A plurality of independent and unmerged voices and consciousncsses, a genuine
polypkony of fully valid voices is in fact the chief characteristic of Dostoevsky's novels™ {6). 1a Dostoevsky,
Bakhtin argues, there is no "single objective world, itluminated by a single authonal consciousness, rather
a plurality of consciousnesses, with equal rights and each with its own world, combine bul are not merged
in the unity of the evenlL” The radical free play of consciousnessss, of embodied 1dezs, gives cach
charzcter’s "word” 2s much weight 2s the author’s in an ongoing novelistic dizlogue. In this new fictional
world, characters 2re created a5 “autonomous subiects, not objects™ (7).

‘This is Bakhtin's introduction 0 the essential feat.res of Dostoevsky's radically decenstered world
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view as it creates stself in polyphony. From this we tum to the categories which link Andesson to
Dostoevsky on an existenual plane, There are two: the first has been named as polyphony, and the second
15 the grotesque. In 1ts most sumplified form, my argument is that the grotesque occurs for both Andersoa
and Dostoevsky when character cuts itself off from dialogue with the other, refuses, out of fear or
incapacity, the radical indeterminacy and freedom of polyphony. The personality or ego which finds itsell
exposed 10 the nighimare of sts own nakedness before the world tums in on itself, for self-protection, fixates
on a single monologic point of view, and the monclogic view or idea chosen is the spesific fomm of the
grotesque achieved. On this level of outwardly expressed grotesque forms, polyphony or dialogism does
not simply d:sappear in ¢sther Anderson or Deostoevsky, it simply retreats from a social arena into the private
world of the underground man whose very ego begins o split, or double into open forms of the other. We
see Uus happening in Dosteevsky s second novel The Double (1846) where the repressed other of Golyadkin
emerges as 2n embodied character whose projected reality destroys the sanity of our hero. One character
cames on a tortured dialogue with his other self. In Notes from the Underground (1864), a physical double
docs net emerge, but the psyche of the underground man is decentered, split, and the intensity of his desire
10 contact a social world 15 matched enly by his inability to know it as "real.” In Crime and Punishment,
Raskolmkov's atiempt to cut himself off from social polyphony Jeads him only into the 1ortured labyrinth
of sclf or selves.

In Dostoevsky's polyphonic novel of embodied ideas, no one dominates over the other; there is an
ongoing play of unfinalized voices, which gives the peculiarly intense hallucinatory tone to his decentered,
but open, wotld, Dostoevsky’s “sprrituality”™ as well as Anderson®s can be explained in terms of a fallen
human world wluch exists in lumtless polyphony or grotesquery. The unfinished journey which both writers
make 1 toward the "unuversal thing” whuch exists in this wor’d only as fragments, a thing human beings
sometmes c2ll "love™ and keep on trying to tap. For Dostoevsky and Anderson 2 fully realized world
censciousness wauld be the only non-grolesque in their fictiaa) universes, but this does not, and cannot,

COMme 10 pass.
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But how did Anderson respond in his own wrnung o the dialogic, existenual world whuch
Dostocvsky created? We begin by looking at the first story of Winesburg, Ohio entitled "The Book of the
Grotesque,™ and we remember 100 thai this was Anderson’s first choice for the ute of the entire volume,
What a curious tale it is. We are presented with an old writer, who smokes cigars, who sometimies crics
and, when his white mustache bobs up and down, looks "ludicrous™ (22). He wanls a carpenter to raise tus
bed to a level with his window $0 he can sec out to 2 larger world instead of being enclosed, or hmited,
but the plan comes to nothing and instead the two iscuss ife and death and war. In bed at ught the old
writer dreams, and what passes before his eyes is 2 dancing procession of grotesques, "all of the men and
women the writer had ever known. . . " (23). These were not “horrible” people; some were "almost
beavtiful.” But as he watches this unending human dance, the grotesque equivalent of the tympanum carved
in stone relief above the doors of medieval churches, the old wnter feels compelled to tell the story of cach,
to characierize their desires, their individual realitics. Each grotesque has perhaps just one 1dca, just onc
desire which rules and defincs him, but they all exist in the human procession which 1s a vast social
polyphony of unmerged voices. And because each character 1s domunated by a single 1dea, cach becomes
a grotesque, a fragment of a larger dialogue.
The old man in writing his parable of the grotesques has a vision, or creauon myth, which explains
the evolution of a grotesque world:

.. in the beginning when the world was young there were 2 great many thoughts but nio such thing
as a truth, Man made the truths himself and each tuth was a composiie of a great many vaguc
thoughts, All about in the world were the truths and they were al! beautiful,

The old man had listed hundreds of the truths in his book. . .. There was the truth of
virginity and the truth of passion, the truth of wealth and of poverty, of thrift and of profligacy, of
carclessness and abandon. . . .

And then the people came along. Each as he appeared snatched up one of the truths and
some who were quite strong snatched up a dozen of them,

It was the truths that mads the people grotesques. The old man had quite an elaborate
theory concerning the matter. It was his notion that the moment one of the people took one of the

truths to himself, called it his truth, and tried to live his life by it, he became a grotesque and the
truth he embraced became a falsehood. (24-25)

This parzble explains a great many things: from the structure and meanng of the book Winesburg, Ohio
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iscl, to the aesthene philosophy of Sherwood Anderson, (o the nature of the old writer, to the social
pathology of human nteracuon. We learn that no one escapes from the condiion of the grotesque in 2
polyphonic world, each person has taken only a limited number of truths and therefore is partial This is
true even of the old writer, like Bakhun's Lostoevsky, he does not escape tmplication in the grotesque world
he recreates. “the author's discourse about a charzcter is orgamzed as discourse about someone actually
present, someone who hears hum (the author) and 15 capable of answering him™ (Bakhtin 63), And if we
take the old wniter as a projection of Anderson's own future rdentity as a writer, we sce that not even the
aruist escapes the divisions and doublings withun consciousness which constitute many valid voices, many
sclves beneath the mask of unufied ego. This lived reahty of a potentia! infinty of othe: selves, what
Bakhtin has called the openness to the other which 1s "dialogically oriented discourse™(63), is what
charactenizes most of Dostocvsky’s work and the best of Anderson’s short stories. We find Anderson
hxmsglz’ reflecting on the difficulty, both as an artist and human being, 1n achieving openness to the other
To MS‘:;;ZeElcanor he wroic, n 1929, that 1t was so ¢asy to lose the amtistic "pownt”. “The reason, dear,
that, when for example we go to the clay, what we want doesn’t come forth is that there is something wrong
with us, 1for example am always supenmposing mysclf on others. How would it be if I could always be
really alive to what is before me instcad. Let it exist. Let it exist” (Love Letters 9).

In another letter, reflecung on the aesthetic choices which an openness to the lived experience of
the other implies, Anderson compares himself to the Russians, "Chekhov and Turgenzv, to name two
mastess, managed 10 give free play to feeling but always, also, to let mund come 1n and more or less control.
Posteevsky perhaps went rather the other road I have been inclined 10 take”™ (Letters 188).

These comments, onc professional and one very personal, but both very revealing of the dialogic
aestheuc choices Anderson wished to make, deserve to be compared to a passage from Bakhtin in which
he refiects on the first cnuc 10 understand Dostoevsky's expenential cpenness 10 the other, Vyacheslay
Ivanov. "He defined Dosioevsky’s realism as a realism based not on cogauion (objectified cogrution) but

on ‘penetrauon.” To affirm someone elsc’s ‘I ~*thou art'~1s a task that, according ww Ivanov, Dostoevsky's
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characters must successfully accomplish if they are 1o overcome their ethucal solipsism . . . and transform
the other person from a shadow into an authentic reality, At the heart of the tragic catastrophe n
Dostoevsky's work there always lies the solipsistic separation of a character’s conscrousness from the whole,
his incarceration in his own private world" (Dostoevsky 10). This critique of Dostocvshy applics precisely
to Anderson as well We remember his desire (o remain open to the reality of the otiwer, coupled with his
acsthetic realization of just how difficult this openness was, his rejection of the rauonal mund as a
controlling point of view in the monologic novel, and tus desire 1o go beyond the "disease of sclf,” of an
e¢goistic private world, in order 10 recover the "fragments” of a more umversal understanding, Those
fragments of truth which Anderson recovered, although grotesque in themselves, incarcerations 1 pnivate
worlds, taken together reveal one complete world named Winesburg, Ofio. The first story, "The Book of
the Grotesque,” is a direct explanation of the structure and meaning of the stories which follow, The dame
of grotesques which was only in the old man’s dreams has now been set on paper, one after the other,
These are not discrete stories but part of a community of desires and activity, conscious and unconscious,
which forms an "unmerged” totality of purposes, cach partial characcer with us/her own validity as a

speaking fictional character, where no one voice predominates over another.

11

There is no reason at all why Americanism should not be scen with the same
intensity of feeling so charactenistic of Russian Artists when they write of Russian hife. Our
life is as provincial. It is as full of strange and 1lluminating side hights. Because we have
not written intensely is no reason why we should rot begin.

(Sherwood Anderson te Miss Marictta Finley, Dec. 21, 1916)

We will look at several of Anderson’s stoncs now to sec how thetr partial "truths” define specific aspects

of the human grotesque. partial beings who embody precarious constructed idenuitics, naked before the
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world, The self as untfied structure, the identifiable "I of ego, no longer holds firm porchase in stories such
as "Hards,” "Loneliness,” “The Strength of God," "Queer,” or "Sophastication,” where instead a polyphony
of competing and equal voices 1s heard in the muind. In "Hands” we meet Wing Biddlebaum, "boset by a
ghostly band of doubls” (27), who sees his own hands as grotesque appendages belonging to soneonc eise,
His character is sphit and dniven into a halogi. underground because years 1go as a gifted teacher of young
boys he had been accused of perversion and then brutally driven from the town. In trying "o carry a dresm
into the young munds” (32, he had used ms hands to guide and caress his stzdents. The town responded
to another self wiuch Wing had not recogmzed mn himself. This other self expressed in fore.zn hands 1s a
double which forever after he fears in humself. His hands are hikened 10 "the beaung . . . wings of an
mmpnsoned bird” (28), and Wing Biddlebaum 1s trapped in 2 werld of "shadow,” "carcerated” i an mtemal
and intermirable dralogue with a repressed sclf,

In "Queer,” Elmzr Cowley 1s bound in the prison house of a single point of view--his own—-and
exists 1n a "solinsisuc separation . . . from the whole.” He has talen 1t into his mund that the townspeople
thunk hum a fool, "queer,” and 1n his manta he fixates on George Willard 25 a representative of the town,
a person who has not known "unhappiness™ (194) and must be comfortable wath the self . = ithabits. T wili
not be queer—one to be looked at and histened 10," he declare[s] aloud. "I'll be hike other people. I'll show
that George Willard. He'll find out.” Thus 15 remuniscent of the underground mar. s compulsion to push
a certain sclf possessed officer off the sidewalk, for a shight ths soldier could not even imagine (Nores From
the Underground 52). In fact the msull, 1n both cases, seems to be that both Willard and the soldier

uncotssciously live win worlds which the underground ran knows lumself to be excluded from.}

¥ The literary descent of Dostoevsky's soldier 15 a fascmsting one. There is a sumulaz «cene m Nikola Chemeshevsky's
What Is To Be Done? (1863), the most mfluental, and possibly worst wniten, Russun novel of the mid-ninetee, th century.
In that work, & chars tet named Lopukhov, & member of the raznochinisy o1 displaced intedlectual class, is also confronted by
& aitizen on the sidewalks of St. Petersburg.  For Lopukhov, this upper<less gentleman 15 an intolerable reminder of the
unconscious suthonty of the state. Rether than be pushed from the sidewalk (fus nightful plsce m society ), Lopubhoy, like the
underground man, vows nover (o give way. Elmer Cowley in Sherwood Anderson’s story, oo, 1s determined never o be pushed
from the sidewalk by people who tre "betes” than he. The difference betwzen i 1deological wnter such as Chemneshevsky,
and writers sech as Dostevsky and Anderson, is shown 1n Lopukhov's physical tnumph over the anstocracy (he throws the
unyiekling geatdeman into the gutter, o the eppleuse o onlookers). Chemeshevsky was wnung a socwlogical and
revolutonary novel, while Dostoevsky and Anderson were explonng the imner psychx and syntuz] reshities of vichmization,
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Dostoevsky’s protagonist tortures lumself on the razor of cymicism and idealism and Eimer Cowley e odes
without warning, suddenly beaung George Willard senseless. He leaves the town with "pride” surging up
in him (201). "I showed hum,” he cried. "I guess I showed tum. I ain’t so queer, 1 guess I showed hum
I ain’t so queer™ And with these final words, he ironucally reveals just how divorced he 1s from social
dialogue, in short now really "gueer” he is.

In stories such as "Hands" or "Queer,” grotesque doubleness 1s hmited to a fragment of the body
or an intemalized state of mind, while in Dostoevsky's The Double the sphiung is physically completed in
the character of Golyadkin. The Double exists al an early siage of Dostoevsky’s exploranon of the
problematic status of the self--this is a2 novel which examnes a projected grotesque of iniemal sclves. We
sce what happens 10 a man whose desire 10 be understood, to explamn lns consciousness, 1s bloched from
social dialogue and furced inward. In this case the explosion of neurotic will is so powerful that these iy
a manifestatios. ¢ an actua) physical double which can camry the contents of the repressed self. Golyadkin
H, "the unworthy twin” (286) wko has usurped hus brother’s Ife and identity, hangs on to the bitter ¢,
dropping from the carmriage only as Golyadkin I makes fus final approach to the madhouse ané complete
mental obliteration Thus eatly novel is a very hteral expression of a grotesque inwardness projected snio
the world. As Dostocvsky develops the idea in later works the doubleness or polyphony no longer takes
on separate physical shape but rests .n the munds of vanious protagomsts The clearest example of this
passage occurs in Dostoevsky's famous Notes From the Underground,

If one had to select onz character from Anderson (o put alongside Dostoevsky's underground man,
it would have to be Enoch Robinson in "Lonchiness.” This talented, imagumatve young man has gone 10
New York 1o take ap art, but "neiung cver turned ou. for Enoch Robinson™ {167). He wants to speak (o
the werld, to begn a dialogue through his pamntings, but he "couldn't understand people and he couldn'y
make people understand him" (167-68). At first he mnvites arustic people to hus lodgings, but when they
discuss a particular painting he wanlts to shout "you don’t get the point . . . the picture you see docsn’t

consist of the things you see and say words about There i1s something else, #omething you don’t scc at all”



134
(169). It 1s a dark spot, ludden in the comer which signifies a lovely woman who has been hurt and

abandoned, He wants (o scream, "{dJon’t you sce how it is?" (170), but the words echo only in his mind
and dic 1n hus throat, He cannot explain himself and in egotistical tcrment he rejects the world, begins to
think "he did not need people any more." To replace an outer-directed dialogue which he has rejected,
Enoch begins 1o }sten to an mtemnal polyphony. "he began to invent his own people to whom he could
reaily 1aik and to whom he explamned the things he had been unable to explain to living people” (170). For
a2 period Enoch atiempis 1o inhabit the social role of marriage, but this too is like his relationships with
former friends; all at once he sumply walks out of it and is "happy” in his locked room "making comments
on life,” talkung to phantoms. But something happens to disrupt his solitary dream/nightmare, and as with
Dostoevsky’s underground man, the "thing that happened was a woman® (173). The empty room, which
is his mund, 15 profoundly disturoed by the potential dialogue the woman represents. Her presence is a
magnet which wants to pull Enoch from his underground room: "i had a fecling about her. . .. Her hands
were so strong and her face was so good and she looked at me ali the time, . .. I was afraid . . . I was
termibly afrard. I didn’t want to let her come in when she knocked at the door but I couldn’t sit sull, . . .
I wanted her and all the e I didn’t want her. . . . Sometimes I ached to have her go away and never
come back any more™ (176). The final scencs of Enoch’s struggle 1o go beyond an internalized grotesque
arc haunungly sumlar to the underground man’s last interview with Lisa, the prostitute. At first Enoch
wa. s 10 make the woman understand, "to scc how important I was,” and then a look comes into her syes
which makes bum see that perhaps she "had understood all the time” (176/177). And this makes him
“funous™ because he knows at the bottom of his being that he "couldn't let her understand, 1 felt that then
she would know everything, that I would be submerged, drowned out, you see.” In mostal fear of the
radical openness of dialogue the woman demands, Enoch scumies back to the underground. He says
“thangs” 1o her, "wile” things that "smash” the woman and make it clear that he "would never see her agzin®
(177). Enoch’s voice ends m a whunper of defeated truth, "I'm alone, 21l alone here . . . 1t was warm wnd

friendly in my r.om but row I'm all alonc™ (178).



t o9

135
In his self-defeating, intemnalized grotesque, Enoch Robnson 1s 2 doublc for the underground man

of Dostocvsky’s tale: this man, too, lives alone 1n 2 namow chawher, a room which 1s a physical
manifestation of his solitary, involuted mind. He has lost contact with a world and has populaied hus
intemal landscape with imagined slights. Like Enoch, only more consciously, he realizes that man 1s not
a rational animal, that often he will work toward his own deepest defeal. The narrator's tale begins where
Enoch’s ends: "I am a sick man. . .. I am an angry man. I am an nnattracuve man™ (15), a man who
knows that humankind is not guided by rational desire to improve or to advance, that hus decpest hunger
is to retain, at any cost, a sense of his own ¢go and will, the desize not to be, hke Enoch, "submerged™ or
"drowned out™ by any other will or truth or even objccuve analysis of self-interest. There 1s no room for
dialogee, no matier how much desired, in a philosophy where “onc’s own free and unfetiered volition, one's
own caprice, hewever wild, onc’s ewn fancy, inflamed sometimes 1o the pont of madness . . . 15 the one
best and greatest good. . " (33-34). This is the truth on which the underground man behieves all
philosophies of human happiness and progress founder. that knowing the good, humanking wilfully and
obstinately "prefers to follow a perverse and difficult path,” is "passicnately disposed to destruction and
chaos™ (40) and wilfully secks sclf-defeat 2s a sign of existent will,

The underground man’s story in "Falling Sleet™ is a dramatization of this dark internal monologue.
Like the grotesque Enoch, he is misunderstood because he will not allow tumself to be understood. In
misunderstanding, in isolation, he at Icast retains the illusion of zn identty and will, no matter how fragile,
Like Enoch he seeks out friends so that he might open a dialogue, and like his counterpan his pride and
sclf-involvement deliberately drive those people away. To his former classmates and friends, now seen as
bitter ensmies because they cannot recognize his supenority, the underground man directs thesc thoughts,
"Oh, if only you knew what thoughts and emotions I am capable of, and how enlightened I am!™ But he
is incapable of expressing himself, his thoughts arc driven inward as are Enoch'’s, and hus "enemies jfnends)
acted as though . . . [he] wasn't even in the room™ (79). After he has dniven them away, Dostocvsky’s

preiagonist decides to follow his enemies to a house of prosutution and t-2r¢ force them to recogmize his
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importance. “Either they shall all knee} before me, embracing my knees and begging for my fneadship, or
. . . o I'tl give Zverkov 2 slap in the face!™ (80).

It is this overweening desire 10 be recognuzed for "somethung™ not "see[n] at all” (Winesburg 169)
which leads him to the house of prosutution and Lisa. In the first mements of thewr relationship we are
given the same antithesis of emouon which will characienze the man/woman gelauonship in Anderson’s
"Loneliness.” Lisa, [ike the other woman, has “something kind and ssmple-hearted” (85) in her face, and
the narrator’s first emotional response o tius open face of the other 1s. "Something foul seemed 1o sung
me, I went straight 10 her. . ." In a long wterview he attempts to reveal himself to her; he speaks of the
potenaial for 2 higher existence. "when there is love, you can live even without happiness,” be says (90),
and the young prostituie is touched, scems to see that better existence reflected in his face. But even as he
leaves her, the underground man is disgusied with himsaIf, his false seatiments, and begins te feel that of
Lisa comes 10 sze him he will be “submerged, drowned out” by her understanding. ", . . if she had saddenly
appeared by my sids; I should have insulted her, abused her, dniven her away, even struck her!” (106). But
when Lisa does appear, he breaks down and sobs like a child on her breast (114). And like Enoch, while
he yeams for understanding, dialogue with $se other, he cannot accept it. On secing that Lisa really can
sce into the depths of his loneliness and despair, he asks. "Do you understand how much I shall hate you
for being here and hearing me t2ll you ali this® (117).

And then another emotion takes over: the will 1o control and destroy, 10 make the werld conform
to his own chaotic and debased inner self. He knows he will 1ake her as 2 sexual object, answer her
openness with egotistical deceit, 2nd in that moment thinks, "How I hated her and how strongly I was
attracted to her af that moment! . It was almost hke revenge. . .I" (118). Unlike Enoch Robinson who
“curses” and ryys vile things in order to take revenge on 2 woman who sees 1nto fus cnppled state, the
underground man physically performs 2 vile act, afierward even attempting to pay for her services with a

5 ruble note. Like the unnamed woman of Anderson’s tale, Lisa diseppears into the falling sleet and out
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of the protagomust’s hfe forever. Both men sust want ™to be left in peace’, alone in [their] . . . underground™

(119).

Alene, ashamed, and 1n angwish at the end of tus story, the underground man is just slightly more
aware, mote mteilectual about the form of his nner grotesque. Enoch Robmson rocks himself, whimpenng
"I'm alone, all alone here,” a self naked before a mghtmansh mner world, while the underground man
diagnoses hus dialogic iliness, lus "angrush® and "loneliness,” in the following way. “we are all in a greater
or less degree cnippled. We 2re so unused to living that we ofien feel something like foathing for ‘real hife”
and so cannot bear 10 be reminded cf it* (122). He is truly a "sick man, an angry man.” He s also a
gretesque man who prefers 1solation and oneliness to any poienual dralogue with a larger world. He, hke
Enoch, sceks loncliness and defeat sumply to prove to humself "that ke was a man and not a prano-key” (38}
10 be piayed upon by fate and the will of others,

Dostoevsky's underground man and Andesson’s grotesque Enoch Robinson in “Loncliness™ are
temmunal chzracters—thewr type of mnternal dialogue cannot go any further underground and sull exist as a
funconung being. Both Dostoevsky and Anderson reveal the counter-tmage of theu underground types m
later characters. In the penulumate story of Winesburg, Ohuo, "Sophusucation,” Anderscn gives a kind of
ant:dote 10 the alicnated grotesques who are trapped within themselves and cairy on insance dialogues with
an mtemalized other, Whilc thus s10ry cannot be compased 11 an overall sense with Dostoevsky’s greal carly
novel Crime and Punushmens, 1 (hunk i1 1s comrect to sec that both wniens offer sinular escapes from the
prison house of sclf in these works. In "Sophistication,” after the rezder has come to know 2 long Jine of
underground men and women, we are introduced to George Whllard, a boy who 1s “fast growing into
manhood” (233). He has come 1o that pownt in tus hie when 2 "door” 1s opened and he sees the "countless
figures” who "before hus ume have come out of nothungness inte the world, lived therr hives 2.4 agamn
disappeared 100 notlungness”, and "he knows that 1n spite of all the stout talk of his fellows he must hive
and die in uncerainty, . " (234). But unlike almest a1l of the characters who have preceded hum, unlike

Dostoevsky's underground men, he does not tum away 1n fear or disgust from the naked self. At the
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moment he hears death calling he desires to reach out 1o a larger world, “to come ciose 10 some other
human, touch somecone with his hands, be touched by the hand of another” (235). If he chooses 2 woman
1t will be because that woman wiil “understand™ and what he needs most 15 "understanding® (235). Thus is
the dialogic moment 1n «ll Anderson’s tales, and the choice 15 (o reveal oneself 1o the "other”™ or 10 hide
oncself in a namow chamber.

For George Willard a thing happens, and that “thing” is “a woman™ named Helen White who, too,
15 on the edge of life, Together in the darkness they sit in the deserted grandstand of the town pard. and "in
the mind of each was the same thought. ‘I have come to ths Jonely place and here s this other”. . " (241).
A fecling of open reverence for life passes over them, They kiss briefly, the mood passes, and they begin
10 walk back to the town. They play for 2 moment and then silently agree o stcp.  Anderson ends the
story. “she took his arm and walked beside him in dignified silence. . .. Man or boy, woman or gisl, they
had for 2 moment taken hold of the thing that makes the mature life of men and women 1n the modem
world possible” (243). In a world of grotesque fomm and 1dea the thing that makes life possible and large
is openness to the reality of the other. Men ard women 1n the modern world have a memory of this versity
m the emotion they call love. The world of partial truths, of 1deas, and ideologies, that humans so ezgesly
cling 1o as immediate support for the ego and will, these are "the treths”™ that Anderson has already told vs
"made the people grotesques.”

On 2 vasly larger canvas, Dostocvsky tells us the same stoy in Crime and Punishment. In the
beginning, caught within the grotesque of internal polyphony, Raskolnikov “had become . . . completely
absorbed in himself, and istated from tus feliows. . . . He was crushed by povesty, but the anxieues of hus
positicn had of late ceased to weigh upoa him.  He had given up stiending 1o matters of practical
imporiance, he had lost all deswre 10 do s0™ (1). His fixauon on destiny and free wall as the sign of willed
ego lead hum to 1dentify wath historical figures such as Nzpoleon for "whoin all 15 permitted” (238),
“extraocdinary men [who] have a right to commut any crime to transgress the law in any way, just because

they are extraordinary™ (225). And this grolesque intemal fixat:on on a single 1dea or “truth”™ becones the
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*falsehood™ which justifies hus killing of the old woman, Alyona Ivanovna, for her money. Raskoln:kov

moves beyond an intenonzat:on of the grotesque only as lus geil leads hum .0 recogruze a world of “other”
coasciences, other voices, all of which have equal nghts 1o be heard.  Unlike Dostocvsky 's underground
man, ¢t Anderson’s Enoch Robinson, who never emerge from an intemnal scif -absorption whih preciudes
dialogue with 2n extenorized other—the very definition of the grotesque—Raskolnikov rezches toward the
recognition of "2 pluraidy of unmerged consciousnesses™ {Bakhuna 9), which ts a dualogic social world.!
And &s with Anderson, this regeneration tzkes its form through relatonsiup with a2 woenan, For George
Willard, it is a nioment spent with Helen White 1 the darkness a1 the edge of town, a silent recognition of
the reality of the other, “the thing that makes the mature life of men and women n the modern world
possible™ (243). In Crune and Pumshmens 1t 1s Scrua, a young gul who has wmed 1o peesuiution in order
10 save her famuly from siarvauon, whose asceplance of Raskolnzkov wathstands even the revelaiion of hus
act of murder. Both have come to 2 "lonely place™ and found there “itus other™. “he had gone 1o her for
human fellowslup when he needed it, she would go with hum wherever fate nught send laum™ (449),
Raskolnikov has seven more years 10 serve m a2 Siberian prson, but 2n understanding has been reached
betweern he 2nd Soara, 2 recogmtion which ss the same as that reached by George Willard and Helen White,
“the heart of each beld infimte sources of Iife for the heart of the other™ (471). Raskolukov's emergence
from a0 interal underground, o 2 lived recogruuon of the reality of other vusces, s the image on whith
the novel closes. "He did pot know that the new Ife would not be given hum for nothung, that he weuld
have o pay dearly for 11, that st would cost lum great stnving, great suffenng. But thatis _ _ _ the story of
the gradual repewal of a man, the siory of lus gradual regensration. of hus passing from one worid into
znother, of hus iunanon o 2 new unknown lfe” (472;. Both Anderson 2npd Dostocvsky anderstood that
the escape from an mntemal grotesque alo a "new life” of dialogic openness could come only with “greal
strivicg, great suffering™ bat that it offered the potential foc human “renewal.”

Anderson’s reading of Dostoevsky was 2 commentary on the soul, often cnppled, of modern man,

* Ruskolnikov's very mame camies witkin it the Russian word for schum, or doubleness [Raskol), withen it
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and its spintualfsocial potential 1n a woeld more open o the reality of the other~whether an individual or

a culture. Bakhun ased the concepts of dialogism 2nd polyphony to describe the new human relations
Dostoevsky was explonng in hus an, and I have applied these concepts 1o Anderson’s own artisuc desises.
Both wnters, one greater and one lesser, related arusuc vision to a diagnosis of illoess and of social
tansformation.  Because of thus we will conclede this chapter with a reflecuon cn the wader culiral

potzntial of Bakhtin's concepts.

We consider the creation of the polyphonic novel a buge step forward not oaly in the
development of novelistic prose . . . but also in the development of the artistic thinking of
humankind. It seems to us that one conld speak directly of 2 special polyphonic artistic
tkinking extending beyond the beunds of the novel as genre,

(Bakhun, Problems of Dostoevsky's Poetics 270)

What Bakhun seems 1o be argumg for, at feast implicitly, i 2 more arusuc, truly dialogic relationshup to
the warld. In Dostoevsky be found the sceds of that vision, and I have argued that Arderson debated 2
sunular reading of reality in hus stones. Bui beyond the henmetc wordd of purely assthete accomplishment,
what links 1magined human relatioas to a social wosld? I believe how cne answers thus quesucn has
profound meamng. not only for understandmz what literatures can do, how they are created n cuitural
dizlogue, bt also for the ways 1n which individuals and cultures create :ntenextual rezliues based oa a
re2ding of othemness. Bakhtin states tus view of the relationshp quite clearly in Problems of Dostoevsky's
Pociics. He wriles:
Thus Dostoevsky pertrayed not the life of an idea in a isolated consciousness, and pot the
intzmrelationship of ide2s, but the interaction of consciousness in the sphere of 1dzas (but pot of

ideas only). And since a coasciousness in Dostoevsky's world is peesented not on the path of its
own evolulion and growth, that 15, not histozically, but rather alongside other conscicusnesses, i
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cznnot concentraie on itself and 1ts own 1dea, on the tmmanent logical development of that 1dea,

instead, it is pulled into interaction with other conscioustesses. In Dostoevsky, consciousness neves

gravitates towzrd itself but is always found in wiense refatronshups with another consciousness.

Every experience, every thought of a character 1s intemally dialogic, 2domed wath polermc, filled

with struggle, or is on the contrary open to inspurat:on from cutside stself . . . 1t 1s accompanzed by

a cootinual sideways glance at another person. (32)

Thought stself is "a rejoinder 1n an unfinahized d2logue” and the characters ase defined by “independenc,
internal freedom, unfinalizability, and indetermuinacy of the hero” (32/63). Bakhun's Dostocevsky then is an
antist who exists i radical openness 10 the other—whether that be dralogue or argument with anothet
character, or an anternal polyphoay of potential ather selves, The key words which define a dizlogically
open path are Tinteraction” and “relaucnship,” In Bakhun's reading of Dostoevsky both thoughts and
individuals are put at nisk, interrogated, through an menextual “stuggle,” an “intense™ mvolvement with
the dialogus of the other. Leag before terms such as inteniextuality os contextuality became populanzed
in ¢critcal circles, Bakhun was explonng the imtespenetration of consciousnesses which is both influeme and
tradition.

But what do Bakhtin’s insights mean 10 the artists we are studying, 1o the ways 1n which we
conceive of literary influence narrowly defined and 1o cultural consciousness generally? Thus chapeer, |
hope, has shown how a dialogic artistic posiion can be transmutted from ooe arust (o anothet, and become
a reality in the lives and thoughts of characters i that Jater wnter’s work. Once, Sherwood Anderson had
writter; that Chekhov and Turgenev had "managed 1o give frec play to feehing but always, ai50, w It mind
come in 20d mose or lees control. Dostoevsky perhaps went rather the othes road I have been incdined 0
take”™ (Selected Letters 188). For Anderson, 2s Dostoevsky, the single "iselated conscrousness” was an
zberration, 2 grotesqee, 1dentity was to be achieved only "alongude other consciousnesses.” The goal was
1o portray not the interrelationstup of wdeas™ conwolled by mund or intellect but o reveal the “interaction
of consciousresses™ as expressed by intemnal "polemuc, filled with struggle” and "open tw inspirauen from
outside. . _." In the best of hus stovies, Anderson transenbes an Amenican hierary expenence wihuch is

consistent vath the new “attisuc tunking” which Bakhun found 1n Dostocvsky’s pages. Whether or not
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wrnlers as different as James and Cather can be said to have been directly influenced by Dostoevsky's
polyphoruc novels (and I den’t think they were at any profound level), one can still argue that the
srelatonstep of these Amencen writers 10 a Russian traditon has in fact been dialogic, that they did Listen
with 2n micase openness to the foreign voices which they could translate into thetr own tongues. That has
been the pownt of the preceding three chapters of ths siudy. The more intense the dialogue—in Bakhiin's
terms the more mtense the “sideways glance”™ directed toward the “other” —the more fraught thus glance 15
with potenual projecuoas, re-figuratsons, musrezdings, and political ienssons, the more mteresting and finally
tmportant that cultural dialogue will be. The mnience debate wiuch has gone on between Russian and
Amencan writers since 2t least the nud-point of the nuneteenth century 1s one of those critical dralogues.
an ongomg cultural argument, without a single dommunant vorce, whuch has moved in advance of, and ofien
expianed, the emerging political and social relasons between Russia and Amenca, Bakhun, and wniers
such as Dostoevsky and Anderson tell us that polyphon:c arstic thinking ts not just Iimated (o the 2rusts
mentioned, or restricted by “the bounds of the nevel as genre,” but 13 2 way of percsiving the world, 2n
ongowng condition of tndivaduals and cultures, which signifies a healthy of difficult openness to realaty siself.
The other chosce, they tell us, 1s retreat mnto a nuvowed chamber, the place of the grotesque. Anderson,
James and Cather, 2mongst many others, in thewr responses 1o the Russians, have heliped 10 consciously

unlock the docrs of that room.
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CONCLUSION

The Dark Mirror

Final Reflections on Russian and American Literary Culture

.+ . Lhe barrier between oursclves and the Russia of the present day is not mercly Iinguistic
or literary. It is 2 matter of witness being borne about a culture . . . which is from our
point of view almost unbelievably strange, a culiure which we can only begin to understand
by a constant effost of the imagination.

(Robert Conguest, "Solzhenilsyn in thie British Media™)

In the 2utumn of 1917 the first events of the Russian Revoluton began transforming the poliscal and soctal
relations cf the Jargest country on earth, and within 2 few months there came an official end to W.W. I
For Westem culture, a least, these evenis mark an hisieeical watershed, From thus ume on, both the
political and cultural rcfations between America and Russiz take on new dimensions, become much more
complex. Out of this historical moment, both countres emerge as world powers, by the 1940s at the latesy,
the era of the Cold War dominates the images one culture has of the other, In a realigned world where
politicat dominance and cuitural hegemony are key terms, Russtz becomes even mote than n previous umes
the dark "other” of America’s own cultural self-dafimtion—a vast and mystenious land into which can be
projected America’s deepest cultural fears about itself. A socizl mythology of opposiuon and sdeological
difference grows up and is supporied by the respective polstical and economic structures of cach country.

! For a Russia which becomes the dark “other™ of Amencan culnza) sell-definstion see E. P. Thompson, The Heavy
Darcers. “[Amedican) Zmticommunism is necesseey, Jess becavse Communism exists, than becsuse there 13 za 1ntemal need
within the ideokogy to define the £pproved ninons] emage sganst the bowrdsry of an antgomst™ (40), 2nd v Robent Dallek,
“How We See the Soviets® in Shared Desury Fifty Years of Soviet Amerscan Relasons (ed. Grrison and Gleston), who
obsesves that “for most Americens the intemationa] teere has been & remote, dl-defined sphere onto which they [ojeried
foreign policiss expressing unesolved inzernal tenssons or relieving tormentmg domestic concerns” (84), &t quotes George
F Kermian to prove his point, “The tecord of Amencan forergn poliy toward the Soviet Unuon over the six-sd-s-hall decades

of the existence of that body poltic gives the Impressiom that it was not really the natwre of &y exiemnal problem that
concerned us but rather something we wete anuous to prove to ourselves, sbowt sunselves™ (84;. Dallek concludos, “As



144

The wniters we have studied n previous chapters—-James, Cather, and Anderson—-all grew mnto literary
matunty prior to 1917, thesr sensibiliues shaped by a world which had noi yet expenenced global revolution
and world war, and an intensificd cultural antithesis based on projected national destinzes.

After these American writers, though, come many others as mtensely fascinated by a Russian
othemess as their hiterary forebears and living 1n a time when the dialogue, now consciously textured with
polical ideology, becomes if anything even more important. The final pages of thus study will briefly
examine those other Amencan writers who came inlo maturity after 1917 and continued the diafogue with
Russian literary culture. A brief conclusion will attempt to place this literary dialogue 1n its soctal and

pelitical context,

. . . you could live in the other wonderful world the Russizn wrilers were giving you, At
first there were the Russians; then there were all the others, But for a long tire there were
the Russians,

{Emest Hemingway, A Moveabie Feast)

During the ecasly 1920s in Pans, when Emest Hemingway was forging the remarkable prose style that would
soon bring him 10 world prominence, no literaturc was more important to hum than that created by the
ninetecnth-century Russian masters. His critical wnlings, his memonrs and leiters, even hus novels, are full
of commentary on those writers—-Chekhov, Turgency, Tolstoy, Dostoevsky—~who crealed what he called a
“new world of writing” which "was hke having a greal treasure given 10 you” (Feast 134). In A Moveable
Feast Hemingway describes Chekhov as "an aruculate and knowing physician™ whose stories were like clear

“waler” (133), and 1n this brief analysis we are given the twin coordinates of Hemingway's own craft,

Kennan suggests, an impulse 1o project deep-seated feclings sbout ourselves las been m lge pan st e core of Amencan
dealings with Russia® (86).
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absolute knowledge of the body of one’s matenals, literature as deeply intematized, transformed expenience,
and style which is fluid and slips through the wap of determunatc meaning. In hus best stortes Chekhov
presents emotional reaity through indirecton and silence—an approach which directly prefigures
Hemingway’s concept of the thing left out, the 1dea of the story as "ice-besg” (Death in the Afiernoon 192)
in which the majority of its significance lies beneath the Jevel of consciousness. On a dwectly thematic
level, the tensions which exist in Chekhov’s art between the human ideal and the mundane, often disgusting
realities of human motvation are also echoed in Hemingway's stories. And Hemingway, like every other
serious writer in the teens and twentes, could not have escaped the infleence of Chekhov's atmospherc,
or zero sum, endings in which the reader is taken beyond the final sentence on the last page mnto an arca
of blankness where he is forced to interpret character and dramatic significance for imself, Hemingway,
in stories such as “A Clean, Well-Lighted Place” and "Big Two-Hearted River,” Icamed from Chekhov aboul
writing which moves beyond its own beginning and conclusicn, stones which defer a final telling, creating
an absence which is the content of another story yet to be told.

Hemingway feli the power of Dostoevsky, but cculd not casily explain its sources. He remembered
the weight and cxcess of Dostoevsky's prose, its ability to recreate the "msanity of gambling,” "wickedness,”
"frailty,” "saintliness,” and "madness” (Feass 133), and he asked Ezra Pound’s “opinion on a man
[Dostoevsky) who almost never used the mot yuste and yet had made his people come alive at tumes, as
almost no onz clse did” (134). But Hemungway's response to Dostocvsky was not pnmanly based un stylc
but on the creation of character in relation to sociely. Dostoevsky pomnted the way (o the anderground man
of the twentieth century -the alienated man who could no longer locate any clear image of himselfl withun
the vortex of the crowd, he recorded that character’s altempts to somehow remain a human bewng in the fave
of a world which would reduce hum to the level of the machune. Hemungway's protagenssts, 100, struggle
under the weight of a dying culture, he took from Dostoevsky a theme in modem socsety but there the
simularity ends. Although both wnters wer~ unfully aware of the forms and codes which make i possible

for a man to go on living i a decadent society, Dostoevsky's characters are always driven beyond social



Ay

v g

#

146
codes consCiously seeking humuliation, failure, redemption, while Hermungway '. male pro:agomists defend
against the underground of the self through adopuon of codes of manliness Thus may be one reason why
Hemingway 1s so out . fashion in thus ume, while Dostoevsky’s reputation continues to grow.

Hemingway, the existential pragmatist, was always suspicious of the vast ,.slosophical
underpinmngs of Tolstoy's art, £ 1t i at least two respects he may have leamed more from hum than from
any other Russian w..ter, with the excepuon of Ivan Turgenev, Those tveo things were. an awareness of
how the Russian descnibed and made real the subsci of war, and » feching for terrain and landscape wh <l
is 1n a1l Tolsioy’s work. In ins memowr Green Hills of Africa, Heringway remembers “reading a siory
called “The Cossacks’ that was very good. In it were the summer heat, the mosquitoes, the feel of the forest
in the differcni sea,ons, and that nver that the Tartars crossed, raidu.,, and I was hiving 1n that Russia again®
{108}. Toistoy's prose made Hemuingway feel as of he were living mnside Russia, and thus ability to sitaate
cheracter in a landscape which comes alive, standing for rself angd at the same tume illurinating human
consciousnzss, was the one ability by whickh he measured all writers.,

In (he same memoir Hemingway  2ects on the “ureplaceable” importance of the experience of war
to a wnter. He descnbes inmself reading from ‘Tolstoy’s Sevastopol Skeiches as he rests beneath a tree
duringi » - .fthe day:

a very young bock and had cone fine descnption of fighting 1n 1, wasere the French take the
reavubt and I thought about Tolstor and about whas a great advantage an experience of war was

1o a wnter. Jt was on¢ of the major subjects and certamly one of wae hardest to write truly of and

those waters 'who had nut seen it were always very jealous and tried to make 1t seem ummportant,

o: zhnormal, or a discase as a subjact, while, really, 3t was just somethung quute irreplaceable that

they had missed. (69-70)

War was also to bc Hemungway's subject--the ¢ nt 'gainst which a man could measure the full extent of
himscif, purchasing scil-knowledge which could be gau..d in no other way.

But of all the nineteenth-century Russtan wniters, there was one who Lield Hemingway's critical

attenuon first and longest. That wniea was Ivan Turgenev, undoubtedly the single most important figure

i the introduction of Russian literature to wic Western world generally, and Amenca specifically. If
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Chekhov was a craftsman and an "amateur wnter,” and Tolstos was a "prophet” then Turgenev was, tn
Hemingway's opinion, ":  -ftist,” the "greatest wrter there ever was” (Selected Letters 179). Hemingway
took from Turgenev a very different education than had Henry James a gencrauon carlier, bul the effects
on his writing were no less pronounced. And likz James, Hemingway’s first real introduction to Turgenev
came in the moveable feast which was Pans  The young Henungway had left the Umited States tn 1921 1n
scarch of a2 European education--literary and cultural-and he remembered that from the day he had
discovered Sylvia Beach's Pans bookstore in December, 1921, he "had read all of Turgenev™ (Feast 133),
and the first book he borrowed from Shakespeare and Co. was A Sporisman's Noiebook, 1aking the (wo
volume translation by Constance Gamett.

Thus began a remarkable litcrary apprenticeship.  between 1925-29, “lemingway checked out the
Notebook on four sepasate occasions, often keeping the story collectzon for months at a ame, No single
author turns up more of! n on Hemingway's library cards than Turgenev, nearly a fifth of all the books he
borrowed from Shakespeare and Co. are Turgenev utles. Reflectng bach on that carly time, a penod when
Hemingway was just beginning 1o measure himself against world standards :n Iucrature, he remembers in
Green Hi'ls of Africa "thinking how real that Russia of the time of our Civil War was . . . of .ow, through
Turgenieff, I kmew that I had lived there. . ." (108). Much later in A Moveable Feast he speaks of how in
Turgenev "you knew the landscape and the roads™ (133)--a signuficant comment from a writer whose own
acsthelic concern was always to relate landscape and terramn to the shufung moods of the human psyche,
Hemingway was clearly fascinated with Turgenev's ability to creaie natural setungs which stand as
"objective correlatives™ for the inner terrain of hus characters. Thus was the same problem Hemingway was
attempting to solve in his own carly stones. For both wiiters, the solution was linked to a kiad of stylisue
projection, the projection of human emotion into and through a landscape.

1 have attempted elsewhere to explore Turgenev's specific Inerary anfluence on Hemingway.! It

is logical, in *racing the form of that influence, to begin where Hemuingway did, with A Sporisman’s

1 See my study, Hemingway and Turgenev. The Nature of Literary Influence. UMI Research Press, 1986,
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Notebook. These stones foreshadow much of wha, Hemingway would do 1n hus own short fiction seventy
years later. onc witnesses the same conoern for, and Jove of, landscape and terramn, the same exactness and
subtlety of natural description to evoke complex emouona: states, the saine cmpathy for sr.aple people who
have not enurely lost connecuon with place, and finally, the same pathos connected wmih « simpler, more
mtegrated rast, the projected desire for a recovercd pastoral existence. Turgene. s afluence came furst and
lasted longest but from cach of the Russians, Hemingway iook somethung dufferent. from Turgerev a stance
in refation to nature, from Chekhov the use of precision and silence, and from Dostoevsky and Tolstoy the
prophetic v1s1on which works itelf ut in the subjects of war and man’s alicnauon from self and society,

Hemingway is pethaps the single post-W.W. I Amern.an wniter who most clearly came under the
speil of the Russians, but there were many others. Thomas Wolfe, Theodore Dreiser, William Faulkner and
Carson McCullers alf took something, from Russian literature, and that was, in the first analysis, an
intmation of the kind of achuevement which was Dossible for the wniters of a young nauonal literature
without centunes of tradition behund 1t. One does not wish to over-deterrune the pattern of influence which
extends from Russian literature to specific Amenican writers, it was one national literature amongst severai
others—French, English, German-against which American writers measured themselves from the mid-
nincteenth century on. Thomas Wolfe for example read widely 1n Russian, French, and English Interature,
but it is difficult not to see Dostoevsky's Brotiers Karamazov 1 (he conception of Wolfe's own Gant
family, a family ruled by blood ties and an explosive muxture of sensual desire and spintual hunger. The
southern American cultural tradison seems parucularly ciose to the patnarchal and huerarchival sociai reality
of ninctecnth-century Russia, both cultures aware of great forces gathering beneath a dying way of hife. An
entire book has been written, in French, detailing comrespondences which exist between Faulkner and
Dostoevsky’, and there are undensable sumulanties between the iwo wniters. both were oddly conservative
in a purcly political sense, and avan: garde 1n terms of style and form. While Dostoevsky continued to

believe in a mamfest desttny for a spintual and religious Russia, was 2 Stavophile and an anu-Westerner

} See Jean Weisgasber, Faulkner et Dostoievsia, confiaence ¢t influence. Presses Unaversstares Bruxelles, 1968,
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in intellcctual viewpoint, Faulkper was the cruel elegist Jf the passing of Southern arsstocracy, its ideals and
forins, and its teplacement by 2 ner  class of carpetbaggers withous values beyond the asseruon of power.
Even Faulkner's nogrees are reminiscent of Dostocvsky’s Russian folk, figures i « more coherent world
which leads alcng the route back towa d pastoral~but both wniters knew that the pastoral retreat was a false
dream Perhaps because of this, m both antists there 12 much cruclty and wiolence, «n exploration of the
psychic underground which explades threugh the veneer of comrupt culiure. At a shghily Iater date Carson
McCullers devoted an article 1o mapping the social .ealities out of which mncteenth-century Russian
literature and modem Scuthem writing emerged. "Modemn Scuthern wniing scems . . . most indebted to
Russian literature, to be the progeny of the Russtan realists,” she wrole in 1941 (Brewster 216). In
McCullers™ view Southem writers such 2s F alkner and Taylor Caldwell wnite out of a social viston which
has much in common withn the cenditions of nin: _.nth-century Russia. physical Iife s tenuous, violence
erupts casily and without restraini, both societics possess ngid class structurc and endcmuc poverty.
McCullers suggests that il ese similar social conditons directly influenced what novelists could wnite about.
These insights do suggest 2 cultural mirrering which is reflecied 1n the sumilar styles and thematcs of
Dostoevsky and Faulkner. But even McCullers 1s forced to admut that the propheuic mnsight and
phitosophical depil. of Tolstoy and Dostoevsky Jead to arustic tesntory where Southern waiters have not yet
been able to follow, and her admission that the Southem reahism of cruelty is based on incomprehenston
2nd spintual inconsistency, could not take us further from the cruelty of Dostocvsky’s prose which 1s based
on profound cxzmination of social corruption. In fact, cruclty and violence as corollaries of social
corruption and personal alicnation, are the ¢lemients which link Faulkner most closely to Dostoevsky s moral
universe.

Critics have noticed Dostocvsky s influence as well tn Theodore Dreiser’s socal novels, partscularly
An American Trogedy, but really, beyond superficial themauc parallels, no two writers could be further
apart. Dreiser a chronicler of social determunism and literary naturalism, whose view of human nature 1s

finally rather mechanical and heavy-handed, and whosc style 1s realisucally adequate to the kind of soxaal
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reportage he favours, and Dostocvsky who details the radical freedom of the human spint, from s Jowest

depths in viclence and degradation (o its heights in expenienual othemess, whosc style 1s the reverse of
mechanecal, 1is thythms and sudden tums the perfect counterpan of a psychic underground which he was
first to explore. The Dreisce/Dostoevsky connection is an example of supeniaial sumlanty which masks
a more profound difference in literary and philosophical approach.

What the last few pages should make apparent 1s the unpact that Dostoevsky has had on Amencan
wniters parucularly in the penod between the two wars, .us late flowenng is not really very surpnsing.
Turgeney's greatest influence came at a ume whien nmncicenth-century American writers were secking to
move beyond the provincialism of their roots, this arst’s arust provided many of them with 2 more elegant
and flexible acsthetic. The cull of Tolsioy came later, his moral and social viervs bound up with a
burgeoning republic’s need to 1dentify 11s own national destiny. Of the great Russian wnters of the
nincteenth century, Dostocvsky was the l2st 1o gain a serous readershup in Amenca, His mnsights into the
ahiensation of the underground man, and into cultural exhaustion, were at first oo cruel, too pawnful, for
American writers 10 sce any clear reflection of therr own social expenence. The events of the first world
war, the unleashung of 2 violence and crueity on a scale which few men could have imagined up to this
time, had the effect of a cruel educahon on many American arusts, Social cataclysm was re-figured as
personal expenence, catastrophe was dnven underground and expenenced in the human psyche in a way
which made Dostoevsky's earlier prophetic novels understandable for the first ume. Post-War Amencan
writers finally began o give up a naiveré about thewr own ssolaled national expenience, the dark otherness
of Dostoevsky's world was no longer foreign terntory but provided an image of modern expenence which
was potenbally both Russtan and American. The widespread =aqoduction, too, of Freudian psychology after
W W I, provided Amencans with a language of the sclf, decentered and ruled by underground passions,
which explained at least seme of the apparent chaos 1n Dostoevsky's great novels. Until tus tme the

vocabulary of human experience hag not caught up with Dostocvsky's polyphoruc vision,
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"Contact between the peoples of our two huge countnies [United States and Russia) s
absolutely essential,”

(Soizhenitsyn, Washington Post, Apal 2, 1974)

American fascinauon with Russian othemness has continued in both literary and poliucal senses sic W. W,
H. A simplified dialectic of the Cold War, the figuration of Russiz as the rejected “other™ of Amencan
destiny, has begun in the decade of the 19805, and now 90s, to give way to public professions of a new
political era of glasnost or openness, and one trusts as an observer of the (wo super-powers thal at least
some of the shetoric has a basis in changing cultural realitics.

Perhaps the single most fascinating crossover between literature and politics since W.W. 11 was the
removal of Alexander Solzhenitsyn in 1974 from the Soviet Union first to Europe and then to Amenca.
Solzhenitsyn's Ife long battle with Sovict ideology has been detarted subtly in a senes of great novels, most
notably The First Circle and Cancer Ward and morc graphically in historical works such as the Gulag
Archipelago and his memoirs The Oak and the Calf. When Solztv.astsyn finally left his homeland, his
departure was initially trealed as a great propagznda coup by the Westem world. Here after all was Russia’s
grealest writer no longer welcoms in hus own country—centamnly an unavoidable symbos of a Russian
othemness which rejected freedom both artisuc and poliical. And by extension, the West was ihe possessor
of those frecéoms whuch the Soviet Union lacked. Conservative Amencan Republicans, in parucular, were
anxious 10 use Solzherutsyn’s immense moral authonty to dnve home the threat of Sovict world dominance,
its durect challenge to enlightened prninciples of Western democracy. A controversial portion of the 1976
Republican nauonal platform read. "We recogruze and commend thas greal beason of human courage and
morality, Aleksandr Solzhenutsyn, for lus compelling message that we must face the world wath ne dlusivns
about the nature of tyranny. Qurs will be a foreign policy that keeps thus ever in mind™ (Dunlop 365 As

John Dunlop has written. “Solzhenisyn's expulsion from the USSR came 21 a cnucal pount in modem
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American poliucal hie . . Solzhenitsyn amived in the West a1 a ume when a demorahized and somewhat

volatile America was groping around for a proper response 10 a perceived ‘Soviet threst’™ (26).

Because of lus symbolic valuz in a larger poliscal dialectic of sdenuty and otherness between East
and West, Solzhenitsyn was welcomed with open arms by the West, In the fisst days after lus amval in
Gemmany only Solzhemutsyn's unmense self-possession and private nature saved um from beconung a
Russian bear 1n 2 Western cage on view for the fascinated gaze of the democratic wosld. The mood of the
time was Giumphant, a large fragment of the Russian “gemus” had become Westem proserty.  But then
Solzhenitsyn began to do what so many great artists have done n the past, and with sumular results. be
began 1o think for himseif and speak lus mund, habits which have always been viewed as questionable by
political regimes whatever their 1dcology. Thus depurture from the Western destre 10 package Solzhenitsyn
as a Russian mznyr welcomed into the soft amms of American democracy, happy in his free ability to
express his genius, at first baffled Westem obscrvers, wniters, intellectuals and pelincal observers. Evidently
Solzhenitsyn was not as thankful as he mught have been for hus sarctuary 1n the West, he was not so zasily
packaged as a literary symbo! within 2 dominang Westem political hegemceny.

The Russizn questioned the very basis of the democracy which had saved him. At first it was an
ancient Slavophiiism—that the West had sunk deep tnio a decadent matenalism which had destroyed its will
if not its soul-with which Solzhenitsyn flayed the West. Laer he informed the West, 1n writings such as
"Letter to the Sovict Leaders™ and "A World Split Apar,” the: the preferred form of government, at Jeast
in Russiz, was neither dernocratic nor comenunst but 2 benevolent authontanamsm (East and West 134).°
The West, he wrote, was suffering from "2 decline in courage® (44), a moral paralysts brought on by
rampant malterialism, and unfettered pursuit of personal desire and freedom. Against what he called 2
disastrous “humanistic autonomy” (64), Solzhenitsyn argued for a spiritual revaluation “so that one’s life

joumey may become zbove all an expenence of moral growth, to leave hife a better human bewng than one

¢ These views are put forwerd in Solzhenitsyn's “Letier o Gie Soviat Leaders,” (1973) and kus Harverd Commencement
Address later collected a3 “A Werld Split Apart™ (1978), both inciuded i the voliene entitled East and Wesr,
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started it" (70). It was as if the otherness of Russia had rerurned from the repressed, taking the shape of

an iron-willed, bearded man, ard come 1o live as 2 cancer in the body of America. Solzheniisyn’s critique
of the West, with America at its center, was of course intolerable (o the deminant political ideology and
social mythology of the United States. Before 100 many years had gone by he had been dismissed,
particulasly by liberal intellectuals, as an imponant world voice, and his value as Western propenty
diminished drastically.?

Although Solzhenitsyn continues to live and write from his secluded propeny in Vermont (compictc
with a Russian Orthodox chapel) and by all accounts continues 10 be 2 genius, his has become a Cassandra-
like voice in the American wildemness. Solzhenitsyn®s career in the West is a profound example of culiural
or literary otnemess as it comes inte conflict with the deminant structures of an information society.

At fisst there is fascination with the other if it can be rendered harmless and helpful 1o the dominant
culture’s own vision of itself; then there is a period of bewilderment as the projected other retums to crilique
the very things which the dominant culture cannot allow itself to know about itsclf. This is followed by
2 period of intellectualipolitical polemic, as a counter-argunknt and refutbished social mythology is
construcied o pul the other in iis place; this is a titne of disaffection or falling out of love. Once the debate
has gone on Icng enough, whatever its intellectual outlcome, a period of indifference or lethargy sets in;
acither the public nor its information organs are fascinated by the “other” 2ny lenger. The voice of the
other, along with its potential to cutrage andd to change minds. begins to disappear as it is incorporated into
a vast cultural indifference, which itselfl is 2 function of mass information society.

Thz defusing or packaging of Solzhenitsyn in the West is a cautionary tale for all those who pondar
the refationship between political ideology and the antistic imagination. In this instance Solzhenitsyn's ideas

have been dismissed in ways which are different, but no less effective, than the Soviet modcl of repression

} The American writez, Tom Wolle, Gescrives the willsd indifference of the lberal press to Solzhenitsyn in a 1976
Harpers ariels. He wntes: "Solzhenitsyn's tour of the United States Lust year [1975] was like £ enormous funcral procestion
that po one winted to see, The White House waned nio pat of lim.  The New York Times sought 0 bury his two major
spesehes. . .. And the biteresy world in general ignored him completely™ (34)
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for artssis and wrniers. In ot respect the Western version may be even more insidious than the Sovist. A
wniez such as Solzhenutsyn 13 allowed a physical freedom (o express umsell withan 2 sulture programmed

1o be indufferent. His Amencan tale leads one to believe there ts more than one type of Gulag in the world.

IH

“For now we sec through a glass darkly. .. .7

(Corinthians 13:12)

Suxce the wnung of thus study began, the polincal world has changed dramaucally and with it the relations
whuch exist between Russia and Amenca.  Mikhail Gorbachev, just a few years ago a hero i the Soviet
Unon, and a hugely sespected figure in the West, began a revolution which moved beyond his own vision
of social perestroka and within months made hum a casualty of Rustorical change he himself had iniuated ¢
Following a faled rulitary coup tn the late summer of 1991, the world is wilnessing not only a2 social
revolution 1 Russia, bat 2150 the first stages of the dismantling of the Soviet Empire. Only a shont while
carhier, Soviets and Amencans were gazng at each other uneasily over the Persian Gulfl and unrest in the
Baluc Repudlics, 1wo super-powers inlent, cven in an era of glacnost, in viewing the otker as 2 dark
proyction of 1ts own cultural defirution, its own fate 2nd mtenuons. Now, the very concept of 2 Soviet
Uruon has begun (o recede mnto hustory as the remaining navonzl republics atternpt to relegitimate
themselves within a loose commonwealth. The future of Mikhail Gorbachev, of Russia upder its current
President, Boris Yeltsin, and of the mzny other formes Soviet Republics which are awash i 2 nsing ude

of nascnalism and independence movements—all of these things are unclear. With vast hustorical change

* Followmg the dumiegration of the Soviet Umon 23 a polincal entity through the eutumn of 1991, Mikhail Gorbachey
resigned a3 Prendent of the USSR on Chnstmas day. In tus resipnation speach, be mdicated his desire to play arole in the
contumnng process of perestrecka withm the commonwealthy, 0 grgue for eoonomic and polivbeal cooperstion between both
the Russien ond non-Russisn sepoblics,
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comes, (0o, a shuft in the hustoncal namrauve which has bound Russa and Amenca wgethes in a prolonged

gaze of mutual fascnation, each gawuny a sense of its own cultural “idenuly” in relaton to the pereived
“otherness™ of sts opposite. The cultural projections and se-figusauons which have Jharavtenzed nauonal
self-uimages i both countries have eniered into a new phase, both more complex and intense than in the
past.

The story, as James, and Cather, and Anderson each prove in their response (o Russian Jiterature
and culture, 1s not yot finsshed, Influence, whether social o literary, as Valéry so passionately argued fine
decades ago 1s "the progressive modification of one mund by the work of another. . . . that s kat a man dues
either repeats or refutes what someone else has done—tepeats it 1n otier toncs, refines of ampllfics of
sumplifies it, bot thereby assumes 1t and has mvisibly used 1™ (Valéry 187-88). The quesuion of snilucrxe
or contextuality can be locked 21 through many different theoreucal windows. Whether 1n Bakhun's
dizlogic imagination on a cultural ievel, or Bloom's intertextuality of will, deswe znd imaginauon, de Man »
hingutsic displacement and figuranon, one symbol Jocaung aself and makung meaning agamsi the abseme
lefi by another, or Said’s poliucat othemness, a cultural d=sue for pnonty propcied onto the absence whuch
ts the othes—we hear the sound of many enmerged «oices, 2l wath theis own absolute nghts o exist and
mean, none ever reaching a final truth or sigruficauon, and 2!t depending on each other to creale linguisti
and cultural space within which each can exist.  And wathun this space, cach sigmified reality 1s the
mamentary crystallizauon of an »ftruty of past traces linguistie and cultural, a vast fabow of deferrals which
themselves open 2 potential space tor new meaung, Literary oc cultural influeske ase the cnucal terms we
use when we attempt t© capture intellectually the sound of these voices.

I Bakhiin were alive today to witness the cumrent polyphony, some would say cacophony, on a
world level, he would almost centamnly say thal the voie of the other <ultures, women, third wosld people,
posts, and arusis—has not yel been fully heard. or histenzd (o, has conttnued in fact (o be treated as a means
10 power and not an end in itsell.

Even the most self-aware of literary antusts do not entreiy escape the psychic power relations whith
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arc pant of the nevessary metalepsis of et , wurebears, What one secs, thougd, in James and Cather and
Anderson, and others in thewr relanion (o the Rassaans, 15 a mote complex and finally positive figuration of
the "other” than has been seen in any purely pohiucat realm. At the same ume that these Americans have
mussead and oransumed the work of theu Rossian foreboars, emening it the psychie maelsuom of influence,
as have we all, they have also been aware that i their vory reyctions and swervings, evasions and
musreadings, were the seeds of a more powerful literary expression which grew out of the foceagn soil, the
“otherness™ of Russian Iterature and culture. In the dark nurrort::h(:ch they gazed as they looked a1 the
Russians, these wnters did not (um away 1n disguest or fear, bui cmbraced in the “other™ a potenuial image
of themselves. Theurs is a lesson which should nat be sgnored, poliucally or aestheucally, 25 we move into

the fast decade ot the (wenticth century,
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