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an incomplete text. Regarding a literary text as a secondary

modelling system in Lotman’s sense, we will see that the
more ‘the incomplete character of a literary text is stylized, the less it
will bear a mere accidental character. This manifests itself if we have
to do with a text containing another text. which is embedded into it. If
such an embedded text is in its turn fragmentary, this quality will
seem to be the result of a literary procedure. Puskin’s story Egipet-
skie noti (Egyptian Nights) is illustrative in so far as the literary pro-
cedure used for its realization is that of duplication. Before discus-
sing this problem in somewhat more detail, we should pay more atten-
tion to the implications of Lotman’s 'distinction between primary and
secondary modelling systems. o .

In the latter’s view, the first indicate all sign-systems (which pre-
suppose an addresser and an addressee), and which are constructed
as a language-system in its ideal form. Secondary systems are cons-
tructed after the model of primary systems; in them one or more
aspects of an ideal language-system is realized. They can, in their
turn, be refined. For instance, in a language-system a clear language-
code should be identifiable (this is the case in natural and scientific
language-systems). In its turn a text is a refined sign-system because
it should be written in a language the code of which is known to the
perceivers. Similarly art is a-sign-system as it presupposes a general
code identifiable to viewers. A work of art is in its turn a refined sy-
stem of signs containing a code of its own (Lotman 1981: 23). Lot-
man’s system is based on the idea that there exist hierarchical rela-
tionships between the constituent parts of primary and secondary
modelling systems. He demonstrates that the more of these parts are
realized the more concrete a whole system becomes. The hierarchical

I n this article we will discuss the question some features of



96 , , Paul M. Waszink

relationship existing between a concrete language and a text written in
that language manifests itself in so far as a mere language-code which
is known but which is not realized in any text, is unthinkable. To put
it bluntly, an ideal language system in its quality of a primary-model-
ling system does not exist at all. On the other hand, oral or verbal
texts the language-code of which is unknown, do exist. It is their fate
to remain unidentified as long as their code remains unriddled.

Following Lotman’s reasoning consistently one is, in one’s quest
for an ideal primary-modelling system, confronted with the problem
concerning the difference of being versus non-being. Aristotle, in his
Metaphysics, has given a key for the solution of this problem by his
distinction between ‘the unreal’ and the ‘real.’ He uses the qualifica-
tions ‘potency’ (dunamis) versus ‘energy’ (energeia), or ‘entelechy’
(entelecheia). Between these, in his view, the ‘possible’ (dunaton)
functions as the intermediary as it may either indicate something
which is real and something which is not (Met. 1050 b 12ff. and
1051 a 6-17). This intermediary form is rooted in ‘matter’ (hulé)
(Met. 1032 a 20ff., 1039 b 29f.). The essence of ‘matter’ consists in
the fact that it is completely open, i. e. it may be realized in all direc-
tions (Met. 1032 a 20ff.). The Aristotelian concept of the unreal
(‘potency’) versus the real (‘energy’), with the ‘possible’ as their in-
termediary has been realized in language-systems in elements with a
signalling, or deictic, function and those without one. By the first we
should understand interrogative and negative statements as well as
statements with an illocutionary force. The definition of the latter is
based on the assumption that the meaning of language-utterances is
less important than the actions which their producer or perceiver
carry out in the process of producing or perceiving respectively. All
statements with a signalling, or deictic, function presuppose an ans-
wer to a question which is implicit to them. Consequently, they con-
dition the continuation of the text in which thy occur.

The hierarchical character of the relation between statements with
a deictic function and without one is evident as soon as it becomes
clear that the actions which the first elicit from the perceiver have
been carried out. At that moment the statement has passed from a sta-
tement with an illocutionary force, or, generally, with a deictic func-
tion, into one without it. The answers to such statements emit a clear
signal that the addressee has carried out one or more actions, thus
enabling the continuation of the linguistic text. Whether this is conti-
.nued, and, if so, how it looks like, is conditioned by the character of
-the addressee’s reaction.
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In the difference between statements with and without a deictic
function the Aristotelian difference between the ‘unreal’ and the ‘real’
manifests itself. Thus the first kind of statements has a range of mere-
ly potential meanings which have not yet been realized. Whereas sta-
tements with a deictic function bear an ideal i. e. potential, character,
the character of sentences without that function is more concrete. Re-
ference should be made, in this regard, to Aristotle’s observation that
the ‘possible’ (dunaton) is maximally open, and may be realized in all
directions. Summarizing, the hierarchical relationship existing be-
tween' statements with and without a deictic function is of the same
kind as that which exists between secondary and primary modelling
systems because both can be said to be based on Aristotle’s definition
of the ‘possible’ (dunatron) which serves as an intermediary between
‘potency’ and ‘energy’. ‘Possible’ elements in a literary work mani-
fest themselves in open or white spaces. Spatially determined ele-
ments in a literary texts (such as drawings) and temporally-determi-
ned ones in paintings (such as letters and words) bring about what
has been called a secondary illusion.! The potential character of open
spaces in a text and letters in a painting and a sculpture results in the
fact that more light is thrown on their producer or perceiver and that,
consequently, a contact is cstablished between them and the represen-
tation. Thus a coincidence takes place in it of the perceiver’s stand-
point with that of the modclled world. The procedure of inserting
white spaces in a text, when applied consistently, leads to a total ab-
sence of verbal signs.?

This definition also gives a key for Aristotle’s interpretation of a
literary work as such. His conception of a literary work is based on-
the idea that an author or artist should introduce elements with a mi-
metic character as much as possible, avoiding those with a narrative,
or signalling, function (Poer. 60a 5-11). Homer is illustrative in this
regard as he approaches the epic as a dramatist rather than as a narra-
tor.3 Also Paul Valéry’s conception of the work of art reflects Aristo-

! This phenomenon was alrcady studicd in the eighteenth century by Lessing as
well as F. Hemsterhuis. Sce the latter’s Lettre sur la sculpture a Monsieur De Smeth,
ancien Prés. de la Ville d’Amsterdam, Amsterdam. See also J. Kestner 1981.

2 Elsewhere I discussed in somwhat more detail the implications of the procedure
by which signs originating from a system obeying a code different from the standard
code of the work under discussion are inserted in that work (see Waszink 1994).

3 In other words, for him a poel is ‘maker’ (poein) in the process of artistic imita-
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tle’s viewpoint that in a literary work its creator should give a mere
initial signal after which the work progresses on its own. In his ob-
servations concerning what he calls the aesthetic infinite Valéry deve-
lops the idea that the satisfaction of aesthetic stimuli takes place in a
manner contrary to that of ordinary, purely physical stimuli. For ins-
tance, hunger and thirst can be satisfied in the ordinary way if the
recipient just takes food and drink. However, in aesthetic matters, a
recipient does not merely want to quench his aesthetic thirst. He also
wants to continue the feeling that he enjoys the taste of the food. He
will, consequently, postpone the moment of the complete satiation of
his hunger as long as possible. In aesthetic matters, otherwise than in
ordinary ones, the relationship between a stimulus originating from a
need and its satisfaction mutually condition each other. Thus from the
satisfaction of an aesthetic need a different need will originate. This,
in its turn, wants to be satisfied. As soon it is another stimulus will
arise and so on (Valéry 1964: 81). Valéry’s idea of beauty as being
marked by a complete absence of either iconic or verbal signs can be
said to be based on Aristotle’s distinction between ’potence’ (duna-
mis) and ‘energy’ (energeia), with the ‘possible’ (dunaton) serving
as their intermediary. Reference should be made to the latter’s obser-
vation that an artist or writer should represent his represented figures
as both similar to and greater than living people (Poet. 48a 4-7). This
implies that any perceiver should, in order to get an insight in the
development of a literary figure firstly receive a stimulus originating
from the fact that he recognizes him or her. This stimulus, however,
does not stand alone because it also conditions the continuation of
the text and how it looks like if it is continued. Thus the Aristotelian
dunaton, enabling the cognition by the perceiver of new elements in a
text, manifests itself.

A parallel should be drawn between the earlier-mentioned deictic
statements and primitive narrative genres such as the epos (particu-
larly in Aristotle’s conception) on the one hand, and Valéry’s idea of
the satisfaction of aesthetic stimuli on the other. It was seen that in a
primary modelling system like a language deictic statements are mar-

tion (mimésis) rather than a man who merely occupies himself with speech (legein).
Consequently, he argues that a poet should merely put his figures on the stage, sugge-
sting that they should be able to develop themselves within the framework of the
plot, on their own will. Sece also G. Else Else, Aristotle’s Poetics: the Argument,
Boston 1956. -
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ked by a maximal openness and that no clear meaning is expressed in -
them. This maximal openness implies a certain negative character. Ac-
cordingly, in a secondary modelling system like literature, the Rus-
sian folk-epos is illustrative of a genre in which, due to its primitive
character, elements with a deictic function play a a key role. These
derive their function from their open, or negative character. By the
use of elements with a deictic function a reciter brings about a double
effect. On the one hand he one-sidedly introduces an inventory of the
world by evoking constituent parts of reality. On the other hand, by
denying them or leaving their realization undecided he enables other
parts of reality to rcalize themselves. By using this procedure the
reciter guarantees his ‘own as well as the perceiver’s freedom. Thus
the motif ‘freedom’ is evidently associated with that of ‘negation’.
Reference should again be made to Homer who introduces a narra-
tive, developing itself according to an invariable plot (muthos), as
well as literary figures, but then withdraws himself from the scene
(see note 3). The same freedom is expressed in Valery’s image of a
hungry person who may either immediately eat his food neglecting its
excellent taste by so domg, or forgettmg the unpleasant feeling of
hunger for a moment in order to enjoy the food better. Actually the
feeling of joy of a person who enjoys the taste of food is maximal at
the beginning of his meal, i. e. when he has not eaten anything at all
as yet. At that moment the food still has a maximally signalling
function. Valéry has continued his idea of a hungry person whose
taste of food is maximal at the beginning of a meal in his conception
of beauty. Man experiences this in its optimal form at the moment he
still expects it. Valéry’s idea of beauty implies that it is maximal in a
work with a fragmentary character.

What has all this to do with Puskin? Essentially a fragmentary
character is distinctive of many works written during the period of
Romanticism.4 In Russia this is the period from about 1820 to about
1850. Puskin is a typically transitional figure in Russian literature- as
his works show neoclassical as well as romantic traits. Their often

4 See, in this regard, M. A. Abrams, The Mirror and the Lamp: Romantic Theory
and the Critical Tradition, 1958, 134 ff. This fragmentary character often manifests
itself in its concrete form in the phenomenon of silence, which is applied as a literary
procedure (see, for instance, Puskin’s letter to Vjazemskij of February 6, 1823 in
which he defends its use in The Prisoner of the Caucasus, as well as the verses Osen’ of
1833).
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fragmentary character bears testimony to the latter. Thus in the neo-
classical conception a work of art should always be complete. In this
regard in the latter a clear distinction is made between a producer and
a perceiver. As far as the creative process was considered, the artist
was considered absolutely superior to the perceiver (Blagoy 1982:
169). In the romanticists conception, however, this clear border-line
is blurred. A romantic work of art is suggested to have come about as
a result of a free interaction between a producer and a perceiver.
Consequently, in the romantic conception, the more possibilities a
work of art offers its perccivers to realize it according to his own wi-
shes, the more it is ideal. In other words, an ideally romantic work is
fragmentary .5

Puskin’s works are exemplary in this regard. It may occur that
their fragmentary character is introduced as a literary procedure. Thus
the author may intentionally leave a reader free to fill an open space
in a work in accordance with his own wishes. For instance, he may
simply leave his work, allegedly not knowing its ending. In Evgenij
Onegin the author uses different procedures to leave something he
cannot say (Blagoy 1982: 174). First of all we are confronted there
with many ‘empty stanzas’ bearing a number only. Furthermore, it
contains unfinished. text parts, as well as all kinds of word-plays,
enabling the author to ‘cscape’ from the work, in the above-mentio-
ned way.® The suggestion of the fragmentary character of Evgenij
Onegin is raised in degrees. Originally it was the author’s intention to

5 For the ideal character of the fragment in the romantic conception as being both
complete and unfinished, scc C. Rosen, H. Zemer, Romanticism and Realism. The
mythology of Nineteenth-Century Art. New York 1984, 25.

6 The famous concluding-lines are, of course, illustrative. Thus in the forty-eighth
stanza of the last section the writer says: “H aacch repos moero / B MHHYTY 37YI0
Ans Hero, / UMTaTenb, Mbl Teucps ocTaRMM / Hajsonro, nasceraa” (“And here my
hero/ At an unkind minutc for him,/ Reader, we shall now leave/ For long, for ever”;
the translation is taken from Pushkin 1975: 307. This sudden farewell, in the middle
of the text, is confirmed, in the concluding lines of the last stanza, by the image of a
guest, leaving the feast of life: “Biaxeil KTO NpassHAK XH3HHM paHo / OctaBun,
He JIonMB 10 AHa / BokaJia nojnoro BuHa./ KTo He nouen ee poMaHa/ U BAPYI
YMEJN paccTaThCs C HMM, / Kak st ¢ Onernnuim Moum” (“Blest who life’s banquet
early/ Left, having not drained to the bottom/ The goblet full of winey Who did not
read life’s novel to the end/ And all at once could part with it/ As I with my Onegin”,
idem, 309) From this image this passage derives a signalling function. Therefore, it
gives the reader a send off from the text.
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let his hero depart from the capital for a long journey after his last
meeting with the hcroine.” In other words, Evgenij Onegin ends, via
several intermediate stages in the form of all kinds of all kinds of
fragmentary parts and text-variants.8

We shall not discuss in detail the intricate problem here how
Puskin’s Egyptian Nights camec about. Thé essential question can be
raised why the definitc version of the poem, dealing with Cleopatra
had to wait ten years before it appcared and, when it did, why it was
published within the framework of an incomplete prose text!® We will
follow the historical reconstruction of its development, which is
given in Bondi (1931: 212). The latter distinguishes the following
stages:

7 Summarizing, whereas the projected work as a whole shows the following se-
quence of chapters: 1-7, [Journcy of Onegin}, 9, [10], the realized work, however,
shows the sequence 1-8, {9: Joumcy of Onegin}, [10]. Summarizing, there are 8 devi-
sed and realized chapters, one mercly devised chapter 10, and a partly realized, merely
potential, chapter 9, although thut chapter is not officially indicated as such. (See
also Puskin 1937:'t. 6, 661) In other words,whereas it is difficult to identify the exact
content and nature of the chapters 8 und 9, there is a clearly projected chapter 10. This
was devised in 1829, and bumt by the author in 1830. It was the author’s intention
that Onegin should cither perish in the Caucasus, or turn up among the Decembrists
(Puskin 1957: t. 5, 9-213, and 581-608; hcre: 604) Originally the ‘Journey of One-
gin’ had been published independently, as an apart section, to be included in section
7, with information about its origin and a motivation of the strange succession of the
sections [see Pushkin. 1975: vol. IV (Fragments of Onegin’s Journey), as well as vol.
III (Comm. on Chapters Six to Eight, ‘Onegin’s Journey’ and Chapter Ten). As an au-
tonomous eighth section it was reworked by the poet at Boldino in the autumn of
1830 (Puskin 1957: t. 5, 9-213; 581-608; here: 603) The present section 8 would
have to be reworked and become section 9 (idem, 603).

¥ The fact that the censor forbade the printing of the ‘Joumney’ did not prevent the
author from realizing his work as a successful whole (Blagoy 1982). This fact endor-
ses the idea that a decision not 10 realize a text, either originating from an author or
from an external source, may be well used as an artistic procedure. From this fact the
effect of the tsarist negative censorship could be explained as far as it did not prevent
one of the greatest litcraturcs, i.c. Russian nineteenth-century literature, to come
about.

9 The idea to realize the theme of Cleopatra in prose-form was brought up for the
first time by the author in his frugmentary text entitled NoBecTh U3 PUMCKOR XH3HH;
begun in 1833. it contains translations of verses by Horace, Anacreon and Petronius.
Apparently already then the poet felt that the poetical texts would be framed by a
prose-text with a clear sujet. (sce Kuzanovie 1934: 187-204; here: 188).
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1. the first edition of the poem Kleopatra, inserted into it, was
written in 1824; :

2. this edition was reworked in 1827:

3. the author decided to insert the poem into a prose-text, dealing
with a contemporary subject, probably in 1835. This resulted in the
incomplete short-story Msi nposoanau seuep Ha -Jaue y KHATHHH /]
(We passed the evening at Princess’ D’s data). In that story the theme
. of Cleopatra was realized in the form of a poem. The original, first as
well as second editions of the poem were considerably reworked for
that goal. The author motivated his need to insert a poem with this
theme into a prose text dealing with a contemporary topic by the in-
troduction of the historical figures of ‘Napoleon and Madame De Stagl
allegedly discussing the question who'should be considered the grea-
test woman on earth and why (Bondi 1931: 203). ‘

4. Having decided not to complete the above-mentioned story, the
author decided to write a new story, entitled Egyptian Nights. In this
story the poem would have to be recited by an Italian improviser.
Which version of the poem would be inserted, is unknown, as the
story ends with the words: HMnposu3sauns Hauanach (386) (‘The im- -
Provisation had begun’). Summarizing, the gap between the time at
which the prose-text and that at which the poem takes place is bridged
by one of those foreign improvisers who often visited Moscow and
.St. Petersburg ip the beginning-years of the nineteenth century (see
Kazanovit 1934: 190; Gofman 1935: 13).

5. For the description of the protagonist Carskij, in the first sec-
_tion of the story, the author made use of a fragment, written in 1830,
entitled OtpuiBok (Fragment). This begins with the words: HecMoTps
Ha BenukHe mpuMywecTsa... It contains a description of the place of
a poet in the world, and has a highly autobiographical character
(Bondi 1931: 203). Moreover, the story also includes the text of the
improvisation which the improviser recites for Carskij. This is a re-
worked version of two stanzas of an incomplete poem, written in
1832-33, called, after the name of its protagonist, Ezerskij (Bondi
1931: 193).1° We will just take for granted that the story is incom-
plete, and, consequently, bears that fragmentary character which is
illustrative of a romantic literary work.

10 putkin corrected and adapted the stanza for Egyptian Nights. For the draft of
these adapted texts, see Puskin 1940: §34-857.
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Duplication is an effective procedure to give a text a romantic
character as it suggests that a text is complete even when it seems to
be fragmentary (RZzevskij 1976: 133)! Thus, incomplete as the text is,
the introduction in it of a completely new heroine (Cleopatra), pro-
longs and illustrates the prose-text; it completes the text as a whole
(Rzevskij 1976: 133).!! Thus it is evident that the procedure of dupli-
cation when applied consistently, ultimately leads to a moment at
which the reading-process is concluded. At the same time Valéry’s
earlier-mentioned observation concerning the reverse satisfaction of
aesthetic signals is confirmed by the fact that the poetic text dealing
with Cleopatra, is left incomplete. In other words, this feature gives
the text the quality of a question, which must be answered. This an-
swer, however, is not given because we are at the end of the text.

The heading Egipetskie no¢i bears a highly potential (or signal-
ling) character. Thus it evokes in the reader an expectation as to the
content of the story. This cxpectation may either be confirmed or not.
The heading postpones the moment the text is fully identified in the
manner outlined by Valéry. Thus the first sentences of the first chap-
ter do not show any links with the heading. Reference must again be
made to the Aristotelian concept of a work of art as coming about as a
result of a combination of processes of recognition and cognition.
Thus the sense of the words ‘Egyptian Nights is ‘kept removed’ from
the reader as long as possiblc. Thus only at the end of the story,
where we are confronted with the poem embedded into it, the content
of the title re-appears, in the poem’s heading: Cleopatra e i suoi
amanti. In other words, during the progress of the narrative the sense
of the heading becomes clear. Thus the suggestion is raised of a
circle which more and more closes itself in the course of the reading-
process until finally the poem and the story’s heading meet. The
paraltel with deictic statements presents itself again. In the same way
as these leave a percciver free to carry out the action implied by the
statement, a heading in a literary text which bears no semantic links
with the following text-parts leaves a reader free to realize the fol-
lowing text according to the expectation evoked by the heading.

11 As far as the poem on Cleopatra continues and illustrates the prose-text, Tynja-
nov’s observations conceming illustrations in a verbal text are essential, in so far as
these should be unrelated to the text-fragments, i. e prolong them rather than that
they should repeat them. This problem has been discussed in more detail in Waszink
1994.
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The process of postponing the moment of aesthetic recognition
which should precede that of cognition is particularly realized by me-
ans of duplication. Generally speaking all motifs are presented as
being split up. The procedure of negation plays a key role in this re-
gard. Reference should again be made to the essence of the first
chapter which lies in the fact that, for the time being, the reader’s ex-
pectation evoked by the headirig is not honoured. For instance, the
heading evokes the suggestion of a Southern setting whereas the
story takes place in a Northern capital. Then, in the story a poem ap-
pears. In other words, the phenomenon of duplication is realized by
the opposite genres of prose and poetry. The introduction of poetry
into the prose-text is motivated as at its beginning a poet is operative.
The realization of this motif is postponed as the latter is not the maker
of the poem on Cleopatra which concludes the text. The realization of
opposite motifs is continued as Carskij presents himself as a normal
person whereas the public continuously claims its rights over him as
a poet. Carskij in other words, is regarded by the public as a poet in
the Horatian sense as he scrves, in their view, for their profit and de-
light (372). Carskij himself covers all symptoms from which his poe-
ticak activities might become manifest. Thus he passes himself off as a
dandy, his stady is always well-clecaned and so on. The postpone-
ment of the image of a poet arising in this way, is in its turn confir-
med by the fact that the public nevertheless goes on asking him for
more information @bout his poetical activities: ‘Didn’t you write som-
ething new?’ it asks (373).12

Particular attention should be paid to the language-codes as they
also manifest how in the procedure of duplication the opposition
‘positive’/’negative’ plays a key-role. Firstly the motif of ‘the poet’
realized as it is in the improviser is linked with that of a double lan-
guage-tode. Thus as soon as the improviser is introduced the
language is shifted from Russian to French and then to Italian. This
shift of language codes takes place in an intricate manner. Thus the
report of Carskij’s confrontation with the Italian runs as follows: _

— UYTo Bam HanoGHO? cripochsi ero Yapckuit Ha tbpaHuy3sckomMm
si3bike [to which the latter answers] — Signor, - oTBeuan HHOCTpaHey
C HH3KMMH noksioHamu, — Lei voglia perdonarmi se... (374).

12 The texts are taken from Pulkin 1958, the translation from Pushkin 1983. When
no page-numbers are mentioncd -behind the latter, the translations are mine as I consi-
dered the translations of those passages not literal enough.
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“What do you want?”” Charskii asked him in French. ‘Signor’, answered
the foreigner with low bows, "lci voglia perdonarmi se...” (251 - Italics
mine, PMW)

It is illustrative that the narrator does not bring about a complete
shift of the attention from an ecxternal to an internal viewpoint. The
signalling function of the non-Russian text-parts resides in the fact
that they alternate with text-parts in which the original code (Russian)
is restored. Thus Carskij’s question is reported, by the external nar-
rator, to be posed in French, but the text of that question itself is
rendered in the narrator’s norm-language, i. e. Russian. Something
similar occurs in the following passage where the improviser who is
supposed to speak Italian only, informs Carskij as follows:

$| HEanoJMTaHCKUIA XYAOXIIMK, — TOBOPHJI HE3HAKOMBIH, — 06CTONA-
TENLCTBA NPHIIY AUJIH MEHS OCTaBHTh OTeuecTBO (375).

“I am a Ncapolitan artist”, said the stranger, “Circumstances forced me to
leave my country” (251).

Here again the words by the artist who is supposed to speak Ita-
lian only, are nevertheless rendered in Russian. Also in this passage
it is evident that the altcrnation of Italian and Russian as language co-
des is used as a literary procedurc. From this alternation the passages
written in Russian and Italian dcrive their signalling function. Thus
the introduction of Italian as a language-code does not imply that
from that moment in the text on Italian will be the norm-language.
Firstly in the above-mentioned passage the improviser is introduced
as consistently speaking Italian only. Then, however, the situation
changes; see his words to Carskij in which he implores his help:

Hageloch, CHriop, uTo Bbl C/ACJAAETE APYXCCKOE BCMOMOXEHHE
cBoeMy colpary..."Bul omubacicch, CHriHop, Npepran ero Yapckui
(375).

“I hope signor, that you’ll do a brotherly favour to your fellow-artist...”
(251) “You are mistaken, signor”, Charskii interrupted him (252).

~Thus the use of the word ‘signor’ indicates that the speaker is an
Italian. However, in the progress of the text usc is again made of
Russian. Consequently, it is suggested that either the Italian speaks
Russian, or that he spcaks Italian only, which is, however, translated
by the narrator on behalf of his rcaders. Similarly Carskij is presented
as speaking both Italian and Russian. His speech is, in its turn, ren-
dered in Russian apparcntly on behalf of the same readers. In - other
words, here the phenomenon is scen at work that the viewpoint shifts
from an external percciver (speaking Russian) to an internal one who
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speaks and understands Italian in the same way as the improviser
does. :
The play with the language-codes is made more complicated at the
end of the story. This moment is anticipated at the end of section 1,
when Carskij has convinced the improviser to appear before the St.
Petersburg high socicty. Originally the latter resists to do so under
the pretext that his performance will hardly be acceptable for his au-
dience because its members do- not master the Italian language. But
Carskij thinks that they will come anyhow as they will regard the ap-
pearance of the Italian as a social cvent. At the beginning of the eve-
ning itself described in section 3, the improviser reads out the sub-
jects which have been sct to him. The first of these is is presented in
its Russian version first, followed by its Italian one: CemeiicTBO
Uenuu (La famiglia dei Cenci). The following ones are given in Italian
only: L'ultimo giorno di Pompei, Cleopatra e i suoi amanti, La prima-
vera veduta da una prigione and Il trionfo di Tasso (384). These sub-
jects should, in other words, be considered as being translated for
the improviser from Russian into his vernacular as the reader has
been informed beforchand that the audience does not speak Italian.
The man turns to a pretty girl in the audience asking her to make a
choice from these subjects; she rcads aloud the paper on which the
subject ‘Cleopatra’ has been written. The pretty girl, apparently,
speaks Italian, as she understands what the improviser wants from
her. But not only she understands him. Thus, the Italian asks the au-
dience to specify which lover is meant, adding the words: ‘perché la
grande regina n’aveva molto..” (386). The gentlemen react to these
words with a thundering laughter; in other words, they apparently do
understand Italian very well. Summarizing, in the last section the sub-
tle play with language codes is claborated consistently. This play is
used as an effective means to postpone the moment at which the per-
ceiver identifics the acsthetic stimulus. Thus each time the perceiver
seems to have found thc code for its correct interpretation it appears
to have run away under his fingers. Consequently, it is evident how
in the intricate play with language-codes the opposition ‘positive’
versus ‘negative’ is associated with that of ‘norm-language* versus
‘deviant language’ (not this, but that language).

The phenomenon of duplication also manifests itself in the reali-
zation of the theme of ‘inspiration’. The procedure of duplication is
particularly used to demonstrate the processes of recognition and co-
gnition taking place in the producer and the perceiver. Puskin rejects
the idea that by inspiration a work of art can be created which is a
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mere result of imitation of an existant model. If this were the case it
would imply that the new -work would bear just one code, i. e. the co-.
de of the original work.!3 The processes of recognition and cognition
-combined as they arc in the motif of ‘inspiration’ is described as
_follows at the morning the improviser is introduced. Then Carskij is
presented as follows: :

- OaHaxAu yTpom Yapckuit uyBcTBOBan TO GnarogaTHOE PacrnoJio-
XXEHHE /1yXa, KOr/la MEUTaHusl ABCTBEHHO PUCYIOTCA Mepea BaMH H
Bb OOperaeTe XHBHE, HCOXW/AHHLIE CJIOBA ANS BOMJIOWEHHA
BH/EHHUIA BallUx, KOrja CTHXW JICFKO JIOXAaTCAa NOA NEpo Balle H
3ByUHbEe PpHpML OCryT HaBCTpeuy CTPOMHON MbCAH. UYapCKHA
norpyxex Gun Ayuiol B CAAAOCTHOE 330BEHUE.. H CBET, H MHEHHS
CBeTa, U ero CoOCTBEHHBE NPUUYAb AJIA HErO HE CYUECTBOBAJIH.
OH nucan ctuxu (373).

One morning Charskii felt he was in that exuberant state of mind when
fantasies arise before you in clear outline, when you find vivid, un-
expected words in which to incarnate your visions, when verses readily
lie down under your pen, and when resonant rhymes run up to meet
well-ordered thoughts. His spirit was immersed in sweet oblivion.. The

13 For instance, in his review O zapiskach Sansona, written at the occasion of the
publication of Sanson’s Mémoires pour servir @ Uhistoire de la Révolution Francaise
he criticizes Victor Hugo, who, in his novel Le dernier jour d’un condamné, from
1829, had sought inspiration in the memoirs of the French police-spy Vidocq. In
other words, by his criticism he stressed the danger of mercly copying the writings of
this man. See Puskin 1958: (. 7, 104-106; hcre: 105, as well as 674. Pulkin particu-
larly loathed Vidocq as the latter reminded him of the Russian second-rate writer and
police-spy F. F. Bulgarin. See in this regard his O zapiskach Vidoka in Puskin 1958:
t. 7, 147-148, and, in part. the note on 697. Rather should, in PuSkin’s .view, the
creative moment, evoked by a process of cognition taking place in the perceiver,
clearly manifest itself in an artistic work. This should be evident from the fact that the
work is the result of inspiration which can be identified by a few initiated persons
only, i. e. not just recognized by all people. Sce his verse-lines entitled Zukovskomu
dating from 1818: “Korjia cmensoTcs Bujiclibs / llepea TOGOH B BosEGHOR
mrne /Y GLICTPHA XOJ10/1 BJIOXNOBENLS / Baackl NOALEMAET Ha uyene,- / Tu npas,
TBOPHUlIb TH [UTsSl HEMHOMWX, / He s 3apuctiuBbix cyaedt,/ He ang cbupatenen
y6orux / UyxXux cyxJenui 1 secTeit / Ho ansi Apy3er TajiaHTa cTporux / Cea-
WEHHOR UCTHHH Apy3en” (‘When visions succeed each other/ Before you in an en-
chanting haze/ And the swilt cold of inspiration/ Will make your hairs stand on end/
You are right; you are creating for just a few,/ Not for envious criticasters,/ Not for the
wretched collectors/ Of others® criticisms and gossip/ But for the strict friends of ta-
lent,/ The friends of sacred truth (Puskin 1956: I, 336).
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world, the opinions of the world and his own conceits did not exist for
him.He was writing verses (250).

Thus the fact that inspiration is conditioned by the recognition of
a model from reality is exprcssed by the language-code which the
thoughts of the poet should obey. The latter finds words (which are,
by definition, recognizable to all pcople) to express his thoughts. But
these are subject to his own, strictly personal, will. The motif of
‘obeying’ is also expressed by thc idea that the words ‘readily lay
down under the pen’. The process of cognition of new ideas, evoked
by the words, on the other hand, is emphasized as the thoughts (re-
cognizable as they are because they arc expressed in generally under-
standable words), are identificd by the perceiver as original, living
organisms. This appears from the use of the words ‘vivid’ and ‘un-
expected’. The motif ‘oblivion’, as being distinctive of them, should
also be mentioned in this regard, because the theme ‘inspiration’ is
often associated with it. The motif ‘oblivion’ is also expressed by the
words ‘did not exist’. Generally speaking the suggestion that the or-
dinary world does not cxist is presented as being distinctive of a
poet. Summarizing, the motif of ‘oblivion’ postpones the correct
identification of the text in the manner explaincd by Valéry. Thus in
the above-mentioned passage it is cvident that a poetic text is suppo-
sed to come about as a result of a process in which a question is rai-
sed which evokes a stimulus in a perceiver (“you”). It was seen that
the answer to this question and the question itself in their turn mu-
tually condition each other. In the above-mentioned example the sig-
nalling function of the question and the answer is evident as the
stimulus evoked by the moment of inspiration ends in a void which is
expressed by the motif of ‘oblivion’. This void, in its turn, trans-
forms itself in the result of a creative activity: ‘He wrote verses’. The
realization of the theme of ‘inspiration’ as being the result. of pro-
cesses of recognition and cognition is claborated in the person of the
improviser. The motif of ‘oblivion’, i. ¢. non-existence plays an im-
portant role within the text of the improvisation too. The figure of the
poet is introduced there as being blind, not perceiving anything of
the world surrounding him:

Mo3T HAET — OTKPHLITH BEX /M,
Ho oH ne BUAMT HukOro (379)

The poet walks; his lids are open,
But he doces not see anybody

And later on, ordinary man says to him:
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Ha CTPOAHBIA MHUD Tbl CMOTPHINIL CMYTHO
Your view of the orderly world is blurred.

The motif “oblivion* also shatters the border of this text, thus
entering that of the embedding prose-text:

HranbsHew yMonk... Yapckuit MOAuan, K3yMAEHHbIH W PacTpPOraHHbLIA
(380).

The Italian grew silent... Carskij was silent, astonished and moved.

The motif of ‘oblivion’ is also realized in that of ‘freedom’, ex-
pressed in the prose-text in which the improvisation is embedded:

BOT onH, BOJILHO nepeaatiibie OJHUM U3 HallnX NPHATENEN CO CIOoB,
COXpaHHWBINIMXCA B naMaTH Yapckoro (379).

Here they [i.e. the verses of the improviser] follow, — a free translation by
a friend of what Charskii could recall (254).

The motif ‘freedom’ is, of coursc, opposcd to that of ‘constraint’.
See the improviser’s reaction to the theme which is set to him:

Cna3a uranbsiHUa 3aCBEpKaJy, Ol B35/l HECKOJLKO aKKOP/OB, FOPAO
NO/AHSAM FOMOBY M MBUIKHC CTPOdL, BLPaXEHHE MCHOBEHHOrO UyB-
CTBa, CTPOAHO u3neTenu U3 ycr ero (379).

The Italian’s eyes flashed, he played a few chords, proudly raised his head,
and ardent, passionate stanzas, the expression of a momentary feeling, rose
from his lips (254).

The use of the word ‘orderly’ is again illustrative; see the image of
the verses Carskij writes which arc presented as running-up to meet
‘well-ordered thoughts’. In the latter passage the motif of ‘freedom’
is realized by that of ‘life’, and ‘running-up’, that of ‘constraint’ —
by that of ‘orderliness’. In this passage, however, that of ‘freedom’
is realized in the image of ‘firc’ (sce the words ‘flashed’, ‘ardent’,
‘passionate’). Summarizing, the improvisation results from a combi-
nation of the opposed processes of recognition and cognition, reali-
zed by the motifs of ‘freedom’ and ‘constraint.” The motif ‘inspira-
tion’ is again illustrative in this regard; sec the theme, set by Carskij
to the improviser: ‘A poet chooses the subjects of his songs himself;
the crowd has no right to command his inspiration’ (254). On the one
hand inspiration is presented herc as being the result of a poet’s own
Jree choice. However, exactly the fact that in this passage this theme
is set by a force external to the improviser contradicts its content. In
other words, an intricate play of the motif of ‘inspiration’ as being
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the result of a combination of the processes of cognition and recog-
nition takes place. The processes are presented as mutually conditio-
ning each other. Thus on the onc hand Carskij sets the theme to the
improviser in his quality of an external force but this quality con-
tradicts the other aspect of his personality as he is a poet t00. See the
discussion on the nature of inspiration following the improvisation:

Kak! Yyxas MbCJIb UyTb KOCHYJaCb BalIEro Cjiyxa M yXe€ cTraja
Balelo cobCTBEHHOI0, Kak Oy/ATO Bbl C HEIO HOCHJIUCD, JIEJIESH, Pa3-
BHBanu ee Gecnpectanto (380). '

How can it be, [Carskij wonders] that someone else’s idea, which has
only just reached your ear, immediately became your own property, as if
you had carried, fostéred, and nurtured it continuously?

The Italian’s answer is:

BCSiKHH TanaHT HEM3bSACHUM. KakuMm obGpa3om BasiTesib B Kycke kap-
papckoro MpaMopa BHAWT COKpuTOro lOnurTepa M BHBOAMT €ro Ha
CBET, Pe3UOM U MOAIOTOM pa3apobnsis ero obonaouky? (381)

Every talent is inexplicable. How can a sculptor see a Jupiter hidden in a
slab- of Carrara marble and bring it to light, chipping off its shell with
chisel and hammer? (255).14

14 The improviser’s words concerning the sculptor refer to Michelangelo’s verses,
devoted to Vittoria Colonna, starting as follows: Non ha I’ottimo artista alcun con-
cetto/ ¢’'un marmo solo in ‘sé non circonscriva/ Col superchio, e solo a quello arriva/
la man che ubbidisce all’intelletto (‘No block of marble but it does not hide/ The
concept of a living in the artist’s mind-/ Pursuing it inside that form, he'll guide/ His
hand to shape what reason has defined’). The translation originates from:
Michelangelo: Life, Letters, and Poetry. Sel. and tr. with an Introduction by G. Bull.
Poems tr. by G. Bull and P. Porter. Oxford 1987, p. 153. (The World’s Classics). As
far as the combination of recognition and cognition, expressed in this manner is
concerned, reference should also be made to E. A. Baratynskij’s poem entitled’
Skul’ptor (The sculptor). Baratynskij was indirectly, through his friends Odoevskij
and I. Kireevskij, influenced by German Idealistic philosophy, particularly that of
Schelling, although it is unclear as yet how far this influence went. (see, in this
regard: G. Kjetsaa, Evgenij Baratynskij. Zizn' i tvortestvo, Oslo 1973, p. 136, and
168; see also S. Pratt, Russian Metaphysical Romanticism: the Poetry of Tiutchev
and Boratynskii. Stanford 1984, p. 20 (Studies of the Russian Institute, Columbia
University). Baratynskij’s verses deal with the Greck myth on the nymph Galathea
who, after having carved by by Pygmalion, is inspired with life, and subsequently
becomes the latter’s mistress. The first lines run as follows: 'ny6okun B3op Bnepus
Ha KaMeHb, / XyAOXHHK HMUMAY B HeM npospes, / H npobexan Nno Xuiam
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And he concludes his argumentation with the words:

Tak HHKTO KpOME CaMOro WMNPOBWU3ATOPA HE MOXET NOHATb 3Ty
OGLHICTPOTY BNEUATJ/IEMHH, 3Ty TECHYI0 CBA3b MEXAY COOBCTBEHHBIM
BIOXHOBEHHEM H UYX/OH BliClHElo Bonelw... (381)

Similarly, no one except the improvisatore himself can comprehend this
alacrity of impressions, this close tie between one’s own inspiration and
another’s external will... (255).

In the words ‘inspiration’ and ‘external will’ the processes of ‘cog-
nition’ and ‘recognition’ are presented as opposed elements.

The conception of the work of art as being the result of a combina-
tion of by themselves opposed processes ‘recognition’ and ‘cogni-
tion’ was developed by several Russian romantic writers. Generally
speaking, the conviction that mere imitation does not only imply the
death of art, but of the artist too, was prevalent in Romanticism. In
other words, an art which presupposes nothing more but a process of
recognition going on in the perceiver, should be rejected.!s Puskin’s

nnameHb, / U Kk Hel oH cepanem noseren (‘Fastening a deep glance on the stone,/
The artist began to see a nymph in it;/ A flame ran across his veins,/ And his heart
dashed toward it’, 1841 - E. A. Baratynskij, Polnoe sobranie soéinenij, Leningrad
1957, p.187). In these lines the process of cognition on the side of the artist is
associated with the motif of ‘passion’, which was, in Pulkin’s lines on the
improviser, expressed by the image of firc. Then, in the remaining lines, the process
of recognition plays a key role. This is, again, associated with the motif of
‘constraint’ in a way similar to that used by Puskin. Thus the second stanza runs as
follows: Ho G6eckoleuHo BoXAeJcliHbi, /YXe OH BNACTBYeT coBOH: /
HeToponnusbif, nocteneHHbil / Pesell ¢ Gorubiu CokpoBeHHOR / KOpy CHHMaer
3a Kopo#... llokysa, cTpacTb ypasymes / 0] JacKOW BKpaauwBoW pesua, /
OTBeTHbIM B3opoM [Masiates / He ymneueT, xenanbem paes, / K nobeae Herd
myapena (‘But, endlessly full of desire as he is/ He already masters himself]
Unhurriedly, gradually/ The chisel removes from the concealed goddess/ Crust after
crust...Until, comprehending his passion,/ Under the ingratiating caress of the chi-
sel/ Galatea, with an answering look,/ Allures, glowing with desire,/ The artist
“toward the victory of voluptuousness’ - idem, 187). The word ‘answering’ is essential
as this marks the moment at which the combination of the processes of recognition
and cognition are completed. It is, of course, no coincidence that this word is found in
the last sentence of the poem.

15 This was clearly explained in Gogol’s story The Portrait. The author emphasizes
that an inscrutable idea is hidden in everything; consequently an author should be
considered a creator than a mere copier of nature. This conception also originates in
German Idealistic thought, whose most champion in Russia was Belinskij. (See, in -
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own poem To a painter dating from 1815 is illustrative. Having invi-
ted the addressee to paint his beloved the poet concludes his verses
with the following stanzas:

Mpo3pautbl BONKL NOKPLIBANA
HakuHb Ha TPENETHYIO rPyAb.
Y100 ¥ noA HUM OHA AblIuana,
XoTtena TanHO BO3ZAOXHYTh.

NpeacTaBb MeuTty J1o6BH CTbl/UTHBOIA.
H To#i koTOpOIO ALY,

Pykoii nwoboBHHKa CUACTANBOM
BHH3Y fi UM noanHuly.

The limpid, transparent waves of the shawl -
Throw them on the shivering bosom,

In order that it languishes under it,

Itching to sigh in secret.

Submit the dream of a bashful love.

And then I will write under the portrait the name of her,
through whom I breathe,

With the hand of a happy lover (Pukin 1956: I, 183).

The concluding word ‘name’ is ‘essential, as the combination of
the processes of recognition and cognition, manifests itself in it. Use
is again made of a procedure of duplication, as the addresser presents
himself as ‘breathing’ in the described figure. Thus the personal ele-
ment of cognition is expressed. On the other hand, the process of re-
cognition is expressed as the represented person is supposed to be
recognizable for other persons too. The painter, i.e. the addressee, is
considered to be the person enabling the addresser to carry out the
combination of the two processes of recognition and cognition. Hav-
ing done this, the latter writes the name of the represented person un-
der the portrait.!¢ In other words, this poem again confirms PuSkin’s

this regard, the detailed discussion in R. Pcace, The Enigma of Gogol. An Examina-
tion of the Writings of N. V. Gogol and their Place in the Russian Literary Tradition,
Cambridge 1981, p. 116, and the notes on 321,-as well as R. Fanger, The Creation of
Nikolaj Gogol, Cambridge 1979, p. 114 and n. 36 on p. 278.

16 Names, as is well known, belong to the deictic words, i. e. those words, the pri-
mary task of which resides in the fact that they draw the perceiver’s attention to the
person of the speaker as well as the time and place of the utferance.
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conviction that a work of art should not come about as a mere result
of copying external reality.

To conclude, attention should be paid to the phenomenon of du-
plication as it manifests itself in the representation of the literary figu-
res. Reference was already made to Carskij, who, at the outset, is
presented as the figure to whom the poct’s task is not reserved.
Exactly this task is to be fulfilled by the person who is reported to
disturb him at the moment inspiration comes over him, i.e. the Italian
improviser. In this feature that Carskij does not function as the real
poet his signalling function resides. The realization of the motif of
‘the poet’ in the story takes place gradually. In other words, the pro-
cedure of duplication is used as an effective means to postpone the
moment of its identification by the perceiver in the manner indicated
by Valéry. This gradual realization takes place in such a way that in
each of the succeeding phases of the narrative the range of reference
of this motif is further limited. This also holds for the world in which
the poet is operative. Again, at the beginning Carskij is introduced as
the person who constantly denies his poctic activities. Then we are
confronted with the improviser who is to bear poetic qualities. Howe-
ver, firstly, he is presented as playing different roles in society:

BCTpeTsAch C 3THM UENOBEKOM B Jiecy, Bbl Obl NPHHSAAK Gbl ero 3a pas-
Gofitinka; B OOWECTBE — 33 NONWTHUECKOrO 3arOBOPIIHKA; B NEpea-
HeR — 3a WwapJiaTaHa, TOPryioiiero 3JIMKCHPaMH1 H MbillibsikoM (374).
If you had met this man in the woods, you would have taken him for a
robber; in society, for a political conspirator, and in an anteroom, for a
charlatan, peddling elixirs and arscnic (251). '

Thus he is a mere intruder here from the external world. In the
next phase, however, he appears to belong to the.category of artists
(1 HEanoONMTAHCKUM XYJAOXHWK — TOBOPUN He3Hakombii, 374; “I
am an Neapolitan artist", said the stranger, 251). This category is, in
its turn, refined as explicit reference is made to musicians. Thus ori-
ginally Carskij thinks that the man is a cello-player who gave to St.
Petersburg to give concertos. But the process of refining is continued
as the intruder appears to be a poet; i.e. he appears to belong to the
same class as Carskij: :

— Her, eccelenza! — orTeeuan uranbsaney, — s GeAHHA UMNPOBH-
3aTop.
— HmnpoBH3aTOp! — BOCKAWKHYJ YapCKHH, MOUYBCTBOBAB BCIO

XECTOKOCTb CBOEro obxoxaenus (376).



114 Paul M. Waszink

No, eccelenza! answered the Italian. "I am a penniless improviser” "An
improviser!". exclaimed Charskii realizing the cruelty of his conduct.
(252).

~ The above-mentioned duplication of the literary figures is consi-
stently maintained in the whole text. Consequently, all extra frames in
the narrative are shattered. Thus the figures occurring into the verse-
lines which are inserted in the prose-text mirror those of the latter.
Reference was already made to the Carskij who ‘returns’ in the impro-
viser. The latter, in his turn, ‘rcturns’ in the poem as it is made by
him. Then, the procedure of ‘splitting up’ of the figures appears as
Carskij does not only re-appear in the persons of the improviser, but
also in that of Tasso who is mentioned as one of the subjects set to
the improviser. In his turn, the improviser does not only re-appear in
Carskij, but in other persons too. Cleopatra, for instance, is similar to
the improviser in his quality of a poet. Thus by her attitude she defies
the bourgeois world. In the embedding prose-text this attitude is per-
sonified in the improviser. The procedure of supplication bears a
special kind as literary figures are presented as being placed in a jux-
taposition with their counterparts. The motif of ‘avarice’ is illustrative
in this regard. Thus, immediately after his first performance for Car-
skij, the Italian begins to worry about the price he should ask for his
appearance in front of such a fashionable public. The motif is depic-
ted as opposite to that of ‘poetic talent’:

HenpusaTHO Obi1I0 YapCKOMY C BLICOTH NMO33WMM BAPYT yNacTb MoA
JIaBKY KOHTOpIIKKA... UTanbsiiew... oGHapy>XW TaKylo AUKYI0 Xaa-
HOCTb... UTO OH ONPOTHBEN Yacpkomy... (381) .

It was unpleasant for Charskii to fall so suddenly from the height of poe-
try into the bookkeeper’s office... The occasion revealed so much unbrid-
led greed in the Italian... that Charskii became disgusted with him... (255)

This motif of ‘greed’ and ‘avarice’, in its turn, rc-appears in Cleo-
patra, the figure who, according to Aurelius Victor, in his Liber de
Viris Illustribus, prostituted hersclf in exchange of the life of her
lovers. The opposition between Cleopatra and the ordinary world
manifests itself in the fact that Clcopatra’s audience recoils after ter-
rible words that she will have her lover executed (Pekna — W yXac
Bcex o0bemsieT/ W ctpacTbio AporHyan cepaua, 388; Thus she.
All hearts are set aflutter/ By passion blent with dreadful qualm,
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259).17 Summarizing, Cleopatra combines the motifs ‘avarice’ (reali-
zed in her prostitute-like tendency) and ‘poetic talent’, present in the
improviser too. '

The improviser’s a-social attitude manifests itself during his first
improvisation before Carskij, as long as he presents himself as ob-
sessed by poetry. However, his socially conditioned attitude is evi-
dent from the fact that he is also a representative of the crowd, which
is obsessed by greed of vile recreation. Thus he appears in public as
a man obsessed_by lust for money. The same motif of ‘lust’ appears
in all subjects which are set to the improviser by his audience as none
of these deal with the theme of art (Matlaw 1954: 115). Moreover, the
motif of ‘lust’, which is, besides those of ‘poetry’ and ‘avarice’, per-
sonified in Cleopatra, also manifests itself in the figure of the young
lady who sets the subject ‘Cleopatra and her lovers’. It is no coinci-
dence that she is depicted as ugly. The procedure of duplication re-
sults in the fact that she is the counterpart of the beautiful Egyptian
queen, operative within the frame of the poem. However, the quality
of beauty is not reserved to the queen only. There is another female
who is described as being pretty and intrepid as well. She is operative
outside the framework of the poem. She shares the quality of beauty
with the queen; it was observed that the latter defies all young men
present in her palace to share her bed for one night in exchange for
their life. The girl, after having got up, self-confidently reads aloud
the content of the scrap of paper:

Ona BCcTana 6e30 BCAKOro CMYIIEHHS M CO BCEMOXHOI MPOCTOTOI0
OMyCTHJA B YPHY 2pPHCTOKPaTHUECKYI0 PYuKy... (385).

She rose without the slightest embarrassment, put her small aristocratic
hand into the urn with the most natural gesture . . .

After she has read the subject ‘Cleopatra e i suoi amanti’, the im-
proviser reacts as follows:
HMMpPOBH3ATOP HU3KO MOKJOHWICS NpekpacHoi name... (385).

The improvisatore bowed deeply, with a look of profound gratitude, to the
beautiful lady ... (257). '

Whereas, in her turn, the pretty girl is presented as sharing the
above-mentioned qualities with the queen, she is also presented as
being different from her as she is not marked by lust. It was observed

17 See also Matlaw 1954: 113.
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that this feature is distinctive of the ugly girl, who is also operative
outside the frame of the poetic text. All qualities, occurring in the lite-
rary figures, positive as well as negative, are combined in the person
of Cleopatra, who is presented in the poem which concludes the
story, even it is taken in account that this is not complete.

It may be concluded from the above-mentioned examples, taken
from Egyptian nights that the proccdure of duplication is effective to
suggest that an even incomplete text is complete. This observation is
valuable for the analysis of romantic texts given the fact that their
fragmentary character often hardly bears an incidental character, but
is the result of a consistently used literary procedure.
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