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. INTRODUCTION - g

-

Criticism of the confidant in d;ama has always been
marked by cortroversy although serious research or this
phenom;non did not_rgzlly commence urtil the early years of
the twéntiethl certury. Up to that time the corfidart had
beer. more or less held ir 1low esteem by the- derogatory

-

statemerts of classicist and later Romartic crities who
' &5

dowrgraded its importance. Although the corfidant has. beer

at‘ least rehabiiitated {n recent years, there remair strorg
differences of opirior ;ver the deviece and its functi&ns:;
All ecritics appear‘to corcur, however, that the corfidant aé
a literary device reached the héight of 1its Popularity ir
the : tggggdies of Cornéille.and Racine. 1In fact, thgfe doe -

toral d{ssertations have beer writter whichn tre;t_ the™ rcle

of the corfldart ir Frerch tragedy.

. Russiarn qlgssiciSm flod}ished from the middle of the
eightquih certury to the-early years'of the rnireteenth cer-
tury. Durirg that spar of cver fifty years, a large rumber
of  tragedies .of varyirg quality were produced. The major
tragediars irclude Sumarckov, Kheraskov, Kniazhrin and
~-Ozerov.

r

Theiprinciggl purpose of this dissertatior is to exam-
inre the rcle played by the character designated as the cor-

\ .
fidart. All the available tragedies which employ cortidarts

.- desigrated as such will be examined closely.

B



CHAPTER ‘I . - 5 .

' METHODOLOGICAL PROBLEMS

‘The research. and organization of this dissertation have
posed a number Ar methodologicai prgblems. First, Penms
must bé defined. Second, technical problems must - be
resolved. Third,‘the material must be preseﬁtea in a Qseful

manner.

bl

The very term "confidant"™ is .not clear. The word

appears in the dramatis personae of many tragedies, yet.-the

.vgst majoritylﬁf cripics use the term to mean bggn/é charac-
ter designat?d a@s sSuch by the dramatigt or to mean any b@ar-
acier_acting as' a syEpatéetic ear. In this dissertation'the
term "designated confidant”™ will be used to indicate those
characters specifically designated as such by thé tragédians

themselves in the dramstis personze. A full treatment of

the problem of definition will be provided in Chapter III.

-

. From 1747 to 1820 more than sixty Russian neoclassicist
tragedies were writtven. However} only those tragedies con-
taining characters designated as confidants by the dramatist
will be examined. During the research a large number of
reference books, ‘anthologies and, unfordunately- in‘ some’
cases, nol-so-complete editions of ‘"complete" works have-
been perused. Although most likely incompléte,' the appénw
diﬁés which list-tpe tragedlies containing designated confi-

dants, tragedies without designatec cénfidants,» and gopther

worgs— with characters designated as confidants, ténd to put
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into perspective the whole question of the scope of the

"designated confidant in Ru551an tragedy and.even its use in

other genres of Ru351an neoc13551c1sm. In addition, the

appendices should provide soﬁe indication as Eo the limits

of the regearch -especialiy in reéard to sources consulted.

It‘ should be noted that only those tragedies where a Qe51g-
1

nated confldant is listed in the dramatis personae have been

" read and analyzed. Tragedies without designated confidants

‘ahd works of othér genres where the designated confidant

appears have not been examined.

The order of the preserntation of the texts admits ' of'
sgverél approaches. Obviously, the method wused should
facilitate the analysis of th% role of the designated confi-
dant. In the three dissertations on the confidant in Euro-
pean tragedy, thg confidants (i.e. designated confidants. in
many cases) _haQe_ been examined according to cateéories of
functions performed. . This approaéh involves repeafed
cross-references té the plots of all the tragedies examined.

It also tends to cbnfuse;thé reader as well as to make _it

by
-

difficult to trace the evolution of ghe artistic development
of a tragedian over the course of his work and the develop-

ment of themes and devices over the life span of a genre.
) P

A more useful approach might be to discuss the Russian

tragedies - in .rough chronological order, which enables us to

-

trace the evolution of the ‘use of the designated confidant

over the vyears. The chronological approach has its draw-
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backs, too. First, the literary careers of writers ovenlap:

//,’:\\h~SUmarokov, for example, began writing in 1747 and continued,
? after a lengthy'self—imposed hiatus in the 1760's, into the
‘1770;3. Kheraskov, in the meanﬁime, had already started to
compose tragedies in 1758..The fact that ‘both men were . cof-
'posing tragedies at %he same time does not necessarily sig~
nify tha; Sumarokov f:?iuenced Kheraskov' in his use of ;he
designated_ confidant or, in turn, fell under his influence.
of course; in any detail'ed discussion of the evolution of
. the designated coﬁfidant, it would be interesting to Fis-

. —
cover 1if some authors influenced others in their use of the
designated confidant. This was, no doubt, the case. How-
ever, the degree of influence exertéq by one author , on
another is always difficult to gauge. It méy be more fruit-‘
ful, then, to trace the evolution of thé role of the desig-
nated - confidant over the whole coufzs\gf'ﬂussian neoclassi-
cist tragedy. The chapters on the worké of -the indiv;dual
tragedians will be arranged chronologically according té the
date of the author's first tragedy. With?od each chapter the
iragedies of that particular tragedian will be discussed
2lso in chronological order acéording to the date of Qubli-
cation or to the date of the first stage productfod, which;
ever comes first. The designated confidants of each:traéedf
will ©be -examined separately. At the end of each chapter .
devoted exclusively to the tragedies of a particﬁlar

tragedian, an attempt will be made to synthesize the conclu-

sions drawn an the roie of the designated confidant in the
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works of that author. The conclusion of the dissertation
will sammarize any generalizations whidﬁ'“can _be made in
regard to the role of the designated confidant in Russian

neoclassicist tragedy as a whole.

A finai Word on influence. As will be seen, the use of
the desigrnated confidanﬁ ‘was by ‘no means restricted to
bragédj in Rﬁss;a but‘gbread.tO‘other genres. Tﬁere will be
no attempt, however, to compare in 'detail the use of the
-designated confidant found rh heoclasgicist tragedy with the

- ,
desigrated confidant in other.closelyArelated genres in Rus-
sian theatér. Nor will a comparisor be made of the desig-
nated” confidart found in Russ}an;neoclassicist'tragedy with
the designated'confidant ir genéral and-;itg th§ ‘designated
cornfidant found in the tragedies of other Europearn litera;
‘tUresl‘ A'compéraﬁiye study may be ﬁse}ul but the methodo-
'logical problems afe immerse and the conclusions not always
‘convinging.‘ _itu might prove #uite difficult to define
specifically the 'eféct Iinfluenqe ¢f one wriger on another
aéfoss -politicai, cuituﬁal and temporal borders. - The
ﬁestern eriticism referred'te in this dissertation is used

.only to help establish the theoretical framework for a gen-

eral theory of the confidant.

E



CHAPTER II

"THE GENRE RUSSI&QJ&EQQLASSICfST TRAGEDY

—

ey

The purpose of this dissértation is to examine‘the role
of the designated confidant ’in Russian neoclassicist
.tragedy. To -study the designated confidant, the ‘gZenre known
as Russian 1eocla551 ist trawedy must be deflned. Russign
neoclassicist t"agedy was the descendant of classicaf
thggedy by Qay of Western European neoclassi;ist tfagedyl_
To explore the origins of this genre, we shall examine, in
turn, classical tragedy, Western 'Europeén ‘neoclasﬁicist
tragedy, and finally Russian neoclassicist tragedy.

-

1. Classical Tragedy

Tragedy is achieved through the_artistic combination of
six key elements: charaéter, plot, dictioq, thought, séectaé
cle and music. Thought is close to thne modern concept - of
theme.1 Tne most important ingredient, however, is charac-
ter. The tragedy nust present the gradual slide from ﬁappl—t
ness -to misfortune, not through evil intention but as a
result of av.character flaw. Character flaws make for;&be
best plots and hence the best’tragedies.2 |

In their introductisn to Greék_tragedy.ﬁwo modpén scho-

" lars contend that three principal themes are manifest in

1 Artistotle, On Poetry and Style, GM™M.A. Grube, trans.
and ed. {Indianapolis: The Eobbs~Merrill Company,
Ine., 1979), p. 12.
2 Ibid., p. 24.

e
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tragedy. These are the dignity of Man, the freedom of human
will and the responsibility of wusing it wisely, and the
existence in the universe of a power greater "than Man's.3

-~

Furthermore, tragedy:is basically the study of evil.u

The character of the protagonist must be exposed during
the course of the tragedy. This was accomplished through
speech, and often in the form of dialogue, since tragedy is
< :
< acted.

I

¥

The origzin and use of the dialogue in drama has. been
‘analyzed in an interésting study of the rhetoric of tragedy.
In his monograph on Stuart drama; Charles McDonald attri-
butes . the dévélopment of drgma in the Western world Lo the
séphistic rhetorié propaéated by the early Greeks but later
copdémned by chrates and Plato. Briefly, sophistic dialec-
tic consistéé of adducing egqually valid arguments rf‘or' each
of the two éideéiof any debate. - The antilogistic rhetoric
of drama, inspired by s%phistic aialéctic, was used to por-
tray this series of opposites in theme, character, point of
view and structure. These é%posites, once--transposed into
dialogues, served to highlight the contradictions of charac-
ter and actlon, the conflicts between__characters, and the

T~

"conflicts between characters and their environment.5

3 The Complete GreekK Drama: All The Extant Tragedies
of Aeshchylus, Sophocles and  turipides, And The
Comedies of Aristophanes and Menandes, in A Variety Of
. Translations, Whitney J. Oates and tugene O'Neill, Jr.,
eds., Volume I (New York: Random House, 1938), »p.
Xxxviii.
4 Oates and O'Neill,
5 Charles Osborne

p. xxviii.
The Rhetoric of Tragedy:

op. cit.
MecDonald

’
H
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~

McDoaald terms thevconfl{ct between reason” and passion
the struggle between ethos and path;s. The natqfe Qf.éhaf-
acter was ?idden by masks (litgrally, in thé case’ of (Greek
tragedy). GE% EEEEE' or rational side of the mind, is what
the character ré?%als of himself through his 1lines.6 The
5pposite side of .the character's mind is hidden fr;m both
the audience and the other members of the trageéylluntil“
"according to the author's deéién, the speaker makes a 'mis-
take' in his rhetoric and gives some hint of the real

p—

motivation with which the poet has supplied him."7 For exam-

ple, McDonald c¢ites the struggle between the passions of
Pnazedra and the reason of her nurge in the Greek tragedy
Hippolytus by Euripides. Although in general McDonaldrdoes
not seem to'value the role of the nurse/confidante too

nighly, it is interesting to note that the internal struggle

between reason and passion (or ethos and pathos) in the mind

1y

0f Lhe protazonist could be externalized as a debate between

the protazonist and nurse/confidante.

The dialogue, which developed from sophistic rhetoric,

rorm in Stuart Drama (University of Massachusetts
Press:” 1G66),p.v. "Sophistic rhetoric ... provided
the drama with a mature dialectic through which it
might sharply state its thematic contradictions, create
its opposing characters, and manipulate them in action
sequences of parallel or antithetical form. From the
level then, of oppositions of single 'keywords' within
a given dramatic text to the largest overall symbolic
considerations of tragic form, the antilogistic habit
of ‘mind. promoted by sophistic teaching profoundly in-

fluenced "the structure of tragic drama.n®
6 Ibid., p. 35. : -
7 Ibid.
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served to juxtapose two conflicting points of view in drama.
The wusefulness of the dialogue in tragedy was aptly suited
to the needs of the neoclassicist writer to convey the

desirability of reason over passion.

2. Neoclassicist Tragedy

Neoclassicist tragedy was a manifestation of the neo-
classicist movement. ~ In turn, necclassicism itself was an
outgrowth of the Renaissance. Humanistic¢ ideals, belief in
Man, deep interest in the inner workings of his mind, and
freedom from the_scholasﬁicism of the Middle Ages wer; all
features 5f the Renaissance movement.8 The best vehicle to
express these ideas, Rehaissanée thinkers believed, was the
literary works of antiquity. +When the humanistic traditions
of ~the Renaissance merged with the prevailing doctrines of
absolutism and later with the Enlightenment, the result was
a new esthetic movement known ég ﬁeoclassiciSm. The Renais-
sance notion of the Supreme worth of the individual was
transformed into a rigid cult of reason and its alleged
supremacy over passion. The beauty and truth of the classi-
',Eslﬂheritage, S0 exaltéq by the neoclassicist, be?ame immut -
able doctfiné. Neoclassicists felt compelled to imitate the
classical models which, they believed, constituted inviol-

able artistic norms.9

§ Bloris] N[ikolaevichn] Aseev, RusskiY dramaticheskiY
teatr ot ego istokov do kontsa xviii veka, -Izdanie
vtoT®e, pererabotannoe i dopolnennoe (Moscow: Iskusst-
vo, 1977), p. 67.

9 The word neoclassicism, (the Russian term™ for neo-
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The‘mgmétic qﬁality of art prdﬁghnded by the classicel
artists was adopted by their neocléssY¥cist imitafors. Since
art was claimed +tc¢ mirror the wbrld, .the neoclassicist
hiérarchy of esthef;cs was paralleled by a rigid yet "logi-
cal" social and political hierzrchy. The individual's own
selfish passions. were to be held in check so as not to

undermine the social structure. Reason came to be identi-

fied with support for the reigning social system. The

antithesis of reason, passion, .wz2s considered unbridled

individualisn de<rimental fo society as a whole.

The necclassicist doctrine.of a rational social order
embraced enlightened despotisnm and produced, temporarily at
least, 2 fusion of neoclassicism and absolutism. In Russia
particularly, but by no ﬁeans exclusively among the coun-
tries of ZzZurope, civic duty became canonized as mnoral law.

Zvgryone from the monarch down to the peasant occupied his

"logical"” place 1in -the ©prevailing social siructure and

gveryone was obligated to serve the State in accordance with
his- social station. This meant, then, that the monarch had
to rule wisely but not harshly; the geniry, the most
"enlightened" menbers of sociéfy, had to aid and counsel the
monarch, direct the nation's cultural, military and econcmic

progress and deal with the peasantry below them in a just

and rational manner. It was incumbent upon the peasants, it

classicisn) Is likely derived from the Lati
an adjective meaning model. See Aseev, ap.
170.

n ¢classicus,
cit., p.
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goes without saying, to toil hard and accept their 1lot

unquestioningly and ungrudgingly. 10

Among the literary genres available, the tragédyA was

considered best able to propound the philosophy of reason

over passion. Neoclassicist tragedy was not a shameles;,\

imitation of classical tragedy, however. The Soviet eritiec
Moskvichgva draws attention to the distinction between the
underlyiné cause of conflict in classical tragedy and the
manner in which it was wunderstood by the neoclassicists.
All tragedy, écc\{ir: to Moskvich®va, is the result of the
collapse of moral harmony, which in turn leads to the una-
voldable conflict between the individual and society.11 This
conflict of the individual with society, ~Ehe says, 1s
artistically demonstrated in classical tragedy as the hero's
inability to overcome predetermined’circumstahces. In neo-
classicisf tragedy,.on thg other hand, the conflict takes

place as a debate played out in the mind of the protagon-

ist. 12

- -

.10 Aseev, op. e¢it., p. 172.- .
11 Gllafira} Viasil'evna] Moskvich@va, Zhanry russkogo
klassitsizma. Avtoref[erat] dis[sertatsii] na
soisklanie ] uchenfoY] -stepeni d[oktora]
filologliche'skikh] nauk (Moscow: 1976), p. T4. "Tragi-
cheskoe kak svidetel‘'stviem istoriiu i teoriia iskusst-
va, voznikaet ngizmenno na edinstve lichnogo i obshche-
go i zalozhennol v, samoY prirode otnoshenii cheloveka i
obshchestva.” ' _
12 Ibid. ™"Antinomiia obshchego i individual'nogo v an-
tichnol . tragedii khudozhestvenno realizovyvalos' kak
stolknovenie cheloveka i obstoiatel'stv, preodolet' ko-
torye on ne mog v silu ikh prednachertannosti. V
tragedii klassitsizma &ta antinomiia vystupaet kak
bor 'ba motivov v dushe samogo geroia."

-

¥
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Moskvichdva weakens her argument by asserting that in
neoclassicist tragedy the hero's moral dilemma ;upersedes in
importance all historical events. Perhaps, but certain
tragedies, noiably tnose of Sumarokov, , may be cited as
exceptions to this rule. The moral con?l;ct at the base of
neoclassicist tragedy, Moskvich¥va continues, focused not so
much on two choices, but on the fact that either choice hagd
the potential of leading Lo disaster.13

;

3. Russian Neoclassicist Tragedy o e

‘Russian neoclassicist tragedy was disiinguished from
other dramatic zenres popular in Rugsia in the eighteenth
century. The definition of genre, however hazardous for the
modern literary scholar and critic, posed no.serious prob-
lems for the neoclassicists wh3, with their prescriptive
impulse, tended to categorize ért Into an inviolable hierar-
chy of literary genres - tragedy, bourgeois tragedy,
comedies, "tearful" dramas, ballet, Bpera, comic opera, pas-
tfrgl elezies, dramas, ete. - alll‘of which were composed
accbrding £2 the predeﬁermined standards of some theoretical
model as suggested by Aristotle, Horace, Boileau or even

Sumarokov (Nastavlenie khotiashchim byti pisateliami).

One of Russia's tragedians and an actor of note,

Plavil 'shchikov, did make an éttempt to distinguish_bétween -

-

13 Moskvich®va, op. cit., p. 14. "... chto vybor
liubogo 1z dvukh vozmozhanykh resheniY ne izbavlial
geroia ot nravstvennykh stradaniY.®
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dramatic genres. He contends that. comedy + is mirth and
tragedy +tears but that the drama combines both comic and

tragic elements.i4

Plavil'shchikov examined another genre, the ‘bourgeois

tragedy (meshchanskaia tragediia). He maintains that the

_prin#ipal difference between-tragedy and Dbourgeois tragedy
is that the characters in the latter come from a lower
social class.15 In addition, Plavil'shchikov claims to be at
2 loss to understand the reason why the bourgeois tragedy is
considéred a separate genre from drama, that is dramz in the
strict sense of a dramatic work combiHEng.botﬁ comic¢ and

tragic elements.16 The sole device drapma ma2y possess that is

14 Petr | Alekseevich] ?Iévil'shchikog, Sochineniia Pe-~
tra Rlavil'shchikova: Chast' chetverizia (SankTpeter-
burg: Tipografiia V. Plavil'shchikova, 1816), Article
II in Proza, p. 51. "Zrelishcha upodobliaias' prirode,
gde smeshnyia i plachevniia proizshestviia byvaiut,
estestvenno razdeliaiutsia . na plachevnyia i smekh proiz-
vodiashehiia, %o est' na Tragedii i Komedii (do nyne
eshche nikto ne potrudilsia nazvail' Do Ruski vse inmena
prinadlezhashehiia k zrelishcham). Plach' so smekhonm
soedingnny nazyvaiut Dranmpoiu, gde odnakozh pervym
osnovaniem est' plachevnoe deYstvie, i ne" znaiu, dlia
chego protiv sego roda zrelishche vooruzhalsiz Voltero
[sic] i otets nashego teatra Sumarokova."”

15 Ibid., p. 66.

16 Ibid., pp. 66-67. "Ia ne znaiu, dlia chego razli- _— -

chaiut meshchanskuiu tragediiu ot dramy; ia nikakoY
reznostl ne vizhu krome toY, chto v drame inogda vyr—
vitsia §love ili litsg proizvodiashchee inogda ulybku
1li samyl smekh, kotoryl sochiniteli polagaiut .8 nan-
ereniem. usugubit' plach', kak ravnp i v komediiakh by-
vaiut iavleniia iztorgaiushchiia sldzy, i tak, Xazhei-
sia, mozhno osmelit'sia meshchanskuiu tragediiu
smeshat’ s dramoiu i ostavit' na voliu sochiniteliz:
vsiu 1i on napishet plachevnoiu ili gde-nibud' kosn¥t-
sia i smekha; no primetit' delzhno, chto v drame mekh
kak nekotoraia otrad i otdokhnovenie zritele ot
chustvitel'nosti, i sel smekh ili ulybka, toliko sla-
dostnyia, ves'ma daleki ot smekha komediia."
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not found in the boufgeois tragedy, Plavil'shchikov admits,
is laughter. He 'insists,.however, that laughter in drama
serves only to draw attention t> grief and that it does not
perform the same function as laughter in comedy, that is, to

mock human foibles and eradicate vice.

The distinction between tragedy and bourgeois tragedy
is impo;tant to the limits of this dissertation. Although
the designated confidant is found in a number of oourgedis
tragedies, 1t 1is not studied hefe as the bourge2is tragedy
does not meet the requirements of tragedy as outlined abbve

by Plavil'shehikov. (It will ©be recalled that bourgeois

tragedy deals with characters from the lower classes.)

-

A few years after Plavif'shchikov, A. Merzliakov, a
professor of Russian literature at Moscow University,
explored tne definition of dramatic genres, Tragedy, he

stated, must arosuse, then-.soothe the passions. It differs

from comedy not only by its Tunhappy" ending but by the

"importance™ or social ranx of the protagonists, its
obsessed characters and their cruel fate. In tragedy the
emphasis is an action, in comedy on characterization.17

17 A. [F.]1 Merzliakov, Kratkoe nachertanie teorii
iziashehnoY siovesnosti v dvuknh chastiakh, Izdano Pro-
fessorom A. Merzliakovym (Moscow: Universitetskaia
Tipografiia, 1822), pp. 300-301. "Tragediia po sebe i
svoim posledstviiam defstviia, dlia vozbuzhdeniia 1
utoleniia strasteY osoblivo sostradaniia i uzhasa. Ona
otlichaetsia ot komedii-ne tol'ko neshchastnym okon-
chaniem  deYstwiia, no vazhnost'iu deYstvuiushchimi
litsami; povsemestno strastnymi kharakterami. i groznogo
sud'boiu v -peremenakh nevernozo shchastiia. Zdes'
sochinitel' raibolee starat'sia dolzhen o deYstvii, a v
kohedii zabotitsia on bolee ob izobrazhenii kharak-
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Tragedy is distinguishqd from ordinary drama by its "impor-
tance" (vazhnosi'), which probably signifies the éocial rank
of the protagonisté,”the full analysis o% passion (polnosta)
18 and its‘?r%%ic chéracter. The action becomes tragic when
ii arouses "comnmiseration and danger" which in turn lead to
self—contemplation and‘thfough the nisfortunes of others

teaches prudence.19

In the middle of the last century the literary critic
Bulich arrived at his own definition of trégedy. Like
Plavil'shchikov befo#e him, Bulich‘pogtulated that the goal
of tragedy is tqg evoke fears and comniseration in the spec-
fa;or as well as teach’a.moral~leéson.' Héwever, here the
tragedian finds himself on the horns of a dilemma. 3Bulich
asseftgd that if vice is rewarded and virtue defeated, the
tragedy relinquishes 1its didactic purpose. -The spectators
do not learn the lesson that virf@e will ultimately triumph
over vice,but tragedy re£ains its t;agic denouement._ Cn .the
other hand, if vice is punished and -virfue rewarded, then
the spectater ‘is satisfied .to witness good tTriumph over
evil, but then there-can be no tragedy in ghe sense of an

"unfortunate” ending.20 It should be pointed out that Bulich

terov."”

18 Ibid., p. 303. "Krome edinstva, obshchego vsiakomu
dramaticheskomu sochineniiu, glavniia svoY¥stva Tragedii
sut' vazhnost' i polnosta."

19 Ibid., p. 304. "De¥stvie byvaet tragicheskim togda,

vse te potriasaliushchiia dvizheniia { dukha, kotoryia
obrashchaiut nas na sebia samikh, i neskchastiem drugo-
€0 nauchaiut byit' ostBrozhnee.”

kogda mozhet vozbudit' sostradanie i oazsenie, to est’,

. 20 N{ikolaj] N[ikitch] Bulich, Sumarckov i sovremennaia

exu kritika (Sanktpeterburg: Tipografiia Eduarda Prats,
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. R ‘o
does not take credit.for uncovering this contradiction of

tendentious t;agedy. Rather, he says, it was first

discovered by French theoreticians and adopted by Sumarokov

in his work épistol'o stikhotvorstve. 21

~

A central figure in the development of Russian neoclas-
sicism, Alekéandr Petrovien Sumaroskov (1718-1777), was a

noet, theoreﬁician and active promoter of the theater in
Russia. Most of all, though, he was a tragedian, credited
Wwith the first“ﬁués}an neoclassicist tragedy (Khorev).
Altnough he exhibited only mediocre talent: Sumarokov's
skill lay in nis abilityito combiné a reworked-form.of Euro-
pean neoclassicist tragedy with themes and motifs zleaned
from the history of Russian theater to ¢reate a unique genre
- Russian neoclassicist tragedy. This particular zeare
established a2 tradition, -followed in whole or in .part by é

number of his[contemporaries.

Russian neoclassicist tragedy was to a great extent

1854), pp. 135-153. "Tsel’ tragedii, soglasno ucheniiu
Kornelia, byla ne izobrazhenie zhizni i
defstvitel'ndsti, a geroicheskogo defstviia, sposobnogo
vozbudit' v zriteliakh uzhas 1 Sostradanie. Vozbu-
zhdat' wuzhas i sostradanie bylo neobkhodimym pravilom
takoY tragedii - rd3gle qui est de rigueur. Oha dolzh-
na byla zakliuchat' v sebe T_hravstvenny urok, no
zdes' tragiki vpadali v dovol'no zaputannuiu dilemmu:
i1l1i torzhestvuet porok i.stradaet dobrodetel' - togda
zritel' ne vidit morali v 'p'ese, a - tragediia
sokhraniaet .svoY kharakter: ili porok nakazan i dobro.
detel' vozvelichena: togda zritel' ~dovolen, poluchiv
nravstvennyY urok, mo za to tragediia ischezaet; ona

. okanchivaetsia schastlivo, radostiiu, sledovatel 'no

perekhodit v komediiy.n
21 Ibid.
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b

pattgrngd on Western Europgan trag%py. Rﬁssian tragedians,
asserts Moskvichgva, borrowed the esthetic priﬂbiples and
ideals already developéd during the rise oflEurppean‘tragedy
which predates, of course, Rusgian tragedy. Thése~princi-
ples include the yearning for antiquity or at leaﬁt the dis-
taht past, the creatignﬁéf an abstract as opposed to realis-
tie world, the shift of emphasis from the description of
events Uto a description of the torments of the tragiec
heroes, the preservation of the three unities, and the reaf-

f—

f;rmation of the Enlightenme:it philosophy.22

Tne once-tarnished reputation of Sumarokov. has been

rehabilitated in this. century. In his own time both

Sumarokov and his works were disparagzed by literary rivals’

- such as Lukin. Later, in the nineteenth century, even Push-
. Kin, who normally demonstrated an unerring eésthetic sense,
fails to see even the obvious merits gf Sumarokov's work,

. not the least of which was the immense popularity the latter

-~ r
g

enjoyed among theatergoers of the seconi half of the
eighteenth century. In modern times there has been a
reevaluation of Sumarokov's strengths as well as a sober

assessment of his weaknesses.23 In fact, modern c¢riticism

values Sumarokov as something of an innovator.24

22 Gllafira] Viasil'evna] Moskvichéva, ~ Klassitsizm v
russkol literature xviii wveka (Zhanry <tragedii i
komedil), (Gor'kil: Ministerstvo vysshego 1 srednego
spetsial'nogo obrazovaniia RSFSR), p. 13. .

23 D.M. Lang, "Sumarokov's 'Hamlet': A Misjudged Rus-
sian Tragedy of the Eighteenth Century,"™ in Modern
Language Review, Vol. 43 (1948), i: p. 67. \

24~ Tu.V.” Stennik, "Dramaturgiia petrovskoY &pokhi i
pervye tragedii Sumarokova (k postanovke voprosa)," in

Dt
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One modern Soviet critiec, pondering the reasons for

S;marokov's overnight success with the  publiec, if not with
tﬁe critics, surmises that the new form of Russian tragedy
must have struck a familiar_thematic note. 25 It may be Use-
.ful,' then, to ‘trace the history of Russian theater‘during.

Sumarokov's formative years to see what elements contributed
‘ /

to thﬁmatic threads which later appearéd in his works.
dnfortunately, little is known »f the Russian theatri-
- cal productions staged from 1720 to 1747 simply bécauseimany
of the manuscripts have nst survived.26 Ffrom those that
have, thever, i% {g possible to discern various trends that
iater Wwere incorporated into neoclassicist tfagédy iﬁ Rus -

sia.
+

. Theater productions were basically of tw types. The

first ~type included works depicting scenes from everyday

life (proizvedeniia s bytovoY tematiki) such as "games"

(igry) and intermediia. This group later subdivided into

such secondary genres as comic monologues, satirical . dialo-

ques, scenes dealing with common themes (bytovye stsenki)

and one-act comedies. The second type .of dramatic produc-

tion inciudeg the adaptation to the stapge of chivalric nov-

els (rytsarskie romany) and adventure stories (avantiurhye

povesti). 27 These adventure stories and chivalric tales
XVI1I Vek: Sbornik § - Problemy literaturnogo razvi-

tiia v RossiY pervoY Ttréti xviii veka (Leningrad: Nau- .
xa, 1974), p. 227.

25 Ibid.

26 Ibid., 229..

p:
27 Ibid., p- 23%.
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enjoyed ihmense popularity. Moreover, their adaptation -to
the stage had far-reaching consequeﬁces for the thematic
development of Russian theater in the‘ 1?30;3 and 1T740's.
First of all, the adventure stories and chivalric tales
expressed idealistic themés such as love, justice,_ and the
triumph of good over evil, all of which found their way into
Russian theater.28 Thus, a certaia moral tendency was esta-
blished. - Second? the form of the narrative genres left its
mark on the structure of Russian Aeoclassicist tragedy.
Chivalric tales and adventure storges tended to spin ou£ the
plot as long as possible tnrough a seemingly‘éndless series
of © adventures, 'tr;als and tribﬁlations inflicted by the
author on the naive hero, whs could only react to each new
obstacle placéd in hisrﬁath.29 As a result, embhasis was

placed on external esents, hot on psychological factors. 30

Two other trends evident at the time were the religious

and patriotic tone of the school theater ‘and the the folk-

loric elements of the popular theater, 31 Sumarokov was

influenced most, it seems, %y the secular type; probably

because the school theateér was not as widespread in Moscow,

. where Sumarokov spent nis younger years, as in St. Peters-

'buré. Also, the moral emphasis (moral'naia napravlennost')

inhefent in the secular trend appeaied to the young-

~Sumarokov.32

28 Ibid., p. 236.
29 Ibid., p. 237.
30 Tbid., p. 236.
31 Ibla;, p. 229.
32 Ibid., p. 239.
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The schoosl theater began by staging plays based on:

Biblical themes using ‘allegorical figures, but later came %o

exploit political themes using characters drawn from Russian

.. history.33 This political tendentiousness often emerged as

Russian patriotism in plays such as Slava rossiYskaia

(1724), Slava pechal 'naia rossilskomu narodu smerti Petra

Velikogo (1725) and Obraz torzhestva rdssiYskogo .

(1724) .34

create a novel and uniqhé- tragic form, Sumarokov
adopted most of the features .of European neoclassicist
tragedy. Berxov believes that Sumarokov/obgerved the uni-
ties of time, place and action, 35 a conveétion not always
followed by nhis succesgors. Sumarokov's tragedies are com-
posed Sf five acts, in keeping with the European neoclassi-
cist model. "The first ac£ serJ;s to expound the situation,

usually by means of a conversation between '~ the protagonist

and his designated confidant; the second act is used &>

33 Ibid., p. 232.

34 Tohid. . .

35 . P.N. Berkov, "Introduction [Vstupitel'naia
stat'ial," in A.P. Sumarokov: Izbrannye proizvedeniia
(Moscow: SovetsSkii pisatel', 1957), p. 37. MerzliaKov,
the mineteenth-century critic and professor of Russian
literature, holds the diametrically opposite view. He

*¢claims that Sumarokov does notf observe the unities - of

place and time. See A.F.- Merzliakov, "Sumarokov
(otryvok Trazbora tragedii DmitriY Samozvanets)," Khres-
tomatiia kriticheskikh materialov po russkol .literature
xvill veka, comp. A.D. Orishin <{(L'vov: Izdatel'stvo
L'vovskogo Universiteta,. 1959), p. 156. Stennik says
that Sumarokov violates the wunity of action in his
first . two tragedies. See Stennik, op. ecit., p. 240.
Obviously, there are various interpretations of what
constitutes the three . unities and how they are ob-
served. ! '

]
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increase tension; the third, to ~present the climax of
-dramatic action; the fourth, to gather tdgether thematic
threads in preparatiqﬁ‘foq the fifth. an final act, the

denouemenﬁ.36

Sumarokov imitates the metric ﬁattern established by
his French predeqessors. He employs alternating masculine
and feminine endings in a 12- or 13-syllable 1line, with a
caesura after the third iambiec foot, in imitation of alexag;f
drine verse. Sumarokov was the figst Russian téégedian “to
employ the alexandrihe_line. TrediakovskiY, in gi$ tﬁeoret-
ical writings, had insisted on placing the iambic stress ‘at
the end of the first hemistich, 5ut Sumarokov Oftenfintr;-

duces a pyrrhi¢ cluster, which makes thé first hemistich

almost a tonic.37 For example:

.

-th‘S' b\;l ‘é’shcga/stlr t\; // n\c: gk tu\f n\'§n\é n/ !
v v Vo ov
- K¥klie zh gg}estl *// sid'b3 t¥bé d3157

+

The. result is an.iambic hexamqegr or a binary accentual

verse. Like

true neoclassicist, Sumarokov is  skilful
enough to avoldjenjambement and have the caesura break coin-
-cide with th .syqtax. 38 When this is not possible, he dis-
places -‘the caesura to preserve the syntax. The sErength of

the caesura varies with the content of the liné.' Strong

caesuras are found in those lines where the emphasis is on

36 Berkov, op. cit., p. 37.
37 John Fizer, "Introduction," in Selected Tragedies of
A.P. Sumarokov, trans. by Richard and Raymond Fortune
{Evanston: Northwestern University Press, 1970), p. 23.
38 Ibid., p. 24. Here Sumarokov ‘follows Boileau's ax-—
iom on syntactic division.




THE GENRE RUSSIAN NEOCLASSICIST TRAGEDY 21

action, rebuttal, rhetoric; weak caesuras appear where a’

character 2nly states or desceribes. 39

‘The sﬁructurél dissimilarities of Sumarokov's tragedy
with Western models are more numerous than the similarities.
For example, Sumarokov was able to streamline the piot of X
his tragedy to one basic “eplsode or peripeteia. 50 The

'reduction of 'plot to one .Jbasic episode is tantampunt to.
empioying onl& one "psychological motive™ for the tragedy.
The bplot is concentrqted around this one motive and bts

effect on each character. | Repetitive scenes of " similar

dialogue help create 2 dramatic reffain, so that the ensuing
monoalithice structure of the tragedy results “in each scene

reinforcing the one preceding it.

L}

-,

The use of one basic episode precludes the development

4-
hd

of ploﬁ (in "the sense of intriga in Russian). Iatriza
denotes the struggle between conflicting intereﬁts and the
competition between various graups of protagonisﬁs.u1 The
lack .of intriga results gn the reductioﬁ of plot'(in the
sense of siuzhet, the sum of all elements of the plot), to
tne one bhasic 'episade mentioned above. Thus the plot
(siuzhet) differentiation peculiar to each act is absent and
the plot line becomes unilinear. This unilinear plot line

can be easily and simply relayed to the séectators by means

39 1o:d. . . '

40 Cr[igoriY Aleksandrovich] Gukovskif. e
sumarokovskoY tragedii," Poetika 1 (1926), 69.

41 Fizer, op. cit., p. 17.
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of short dialogues.
»

Reduction in plot (siuzhet) produced, in the manner oft

a chain reaction, a profound effect on the other features of

Sumarokov's tragedy. The most obvious result was a reduc-

tiop in the average number of characters in Sumarokov's

tragedy compgred to the number found in French tragedy. For

example, 1in his tragedies Racine employs from six to eleven

- characters, while in the tragedies of Sumarokov. thé number
ranges from four to eight.42 Although the protagonists . in

Sumarokov's tragedies are certainly of the nobility, they

-
.

are often taken from the national history of the author,
that 1is, Russian history; This.differs from the heroes of

French tragedy. It should be noted here that, in contrast
to preceding Russian dramat}sts, Sumarokov eschews allegor;f
cal figures for historical ones. By all accounts, the hiS-
torical source book used by Sumarokov was the Synopsis, a

aamnuxmﬂrfehuny‘ ~textbook in history published in 1674 by
the Ukrainian theologian Innokenti Gizel'.#43 Sumarokov, how-
ever, was less interested in historicalJaccuracy than in
propagandizing his ideas. His historical characters emerge
as little more than puppets which bear faint resemblance to
real historical figures. (Moreover, the names 6f other
;hafacters, especially those of the designated confidants or
napersniki, do not sound Russian, seem artifical and were

probably invented by the tragedian.) DmitriY in DmitriY

42 rizer, op. cit., p. 17.
43 Ibid., p. 185.
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Samozvanets, for example, whatever his real character might-

have been, is presented as a one-dimensional Ltyrant.yy

-4

Sumarokov's disregard for historical accuracy extended
to his tragedies as a whole. Admittedly, the tragedies

. . . s W
Khorev, Sinav i1 Truvor, Mstislav, and Dmitril Samozvanets do

- take place in medieval Kiev, Novgorod, and” Moscow, although
1t would be difficult to tell by the general lack of period
setting, a common feature of neoclassicdst tragedy.. How-
gver, on fhe other hand, Sumaroxov seems- t2 be guilty of a
few anachronisms, at least in.Khorev. The tragedy, which
contains references to Sarmatians, Scythians and Tartars, is
Supposed to take place in the ninth century. Historically,
though, the Tartars arrived on the scene only ia the twelfth
century and tne Sarmatians and ‘Scythians had already disap-
peared vefore the birth of Christ.45 One ecritic even sug-
zests thaﬁ Sumarokov consciously allowed the aforementioned
anachronisms for purposes of alliteration.is Finally, the
evolution of Sumarokov's political views is reflected in tho
character types. In nis first perioﬁ, in the late 1740's
and '1?50'5, Sumarokov portrayed the monarch as anﬁideal
leader. Later, in his sedéna‘ period, tyrants replace

enlightened kings and princes.47 “

The streamlined plot dispensed with the need for a

44 TIbid.

45 Toid., p. 17.

ue Tbid.

L7 Berkov, op. cit., p. 36.
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large number of gonfidants (i.e. designated confidants). Of
all the characters in 38 tragedies Ey Corneillle, Racine and
Crgbiilon; fully U471 per cent are designated as confidants.
In some tragedies the percentage is aé high as 50. The per-
centage in Russian tragedy 1s much lower. Sumarokov
attempts to use as few as possible.yd$§ Méreover,‘ the desiz-

nated cqnfidanf in most cases performs a different function

from the one in French tragedy. In the .works of Sumarokov'

he plays .2 statie, insignificant role as does Vitozar in
Semira, Svetima in Vysheslav, FRlemina in Gamlet. In some
tragedies, though, the designated confidant, such as Parmen?

in Dmitri¥ Samozvanets, is raised to the level of a secon-

dary character, according to dukbvskif.ug

The%diminished number of designatea confidants in turn
resulted 'in a greater réfiance on the moncologue and dialogue
in the tragedies of Sumarokov Qgéause the monologue had to
replace the "false" dialogue u@th the confidant.50 Sumarokov

. . ¥
uses the monologue to convéy the "thoughts, feelings and
intentions of the hero."S1 In Russian tragedy the monologue
becomes aa instrument for plot development, in contrast to
French tragédy where the monologue remained esseﬁtially a
v

lyrical insertion.52 GukovskiY compares the number of mono-

logues 1in Sumarokov's tragedies with the number found in

L& Gukovskil, op. cit., p. T1.
49 Ibid. - T

50 Ibid., pp. 71-72.

51 Ibid. p. 72.

52- Tpid.,

4
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French tragedy. There are 7 monologues in Khorev, 3Sinav 1

Truvor, Dmitri¥Y Samozvanets, and Mstislav; 8 in Vysheslav; §.

in Iaropolk i Dimiza; 6 in Gamlet and Semira. Only Artis--

tona has as few as 2. In contrast, there are no monslogues
in 9 of Corneille's tragedies; 1 monologue in 3 of
Corneille's tragedies, 1in 1 of Racine's; 3 monologues in 3 ’
of Racine's tragedies; 4 in 3 of Racine's tragedies.
Voltaire's tragedies contain a comparable number of monolo-
éues, except for Alzire, which has 5. GukovskiY does admit
that Crébillon, the exception to the rule, employs 1in his
tragedies an average of - 6.7 monologues or, expressed in

other terms, 60 monologues in § tragedies.53

) The extended use of monologues naturally tends to
retard the pace of the tragedy and make it more difficult to
hold the attention of the spectators.s4 To alleviate the
doredom of the cumulative effect of a large number of mono-
logues, Sumaroxov attempted to enliven the language of his
a}agedies Qith rhetorical devices and aphorisms.55 In his
second pgriod Sumarokov efiminated some Church Slavicisms in
favor of more contemporary Russian expressions. His success
in paéticizing the language of his tragedies was no mean
feat given the still embryonic stage of literary Russian in

the mid-eighteenth century.
r d

Russian tragedy in the hands of Sumaroxov differed from

53 Ibid., p. 7
54 Fizer, op.
55 Ibid.

.
cit., p. 22.
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the French models not only in dramatic structure bu; also.in
thematic emphasis. GukovskiY notes that the French tragedy
of the seventeenth century was deveoid of any Tmethical or
ideological tendencies."™ Its purpose was to "please and
move, to soften™ and not to reform human nature.S56 The char-
acters are incited to action by passions, not ethical prin-
ciples.57 Moreover, most tragedies end, well, tragically, so

as to "disturb" the spectator and arouse his sympathy.S58

Voltaire's tragedy, on the other hand, had a different
objective - to propagandize his jideas.39 His tragedies
attempt to "prove concrete arguments, eradicate prejudices

aad assumptions [ustanovleniial." 60 The tragic fate of the

protagonists is a direct result of the "fanaticism or
tyranny" which was intended to "disconcert™ the spectator
and arous; his indignation over certain historical events.
However, Voltaire concentrates on the positive qualities of

his characters. The object is not to punish "evil people™

but to eradicate the "cause of all kinds of evil [prichinu

vsiacheskikh zlodeYstv], ideas and assumptions."61

Al

SumaroKov's objective in writing tragedies was markedly

different from the aims of both Racine and Voltaire.62 The

56 Gukovskil, op. cit., p. 73.

57 I would disagree in the case of Corneille.

58 GukovskiY, op. e¢it., p. 73. +

5¢ Ibid. - T

60 Ibid.

61 Ibid.

62 Michael Arthur Green, Mixail Xeraskov and His Con-
tribution to Eighteenth Century [sic] Russian Theater
(Unpublished Ph.D. Dissertation, University of Califor-
nia, Los Angeles, 1973), pp. 126-~127. Green contends




THE GENRE RUSSIAN NEOCLASSICIST TRAGEDY 27

latter, of course, was known to entertain. républican views
which the haughty patrician, Sumarokov, hardly shared.
Although indisputably tendentious like Voltaire's tragedy,
Russian neoclassicist tragedy became a vehiﬁle to propagan-
dize Sumarokov's own braﬁd of political ideology. The unil-
inear structure,. with 1its emphasis on one theme, was con-
SLdered the best tool for 1nculcat1ng a 51n"le idea into the
neads of the spectators.63 In Sumarokov S early tragedies®
the principal tHeme wWwas that tragedy is the inevitable
result if the monarch does not live up to the Enlightenment
ideal, at least as Sumaroko; conceived it, Later, probably
as a result of his strife wiﬁh Catherine 1II, Sumarokov's
tragedies were colored by a stronger polemical tone a2s he
dezan ts portray tyrants on the throne.b64 Sumarokov elevated
enlightened Jdespotism 'to a political virtue. The neoclassi-
cist theme of reason over passion became in Russian tragedy
the theme of'good versus evil. Russian tragedy, then, pegan
as a "panegyric" to individqal virtue and "oositive
values."65 Voltaire wanted to réform society and the State.
Sumarskov's goals were perhaps even more ambitious; he

wanted to improve men's souls, especially those of

that CGukovskil exaggerates the differences between
Voltaire's tragedy and Sumarokov's. It appears to me,
however, that there are some very original aspects to
Sumarokov's work, particularly the theme.

€3 Stennik, op. cit., p. 275. Stennik stresses, as
GukovskiY dld not, the obvious link between the ideo-
logical tendency (1deYnala ustremlBnnost ') and the nov-
el structure of Sumarokov's tragedy.

64 Aseev, op. cit., pp- 20L4-205 and Green, 9p. cit., p.

130. . -
65 Gukovskil, op. 2¢it., p. 74.
]
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unenlightened tyrants. The tragedy was conceived - as a

"school of virtue" (shkosla dobfodeteli). 66 The:  central

theme, the virtue of social duty (dbshchestﬁenny! dolg), was

tantamount to patriotism, but patriotism of a very qualified
type. On the other hand, the abuse of power by tyrants was
not only immoral, it was unpatriostic in the neoclassicist

mind.

Sumarokov employed an ingenious literary device to test
the virtue, hence political worth, of a monarch. He intro-
duced into his tragedies love intrigues which have no‘This-
torical foundation. The fictitious gquality of the amorous
intrigues, likely inspired by the adventure stories and
chivalric'tales bopular in the ‘eighteenth century,67 pro;
vijded Sumarokov with the opportunity to shape history ﬁo-his
own arﬁistic needs. In his tragedies the main céhflict usu -
ally centers éround an eternal triangle cqnsistihg q;_a
young couple in lavefoppasea by a-ruler, who eithér éaﬁpétes;

for the love of the young woman. himself or opposes its con-’

summation for other reasons.68 Fizer does not mention ‘that -

[¥

one or both of the young 1lovers is‘uSually”in some”

way
related to the tyrant. Stennik claims thatffthg‘”laqﬁ of
structural unity Yommon to Sumarokov's trégedigs canzbg‘
directly attributed to the‘cleavagegéf_dramaﬁié}ac§;§nl:iqtb

a political - intrigue and a love intrigue.- Each of these

ok

66 Aseev, 0p. clt., p. 185.
67 Stennik, op. cit., p. 242. o IR
68 Fizer, op. cit., p. 20. SR LT s
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intrigues evolves independently and produces 1its OWn conw
flicts.69 On the contrary, I believe that the two intrigues
mentioneﬁ by Stennik are intéﬁﬁwined to the degree that the
successful resolutioﬁ of’the love intrigue is achieved qnly
when the political problem has been solved. The iové‘intrif

gue seems Lo lggg exigeney to finding a solution to the pol-

‘itical ecrisis found in each one of Sumarokov's tragedies.

o . . N
"In addition, it is ailso my oplnlon that Sumarokov uses the

'love intrigue'.to give-a’ concrete example of the monarch's

1 attltude toward v1rtue. If he lSsympathetic, he is a wise

rulerl if, on the other hand . he tries to prevent the- young

.

.coupile from achlev1ng happlness, he is obviously a ~tyrant

and should be punlshed. .Tpg_monarch s ability and desire to

'.qgsolve ;he love intrigue becomes 'the touchstone of his vir-

-tyranny thuarted rééulted' in. a number of artistie

LY

tue. -

-Sdﬁarokov's ardent ‘wish to see virtue triumph and

'weaknesses.~ F;rst, the love intrigues are not resolved

thnough the actions of the protagonists or through subplots

Which resolve the‘éonfliet. Indeed, the initidl- love con-

-—

, flict 1;,"ne1ther compllcated nor intensified by addltlonal

perlpetelas or contlngent catastrophes."?O Rather, the reso-

lution of the confllct is finally determined by arbltrary

measures taken by 'the tragedian-to mitigate the attluude' of

the monarch at the last possible moment. .

69 Stennlk op. it., p. 239.

—

. 70 Fizer, op. t , P. 20.
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Second, the externalized conflict ~ between characters,

in contrast to the internal conflict within characters found
-in French tragedy, leads- qnavoidably to one-diﬁensional,
flat characters and “dnderﬁines the universality of the
genre. In fact, the popula}ity of Sumarokov's tragedies
with Dboth the theatergoing ?public and the critics 1asted)//’ :

’

barely into the nineteenth century.
¥ . / |
Third, in his unabashed efforts to proclaim the virtue

- e
of enlightened monarchs, Sumarokov is guilty of removing the

tragic essence of tragedy and weakening the genre. .He does
this by frequently naving his tragedies finish Qith happy

rather than tragic endings.71 Only three of his tragedie??

Khorev, Dmitri¥ Samozvanets, and Sinav i Truvor, end with
the death of the protagonist.72 In Sumarokov's tragedies, it
may not.be an exaggeration to say that the virtuous charac-

ters survive and prosper; the evil characters perish.
=

The genre of neoclassicist trégedy fashL?ﬁed by
Sumarokov from disparate elements became a model fgr his
successors. The confidant used as a device (designated  as
such) was a keystome of this structure. An attempt will now
- be made to define what is meant by the designated confidant.

L]

71 Gukovskil, op. cit., p. T4.

72 Ibid. :Given Sumarokov's heavy emphasis on morality
in his tragedies, GukovskiY compares them to the "tear- .
ful" dramas written in the West t the same time.
Sumarokov was active. See Gukovskil, op. cit., p. 74,
footnote. - T



* CHAPTER III -

TOWARD A THEORY OF: THE CONFIDANT S

This chapter is an attempt to formulate a general

L4

theory of the designated confidant which appears in Russiaﬁ

tragedy. First, the criticism of the confidant in classical

-

and Western tragedy will be analyzed. Second;‘there'will be
a discuésion of a number of critical worké on the ccﬂfidanﬁ
in 'Russign/tragedy. Third, an attempt will be made to syn-
‘thesize what has been discovered by the critics with my own
Observations tgﬁfarmulate a method for analyzing the }ole of
the confidant in Russian tragedy. To the best of my

hY -
knowledge there 1is no one monograph devoted exclusively to

the role of the conXidant in Russian tragedy. The présent

effore represénts an vttempt to rectify that situation.

.

I. Western Criticism

Criticism of ‘the confidant has been limited but fraught
with = contﬁoversy. In the age of-modern pesearch there have
been on1§ a few critics who have dealt with the role of the
confidant in literature. These include Hans Anhlers, whose
doctoral dissertation on the role of the confidant in Greek

literature is the first known monograph on the confidant.?

-

In 1927 Louis Wann »f the University of Southern California

published an article on the confidant in the Renalssance

1 Hans Ahlers, Die Vertrautenrolle in der griechischen
Tragldie (Giessen: Christ und Herr, 1971).
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epiec.2 Seieral fears later H}H. Lawtoh-published an artiéle
on the confidant in and before French tragedy.3 Another
'importént critie, Jacques Albert Fermaud, published two
‘articles, one critical of ' Lawton's “work, and wrote two
dissertaﬁiohs on the cqnfidaat.u In 1953 S&ster' Maria M.
Qlga wrote z dogtoral dissertation on‘the confidant and pub-
lished aﬁ article.5 Ten years® later, Sister Corona Sharp
published her Ph.D. dissertation -on the confidant in the
fiction of Henry James.6 As far as can be determined Lhe}e
have been no monographs or articles published or even made

évailable in manuscript form on the confidant since Sharp's

dissertation.

2 Louis Wann, "The Role of Confidant(e) [sic] 1in the

Renaissance Eplc," Anglia, 51 (1927):63-74.

3 H.W. Lawton, "The Confidant 1in and before French’

Classical Tragedy,™" Modern Language Review, 38

(1943):18-31. , - .

L Jacgues Albert Fermaud, "Defense du confident," Ro-

manic Review, 31 (1940):334-340. __
T e mm— e Le confident dans les tragédies de

Corneille et de Racine (Unpublished Master's Disserta-

tion, University of Minnesota, 1938).

----------- Les sources du confident 'de 1la
tragédie classique francaise (Unpublished Ph.D. Disser-
tation, Minnesota, 19437. '

—————————— "The Confidant in Literature and
Life," Modern Language Review, 41 (1946):419-422.

5 M.M. Diga, "Le confident dans la tragé&ie de Racine,”
Revue de 1'Universite Laval, 8 (1953): 59-81.

------- ~--. Les confidents chez Racine (Unpub-

lished Ph.D. Dissertation, L'Universite Laval, 1953.)
6 Sister M. Corona Sharp, - 0.5.U., The Cénfidante in
Henry James: Evolution and Moral Value of a fFictive
Character (Ph.D. Dissertation: University of Notre Dame
- Press, "1963.)
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Before examining tw tiéth—century.critibism,' howéver,
pzst critics should be heard. Fermaud cites the work of
AbbE Aubignac (1604-1676), who considered the confidant as a
character-necessary ts the action.of the play.7 J. Dauneau
de Vis€ (1638-1710) is ﬁore categorical in his defense of
the cbnfidént than Aubignac.8 Pierre Corneille (1606-1684),
the celebrated French dramatist, considers that the confi.-
dant should replace the hero or listen to a report only in
éxceétional circumstances.9 )

Criticism of the confidant assumed a2 dégative tone with
the arrivai of Paul Dupont Houdar de la Motte -(1672-1731).
According to Fermaud‘whaf Houdar de la Motte had to say

about the confidant was both ~positive and negative, but

—

laté}ﬂcripics allegedly came to devote more attention to the

v

- negative. aspects of his criticism. Houdar does not object

so much to the confidant 'as a character or a device as to
1ts treatment on the stage. He clearly prefers the monolo-

gue to the confidant for exploring the protagonist's

thoughts. 10 Voltaire (1694-1778), like Molire (7719-1785)

‘and  la Harpe (1739-1803), -believes in the strict utility of

the confidant. and does not wish to see this character become

more directly involved in the action. 11 Hugo (1802-1885), in

his preface to Cromwell, heaps scorn on the confidant. 12

-

7 Fermaud, Les sources du confident de 1la trag€die 3\
classique frangaise, pp. 9-10. . _
8 Ipid., p. T3,

9 Ipid., p. 12.

10 ibid., pp. 15-17.

11 Ipid., p. 20.

12 Tbid., p. 28.

. .
.




. TOWARD A THEORY OF THE CONFIDANT 34

——

Clearly, there was much controver;;~<;>ncerning the confi-
dant.  As will be seen, this controversy continued into the

twentieth century.

The first schola%ly workK in the twentieth «century on

the role. of tﬁe cpnfidant Wwas by Hans Ahleré in 1911.

— ¢ . .
Ahlers' work deals exclusively with the confidant . in Greek

tragedy. His definition appears to be rather broad.

Wen nennen wir einen Vertrauten?
Wir kSnnen mit diesem Namen jeden
bezeichnen, der zu einem andern in -
einem sehr nahen Verhfltnis steht, also
vor allen Dingen jeden Menscanen in .
seiner Stellung zu seinem nichsten Angehbrigen.13

Ahlers discovers four different-manifestations. of the

"eonfidant. These are 1) sisters, as in Sophocles' ﬁnti one
¥

and Electra; 2) faithful old servants, in relation to\ their

masters; 3) pedagogues, 1in relation to the youthé under
their charge; and 4) nurses 1in relation to their mis--

tresses., 14

3

In his article written in 1927 Wann, although primarily

™

concerned wWwith the role of the confidant in the Renaissance
epic, does supplement Ahlers' definition of the confidant to
the effect that it plays an advisory role.

A confidant(e) is any person
standing in a close relation to another,
especially in the relation of sister,

Wwosom friend, nurse, guardian, or servant,
to whom secrets, especially those concerning
love, are entrusted or confided,”

-~

13 Ahlers, op. cit., p. 6.
14 Inid.
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and who as a consequence may or may not
act the part of consoler or adviser. 15

. ~ 7
Wann contends that another function of the confidant, in the
epic at least, is to create dramatic tension.

.. Virgil, with a masterly
sense of technique;® transforms the epic
narrative of the earlier stagzes of the
episodes into dramatic action by making-
Enna the confidante Of the heroine, and
thus. reserving his soliloguies for the
pathetic hizh points. 16

Wann concluds that from his research and from that of
Ahleﬁ%,'three points emerge: "the status of the confidant(2)
in classical drama was 1) an assured and fairly prominent

one; 2) it was exemplified in the four main types of sister,

-

nurse, servant, and pedagogue; and 3) it had, at 1least in
tragedy, 'a distinet technical function: to heizhten the
dramatic interest by revealing to the audience matters that

could otherwise have been revealed only, and less effec-

tively, by the use 5f the soliloquy."17

In 1943 H.W. Lawton wrote what may .prove to be a semi-
nal articie on  the role of the confidant in and before
French-tragedy. JFirst, Lawton traces thgéfise of the confi-
dant to: the various exigencies of stage techn;que, wnich
required a character or characters ,to srovide info;mation

not otherwise available to the public but necessary to their

comprehension of the play. Essentially, then, Lawton agrees
. _ o~

15 Wann, op. cit., p. OH4. .

16 Ibid., p. 66. :

17 Tbid.
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with Wann on the functions of the confidant.

It is necessary first to discuss
briefly certain of the dramatic mechanisms
needed by the theatre following the classical
tradition. The conventions of this type of
stage-play demand devices (a) to reveal
the situation at the beginning of the play;
(b) to deseribe or narrate events offstage .
during the action of the play; (¢) to reveal
character, sentiments, emotions, intentions,
doubts, wishes, hesitations in the principal
personages. 18

There are several devices available to the dramatist,
Lawton writes, to meet these exigencies. To expound the

situation at the beginning of the play, the dramatist could

employ 2 persona protatica, that is a2 character used specif-
ically for this purpose. The best device, though, 1is the
"interested personage" (oné of the play'sfcharacters). To
"describe or narrate events off-stage during.the action of
the play" the dramatist could use the meésénger or herald,
or the chorus, but here again, Lawﬁon contended that the
"interested personage" was fhe‘best solution. To expose
the mind of the protégonist there|are three,devﬁﬁés at hand:
the monologue, the diélogug and the confidant. The last
device, the confidant, might take the form of "another péin-
cipal personage, a secondary character or an adventitious
and purely'utilify personage."19

Gradually, according to Lawton, the confidant came to.

-

perform all three funections. The chorus waé still widely

18 Lawton, op. cit., p. 18.
19 Ibid., p- 197
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. used however, in early Greek tragedy where, Ahlers claims,
it originally played the role of the confidant.
Der Chor spielt die'Rolle des
Vertrauten.... Der Chor nimmt lebhaften
Anteil an den Empfindungen des Helden,
stellt liber dessen Verhalten und Schicksale
moralische und metaphysische Betrachtungen
und steht ihm trostend und ratend zur
Seite. 20
In the works of Euripides the role of .the confidant
expanded. It performed certain functions of the chorus,
suen as to expound the situation at the beginning of . the

nplay, €9 interﬁh@t the motives of the hefo ("die Psyche des

delden zu interpr;Eieren“) and to advance the action.21

Lawtan agrees with Anlers. The confidant, in ﬁhe guiée

of 2 wutility character such as 2a nurse or attendant,
,

replaces the chorus in aiding an "interested personage" to

expound the situation,22 The primary fugctibn of the confi-

daﬂt,k Lawton maiatains, is not,to'eiggund the situatisn blit

rather to reQeal character and to lend a T"sympathetic ear®

to the oprotagonist. These functions are not performed by

confidants designated as such.23 Lawton concluded that

20 Ahlers, op. cit., pp. 11-12.

21 Ibid., p. 16.

22 Tawton, op. cit., p. 20: .

23 Ibid. pp. 20-21. ™"No simple confidant is to be
found in certain of Euripides's tragedies: The Trojan
Women, Helen, Bacchanals, Alcestis, Phoenician Damsels,
Suppliants, Madness of Hercules, Children of Hercuales;
such confidences as take place are between. principal
and ' secondary persons with active roles. ‘In other
plays, something approachinggs the confidant of the
French type 1is to b»e found. ?h Hecuba,  Agamemnon him-
self acts as confidant for the revelation of the past.
In Electra, Pylades 1is in constant attendance upon
Orestes, but is mute throughout the play. It is to be

el
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Euripides allowed the role of the confidant to expand

38

and

thus éssume‘many of thé.functions formerly fulfilled by the '

chorus.

First, ... Euripides uses
-principal or important secondary
personages as confidants. Secondly,
that he attaches to his principals
certain persons who stand in Special
relationship £o them. Thirdly, that
some of the special relationships are
"synonymous" and even that (as in

\Egg, the anonymous person's special
relationshiyg is not stressed. Fourthly,
that these confidants may reveal the
past or give information as well as
listen to the outpourings of the
principal's heart and that they .
frequently assume the role of raisonneur.

noted that his relationship to Orestes (more explicit
in other plays) 1s a . special one of confidential
friend, but here he is a mere 'ear'. In the same play
the Old Tutor, while possessing a special relationship
ta Electra and Orestes, is an informant rather than a
confidant. In Orestes, while Menelaus (verses 356 ff.)
plays confidant to Orestes, it is, of course, Pylades
who is the more constant confidant (verses 729-806),
though. usually, (verses 1069 ff.) he is the co-

protagonist - if I may be forgiven the expression -

rather than a confidant. In Andromache, Hermione's
Nurse fulfils the moderating funetions of  the confi-
dante; again thé special relationship is to be noted.
In Iphigenia in Tauris, Pylades plays the friend role,
including that of tne confidant. 1In Hippolytus an off-
icer gives advice to the young hero, but the most in-
Leresting part 1is that of Phaedra's Nurse, in whom
Phaedra unwillingly confides (with the Chorus listening
in) and who turns t*reasoner’, advising Phaedra to obey
Venus, while the Ch%rus Seems Lo represent the lady's
- better part. -After Hippolytus's repuff to the Nurse,
Phaedra chides her and she pleads héf special relation.
sShip. The Nurse, a typical confidante in many

respects, is in reality a principal personage in a spe-.

cially .confidential relationship to her mistress. In
lon, an 0ld Man formerly Tutor of Erechtheus is
Creusa's confidant; he seems almost to personify
Creusa's suspicions of Xuthus, and. later he receives
confidences on the past from the 1lady, to whom he
offers advice (verses 735-1047). In The Madness of
Hercules, Theseus is the faithful friend.m T
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In other words, many of the functions -~
of the chorus are transferred by ~
Euripides to individuals, either
interested persons or anonymous characters
who usually have some special relationship

to the prinecipals.?24 3 ///1{//

It will be recalled that, according to Lawton},%he«c6€;
~

. -
fidant- might be T"another principal personage, a secondary

character or an adventitious and 'purel} utility per -

sonagze."25 In a footnote on the same page oégﬁghe article,

-

Lawton defines his terms.

By a principal I mean a personage
whose fate, actions or sufferings
directly determine or are directly determined
by the tragic event or situation; by '
secondary personages those who, normally
possessing names and attributes known -
to history or legend, are necessary to
tne dramatic treatment of the subject
and 1in some measure conitribute to the
development of the tragic event; the
utility personaze is occasionally but not
normally Kknown by name to historical
or legendary tradition; he serves the
author as protatic personage,.narrator,
messenger, confidant. It may be assumed
here that the confidant alluded to in the
utility category is, more accurately,
the confident anonyme since the complete
definition covers the confidant in general.
He 1s frequently a pure invention of the
dramatist and bears a name of a
conventional and easily recognizable
type. It will be seen that the divisions-
betWeen these categories are extremely
flimsy.256

o

Here Lawton draws our attention to a phenocmencn he

calls the c¢onfident anonyme. The confident anonyme is a

24 Inid., p. 21.
25 Ibid., p. 19.
26 Toid.
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member of the utility category of characters. The existence
of a2 utility character, such as the protatic pers¢onage, nar-
ratqr, messenger and confidant (designated as such), is not
supported by historical evidénce. Rather it is frequently

an invention of the dramatist to serve artistic ends. - Law-

ton claims that the abused confident anonyme belongs to the

utility category. He reserves the term confident anonyme

for the confidant invented by the dramatist aé the term
"econfidang® ("the complete definition") covers all
categories of confidant. - In other words, confidants are
fournd in 3ll three categorieéucf personages. Principal and
secondary characters can and ofteq:dg act as confidants to
other characters. The representaﬁivé of the confidant in-
the utility categdry‘ié, like the other -characters of this
category, an inventicon of thet dramatist. Like the other
utility characters, this confidant béars the name of his
function, i.e. confidant. In the dramatis ﬁersonae, he 1is

-—

listed as a confidant just as the nurse, messenger, and

other characters are listed by their respective funections

{(nurse, messenger, etc.).

Lawton desecribes the principal function of the confi-
dant for all three categories of personages.

... One may assume that a
confidant is a person in whom another:
person confides. Clearly a principal
may confide in another principal, in a
secondary personage whose relation

w to him is by definition or tradition
one of confidence (the nurse, the
counsellor, the court official and so
on), or in a personage attached to him
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Oy the dramatist for that special purpose.
The abused confident anonyme is born with
the appearance of this last type of
confidenze. Yet a personage apparently
doomed to be a mere utility character
may, like Phaedra's nurse, emerge from
the inferior category to advance to the
front of the stage and become a
principal. 1Indeed, the dividing lines
between the categories are very flimsy
and the confident anonyme has influential
Kinsmen. 27

This definition appears to suffer from a contradiction. .
Lawton categorizes _the nurse as a secondary.personage and
then considers Pnaedra's nurse a utility characteki Lawton
nad alreaiy made 3 dis;inction between secondary characters
and utility personazes twice on page 19 of his artiele and
in the footnote defining his terms where “he utilyty’per-
sonages are the ‘"protatic personage, the narrator, the
megsenger, and the confidant." "In spite of this apparent
contradiction in regard to tée c&tegorization of the nurse,
I believe that Lawton's basic thégis is correct. That is,
there were three categories of personages - principal,
secondary and utilityg the characters in the third category
w“ere nol supported by historical evidence but were dramatic

inventions; and, finally, the characters of the thirg
category were designated by the function they were to per-
forh. The character invented to play the nurse was desig-

nated as nurse in the dramatis personae; the messenger as

messenger; and that character invented by the dramatist t»>

perform the function of coafidant was designated as a

27 Ibid., p. 1G.
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confidant. To distinguish between any character performing
Phe function of a confidant ané that dramatic invention
célled a confidant, Lawton empléyes the generai term "confi-
dant" for the former and "confident anonyme" for the latter.
He llkely uses. the term "confident anonyme™ to reflect the
historical anonymity_ of the invented confidant. A more
descriptive term might be the designated confidant, -as the
dramatist himself_ﬁaesignated a character or characters in
.the third categor& as confidants. Henceforth, in this
dissertation the term "esignated confidant” will bg used to

refer to that character designated as a confidant and

created solely to perform that funetion.

Artistic demands may not have been the sole impetus for
the 1invention of a-character to acﬁ as-confidant. Lawton
contends that social reasons ‘might have favored the ,émer-
éence of the nurse, a. secondary character acting as a
confidante/advisor. In seventeentn-century Ffrance activi-
ties of young ladies were supervised by chaperones. Lawton
finds it inconceivable that the princess in ’tragedy should
not “be accompanied by a suite or at least by 2 maid-in-
waiting.EB By way of comparison it is interesting' to lnote
that the confidant as advisor finds an aanalogy in comedy.

In comedy, the role of the confidant is performed by the

lakeY or the servant; that >f the confidante by the slu-

zhanka or female servant.29 Stoiunian draws the same
AN

28 Ibid., p. 26. ' .
29 See G.V. Varneke, Istoriia russkogo teatra (1908),
p. 106. . '
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comparison between the roles of the designated confidant and
the servant in ;régedy and comedy, respectively. He'equates

the role of the confidant as advisor with the role of the

servant. 30 ‘

Welsh, in his treatise on Russian comedy, describes the
functions of the servant, which seem quite similar to those

performed

by the confidant.3
" The use of a character ¢o act as a confidant might be
rooted  in psychology. Lawton raises the intriguing point
. thHat Euripides employs the confidant almost as a projection

of the mind of his master.32 The confidant as the conscience

of the protagonist is found in the tragedies of Seneca.33

30 V.TIa. Stolunin, "lakov Borisoview Kniazhnia,"™ in Bi-
blioteka dlia chteniia, 1301, otd. iii (1850):184. e
31 David J. Welsh, Russian Comedy 1765-1823 (The Hague:
Mouton and "Co., 1966), p. 871. "Like thair French coun-
terparts the servants in Russian comedy are often
responsible for the play’'s intrigue. They advise and
-assist -their masters or mistresses to overcome obsta-
cles by the wuse of native common-sense, decelit or
trickery. Like the valets and chambermaids of French
comedy, they are always primarily concerned with the
problems and difficulties which beset their masters,
rarely <their own. Their function in the plays was as
clearly defined as the functions of all other per-
sonages. :

... They often open the plays and prepare for

~—the entrance of the hero, heroine or unsuccessful sui-
tor by discussing them. They provide comments on the
course of the action as it progresses and often convey
to the audience the moral lesson to be learned from the
play, in the traditional "mot 2 la fin." :
32 Lawton, op. cit., p. 21. " ... now and’ then Euril-
pides seems £o makeé nis confidant almost a personifica-
tion of some side of the principal's character (Pylades
in Orestes, 729 ff.; the 01d Man in Ion; - whereas in
Hippolytus it is the Chorus that aSsumes this func-
tion)." ' . :
33. Ibid., p. 27. "In Seneca, Medea's Nurse, Phaedra's
Nurse, Delanira's Nurse would be the 'better parts' of
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Ihe sSame phendmenon occurs in the Renaissance and later in
the. works of Corneille and Racine. In fact, iﬁ all of
French tragedy, accéfding‘to Lawton, the confidant exists
primarily to reveal the mind or soul éf the protagonist and
not solely to inform the spectators. 34 Moréaver, continues
Lawton, the ability of the confiﬁant to exert influence on
the protagonist works in inverse proportion t§ the psycho-
logical fortitude of the latter.35 To illustrate his point'
Lawton refers to characters in two tragedies by Racine.

. . . - : \
Burrhus and Narcisse in Britannicus and Oenone in Phedre

serve as- confidants in the guise of secondary éharacters
which figure largely in the action. 1In addition to:"élaying -
an exceptionally important role, Burrhus,- Narcisse - énd
Oenone projéct a side of the psyche of their masters and

mistress respectively. 36

Lawton draws an analogy betwéen the use of the narra-
tive in medieval literature and the confidant\as psychologi-
cal projection'in French tragedy. The medieval writef&uwas
- _peralitted B;‘"tradit?;n and coﬁvention“ to use the monﬁlégu;
in the narrative in order to externalize the iﬁternal‘debate
played out in_ the troubled mind of a protagonist.’ %he

French tragedian, operating at a time'wheh the monologue was’

considered contrived, employed ‘the designated cphfidént.to

thelr mistresses, Wwere it not that the ardour and fury
of the principals renders these advisers powerless.™ -
34 Ibid. .o : ’
35 Ibid., p. 27.
36 Ibid.
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help project the idternal cénflict.37 This third function of
the confidant (the first two are 1} to expound the situation
at the beginning.of the tragedy and 2) to describe events on
stage), to projectlthat internal debate, is the result of a
fusion of a number of protoﬁypes fq&nd in Frénch medieval

genres such as the roman courtois and the moralité with

- their emphasis on man's virtue and vices, and the confidant

found in classical tragedy.38

The designated confidant, the fourth reﬁreseqtative of
the utility categoﬁy (after the protatic personage, the nar-
rator and the messenger), also qualifie§ as a psycholozical
mirror for the troubled minds of his or her master or mis-

tress respectively.39 Indeed, <the designated confidant,

57 Ibid., p. Z8.

28 Ibid., pp. 29~30. . '

39 Tbid., p- 28. '"When we turn to Racine, we find pro-
jection complete even in the ‘'anonymous' confidants who
presumably gualify for Saintsbury's amgthema. [In the
foreword -to his edition of Corneille's Horace, Claren-
don Press, 1800, p. xxxiv, George - Saintsbury accuses
the confidant of being 'the curse of the French stage.'
See¢ Lawton, op. cit., p. 18.] Not, certainly, in the
Thebiade - or  the Alexandre, but in Andromaque, apart
from the special. relationshipt of confidence between
Oreste and Pylade, we have Phénix, Cléone and Céphise.
In Act II, scene 1, Hermione hesitates as to her con-
duet: shall she seek reasons for -abandoning the faith-
less ‘Pyrrhus and accept the offer of Oreste? C1éone
advises a straightforward course, regardless of 'rea-
sons'. She is the projection into an .:invented person
of Hermione's long-standing.”.-but ‘recently .suppressed
passion for Oreste. In Act II, 'scede.5 Pnénix debates
with Pyrrhus the latter's course of action: ?hénix is
the projected desire of Pyrrhus for a determined stand
against the supposed wiles of Andromaque. At first
Pyrrhus shows the necessary determination and Phénix
approves; then Pyrrhus feels once more the power of
Andromague's charm and beauty, and Phenix's approval is
changed to oppesition. The faithful servant becomes
the raisonneur and, what 1is more, the voice . of
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which first appeared only briefly in Troades by Seneca; the
Roman dramatist, 40 became so popular in French tragedy that
it was practically the only member of ﬁhe utility category

to have survived. The personae protaticae and the messenger

had vanished bﬁgd the chorus, with a few'exceptions, was no

lonéer used. 41

in the late eighteenth century, in the fipal years of
the neoclassicist movement, the demise of the confidant was
partly the reéult of the waning of the_tragedy/ as a 'geﬁre
and partly due to the discovery by the draﬁatists of the
Romantic Age that the "interested bersonage" could be more
effectiﬁe in holding the interest‘pf the spéctators.ﬂ2 How -
ever, the disappearance of the designated confidant does not
signify that the cqncept of a""sympathetiC; ear™ -wa§ no
lonzer popular. On the contrary, the designated confidant
as advisor and consoler céhtinu S 1in - the guise of oﬁher
charasters, notably as friénds, . ;elativés, ﬁrofeésional
gounsellors,'eth, in tﬁé modern -drama.u3 To 'project ‘the
psyche of the protagqnist in fietion, the w%itér has at his
disposal a nuﬁber of devices, including the streaﬁ’df cons-

cibusnesg, the interior monologue and the flashback.

Pyrrhus's _ own original determination. Similarly,
though not so markedly, in Aet III, scene 8§, when An-
dromaque is faced with a tragic choice, C€phise seems
to embody Andromaque's instinctive wish .to. save As-
tyanax by marrying Pyrrhus."

40 Ibid., p. 22. : '

41 Tbid., p. 25..
42 Tbid., p. 30.
43 Ibid.

-
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Fermaud’'s stully of the confidant is contained 1in his
two theses and two papers. His M.A. thesis, entitled Le

confident dans les tragfdies de Corneille et de Racine

(University of Mi;nesota, 7938) I have not had the opportun-
ity to consult but I assume, judging from the results of the
other eritical works by Fermaud, that the conclusions
reached are the same as ﬁhose found in Fermaud's monumental

(over 900 pages) doctoral dissertation, Les sources du con-

fident de 1z traz€die classique francaise (University of

Minnesota, 1943). Of his papers, the f{irst, gntitled
5D§fense du confident", published in the Romanic Review of-
December, 1640, is of little interest. It does, however,

indicate the pattern of thought conderning the confidant.

That 18, that the confidant is taken from real-life situa-

tions and is not a theatrical convention..

ons franchement plus loin:
le confid®Mt est un personnage de la
vie ecourante, de la vie de tous les jours.
Apres tout, le gouverneur, la gouvernante,
la nourrice, le "menin," la dime d "honneur,
ne sont pas des creatlons théZtrales.
Comprenez bien toutefois que nous ne
cherchons pas ici la source de tel ou
tel confident: nous disons simplement
que, dans le cas gul nous occupe, il
n'est point besoin de remonter au-
coryphée, mais que la "confidence”
existe quotfidienTement et a uOUJOUFS
exlsté 4y

¢

Fermaud's doctoral ‘dissertation, which is meticulously
well-researched and comprehensive, covers the role of the

“ confidant from the early GCreek tragedies to those of

5 Fefmaud, "D&fense du confident,"” p.'335-
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i

Voltaire. Fermaud reviews almost all theﬂcriticism of. the
- ) ,I’ .y e

confidant throughout the ages, 45 formulates his definitions,

traces the origin of the term.“confident“Hﬁ and examines the

role of the confidant in innumerable tragedies.

In his first article Fermaud had outlined the infamous
T'querelle du confident® or controversy, particularly
widespread in criticism froﬁ the sixteenth to the nineteenth
centuries, over whether the confidant was a contrived con-
vention and therefore a useless appendage.i7 In his dqctoral
dissertation Fermaud decides to enter the fray and to reha-

bilitate the confidant as a character.: To accomplish this

task he -draws the parallel not only between the confidant

found in drama and in g;h?r literatures but also between the
.-ni“ .

confidant in literature gnd the confidant in life.48

45 It appears that Fermaud was unsuccessful in obtain-
ing Ahlers!' work for he remarks three years later: m...
Mr. .Wann quotes from a work which I have not been able -
to obtain, H. Ahlers!', Die Vertrautenrolle in der
griechischen Tragldie, Giessen dissertation, 1911.7 Jee
Fermaud, - "The ~ Confidant 1in Literature and Life," p.
422. C : R o
46 Fermaud, Les sources du confident de la tragfdie

te

classique francaise, p. 90. "Le mot cqn?fggﬁt a X:
emprunte de Y'italien au plus tard au début du xvie

siécle - X la fois comme second dans un duel et ad-
jertif,.n ’

U7 o "Defense du confident," = see footnote, p.
334.

48 Fermaud, Les sources du confident de 1a tragfdie
classigue frangaise, p. 786: " ... les conTidents de
Ia tragddie repondent 2 une réalite humaine et Sociale
‘et ne sont pas plus conventionnels que ceux des ta-
bleaux _que nous venons de nemmer."; also, p. 793:
"Jusqu'% pré€sent nous n'avons trouvf que la vie et 1la

- réalit€ dans nos personnages secondaires, point de fil-

iation littéraire ni d'invraisemblances."; and p. 814:
" ... dle confident n'est pas une création mais neritage
d'une longue tradition littéraire - que 1l'on trouve
dans tous les genres de litté}éture; mais aussi une

par—~
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Fermaud formulates a broader and more comprehensive

theory of the confidant than his predecessors had done. He
h 3

quotes those of Wann and Ahlers (which he obtained through
Wann) and comments that, in addition to family relation,

situation ind function had to be taken into consideration. 49

Fermaud's definition reflects his theory.

) Le (la) confident(e) est ,
toute personne qui regoit d'un personnage
la confidence d'un secret, soit du fait
de ses relations d'intimité avec elle,
soit du fait des circonstances, mais qui
peut y réagir fmotionnellement, se lamenter,
se rejouir, plaindre, consoler et conseiller,
et meme, plus activement, agir en faveur
de ce personnage - gquitte a en
suaporter les conséquences - So0it en
executant des missions diverses dont
on l'a charzfe, soit de sa propre
initiagtive, et.cela pour des raisons
d'inter®t, d'affection, ou par simple
obeissance. Le secret ainsi confie éclaire
le spectateur ou le lecteur sur
l'intrigue,\dont il peut neme
contribuer a modifier le développement.50

Fermaud categorizes confidants according to their func-
tion in the plot. There are accidental confidants (those
who, as the result of some incident, are confided 1in by

other characters), active confidants, passive confidants,

potential confidants (those which never emerge as full-

.fledged confidants), confidants as advisors ("confidents-

»
——

conseillers™), confidants as friends ("confidents-amis™),

etc.51

tradition soclale et Economigue."
k9 Ibid., p. 54.

50 Ibid., p. 55.

51.Tbid. K

e
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Fermaud's defense of the ¢onfidant comprises three

basic propositions. First, that the confidants af the epic

and the novel found their way onto the stage Dbecause they

A

are tdken from everydéy life.

... l'emplol du confident dans
1 epopee et le roman n'est pas un.
procede technique de composition.5?

-and

Si les auteurs d'€popfes et
de romans du moy®n Jdze ont mis en
scene des confidents, c'est parce
que, comme les auteurs d‘opopees'
et de romans ou_ les dramaturges
de la pSriode hérofque et classique,
ils les trouvaient autour d'eux
dans la vie courante.53

Second, Fermaud explores the relationship of the Greek

chorus to ;he_ use of the confidant and third, the role of

the monologue as it affects the confldant.

... ONn a prgtendu que -le
" confident remplagait choeurs et
monologggs; nous ‘allons voir combien ,
cette légende est mal fond&e, puisqu'il
coexiste au contraire constamment avec
eux et n'en tient pas du tout la place.54

In regard to the second proposition Fermaud disputes
any notion . that the confidant was a device invented to -

assume the functions of a chorus.

... les confidents coexistaient
avegc le choeur, c ‘est-Y-dire gue l'on
trouve des confidents, en plus des

gl
choeurs, dans beaucoup des pieces
classxques, et dans toutes les tragedles

57 I51d., p. UOL.
53 Ibid., p. 405. ,
5 Toid., p. 420. :
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Even in classical Greek tragedy, according td Fermaud,
the chorus does not act in the role of a confidant because
’it is restricted to con;oling and advising  caution and
humility ("Le rOle du choeur se borne % consoler!'é con-
seiller la prudence et 1'humilit€ ...).56 The role of the
chorus was also inforﬁative.ST It aid perform the fuéction
of receiviné confidences regarding plans of action but‘ﬁt
did not very often act ¥s a medium -for thé psychological
debate raging inside the.protagonist.58 on the other hand,
Fermaud contends | that the chorus of the Renaissance’
tragedies was only a clumsy imitation of its classical modei
and was therefore employed much less often than the confi-
_ dant.59 He would prefer to see the label of conventionality
" pinned, not on tHe confidant, but on the chofus.

.-- clest au choeur, jusqu'iei,
que pourrait @tre adress un reproche

de conventionalité, plutSt qu'aux -
confidents. La filiation des confidents

55 lbid., p. T787.

56 ITbid., p. 174.°

57 Tbid., p. 225.

58 Ibid., p. 227. . .

59 Tbid., p. 490. *“lLe choeur, comme le confident, mais

beaucoup moins souvent, se trouve parfois dans les

sources historiques, ... et cela facilite son intégra-

tion dans 1la piéce. I1 représente pargois, comme le

choeur antigue, lé pays, la nation, lui-meme; dans So-

phomisbe il conseille, encourage, oblige 1'hfrolne 3

préciser sa pensee. Mais i1 n'est, la plupart du

temps, qu'une maladroite et systematique copie du

choeur grec ou latin, et tombe dans les- mPfmes d&fauts.
d'inconsistance ... Sa fonction principale demeure une -
fonction lyrique, d'accord avee la d&finition et la

conception de 1la tragédie de la renaissance, ce qui ne,

rend pas son emploi trop choguant.
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de ce chapitre est historique et vivante
beaucoup plus que litté€raire.60
Lawton and Fermaud disagree on the relation of the
mqnologue to the confidant. it wili be recalled that,
according to Lawton, the monologpe was a literary device to
relay’ inférmation but was rather 1limited in scope. The
overreliance on the monologue required a confidant to expand
the point of view and necessitated the addition of the con-
fidaét to relate information. Fermaud, on the other hand,
repeate@ on a number of occasions that the confidant did not
"replace the monologue.61 He does admit, however, that the
confidant was used in place of the monologue to expound the

situation in a number of tragedies.62

Another of the funetions outlined by Fermaud is the
capacity of the confidant to act as a stimulus, which eli-
cits a reaction from the protasonist and cdnve&s to the
spectator some insight into theé mind of the hero.63 .Fermaud
seems Lo approach here Lawton's concept of the ;onfidant as
a psychologzical projection of the.protagonist but which Fer-
maud vehemently rejects as plausible in his artiecle, "The
Confidané in Literature and Life." In that -article Fermaud
repeats the core of those arguments first expounded in his
dissertation. The primary_purposg of ‘the papér, though,

appears to be a refutation of . Lawton's: study of the

60 Ibid., p. L4GT.
61 Ibid., pp. 592 and 795.
62 Ibid., p. 480.
63 Ibid., p. 561.
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confidant.

Fermaud does give credit to Lawton for elucidating the
scope of the confidant and correcting some "prejudices and
misconceptions.”™ He agrees also with three of the general
conclusions of Lawton's articles. First, that the confidant
is a "useful and rich device" (Fermaud would even add "una-
voidable™); second, that tne confidant is not a creation of
seventeenth-century dramatists; and thirdy that the confi-

dant is a device founid in contemporary plays.

Fermaud rejected, on the other hand, a. numbef of
Lawton's c¢laims. For example, he takes strong exception t©o
Lawton's assessment'that the confidant 1is a psychological
orojectisn of the other side of the protagonist. "Rhe-
erLc," ne says, "should not be mistaken for psychology
{especially Ffreudian psychology), antithesis for projegtion
or symbolic schizophrenia."b64 Fermaud objects to the view
that the confidant is an offspring of the chorus. (Although
‘here Fermaud disagrees only with Lawton, he would probably
have differed with Ahlers as well had he been able to obtain
Ahlers!' treatise.) As noted in the analysis of his doctoral
dissertation, ‘Fermaud adduces varigis pieces of evidence to
show, on the contrary, that the confidant did not spring
from the chorus "but that they are distinct though_related

literary phenomena. He contends that the ' "chorus and

64 Fermaud, "The Confidant in Literature and Life,"™ »p.
L20. Fermaud's response recalls McDonald's thesis that
tragedy 1s really a study of rhetoric in dramatic form. .
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confidant co:exist, sharing some of the same funetions, in
Sgphocles, Euripides, Seneca, and more or less‘ in the’
Renéisgahce tragedy 5oth in Itély and in France. As late as
in Montchrestien's L'Escossoise (1601) there is a 'Choeur

des Estats' which is a confident raisonneur, besides the

'Conseiller' and Davison."65 In addition, Fermaud>traces the
use” of the chorus at the hands of French dramatists from
Muret to Schelandre. The chorus was simply an imitation ?of
the classicél model; it was lyrical, sometimes performed the
function of a confidﬂnt, and even sang during the intermis-
sion between the acts. Starting with Garnier the chorus was
oftén employed to separate the various tableaux within an

act and finally, 1in the Renaissance tragedy the chorus

assumes a "collective character.m66b

»

Fermaud's basic argument in support of*thé independence_
of the confidant is that it 'is to be found outside the
épeater, where bhe.confidant goes not perform those specific
functions assigned to it by Lawton such as al“means-of exXpo—
sition, nérfation or revelation of character."67 It may\ be
recalled that Wann stresses the dramatic function of the
confidant in thé classical epic‘as well as in the Renais-
sance epic.68 Fermaud cites a number of epiecs, novels, lyri-

cal and -satirical poemé, mythological works and excerpts

from the Bible where the confidant appeafs.

65 1bid., p. G19.
66 Toid., p. 420.
67 Ibid. '
68 Wann op. cit., p. 66.
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Although Fermaud's work is impressive in its depth? in
'my opinlon it suffers from two weaknesses. First, he
stresses the link, however tenuous and difficult to estab-
lish, between the confidant iévliterature and its real-~life
sources. He seems to confuse the concept of ﬁﬁe -confidant,
thch 1s present 1in both art Qnd human society, with the
artistie vehicle of that 'conéept, the . confidant as a
literary device 1in tragedy. Second, Fermaud draws no qis—
tinction between the priﬁcipal and secondary characters
wnich perform the functibns of the confidant and tne desig-
nated confidant, specifically created by the dramatist.
Nor, surprisingly, does Fermaud in his article, "The Confi-
dant in Literature and Life,"” in which he disputes some of
the points of Lawton's criticism, even address himself to
the various categories of confidant outlined by Lawton.
Moreover, in his analyses Fermaud never makes cléar, unfor-
tunatel§, whether he is defending the much-maligned desig;
nated confidant of French tragedy or -all charactens.perform-_
ing as confidants. 1In ail fairnéss, it should. be pointed
out that the confidant's detractors themselves do not make

clear whether they object to any chanacter performing tne
functions of the confidant or simply the use of thé desig-
nated confidant, an 6bvioqs convention and an unseemly dev-

ice in the eyes of the pfoponents of more realism on stage.

In contrast, it appears to me that Lawton, in his 1lim-
ited study, has made a valuable contribution to the solution

of the problem in drawing attention to the different L¥pes
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of confidant. Altpough his definitions are not c§mpletely
clear and at leasé‘in one instance may be confradictory, I
believe that his conclusions are essentially valid, specifi;
cally the notion that there existed an anon&mous or desig-
nated confidént, that it was widely used in French tragedy

and that it performed a specific function.

Sister M.M. Olga; in her article and. her dissertation
on  the confidant in the'works of Racine,Qco?mits thé same
oversight as Fermaud in blurring the diséinction between t;e
designated confidant ééd thosé characters which at times:
perform the function of the confidant. 'Like Fermaud, Olga
traces the originy .of the confidant to classical literature
where it developed from the rule of the "third actor,“‘firsg

introduced_ by Sophocles.  The confidant, in the guise of

ladies-in-waiting, she'sa?s; entered Frenchrtragedykyith the

first tragedy written in French, -Cigopatre captivé_ by
Jodelle.69 Although Olga admits that the word confidant, or
confident in French, -was not used as such, tﬂere was no
doubt that the ‘ladies-in-waiting (suivantes) weré really
confidants.7d It sﬁould be noted here that the word confi-

w

d%nt was not used on the stage until the seventeenth cen-
o

tury. 1In sixteenth-century French tragedy the word secré-

-
taire was employed to denote what was later designated the
AL LI, 1 ,

69 Fermaud, Les sources.du confident dans 1la .tragédie
classique francaise, p. &439- _—
70 0Olza, Les confidents chez Racine,"p. 5. This argu-
ment is close to Lawton's theory that the nurse as con-
fidante was the result of social conditions in Renais-
sance France. See Lawton, p. 26.
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confident. T1

Olga maintains that the confidant as a convention was
resurrected as .a full-bloaded chafaeter by Racine in his
skilful use of the: tragedy. It seems that when Olga
speaks of the confidant she understands‘it to mean either

-

~ thé secondary chafacter$ such as the tutors (gouverneurs),

Burrhus and Narcisse in Britannicus or the designated confi-
dant as-outlined aﬁovg. She may overstate her éase, how-
ever, in claiming that the confidant, including the desigz-
nated confidént, "even when most stripped of its individual-

'ity, remains a person and not a symbolln72

I3

In her conclusion, Olga contends that the two functions
’performed "by Racine's ' confidants are to act as intermedi=~
aries between protagonists and thus avoid "didactic and
moralizing digressions"™ and to externalize the t}agic con-

flict in the mind of the hero by acting as his or her "spir-

“

itual mirror.n"73

In';pg.introduction'to her work on the confidant in the
novels of Henry James, Sister Corona Sharp raisés some
. interest;hg points on the réle of the confidant in drama.
Lﬁke' Féfmaud, who considers the confidant a charaéter'per-

-

forming a role found <4n all genréé of literature in all

71 Fermaud, Les sources du confident de 1la tragédie
classique francalise, p. 69. - - T

72 Olga, Les confidents chez Racine, pp. 176-177.

73 0Olga, "Le confident dans la cragédie de Racine,™ P.
59. ' :
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ages, Sharp believes that the role of the configdant is 7

merely the manifestation of one of the most common themes in

all fiction.T74 She perceives this theme'of,fbiendship mani -
fested in different forms in the history of tragedy - at

times by the chorus, at other times by friends or reiatives

or muses.75 Like Fermaud, too, Sharp does not make 'a“ dié-‘

tinction between the designated confidant gs a dramatic-deﬁf"'

ice and the broader significance of the concept o;‘character{

wno is neld 1in one's confidence. o ﬁx\\é__ﬂ

However, Sharp does make some astdte_observations.- She-

concludes that the omniscient  point of view in -narrative

- . "'.\‘ . rl
fiction had permitted the author, at least until the:time of

James, to dispense with the confidant. -Thé-omuiscient nar-

~ -

~

rator had been able to relate to 'his reader the  inhermo§t
secrets of the hero's mind. A confidant was not needed to

transmit his thoughts to the reader.76 -,

’

The mode of drama, on the otHer hand; posés a broblém..

Drama is acted before speciétorsf'its plot is not related by

< L o
an omniscient narrator, Therefore, the point of" view 1is

severely restricted to fhe aétionéland'speech of the charac-

ters on _stage. The us# of the cdnf;daht in d?am§“Was almost

!

mandatory, according to Sharp, to éngg:ge the point of view

-

I . . :
and provide the spectators access to the protagonist's Jrind

and make his motives better underétoodl??//,,//i>

74 Sharp, 2p. cit., p. xi. ,

75 Ibid., p. xii. . : )
76 Ipid., p. xxiii. T

77 Ibid., p<, xxii.
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I%/ Russian Criticism

Treatment of the confidant in Russian and Soviet Rus-
sian- criticism has been- less extensive than in £he West.,
Excépt fqr articles by GukovskiY and Moskvichéva, anaiyses
5f the ‘cpnfidant amount .to no more £han a few paragraphs
here gnd there. However, some. interesting and valuable
arzuments tave been raised. It should be noted before
proceeding any further that, like most of tﬁeir Western éol-
leagues, Russian critics have not made the distinction
between the confidant in general and the designated confi-

dant 1in particular. It is most likely, though, that when

~discussing napersniki and napersnitsy 78 (the Russian words

f-3

.

for the male confidant and the female confidant, respec-
Lively), they probably have in mind the character designated

as a napersnik.

A

The earliest ¢riticism o% the confidant in Russian '

comes from 'Plavil'shchikov, the tragedian and actor. Like

P

Houdar de la Motte in France, Plavil'shchikov dehigrates the

- /
use' of the confidant (probably understood!as the designated
. Y
N é

78 The Russian words for confidant likely derive from
the Old Russian word persi, meaning breast. The confi- .
dant was privy to the "breast," and by extension to the
heart, soul and thoughts of his master or her mistress.
See A.- Preobrazhenski¥, Etimologichéskil slovar'
russkogo <iazyka, Tom II. Rpt. as Etymological Diction-
ary of the Russian Language by A.G. Preobrazhensky (New
-York: Columbia University Press, 1951), Vol. II, p. 45.
"See also, Vliadimir Dal', Tolkovy¥ slovar’ zhivago veli-
korusskoge iazyka, Tret'e, ispravlennoe-i znachitel 'noe
dopolnennoe 1zdanie (S-Peterburg-Moscow: Izd. T-VA M.O.
Vol'ff, 1907), Vol. III, p. 225.

[\Nl“(

o
\\

-
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confidant) in tragedy. It adds little if an&thing to the
plot, he says, and serves only to console the protagon-
ists. 79

The confidant has come under lthe; serutiny Sf Soviet
critics  as well. Moskvich%qa traces the rise of the confi-
dant to the inherent limita}ions of the .monologue. The
monologue, she contends, performed a dual'functionl First,
it informed the s#ectators of events "p}eceding the develop-
ment of the %ction."SO Second, the' monologue wWas used to

-

reveal the "thoughts and sufferings” (perezhlvanlla) of the

nero and through him the author's views on a variety of
-voplcs.81 To create "on stage the il}usion.-of real life,"”
the classical tragedians iéc;uded in the'tragedy "complemen -
tary characﬁers" whaose function was to‘"ggar-dut the heroes"
and at times, to speak of fhem.82‘The use of the 'confidaﬁf
-led @o 2 greater sense of reality on stage by sharing the

functlons of the monologue whlch to preﬁerve the dillusion

of "real life", should not be overly abused.

The confidant (napersnik) performed four functions.

First, in its—gdialogues q}th the protagonists the confidant
-

made the {:;;edy seem "more natural" and therefore more

aéceptablg to the spectators. Second, the confidant actgd

-

79 Plavil'shghikov, op. c1t., p. 62.

80 Moskvicheva, Klassitsizm v russkoY literature xviii
ka, p. 22. By confidant MoSkvicheva means the char-

acter designated as a napersnik in jhe dramatis per-

sonae. | ' :

81 Ibid.

82 Ibid., p. 22.

~
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-as a link between -the protagonist and the sﬁectators by
inf5rming the latter of what was haﬁpening on stage...T?ird,
the confidant revealed to the spectators thq thoughts of the
protagonists. Fourth, the wise counséi ("rol' umnykh i
polozhitel 'nykh nastavnikov") of the confidant helped remind
forgétful ﬁonarchs of their civie dutles. In this last
function the confidant acts as a mouthpiece for thé Eplight—

‘enment views prevalent amongz most Russian tragedians. 83

The first three functions ascribed to the confidant 5y
Moskvichgva are essentially the same as those discussed by
Westeéh\critics such as Lawton and Fefmaud.éu What is.
interesging_to note is the inclusion of the fourth function.
From her gtuay of Russian tragedy, MoskvichBva contends that
the Vconfidant must.not only counsel reason over passi&n, as
would be expected of the-confidanﬁ'ih the Age of Reason, but
tﬁét this counsel inyariaBly had a Qef%nite polifical_tinge
when the protégonist happened to be a monarch. The politi—
cal .nature of Russian tragedy made itself Telt even in the

use of the monologue and dialogue. The monologpg' became a

'vehygle for political confession, the dialogue for political

‘disp§§e5.85 l *

83 Ibid., pp. 22-23.

. 84 See Lawton, op. cit., pp. 18-19/ and Fermaud, Les

sodFces du confident de la tragédie_classigue fran-
calse,_P-_gg- .

B WMoskvich®va, Klassitsizm v russkoY literature xviii
veka, p. 23. The author cites the case of Kniazhnin's
tragedy Vadim Novgorodskil as an .example of a highly
politicized work where the monologue and dialogue are
used to perform the functions mentioned above..
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Perhaps the most comprehensive and illuminatihg -V
aralysis 'of.the role of the corfidant in Russian traged§-is
found in ngovskiY's article or Sum3rokov's tragédy “dis-
cussed ir Chapter Two of thlS dlssertgtfbr. In his analysis
of Frernch reocla53101st tragedy Gukovski¥ divides the ohar-
acters irto twvo opp051ng groups: the heroes and the confi-
darts. Thé herces %pvaﬁég the actior of the plot through
thgir mutual inﬁeraction ard the cerfidants, who do not take
part ir the pleot (irtriga), servé‘as a "support" for false
dialcgues with the protagorists. These diélogues constituté
"tr%hs%ipt ard toctally statiorary situatiors outside the
ﬁainq plot i rtrlga] " The _sheer  aburndance of
"secrets,meprises, dngulses“_ard the resultlrfr plethora of
a%;s all require-confidants for the purpose of elucidatior.
The; or.fidarts retard the tempc of the actior and.thus per -
. mit a detailed playing\@ut «f the passiors of the .heroes.Bé
Gukovskff's -oonoebtién- of the rolé of the confidant ir
Frer.ch traéedy comes clcse to cortradicting Olga who méin:’hhh\\g
tzired, it&will be recalled, that the confidant ir the works .

of Rapine served as irtermediaries beiween protagerists so

as to aveid "didactice arnd moralizirg digressidns."B? Ir his

discussicor of the confidant in Russian tragedy, specifically

*in the works of Sumarokov, Gukqvgkif conténds.that the "s%ng
plified system of actior™ found in the works 5Eféumarok§v

and his followens sigﬂificaﬁtly reduced the 1ength and

86 Gukovskff op. cit., pp: 67-80.
87 Olga,"lLe corfidert dars la traggdle de Raolne," D.
59.
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~

complexity of the plot and therefore at the same time the

role of the confidant diminished qs.well.BB

-

The varieﬁy of the criticism only underscores tﬁe prob-~
lem to be solved - to determine tﬁe role of the confidant
in tragedy, specifically in Russian tragedy. There are
really tWwo sides to the question:.the funcﬁions performed by
the confidant'ghﬁ/the categqyiéaﬁion of the confidant by

-

social and dramatic position.

First, let us synthesize the functions of the confidant
p: ;

as discovered by literary crities. Relying on the reséarch
of Western and Ruésian eritics, it might be concluded 'that
the fol}owing functions Qere performed by the confidant at
one time or gpother: 1) the confidant_expoundéd the situa-
tion at the start of the drama; 2) the confidant described
or related events aurfng the action on stage;'B) thek‘confi:
~—— _ . ~
dant s?kved " to reveal the mind of the protagonist to the
spectators; 4) the confidant was entrusted with secrets by
other characters; 5) the’ confidant served to project the.

) ~T
mind of the protagonist;89 6) the confidant, usually in the

88 Cukovskil, op. cit., p. T1.

89 The degree of projection is disputed. Fermaud and

Olga contend that the confidant serves to present a

rhetorical argument. Lawton, on the other hand, claims”
that the confidant acts as a psychological double. The

latter's thesis is supported by the fact that in Rus-
sian neoclassicist tragedy, with only one exception,

the._.designated confidant is of the same sex as his mas-
ter and the confidante the same sex as her mistress.

It is highly improbable that =a psychological double
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guise of a secondary character, played a central role in

some tragedies; and 7) the confidant gave advice to his ﬁas-

L ter or the confidante to her mistress. .

The last func%ion is particularly important for our

1

Enalysis of Russian tragedy. MoskvichBva had stated that

*

Lragedy occurs when the hero is. out of harmony with the o

world, especially a§r it was perceived by the followers of

the Enlightenment to be a rational place. Once the harmony

v

with <the world has been ruptured, the hero loses the power
T

to reason and is therefore subject to irrational behavior or
passion (pathos). If this is the case, it may be concluded
that the confidant, playing the role 6f' trusted and wise
advisor, becomes the guardian of ethos or reason during the
ﬁ%oﬁagonist's strugglé to ove}come that passion. In Russian

tragedy Sumarokov replaced reason with virtue and passion

with evil. The ideal confidant in Russian tragedies, then,

4

attempted not only to counsel reason but also to turn a way-

-

ward master or mistress away from evil and back to virtue.

Virtue often assumed a'decidedly po ical tone. The "vir-

. . N -
tuous™ ruler must govern-wisely and fairly the ™yirtuous"”

—

subjects must demonstrate-their loyalty:

’
'

Allffritics Lo a greater or 1lesser degree have " been

successful in describing the functions of the confidant.

Unfortunately, however, except for Lawton a categorization

of the confidant as a character and not accérding to its

would be of the opposite sex’ (ﬁ .

e ~ \) :

ft
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functions seems to have eluded most observers. However, the
confidant analyzed in the'preceding pages is npt a monol-
it?ic phenomenon. On the contrary, the functions of <the
‘con}idant are performed by dramatic characters of varying
, -

'social and dramatic_ importance. Lawton has groupeq the

characters functioning as confidants into three general

categories -~ principal characters, secondary characters

and utility characters. The designated confidant,.called in

the dramatis personae simply the confidant, confident or

napersnik in English, French and Russian respectively, is

included in the third category.

o

For a number of reasogs £qé designated confidant will
be the only type of confidant examined in the following
chapters on Russian trageﬁy. First, the confidant, desig-
naped as such, had'reached it; full development by the time
it was introduced into Russian.tragedy. It may be recalléd
that the designated confidant was extensively and adroitly
used by Corneille and Racine, whose works exerted a profound
infiuence on the form of Russian tragedy. It can be assumed
that the desiznated confidant played an important role in

Russian.tragedy and is worthy of study.

—

Second, the designated c¢onfidant, by vi}tue_ of 1its
definition and title in the tragedy, plays only one role and
occuplies no stated social position (although the designated
confidant appears, I hasten to add, to play a subservf%nt

By

‘role in most cases). All other bharacters, including the
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other ' utility characters, the primary and secondary charac-
teré, by virtge of their definltion and social pesition or
function, play roles or are designated'to play certain roles
in addition to performi&g the functions of a confidant. The
designated confidant 1is the sole character‘designatéd as

such to perform the functions of the confidant and should be

examined separately as a literary device.

Third, there is the question of degree. Since all

dramatic persgnages are potential confidants, it must be

decided which ones are to be included in a study of the con-
fidant. The cfiteria for determining the extent of function
are not precise and for tnis very reason it would be diffi.
.cult to justify the inclﬁsion of a characteM.in the category
of pripcfpal or secondary confidants which acts as a confi-
dant most of the time and the exclusion of another which

performs the functions of a2 confidant only some of the time.

Now we shall examine the role of all designated conﬂ}-
dants in the Russian neoclassicist tragedies available for

this study.



CHAPTER IV

THE TRAGEDIES OF SUMAROKOV

s

Sumarokov wrote nine tragedies. These are: Khorev
(1747; reworked and republished, 1768); Gamlet (1748); Sinav
i Truvor (1750; reworxed and republished, 1768); Artistona
(1750); Semira (1751); Dimiza (1756; reworked and repub-

lished as Iaropolk i Dimiza, 1768); Vysheslav (1768); Dmi-

triY¥ Samozvanets (1771); and Mstislav (1774).1 Eight of

these tragedies, all but Sinav 1 Truvor, employ one or more

designated confidants.

¥ .

1. Khorev (1747; 1768)

~

T There appear to be some discrepancies conderning the
dates of some of Sumarokov's tragedies. BRor example,
Berkov, op. cit., p. 35, says Gamlet first appeared in
1747 but  Lang, D.M., op. cit., p. 67, Stennik, op.
cit., p. 279, and Aseev, Op. cit., p. 190, all claim
that Gamlet was published in 1748. Berkov, op. ecit., -
p. 35, says that Artistona was written in 17517  3Sten-
nik, op. cit., p. 284 and Aseev, op. cit., p. 185, both
contend that the year was 1750. Berkov, op. cit., p.
35, and Aseev, op. cit., p. 185, give 1756 as the date
for Dimiza while Stennik, op. cit., p. 284, says 1758.
Stennik, op. cit., p. 284, and Aseev, op. cit., p. 185,
agree that tne reworked version of Dimiza, Jlaropolk i
Dimiza, first appeared in 1768. Berkov does not indi-
cate the date of the reworked tragedy. Both Stennik,
op. cit., p. 289, and Aseev, op. cit., p. 185, say
Vysheslav appeared in 1768. Berkov claims that the
date was 1770. Fizer, op. cit., p. 11,\offers slight
variations in these dates. In Novikov's 1787 edition
of the complete works of Sumarokov, the, following dates
are given Tfor the first stage production of the
tragedies: Khorev (1750); Gamlet (1750); Sinav i Truvor
(1750); Artistona (1750); Semira (1751); laropolk 1
Dimiza (17758); Vysheslav {1768); and Mstislav (1774).

In addition, Sumarokov had planned to write another
tragedy, Edip (Oedipus) in 1750. - See Berkov, op. cit.,’
p. 33.
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Dramatis personae:

KiY - Kniaz' rossiiskiY (Russian prince)
Khorev - -. Kiev brat i naslednik ego (KiY¥'s
" brother and heir)

Zavlokh - Byvshi¥Y kniaz' Kieva grada

{Former prince of the City of Kiev)
Osnel 'da - Doch' Zavlokha (Zavlokh's daughter) —
Stalverkh - Pervyl boiarin Kieva (First boliar

of Kiev)
Vel 'kar - Napersnik Knhoreva (Khorev's

designated confidant) .
Astrada - Mamka Osnel'dy (Osnel'da's nurse)

- Dva strazha, tri
_voina, plennix (Two guards, v

three spldiers and
a prisoner)
- Khorev, Sumarokov's first traéedy and Russia's first
neoclassicist tragedy, was written in 1747 and first staged

in 1750 by the Sukhoputnyi kadetskiY,korpus. 2 There is, it

should be pointed out, no historical evidence for the
existence of the Prince Zavlokh or his daughter Osnel'da.
The names of KiY and Khorev (instead of Khoriv found in the

Chronicles) Sumarokov tdok from Gizel''s Synopsis. 3

Plot

Briefly, the plot of Khorev concerns the battle for
political péwer combined with the inevitable love intrigue.

Sixteen years before the action begins, the Russian prince

2 derkov, op. ¢lt., p. 568. The edition examined here
is the 1768 reworked version. I have been able to ver-
.ify most of the earlier versions of the reworked
tragedies of Sumarokov and have not found substantial
“changes in the scope or purpose of the role of the
designated confidant.

3 Berkov, op. cit., p. 569 and Aseev, op. <c¢it., pp.

186-187. ~— - -

»
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Ki¥{ had defeated Zavlokh and seized the throne of Kiev.
Forced to flee in haste after his defeat, Zavlokh had aban-
goned his young daughter, Osﬁel'da, who later reached matu-
rity in Ki¥'s court. Meanwhile, Ki¥'s old nemesis,‘Zavlokh,
raises an'arﬁy and threatens 'to retake his 1lost ﬁhrone if

-

his daughter is not freed. Kil agrees-to release Osnel'da

-

in exchange for peace.

The love intrigue introduced by Sumarokov complicates
the situation. Osnel'da and Kho%ev, KiY¥'s younger brother,
are secretly in l?ve. Their mutual passion conflicts: of -
coufse, with their "rational" devotioh io,duty - Qsnelt*da to
her-father, Knorev to his brother énd.;o the gtate. Stal-
verkh, the chief boiar and advisor to Ki{, secretly loves
Osnel'da and plots to break up the young couple by fal§ely
informing ki¥ of Osnel'da's traitorous intention to defect
to> her father's-forces.  On hearing this, KiY-- refuses to
release Osnel'da anig orde;s Khorev to lead the Kievan troops
into battle against Zavlokh, father of his beloved. To
solve ﬁheir predicament Khorev and Osnel'dé decide to marry,
but Zavlokh objécts. Khorev then decides to perform h%s
civie duty at the urging of his” desfgnated confidant,
Vel'kar, and wins a great victory oﬁer Lhe enémy. Stalyerkh
informs ¥XiY that Osnel'da and Xhorev have attempted to flée
to the other side. KiY, prompted by the jealous Stalverkh,
orders O§nel'da poisoned. Khorev returns victorigus from
batt}g, having vanquished the enemy forces and taken Zavlokh

prisoner.' Informed of Osnel'da's death, Xhorev commits
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f‘.
A

//ﬁﬁeﬁicide and KiY, distraught over events, repents his hasty

actions. 4

Analysis

This tragedy expresses a numder of themes: the conflict
between the rights of the individual and despotism; &the
ideal monarch; the civic duty of eéch citizen before per-
sonal interests; bthe narm done to tﬁe State by internecine
strife; the jugtification of défensive wars; and .romantic

love.5"

The dramatis personae includes one de®*ignated confi-
dant, Vel'kar, confidant tg Khorev. A principal character,
Stal'verkh, chief boiar of Kiev, plays an Iago-like role as
confidant: and military advisor to Ki¥. The nurse (Egm&g),'

\ .

Astrada, a secondary personage, plays the confidant of

Osnel 'da.

The designated configant, Vel'kar, appearslin the fol-
lowing acts “and scenes.’ (Hencefarth; the sﬁené where the
designated confidant;s.presen; bup does not speak ig given
in parentheses.)

Act I Act II Act III Act IV Act V

Vel 'kar _ - - oy co- 2,3(4)5 .

In the first scene in which he is-used, Act III, Scene

4 Aseev, op. cit., pp. 188-189.
5 Ibid., p. 190.
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4, Vel'kar, acting as’ mes§enger; informs Khorev. of the
imminent. seige of the city by" Zavlokh's forces. The desig-
nated confidant 5;ges Khore; to do battle. -In the ‘same
scene Osnel'da weeps fo see Khorev plan the attack against
het father,‘Zavlokh.\ It should be noted here that the
designated confidant advises reason, in the_guiée of ecivic

duty to_thé State, over Khorev's passion for Osnel'da.

In Act V, Scene 2 Vel'kar returns with Zavlokh's sword
and, acting as messenger, relates Khorev's greai prowess in
defeating the invading army. In this scene,” the designaged
confidant - informs the audience as well as KiY‘of aétion

~ which has taken place off-stage.  1In Scene 3 Vel'kar is
_ .

shocked to hear of Osnel'da's death and reproaches KiY fgF——

permitting Osnel‘'da to die.

Vetrkar: Kako¥, uvy! udar .,.~
""
KiY: Pochto ia v svet rozd8n!/X chemu
neshchastlivy ia nyne privedint

Vel'kar: Kakiia liutosti dusha tvoia imela,
Chto v goresti e¥ khraniti ne umela!

KiY: Ne vedaesh' eshche neshchastil ty moikh.

-

Vel'kar: Chto mozhet, gosudar', byt' bol'she
bed nam sikn? '
Osnel'dy net, Khorev ...

L4

(Vel'kar:Alas! What a blow ...

KiY: Why was I born!/What grief has now befallen me.

vel'kar: What cruelty seized your soul,/That in
" her grief she was not able to control it!
.S A .

KiY: You do not know my unhappiness.

Vel 'kar: Whdt zan, my lord, be worse thadhthese .
misfortunes?/0snel'da is no more, Khorev ...)

L
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designated confidant was aware of his

master's feelings for Osnel'da. the final scene, Act V,

Scene 5, Vel'kar, along with the gri ving Khorev and Zavlokh,

reproaches KiY for Osnel'da's demise. Here Vel'kar acts as

almediud to express his master's thoughts. 

Ki¥:

-~
-~

Razi 1 ty! ... iF, -.. akh! - QOsnel *du

umertvil.

Khorey:

Zavlokh:

Vel *kar:

(KiY:

~ Khorev:

-

Zavlokh:

Vel'ﬁar:

¢hto slyshu ia teper'?
C dshcher'! o-plod neshghastnyf!
K chemu takoY udar toboiu byl uzhasnyY!

Strike me down! ... I, ... ah! ... I killed
Osnel'da. .

what do I.-now hear!
O daughter! O unhappy -offspring!

Why did you strike this horrible blow!)

Distrazught, Khorev contemplates suicide but Vel 'kar advises

reason, that

sions.
Khorev:
Vel 'kar:'
(Khorev:
Vel *kar:
It will be

i

s restraint, in the face of unleashed pas-

-

Prosti! ... uvy! ... so vsem pomerk uzhe moY
svet.
O nesterpima kasn'! o rok ozhestochBnnyYs

Zveri, o gosudar'! svo¥ razum rastochgnnyf,
Ty chuvstv lishaeshsia.

. b
Farewell! ... alas! ... everything in my
world has already grown dark./ O intolerable
punishment! o cruel fate! -

My lord, use your powers of reason./
You are losing your senses.)

N
recalled that the plot in Sumarokov's

tragedies is often expressed as the conflict between a young

couple "and a monarch who is usually related to one ~or both
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of the young lovérs and wh& opposes their union for politi-
cal or personal reasons. In the trgéedy Khorev there are
three<'protégénists: KiY, Osnel'da and, of céurgg,ﬂﬁh&rev.
The first two are provided with confidants. KiY is ainsed,
unwWwisely as it turas out, by the jealous .and conniviné'Stal-

\Lgrkhjl a boiar and member of the aristocracy and therefore a

principal character. Osnel'da places her confidence in Her—

nurse™istrada. Vel'kar, the designated confidant, ‘acts as
messenger, military advisor, a .medium of expression and
advocate of reason over passion.

| o

2. ;Gamlet (1748) - .
Dnanatls persgggg

e KlavdLY - NezakonnyY korol! Dan11 (Unlawful
King of Denmark)
.Gertruda =—soUupruga ego (His wlfe)

Gamlet - Syn Gertrudin (Gertruda's son) :

Ofeliia - Doch' Polonieva (Polonil's dguﬂhter)

Poloni¥Y ~ Napersnik Klavdiey (Klavdll '
designated confidant)

Armans - Napersnik Gamletov (Gamlet's

: . desiznated confidant)

Flemina - Napersnltsa Ofelina (Ofellla'

. designated confidante) :
Ratuda - Mamka Gertrudina-(Gertruda's nurse)

£

- Pazn, voiny (Page, soldierss
- I

- - -_gr\ ,
’ [ Y ' ~ >
Sumarokov's second tragedy, Camlet, is a free adapta-

:tion of Shakespeare's Hamlet that Sumarokov probably knew

through the 1746 French translation‘oﬁ La Place.6 However,

Gamlet 1is ‘included here because it can be cossidered not a

'translablon but an orlglnal uork of art, given that the plbt

1)

. =R R : : N
of. Shaﬁﬁspeare rs trag dy was . extensively modified and

—
6 Lang, op c1t., P 68. S o

-

¢ . ;
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adapted to Sumarokov's own neoclassicist norms.

In this tragedy, as in Khorev, Sumarokov eﬁploys Ltwo
parallel conflicts - the polltlcal and love 1ntr1gues.
The polltlcal intrigue resembles the plot of Hamlet. Gamlet
seeks to avenge the death of his father,”the King, succeeded
on the throné by KlavdiY;'whé then married Gamlet's ~mother,

Gertruda. In Sumarokov's tragedy, Gamlet's father was mur-

‘dered by PoloniY, father of his beloved Ofeliia. Therefore,

Gamlet has  two enemies to avenge: Poloni¥, his father's

) murderef, and KiavdiY, the tyrant. The death of KlavdiY will

free the populace from oppression.

This 15 not just the biased interpretation of Soviet

o

critics.  The English speciélist D.M. Lang emphasized the

. anti-despotic theme of Gamiet which finds expréssion i

several bassages reflecting the hostlllty of the narod for
Klavdlf s rule 7 On the ouher hands perhaps expre§51ng a

Lypical Sov1et,'v1ewp01nt, .Aseev contends that [Gamlet's

- .
awareness of his civic duty toward'his countrymen 1inspired

“him to choose the rational course of avenging his fZther's

murder and overthrowing the tyrant rather than 'YlEldlﬂg to

his passion for Ofeliia and not killing her father.8
~ ’ .
1]

< Intertwined with the poliﬁicéL}'intrigue//is the love

"~ intrigue, virtually a staplé feature of Russian tragedies.

7 Ibid., p. 71. T"A "distinct anti-despotic trend is
evident throughout the play, and the interests of the
People (HNarod) are repeatedly discussed.”

g Aseev, op. cit., p. 191.

4

— i _ .
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Poionii tries to force his aaughteq t6 wed the eager Klavdi¥,
who is  willihg o dispose of Gertruda for this purpose.
Klavdif-iﬁtend§ to kill Ofeliia if she refuses his offer.
Meanwhile, PoloniY, evil incarﬁa£e' in this tragedy, has
hired fifty:sdldiérs'to liquidate Qamletﬁaad'Gertruda. Gam~
let and his desigﬁagedfcqgfiaant, Armans, defend themselves,
appeal to the populace for.helﬁ,‘roﬁ; thg hostile ;forces,
and expose PoloniY's treachery. Gamletf hurrie§ Lo the

court, kills KlavdiY but spares PoloniY at the insistence of

Ofeliia. . .

Analysis

The theme of Gamlet is the conflict between duty and

passion, as expressed by the political and love intrigues.

is will be seen the outcome of the love intrigue often if
not ‘always hinges on the résolution of the political intri-
gue'. The dilemma facing Gamlet is whether to do his duty to
avenqsnhis father's murder and kill PoloniY or submit to his
passion for Ofeliia and spare her father. Sumarokov rather
facilely solves’ this problem by having PoloniY commit sui-~
 cide, which saves gamlet from having to choose between duty

and passion. Once the politiecal intrigué 1is resolved,

though, the lovers are free to consummate their affair.

[Tf/ Perhaps the most interesting aspect of ~ Gamlet 1is thé

adaptation- of arguably the .greatest work of the Bard to

-

Sumarokov's dramatic system. In' Gamlet plot is reduced to a

)
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minimum; much action happens off-stagé;'the number of char-
acters is gre;;Iy reduced; Goratsio.and Arm&ﬁ; "are reduced
to M"mere™ _designated confidants; no "ﬁntouard“ effgcts are
permitted such as the ghost of Gamlet's father (although
Gamlet mentiohé "having heard the voice of his-depérted
spirit), which would, of course, violate éhe strictly non-
mystical. aspecp of neoclassicist _tragedy. Most of all,
though, the theme of Sumarokov's tragedy ‘is radically dif-
ferent. Hamlet explores the dilemma of free will; Gamlet is
another of Sumarokov's morality plays on the alleged-virtues
of enlightened despotism and t;e evils of tyrgﬁny. The pol-
itical conflict is really \between the 1ideal model of a
monardh, at lea;t accégding £o . Sumarokov, and the real
. tyrant in~the person of Klavdii,‘_whose actions result 1in

“inevitable catastrophe.9 -

»

+

The designated confidants appear in the following acts

and scenes. -

Act I Aet II Act III Act IV Aet V

Polonil - 1,2 1 2,3 1,2,3,4 .
Ratuda - (»3 4 S -
-~ Armans ‘ 2,3 - (3)4,5,6 - (;;6)
N Flemina - Co- - 1 -

!

4

of Q}l the designated confidants Poioni¥ plays the most

extensive role, appearing in no fewer than 9 s¢enes. 1In Act

.9 Stennik, op. cit., p. 283. o -k‘

*
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II, Scehe 1 PolomdY, acting as advisor, urges Klavdil to-
rule as a despot.

PoloniY: Zabud' i svetskiia i bozheski ustavy.
Ty Tsar' protivu ixh; posledni pravam slavy.

-*

(Forget the laws of God and the. laws of
men./You alone are the Klng follow the
paths of glory.) \ .

Polonil rejoices at KlavdiY's desire to;‘ﬁgrry Ofeliia and
implies that KlavdiY has choSsen the course of reason.
Poloni¥: Siia shchedrota ves' mo¥Y rézum prevoskhodit.
(This magnanimity exceeds my reason's
expectatloﬂs ) R
For PaloniY_duty and reason are tantamount to support
3f the divine riéht of kings and duty ts the mo&ércﬁ before
one's own intereéts and passions. For example, PoloniY
"defends the ;ight of Kiavdii to rule as he pleases when Ger-
truqé pleads with the Ki%f to forgiye his enemies (Act 11,

- Scene 2).
.

-

=’ In Act III, Scene 1tand Act 'IV, Scene 2 Polonlf acting

~

‘38 agent for nlavdlf commands Ofellla to do her filial

duty, marry KlavdiY and forget her passion for Gamlet.

.In Act IV,. Scene 3 PoloniY swears to have.Ofeliia, his
OWn. daughter, executed if §he disobeys him. PoloniY
adv{ses the'King to dispose of Gamlet and Gertruda, and then
to kill< Armans, Ratuda and Ofeliia, to eover up the whole

plat.

In Act V, Scene 3 PoloniY advise&.the‘King to quell a
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\ v s
rebellious mob whioh:seeks the alleged murderers of Gamlet |

In Scene Y4 PoloniY tries to stab Ofeliia, who is in despajr
at the news of Gamlet's-reported death, when Gamlet, Arménsg
and sosldiers intervene. PoloniY, defiantly unrepentant,
commits suicide off-stage. Obviously, the whole character

of PoloniY is so one-sided it loses all credibility.

Ratuda, Ger£ruda's designated confidante, appear$ in
only three sceneS. She accompanies .her mistress in Act II,
Scene 2 but doe%/:ot speak. In Act II, "Scene: 3 Ratuda
admits o her mistress:.that she informed Armans, Gamlet'é
aesignated confidant, that Jertruda was well dware of who
munféred ‘Gamleafs father. Gertruda feels such repentance
over her own behavior that shq does not reproach in the

least her designated confidante.

In Aect’ III, Scene 4 Ratuda, acting as intermediary,

consults with Armans, designated confidant to Gamlet.

Armans is another éhakgspearean character who appears
as a designated confidant. In Act ;, Scene 2 Armans advises

reason over passion; that 1s, that Gamlet should not seek

~

. revenge against PoloniY,. his father's murderer, because then
-he would alienate Ofeliia. Rather, Armans contenﬁs that Gam-

let should kill Klavdi¥. In Scene 3 Armans advises Gamlet

to listen to reason and,not to yield to hi§ emotions and
punish his moﬁher, Gertruda. Armans also advises Gertruda

to be virtuous and admit her complicity in the murder of the
v o

. King.
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In Act III, Scene 4 Armans, in his meeting with Ratuda,

- acts as .ﬁessenger to inform her that he is-trying to res-

train Gamlet's passionate nature untilvthqgfopﬁlace rallies
to® his - cause. Also, Armans, actinéﬁ§5independent agent,
has taken steps to recruit $ome of the people to their side.

In. Scene 5 Armans, acting as messenger, alone informs the

' A
spectators that Gamlet must awatit popular uprising. JAn,

’.

\-d
come his reason (the reasonable course 1is™ to avenge ' nis

father's death), asks his designated confidant for advice.
Armans, urging reason over passion, simply remarks that Gam-
let has allowed  his grief to overéome his reason. Armans

appears in the final two scenes but does not speak.

Flemina, Ofeliia's designated -confidante, appears in
onlf"one scene, Act IV, Scene 1. Actiwg as domforter, she

attampts t> encourage a despondent Ofeliia but to no avail.

-

\In this tragedy all the confidant rol{i are ayed by
designated confidants. PoloniY plays a leading’ role in the
tragedy. Armans advises reason over passion;‘he also acts
as indepen%ﬁnt agent and messenger to inform the spectators.

Both Poloni¥Y and Armans advise reason to  their . respéctive

masters to achieve political ends. Armans counsels Gamlet -

to subdue his emotions in order to seize the right moment to -

e———

avenge his father's death. He eiii\fii;/ég\Yar as to-rpise
a military %orce which in Act V, Scene~¥ stages a coup and
overthrows 'phe’ King. This designated confidant dertainly

- _ : s

-
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altgré the .course of the tragedy. However, Armans counsels
Gamlet to do his filial duty to the p5int where he kills
PoloniY, his father's murderer, and thus loses Ofeliia. ‘All
in all, Armans appears to be the ideal aesignated confidant.'
Ih contraét, Polonix, it will be remembered, advises KlavdiY

to conduct a wholesale purge tco maintain absolute power.
Less significant are the roles of Flemina and Ratuda.

3. Artistona (1750)

Dramatis personae:

Dari¥ - Tsar' PersidskiY (King of Persia)

Artistona - Doch' Kirova (Kir's daughter)

Otan - ZnatneYshiY vel'mozha Persidskil
(Prominent Persian nobleman)

Orkant - Syn ego (His son)

Fedima - Doch' ego (His daughter)

Gikarn - Vel'mozha PersidskiY (Persian
nobleman)

Zanida -~ Napersnitsa Artlstony (Artlstona S
desfignated confidante)

Mal'mira - Napersnitsa Fedimy (Fedima's

designated confidante)
- Vestnik, pazhe, voiny (Messenger,
page,-soldiers)

There appears to be virtually no detailed criticism of

Artistona,a tragedy written, by most accounts, in 1750.

Plot

As in the first two.tnggedies, in this, third. effort

* -

Sumarokov  combines the political and love intrigues. Fed-
ima, daughter of Oian, a Persian nobleman, was betrothed to
the King of Persia, Dari¥Y. Fedima despairs over news that

<

DariY has been smitten by Kir's daughter, Artistona. To
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complicate matters Orkaﬁt, Fedima's brother, is also .Unfa-
tuated with the beautiful'Ar£istona, who returns his love.
The jealous King issues an ultimatim to Orkant to renounce
‘his suit or face death. 1In despair over the prospect of
losing Artistona, Orkant contemplafés suicide. 'In the mean-
E}me, the vindictive Fedima has hired the venerable Gikarn

to murder Artistona.

By this time Orkant, hearing o5f Dari¥'s threat to spare
nim only if Artistona marries the King, succeeds in having a
third of the army.defect to his side and having himself pro-
claimedd King. In the end, however, the rebgls are defeated
and Orkant and his offigers are captured. By this time it
is learned that Gikarn.ﬁid not complete his mission and that
Artistona has been spared. Apprised.of phese events, Dari¥
overcomes. his irratiénal passion and pardons Orkant and the-
other rebelé. Artistona is united with Orkant and Fedima

with DariY¥.

Analysis
bl

The designated confidantes appear in the following acts

and scenes.

~ -

-' Act T Act IT Act III Aet IV %Ct v

i

Zanida o= U2)3,4 3(8)5(6) - -
Mal'mira 1(2)5 - - 102) 1,203, 4,
: : 5,6,7,8)
Eésentially Zanida acts- as advisor to‘ Krtiét;na. In
G
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Act I], Scene 1 Artistona aékﬁiher designated ponfidaﬁte for
news of Orkant. Zanida retoris rather sharply, askiné what
can Aftistona expect; Orkant is extremely agitated and does
not know that Artistona has rejected him to save his 1life.
Here, Artisﬁona reveals her feelings first to the confi-
dante, then to the audience. Zanida counsels Artistona ¢to
explain the situation to Orkant so he will not feel that his
love has been betrayed. In Act II, Séenena Gikarn, a_secon-

dary personage acting as confidant, advises Artistona to

.save Orkant. In Act \II, Sceme 3 the distraught Orkant

threatens suici¢e/so Artistona commands her confidant Zanida
to reveal the secret to him. In Act II, Scene 4 Zanidgﬁ at
Artistona’s urging, reveals their secret to Orkant who,

4
assuaged, abandons his plans to-commit suicide.

. ‘ -
In Act III, Scene 3 Zanida reports that Orkant, having

.1earned of DariY¥'s attempt at extortion, plans to raise an

-

army and"do battle. 1In Act III, Scene 5 Zanida reads to
Artistona a letter from ~Orkant in ﬁhich he writes of his
inpgntionlto overthrow DariY. Zamida tries to calm her mis-
tress, advising her to‘cease Lo dbey_Darif and t? put her
trust in Orkant. After thisﬂscéne, Zanida éoes not speak

for the rest of the tragedy. ' "

~

The other designaﬁed confiﬁaﬁte, Mél'miré,__also plays

an advisory role. In Act I; Scene 1 Mal'mira counsels res-
g . . e . - ®
Mal'mira advises Fedima not to resort to villainy jn order’

o

-

.

traint upon hearing of Fedima's jealousy of Artistona. '

5

<«
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k0 dispose of Artistona.

Mal'mira: Nichto zlodeYstviia ne mozhet opravdat!'.
Predstavi to sebe, ch'iu khochesh' zhizn*
otniat:®.

(Nothing can justify villainy/Imagine
whose life you want to take.)

In Act I, Scene 5 Mal'mira again abpeals to Fedima to res-

train her passions.

In Act IV, Scene 1 Yal'mira again counsels restraint to

?edima, impatient to discover if Gikarn has indeed accom-
plished his assigned task.

Mal'mira: Uzhe ty i bez Logo sebe dnes' ne podobna:
Ty preshde ne mogla, Fedima, byt' tak
zlobna.

(You are no longer yourself:/Before you

could never be so> evil, Fedima.)
. _

Mal'mira ins@éts on advocatipg\\the proper behavior for
divine rulers' ts the point where the exasperated Artistona
N ‘

reminds the designated confidante of her statiosn.

N 7 N . . v
Mal 'mira: A ;j/tshcneslav1em 1 2verstvom bezpokolna,
‘ UcHast'ia v oblasti priiati-nedostoYna.

edima: Nikak zabyla ty, xomu Ly govqﬁigﬁf?

dal'mira: Ty mne userdnoY byt' k sebe ne vospretish:'.

(Mal'mira:You are troubled oy vanity and willainy,/
And to take paFt in such activities is
beneath your dignity.

Fedima: Have you foégotten to whom you are
Speaxing?

Mal'mira: You will not forbid me to think of your
‘ interests.) -

In Act V, Scene 1 Mal'mira, havfng brought news of

Artistonat's alleged ‘death,- accuses her mistress of having
o . . .
o

l
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1
L3

.orchestrated Artistona's demise. 1In Act v, ene 2 Mal'mira
caustically reproaches Fedima for réjoicin over this crimi-
nal act. - : ' N

Mal'mira: Ia mnila, chto ty del sikh stanesh®
ustyzhat'sia; -

A ty gotovish'sia dnes' imi uslazhdat'sia.
Prepagubnyl byl den', kotory¥ proizvel,
Dlia takovykh tebia na svete bez stidnikh
del. .

(I thought that you would be ashamed;/ -

But you are now getting ready to take pleasure

in these deeds./Fatal was the day that
) brought you into the world to do such’
_“ - shameless deeds.)

In the same scene Mal'mira reproaches her mistress rather
severely and draws a sharp repukefﬁ
I3 :
Mal'mira: Ne takovy Zmef, ne tako zveri liuty,
Kakov svirep ...

Fedima: Molchi, ... @
(Mal'mira:There is no serpent, no wild beast so :
. ‘£$r001ous ...’ ‘
} Fedipa: Silence, ...) 2

Obviously the relationship betweed mistress and desiznated
% > .
confidante -is -'strdined. Mal'mira even goes so-far as to
. o -

wish Fedima had never been born.

Mal'mira: Akh! Lutcheb solntse.v vek tebia ne
" osveshchalo! ,
* - . /
(Better it were that the sun had never
shone on youl!)

-

Mal'mira appears in the remaining scenes but does not

speak. -

(8

. ‘As 2 designated confidante, Mal'mira . directly 6ppose5

<

- —

. . . ' e
her mistress in some strongly-worded retorts. She counsels

v'-‘

\
L



2 54
THE TRAGEDIES OF SUMAROKOV 85
restraintﬂahd”reason in the face of Fedima's unbridled pas-
sion. Mal‘mira's'effortg\to counsel reason also have a pol-
it%cal purpose - to restore harmony to the court. However,
Fedima's plans to kill Artistona are undone not by

Mal'mira's "good" advice bHut by the "reason™ of learn._

4. Semira {1751)

Dramatis personae: “
Oleg - Pravitel' rossiYskogo prestola
: (Ruler of the Russian throne) %
Oskol'd - Kniaz' kievskiY (Prince of Kiev)
Semira - Sestra ego, liubovnitsa .
\ Rostislavova (His sister and "
Rostislav's lover) . :
Rostislav - Syn QOlega (0Oleg's son)
Vosveg . - Srodnik Oskol'da (Oskol'd's kinsman)
Vitozar - Napersnik Olegov (Oleg's designated.
confidant) -
- Izbrqna - Napersnitsa Semiry (Semira's

designated confidante)
- Vestnik, voiny (Messenger, soldiers)

% Like those of Khorev, the characters of Semira were

drawn from ancient Russian history. ‘According to the Chron-

icles (Poves@i‘vremennykh leti, Olez, a relative of Riuhik,
found ﬁwo soldiers named -Askol'd or Oskol'd and Dir, who
claimed to be the righiful ruléré of Kiev. Oleg maintained
that Riurik's son Igor' was the true monarch (gosudar') to
.whom the Kievans owed their fealty at that fime. Sumarokov,
of course, adapted history for his own artistiec purposes.

His Oskol'd and Dir are Ki¥'s éonsf igor' does -not appear

and Oleg is provided with his own son named Rostislav.10

——

10 Serkov, op. cit., p. 571.
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Plotl oo | \Z '

-
-

. Once again, 'as in the three preceding tragedies, the
political and love 1intrigues are intertwined. Semiré and
Oskol'd sghéme to restore their brother Dir to ¢the Kievan

throne, ‘lawfully.seized by Olegz. Semffa,also happens to be

4

in love with Rostisl?v. - The plot against Oleg is discoveréd
hY . .

but, . hesitating, Oleg postpones-the execution of the tréi-_

" tor. Semira uses_her influence over Rostislav to release : °

v

Oskol'd from thne dungeon. Oleg demands that Oskol'd be
réturnedlbut.here Rostislav admits ‘his complicity ia freeing

‘Oskosl'd and is himself then threatened with execution by his
“

swn father. Oskol'd leads the rebels against Kiev, -and when

. ’ -_‘\
he seems to bYe on the verge ' of victory,gﬁostislav is

releésed from prison,’@efeaté the rebe%&force§ and"mortally

wounds the recalcitrant Oskol'd.

Analysis ' N L e

The difference between this tragedy and the préceding

ones is- that here it is hoﬁ Olegz, the‘monaf&hﬁ but rather
1 o ‘ - .

Oskol'd, the brother of one of the_lovers, who .puts paséion

before duty. Oleg remains 'a positive figure,fnotably in

4

light of his commutation "of. Oskol'd's death sentence.ll- .

Also, Oleg is not a tyrant,‘having“raised Oskol'd .and Semira .

as his own children; he had plannéd even to.marry Semira. to’
. . . o - .

T7 3teAnik, Iu. V., 0 KkhudozhestvénioY strukture

. tragedii AvP. Sumarokova,".-in- XVIII Vek: Sbornik 5 =

(Moscow-Leningrad: . AN SSSR, 1962), pp. 288-289.

<
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his son Rostislav. Oskol'd and Semira oppose what appears

to be ordained by heaven. For example, Rostislav's remarks

- -

to Oskol'd concerning Oleg's seizure of power seem to under-

-

score this. . v

Rostislav: Konechno, gorestny vam byli‘te chasy, .
No rok togo khotel.

(These hours were, of course,
- full of grief for you/.
But this was as fate decreed it.)

Semiré is, in my opinion at least,‘ artistically supe-
risr to sdme of the other tragedies 6f Sumarokov because the
cause of the tragic confliet 1is not _pnearranged“'by cir-
cumstances but ihvolves a struggle for .power between Semira
and Oskol'd on the one hand and Oieg- on the other. Ros-
tislav, of course, is caught iq the middle.

.The designated confidants appear in the following acts

and scenes.

Act I Aet II Act IXI Act IV . Act V

Vitozar - b,s - - 7(8,9)
Izbrana 1(2,3) < 23,5 (1,2)3 1(2,3, 1)
: (4,67 6(7,8,9)

In Act II, Scene 4 Vitozar asks the monarch’'s pérmis-
sion to summon Vosveg, a Kinsman of .0Oskol'd, who has readied
the rebel forces but now pledges his loyélty to Oleg.
Nonetheless, Oleg orders Vitoiar‘to.have Vozveg executed.
The designated confidant; acting as agent, obeys ."the cruel
cémmand without  £1{n§hing. (Stennik's thesis that Oleg is

essentially a'positive figure may be partially undermined
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In Act V, - Scene 7 Vitozar, acting as medium, plays a
crossover role and informs Semira that her brétherJOskol'd
i%ﬂdyiag of a mortal wound sustained irn the uprising against
pfegz Vitozar counsels Semira rot to blame Rostislav and
bDezs her to listen te the message from Rostislav to the
effect tha} Osgoltd, havirg realized the hopélessqess of the

situatiorn, has committed suicide.

-

Izbrara plays a more sigrnificant rcle thnan her counﬁer-
part, Vik&zar. In Aect I, Scene 1 Semira is shown torn
betweern her sense of siSling duty to Oskol'd and Dir and her
passior for Rostislav. Izbrara, as the designated confi-
dante, counsels reasorn over passior; that 1is, that Semira
should dismiss her iéve for Rostislav and thus not risk her
political position. . |

Izbrana: Kakiia zh ot liubvi plody imet: chaesh'?

(What then do you expect will be the
-fruit of love?)

~

At first Semira_reproaches her desigrated confidante
for" ner comments and rejects Izbrarna's proposal to put rea-
goﬁ:qver passicr or polities over love,_but'by_ﬁct‘IV, Scerne.
3 she decides to abandon her lover. 1In Act IV, Scene 7
Izbraha, acting_as comforter, counsels Semira to try to for-
éet hér grief and rezain  her composure. On the eve of

Rostislav{i execution, Semira despairs; Izbrahah sugzgests

that She 'try to forget Rostislav's devotion.

-
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. In Act V, Scene 4 izbrana serves as’a sympathetic. ear
for Semira's lament over the tragic confliet. In Act V,

Scene & Semira asks Izbrana about the progress=of the battle

~for control of Kiev. The designated confidante, in saying

that she does not know, performs two functions. First, she

"is a convenient way for Sumarokov to reveal Semira's anx-

ietﬁ; and second, this short scene helps to heighten tension

by prolonging the Qenouement.' Finally, Izbrana declares

that their side is losing. JIzbrana does not speak during

the rest of the tragedy, but she is there-when Semira falls

into her arms at the.news of Oskol'd's suicide.

. ™
-

As in the preceding tragedies, the resolution of the

love intrigue hinges on the outcome of the political intri-

gue. Here Oskol'd is defeated so that after a period of

reconciliation Semira will be able to wed Rostislav.

In this tragedy the designated confidghb Vitozar plays
the role of agent, medium and advisor of reason over pas-
sion. Izbrana acts as advisor of reason over passion, as

comforter, and  as messenger to reveal the outcome of the

-Rattle and the tragedy.

V]

Dramatis personae: - -,

Vladislan . - Kniaz' rossifski¥ (Russian prince)
Iaropolk -~ "Syn ego (His son)

Silotel - Pervyt boiarin (Head boiar)

Dimiza * - Doch! ego (His daughter) -

Rusim - Liubimets Vladislana (Vladislan's

_ court favorite)
Krepostat - Napersnik Iaropolka (Iaropolk's



-

a

THE TRAGEDIES OF SUMAROKOV 90
designated confidant)

As in Khorev and Semira, Sumarokov takes a few names
from Russia's history and invents a. ‘political intrigue

intertwined with a love intrigue to create thg tragedy Ilaro-

polk- i Dimiza, a reworked, but only slightly altered, verw.

sion of his 1758 tragedy, Dimiza. 12°
v

Plot

Briefly, the plot is as follows. Vladislan, the Rus-

sian prince, wishes to strengthen the throne through the

N
A

marriage of his son, Iaropolk, to the daughter of a politi-
cal ally. Iaropolk, h$§ever, is already betrothed to Dim-
;zaﬁ The tragic conflict arises from Viadislan's refusal to
allow his son to marry his beloved Dimiza. T»> achiéve his
ends Vladislan tries to marry off Dimiza to someope-else.but
she refuses. Vladisian then threatens to arrest and execute

her father if she does not comply with his (Vladislan's)

~ wishes, Then, laropolk himself 1is arrested. Dimiza

attempts a number of rash actions, including suicide, to

-

save Iaropolk. She even pretends to’'disavow her love for

him to spare him. 1In ﬁhe meantime, the . young lovers are

released by sympathetic guards. Iaropolk organizes an

12 (I was unfortunately unable to procure a copy of
Dimiza so I cannot determine whether Krepostat's role
was more significant in the earlier versian. However,
if precedent 1is. any guide, there likely was little
difference, if any, as the earlier versions of other
reworked tragedies by Sumarokov show no substantial
change.) :

LY
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uprising against his father but is dissuaded from hast}
action by Dimiza. The rebels are defeated and Iaropolk and.
Dimiza are ‘brought before tﬁe Princeg;-:lmpressed with
Dimiza's sense of “restraint and forgiveness, the contrite

Vladislan pardons the young lovers.

Analysis .

The unsung hero of thi;hlragedy is Rusim, court favor-
ite to-the Prince. 1In the beginning Rusim sides with Vliad-
islaﬁ and blames laropolk's infatuation over Dimizé on her
beauty. As the tragedy evolves, howevér, Rusim seems to
undergo a change of heart. -When Dimiza tries to kill her-
self, ﬁe stops her. He tries to dissuade Vladislan from his
tyrannical beqavior.tow§hd Iaropolk, Dimiza and Silotel.
Rusim himself 1is eventually arrespéd_gy Viadislan but then
released by rebelliobs guards. Rusim is a classic example

of, 2 secondary personage playing the ple of confidant.

”2;An5£her character, Silotel, head boiar and father of
Dimiza, also plays the role‘of confidant. He counsels Iaro-
'polk agzainst marryihg his daughter so as not to contradict
the Priace. In Act I, Scene 4 Silotel advises the dis-

traught Dimiza to pull herself together. Here, of course, a

principal character plays the role of confidant.

- Theré is only one designated cbnfidant in this tragedy

and he appears in the following acts and scénes.

-

“Act I Act II Aect IITI Act IV Act v .
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Krepostat 1(2) - - - -

Although Krepostat plays a minor part, he does act as a
confidant in advising his master to put duty to his father
before his passion for Dimiza.

Krepostatﬁ Pekisia odolet' volenie dushi,
- I nepolesnyY ogn' tushi ty kniaz', tushi.

(Try to overcome the agitation in your
soul,/And extinguish this useless fire,
Prince, extinguish it.)
Also in fet I, Scene 1, the designated confidant warns his
master, Iaropolk, of Vladislan's anger over Iaropolk's
intentions toward Dimiza. Krepostat informs the spectators
that Vladislan opposes the marriage so laropolk can marry

ansther.

Krepostat: QOtets tebe skazal: usiliti s«3Y tron,
Sovokupit' tebia s kakoY kniaznoiu on.

(Your father has told you: to strengthen
his throne,/He will join you with the
princess he chooses.)

In this tragedy, as in the precedinz Hnes, the desig-
nated confidant counsels‘ not only reason over passion but
reason which has the definite purpose of supporting the
monarch. A; has already been discussed, Sumarokov employs
two -other characters as confidants. Possib}y,' then, tge
relatively insignificant role of Krepostat might poiﬁt to
some gncertainty on Sumarokov's part over whether to 1intro-
duce a designated”confidant {napersnik) of to use a princi-.

pal or secohdéry personage in the role of confidanmt.
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6. Vysheslav (1768) : - )

Dramatis personae:

Vysheslav " = VelikiY kniaz® Novgorodsklf (Grand
3 Prince of Novgorod
Zenida ‘ - Kniazhna Iskorestskaia (Prlncess of
Iskorestsk) .
Liubochest . - Xniaz' IskorestskiY (Prlnce of
- - Iskorestsk) _
~StanovoY - Napersnik Vysheslavov (Vysheslav's
e designated confidant)
Svetinma . - Napersnitsa Zenidina (Zenida's
T - designated confidant)

- Zhretsy (Priests)

Plot

Like 1its predecessors: Vysheslav resembies_more a pol-
itical morality play -than' high drama. Again, there is a
~love intrigue, the outcome of which depends on the resolu-
tion of the political conflict. The monarch Vysheslav (I am
aware of no historical source) loves Zenida But has promised
Lo give her 1in marriage to Liubochest', the Prince of
Iskoresték. Zenida does not return the lqve—'of her
betrothed buﬁ loves Vyshesiav. Althodgh aware of their
mutual affection, Vysheslav and Zenida put their duty as
monarch and loyal subject respectively before their mutual
passion. Eventually Zenida does waver in hek'fdévotion to }
reason and'fequests~a postponemént of her wedding to Liubo-~
chest'. This postbénemént; according to 3tennik, i%z'herely
a device that permits the tragedian to delay the dgnouement

and allow time for the tragic conflict to take its course. 13

73 Stennik, "0 khudozhestvennoY strukture traged1Y A.P.
Sumarokova," p. 289.
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The‘rest'bf fhe-knagedy consists of ® series o%“ situations
designed .po teét-the willingness of Vysheslav and Zenida to
pﬁt duty before passion. Liuboche;t', + wrought ﬂjtb
jeafbusy, plans to murder Zenida. Vysheslav‘threatenshto
execute ‘him, but Zenida intervenes on his behalf. Zenida
orders Liubochest' to - leave the city and proclaims that,
true to héf duty as future spouse; she will accompany him.
All of‘lwhich bringé the spectator back to the situation at
the béginning of the play.

v

In Act III the exiled Liubochest' foments a rebellion

which is suppressed by Vysheslav. The latter again

‘threatens his enemy with execution but Zenida asks once_more

-that he be sga%ed. Vyshéslav accedes to the request and

then sets the date for Zenida's wedding to Liubochest'. By

this time Liubochest' 1is 'gnawed by doubts‘concerning the

wisdom of his actions in forcing the wedding. In despair

over losing Zenida, Vysheslav fattempts’ suicide but is
stéppeﬁ when the now fuliy-répentant Liubochest' snatches
away his sword. The wvirtue of duty  before passion is
rewarded; the evil character, Liubochest', is reformed; the

lovers are reunited; the pblitical system-remains intact.

The designated confidants appear_in'the following acts

- - - - .
and scenes. -

Q

Act I Act II Act III Act IV Act V

.

- Stanovo¥ 2(3) - 201)9 2034 2(5) =~

Svetima - - 1 7,8(9)  1(2,3,4) (4)5

-4
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Both designated confidants play extensive roles. In -

Act I, Scene 2 Vysheslav pours out his heart to StanovoY.
maarokov uses him here as a medium to ask leading questions

and reveal Vysheslav's feelings.l

In Act III, Scene 9 StanovoY acts on behalf of his mas-
ter and asks Zenida about her intentions. !
StanovoY: K chemu stremleniia tvoi toliko smely?
({To what do you'so boldly aspire?)
Rather an iépertinent question for a "lowly" designated con-

fidant!

In Act IV, Scene 2 Stanoon‘uéges Zenida to abandon her
duty as a «citizen, gzive Qp her plans to marry Liubochest’
and wed his master, Vysheslaﬁ. It is 1interesting to note
that Vyshéslév's designated coﬁfidant counsels passion over
duty to another protagonist. It dbgs not appear, however,
that Stanovol is acting at the instigation of his masﬁér.
Zenida retorté that -she has giyén -her word and that,

besides, how can she rule as a wise queen if she herself is

unable to control her passions. . oo

L

In Act V, Scene 2, when Vysheslav laments his fate,
'St306VOf counsels caution, saying that he himself would not
do what Vysheslav intends to do. Vysheslav retorts that- he

-

is not StanovoY but the Grand Prince and must act according

to the law (predpisanoY ustavy). Jysheslav contends that.

his responsibility to rule "rationally" supersedes any pas-

sion he might be enslaved by. StahovbI reminds the Prince

L
\
V

i
L
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e _ that he is a vietim of circumstance.
Stanovol: Utesh'sia slavoiu terzaemyY sud'binoY.

(Rejoice in glory even if tormented by
fate.)

- Vyshesla; replies that he cannot sacrifice his high offiee.
Interestingly, 1in this tragedy the roles of the protagonlst
and the designated confidant are reversed for a time." The
protagonist strives for reason/duty over passion; the desig-

nated confidant, on the other hand, advises passion over

(/ duty, first to Zenida, then to Vysheslav. -

-

a2
Svetima, Zenida's designated confidante, appears to

play a more orthodox role. as counsellor of reason. 'In Act

II, Scene 1 Svetima asks what is troubling her mistress.

In Act III, Scene 8 Zenida., on the verge o} suicide as
a result of the conflict between her paesion for Vysheslav
and her duty to ged Liubochest', is=counselled by Svetima to
restrain herself. -

Svetima: Vo¥di v sevia, knlazhna, zlu gores
umeriaia.

(Calm yourself, Princess, and try to

restrain this evil grief.) '
Similarly, 1in” Aet IV, Scene 1 Svetima tries ' to
encourage Zenida; who .is in deep despair over the traglc
conflict. <Zenida retorts, rather caustlcally that it is all

Ltoo easy to give advice.
F. * a

Zenlda: Ves'ma legko drugim sovesty podabati,

(It-is quite.easy for others to Keep a
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1 clear conscience, ...)
s

In the final scenes Zenida, distraught over Vysheslav's

~attempted suicide, is calmed by Svetima.

Svetima: Khot' zhizni beregi.
. (At least save your life.)
and
Khot® malq.uspokoY51a.
(At least calm yourself a little.)

In this tragedy the designated confidant StanovoY
advises Vysheslav to forsake his duty while Svetima tries to
caln Zenida's emotions. 1In aghétion,.Vysheslav is the first
tragedy in which two desiznated confidants are taken to task
Oy their master and mistress respectively for their seem-

ingly ‘disrespectful attitude 'when offering advice, as they

are supposed to do'by the very definition of their wroles.

7. . Dmitri¥ Samozvanets (1771)

LI

Dram

personae:

' DmitriY amozvanets - [False DmitriY, Russian Tsart']
ShuYski - [Impdrtant nobleman]
Georgi§¢ . - Knigz:® Galltsk1Y (Galician
o Prince)
Kseniia - Doch' ShuYskogo (Shuiskii's’
- daughter) -~
Parmen?’ - Napersnik Dmitriev (Dmitrii's

designated confidant)
- _ - Nachal'nik strazhi (Captain of

the Guard)
- Boiaria i prochie (boiars and
others) ‘ . O

j
In DmitriY Samozvanets, possibly his’ best tragé&y‘

Sumarokov modlfles some Structural and thematic features of

"his system. Flrst of all, it is the first tragedy which 1is

not based on-legendary events, nor does it merely expropri-

~ j

P

\‘
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-
ate the mames of concrete, historical figures and incor-
porat? them into_ a trégedy. Rather, the -two flain charac-
ters, DmitriY Samozvanetsrand'ShuIskii, are more or less
historically acgurate.1u Second, more so than in the preced-
ing tra;géfes, the populaée'(ggggg) is instrumental- in help-

ing the boidrs overthrow the usurper. 15 It should be pointed

- out that here DmitriY is not evil because he is an usurper

’

but because he has failed to perfgrm his duty as a just
ruler. The popular revolt is a reaction, not of the people
against the Tsar~, but of an indignant society against a
monarch forgetful of his duty.16 Given this interpretation,
it . would seem uéwise to read any notion of class'struggle

into the tracgedy.

The style of the 1language used .in the tragedy 1is

>

lifél?, The usual monologues of logical, mellifluous medi-
tation are replaced by animated monologués and dialogues

replete witn short, expressive phrases aptly reflecting the
wtroubled minds of the protagonists. Aseev contends that the

new expressiveness of the monologue in DmitriY Samozvanets

was a' direct result of the influence of Snakespeare's .

traged%es, particularly Ricnard III. 17

The vocabulary oﬁ'the tragedy was novel. Reflecting a

- 14 Aseev, op. cit., p. 206.

15 Ibid.
- 16 Ibid.. A refreshingly candid statement coming from a
Soviet eritic. Generally, Soviet critics seize any op-
portunity to <expose anti-tsarist feelings found in
pre-Revolutionary literature. ‘ 4

17 Ibid., p. 208.
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sharply incréaséd awareness of politics, DmitriY-Samozvanets

abounds in such politically-charged expressions as "enemy of

,
society"™ (vrag obshchestva), "tyrant-murderer® (tiran-
/ . ——

ubi¥tsa) "enemy of mankind" {(vrag chelovechesfva), "evil

tyrant®™ (zloY' tiran), "son of the ‘Fatherland" fsyd

otechestva), "the tsar' and the slave" {(tsar’? i rab) "the

. people,™ "the mob," "the revolt™ (narod, chern', miatezh

respectively) ete.

The historical motifs, local ¢color, and the inévi;able
allusions to contemporary_ poliﬁical probléms ensured the
tragedy's lasting popularity. and kept it on the stage longer

than any other of Sumarokav's tragedies. 18

In spite of its popularity, however, DmitriY Samoz-

vanets is tainted with the same artistic‘shortCOmings as tire
preceding tragedies. There ,is virtgally no cha}acter
development ; DmitriY éﬁﬁs as a tyrant-kight from the fiéﬁt
scene. ~Sumarakov does hot'évep attempt to canceal his char-
acters' defects. As in the Otﬁér'éragedies, witn the possi-
bl? exception of Semira, .there 1is no dramatic conflict
beéween- characters and even within the mind of a character.
Rather, the_co&flict is between the ideal monarch and the

tyrant. In Dmitri¥ Samozvanets there is no idea™monarch

such as Vysheslav in the tragedy of the same name. Here the
image of the monarch as tyrant is presented in the character

of DmitriY. 1If any-Jjuxtaposition were appropriate, perhaps

18 Ibid., pp. 209-210./‘\J/ﬂ P
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—

it quld be between Vysheslav and Dmitri¥.

-~

,Theifrégedy seems to lack a dramatic focus, however. 19
The characters pursue their own g;als independent of the
mstances. Throughout the tragedy Kseniia, GéorgiY-'and
theY designated confidant * Parmen’ incessantly 'preach.the
unquestioned virtues of the ideal monarch; Shuigkig‘is busy

organizing a popular uprising against DmitriY; Dmitrii him-

self unhesitatingly pursues his evil and fatal course.

Plot .

In this tfagedy the love intrigue, central to other
tragedies, occuples only a minor place. The two lovers,

. X . ) .. ¥
Georle, the Galiefan prince, and Kseniia, ShuYskil's

daughter, are prevented from marrying by Dmitri¥, who claims

the right to wed KsemTIz~himself.

‘The plot of DmitriY Samozvanets is ”relatively simple.

There are only six characters, in keépihg with Sumarokov's
st%eamlined dramatic system. -Dmitrii, supported by the
Poles, ‘strives to spread papal rule over Russiz. He admits

tojhis.reign of terror in Russia, and to his intention to

steal Kseniia away from her betrothed.

Analysis

19 Stennik, "0 khudozhestvennoY strukture tr?gedif A.P.

Sumarokova,"™ p. 293. See alsg Aseev, op. cit., p. 294.

o
-
Rk
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Parmen', the only designated confidant in this tragedy,
appears in the following acts and scenes. - SN
. Act I JActII "Act III Act IV Act V

Farmen® D3(H) 6 - 1. 4,9,10 - 5

In his first appeérance, in Act I, -Scéne ﬁ Parmen' is

‘rebuked by Dmitri¥Y for condemnlng the - spread of papal power
't ln Europe. . .

Dmitri¥: Tol' derzostno Parmen' o ném ne zovori
$i€ svetilo chtut o kniazi i tsarl'

(Do not speak of him [the pope] so
impudently, Parmen'./Princes and tsars
respect this lumlnary ) :

Parmen' urges DmitriY to forsake his evil ways but not to

abandbn his Polish wifé in order Lo marry the unwilling
Kseniia, already betrothed to another. In an aside Parmen’
indicates that he will warn DmitriY's wife of her husband's

treachery. In Act I, Scene 3 Parmen' again voices his dis-

taste over DmltrlY 's base 1ntent10n to slay Shufskli and his .

daughter. ) - 4;;-

In Act II, Scene 6 Parmen® reportglto'bmitrif, in  the

presence of ShoIskiY, that a ﬁopu;aﬁ_revolt; the inevitable

. result of Dmitri¥'s cruel-policies, ~is imminedt.  Parmen’ -

blames his_masﬁer; ﬁhe,Tsar', for creating the gircumstances

conducive to a rebellion. .
T Parmen™: I bedstva predstoiat' Dmitriiu veliki.
oo Ne voskhotel ty zdes' -pokoina pbladat',
I iarosti svoeY ne tshchilsia obuzdat"
Kol®' byl by poddannym ty shchast'em K
otradoY;
Narod by tvoego prestola byl ogradoY

-
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(DmitriY is confronted with great ,
misfortune./You did not-desire to rule
peacefully,/You 4id not endeavor to check
your rage:/If you had brought joy toeyour
subjects;/The people would now defend your
throne.) :

In Act III, Scene 1 Parmen' informs Shu¥skiY that he

nas succeeded through "reason" to subdue Dmitrii's passion

i\

and secure Georgix's freedom. Parmen' ponﬁificates on  the
qualities of ﬁhe ideal ruler. Noble birth, according to the:
designated confidant, signifies nothing if a. monarch rules
unwisely. The sole criterion should be his ability to
goverﬁ well. '

Parmen': Kogda vladeti net ‘dostolnstva ezo,
: Vo sluchal takom priroda nichegzo
Puska¥ Otrepev! on: no i sredi obmana,
Kol' on dos;01noY tsar' dostolinoY tsaroka
sana. - ' »

(If a tsar' is not worthy of rule,/In that

. case his birth 1s nothing/Even if he is
Otrepev' and a fraud,/If ne.is .worshy to be
a tsar' then he deserves:the. title:)

In Act Iv, Scéné M‘Dmitrif laménts'his inabiifty to Dbe
virtuoué, so Parmen' urges him‘£o £fy'to pu; his'faith in
. God. When DmitriY orders Parmen' tb have all’ the beiars
liquidated, Parmen' realizes that hé must acﬁ AQickly.

DmitriY: Boiary,-pastyri, vse by byli
umershchvlinny! : : o

Parmen': Xol' dolzhno byt' semu; trudy moil
~iavlenny.

(Dmitrfi: The boiars, pastors, I want them all
murdered! -

Parmen': If this must be; my difficulties are obvious)

/'
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In Scene 9 Parp

" "seems to comply with DmitriY's order
and has the guards take ShdfskiY, Georgif and. Kseniia to

prison. In Scene 10 Parmen' tells Kseniia that nothing can

be done.

In Act V Parmen' appears in only the fifth and final
scene. His sole action, but a pivotal one, is to'rush'in\yo
save Kseniia from Dmitri¥ whereupon ne pronounces the fol-
lowing lines.

Parmen': Proshli uzhe tvoi zhestokosti i ugrozwl
Izbavlen nash narod smenteY, goneni¥, ran:
Ne strashen ni komu v bezsilii tiran.
(Your cruelties and threats are at an end!/
Our people are delivered from death,
persecution and wounds:/Powerless, the

tyrant no longer frightens anyone.)

DmitriY, defiant to the end, commits suicide.

Naturally, the theme of DmitriY Samozvanets has evoked

¢critical comment. Merzliakov, for example, in criticizing

' . . ) R
the lack of action in Dmitril Samozvanets and Sumarokov's

alleged failure to observe the three unities, questions

Parmen''s credibility as a character. Parmen', he contends,
seems to act as one close-to DmitriY yet plots against him.

* On a number of occasions Parmen' -attempfs to reason with

-

DmitriY but never takes any action against him until the

denouement. Parmenl4s attitude toward the Tsar?® is

ambivalent: he is mistrusted by Shu¥TskiY, the ringleader of

the uprising, and does not take part in the plot.20

20 A. [F.7] Merzliakov, "Sumarokov (Otryvok: razbor
tragedii Dmitri Samozvanets),"™ in Khrestéomatiia kri-
ticheskikh materialov po russkol literature XVIII veka,

b
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léerkov contends that—the designéted confidant, ?%rmeﬁ',
" was employed to counter the claims of Spu!ski! that th%
Tsar! occgpies the throne by divine right irrespective of
his ability to govern wisely. Parmen', it will be recalled,
stresses the qualities usually associated with an

enlightened monarch irrespective of his birthright.2i

- My own conclusion is that Parﬁe;' is possibly the most
dynamic designated confidant encountered in all of
Sumarokov's tragedies. First, Parmen' demonstrates charac-
ter development usually scarce in Sumaroskov's Qorks by gra-
dually coming to oppose his master's tyrannical rule and
plotting against him. Second, Parmen' is the personage who
confronts pmitriY at the'end of the tragedy and disarms the

tyrant, who then commits suicide. The designated confidant

directly changes the outcome of the tragedy.

8. Mstislav (1774)

Dramatis personae:

Mstislav - Kniaz' TmutarakanskiY (Prince of
) Tmutarakan) .
Iaroslav - Kniaz' KievskiY (Prince of Kiev)
Ol'ga , - Kniazhna Pskovskikh kniazeX
(Princess of the Pskovian princes)
BurnoveY - PervyY boiarin Mstislavov

compil. A.D. Orishin {L'vov: Izdatel'stvo L'vovskogo
Universiteta, 1959), pp. 159-161. .

21 P.N. Berkov, "A.P. Sumarokev," in Russkie dramatur-
gi XVIII veka, Vol. 1, G.P. Makogonekd, ed. (Moscow-
Leningrad: Iskusstvo, 1959), p. 100. *Napersnik Dmi-
triia Parmen?',: stremliashehi¥sia iz patristicheskikh
pobuzhdeni¥ ‘'mysli mrachnye zlodeia prosvetit' i novy
iarosti skol' mozhno ukrotit', vozbrazhaet ShuYskomu,
pritvorno utverzhdavshemu, chto Dmitriia na tron vzvels
ego priroda.™
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{Mstislav's chief boiar)

Osad - Napersnik Mstislavov (Mstislav's
designated confidant)

Nastup - Napersnik Burnoveev (BurnoveY's
designated confidant)

Priveta - Napersnitsa Ol'gina (01" ga's

designated confidante)

Sumarokov's last tragedy, Mstislav, is marked by the

same polemical tone as DmitriY Samozvanets. Criticism of

this tragedy seems to be almost nonexistent, however.

In Mstislav, as in _most of its predecessors, Sumarokov
employs the names of historical figures even though there

appears to be no historical basis for the plot.

Plot
7 2
The plot, as in the preceding tragedies, is composed of

intertwinipg political and love intrigues. In addition, the

outcome of the love intrigue depends on the resolution of

the political intrigue. Vladimir ha$ bequeathed to his two
sons, Mstislav and laroslav, the cities of Tmutarakan and
Kiev, respectively. Mstislav, however, assumes power in
both Tmutarakan and Kiev and drives out his brother, who ;g

reported to have thrown himself into the Dniepr. Kiev is

~Witness to an abortive uprising against Mstislav's tyranni-

cal rule, but the instigators of .the couﬁ remain anonymous
and Iaroslav is not at first suspected because of .his

alleged demise.

Burnove!, Mstislav's chief boiar, aspires to become
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ruler of all of Rust' "even if‘to achnieve this end he is
forced to marry COl'ga, with whom he is infatuated. To force
her to seek his protection, BurnoveY schemes to have Ol'ga

appear as a traitor to Mstislav. Y

In the meantime Iaroslav, who is actually jalive, has
be@é taken prisoner but will be spared only if 0Ol'ga agrees
to marry Mstislav. Finally, though, at the urging of 0Osad
ofer‘ BurnoveY's understandable objections, Mstisla@ admits
the errors of his ways, frees 0l1'ga and Iaroslav but refuses
them permission to2 marry. Meanwhile a second uprisinag,
reportedly under ppe leaderéhib of Taroslav, has taken place
in the'City. Mstislav instructs Oséd to suppreséighe rebels
and defeat their leader, Iarqslav. Eventually,; however,
Mstislav realizes that bhoth ubrisings have been fomented by
thegtraitorOUS BurnoveY, who is then summarily executed oy
Mstislav on the advice of Osad. Mstislav repents and the;ﬂ
proclaims that Iaroslav and QOl'ga are free %5 marry and tHat.
Kiev is to be restored to laroslav. Once the political
intrigué_is resolved, égd Mstislav has seen where his
tyrannical actions ﬁave led him, the love affair is consum-

mated.

Analysis

The designated confidants appear in the following acts,

and scenes.

Act I Act IT Act III Aet IV Act V
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Osad - - A (235 3(5,6,T)
Nastup 1 - S - (6)
Priveta - - 3,9 - (2,6)

-

Although there are three designated confidants, they
appear 1in only a2 few scenes and only Osad plays what can be
called a pivotal role. -In his first appearanéé, in Aet III,
Scene T, Oséd, acfing as his master:s aéégt; informs 0Ol'ga
of the choice before her:—to be Mstislav';-QUeen ér a slave.
Interestingly, Osad‘ is a reluctant jailer, for when he
attempts to put ﬁhe shackles on the défiant Iaroslav, he
adﬁits that his hands are trembling.

Iardslav: Ne‘medli vozlagaY okovy na menia..

Osad, vsiav i podavaiaemu tsep':

Primi vzlozhi ty sam; moi trepeshchut ruki.

(Iaroslav: Maxe haste and put the chains on me.
- Osad, having taken the chains handed to him:

Take them and put them on yourself; my
hands are trembling.)

In Act IV, Scene 1 Osad endeavors to dissuade a doubt -

ing Mstislav frém further tyranny and to use his "reason" to.

overceme the pa§Siohs, S0 unbecoming of a monarch and des-
tructive to his kingdom.
Osad: Protivu sovesti odin tiran derzaet

Tvoia, o-gosudar', byla chista dusha.

(Only a tyrant defies his conscience/
You, my lord, had a pure soul.)

13

and

Takol pravleniia dostoYn ne byvaet,
Kogo kakaia strast', so vs#m odolevaet.

3
¥ o

N
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Prezrenna ta liubov', prinosit kak vrede.
VlechBt kotora styd i grudu mnogikh bede:
Muchitel'na ona, kogda ona neskhodna;

A vo nasilii so svEm ne blagorodna.

- = »

- (He who, subject to such passion in every
deed,/Is not worthy of the cFdwn./Such
love is contemptible, will bring only harm./
Will bring shame and a mountain of trouble./
It is distressing when it is worthless;/

And is not noble when it is used in force)

and

VelikiY gosudar' kol!' tako ty veshaesh';
Tak dobrodeteli ty sviatost! oshehushechaesh.

(Great lord, if you are aware of this;
Then you should feel virtue and holiness.)

In Act IV, Scene 2 Osad is sent by Mstislav to inform

Ol'za of the decision to free her and then Osad is ordered
Lo suppress the rebellion. Here, the designated confidant
acts. iﬁ the Capacity of military commander. In Act Iv;
Scene 5 0Osad anndunces that he has routéd the rebels in the
name of laroslav. In addition, Osad reports that éurnoveY
seems to be résponsible for fomenting the;rebellion in the
name of Iaroslav, Wwno was not, as fifst tﬁought, killed in

the first uprising. Osad argues that the traitor, BurnvoeY,

should be executed.

In the next to final scene, Act V,fscene~5, Osad brings
in a necklace for 0l'ga and a sceptor and sword for Iaros-

lav.

Nastu@fﬁﬁesignated confidant to BurnoveY, appears 1in

s e -

only two Scenes and speaks in only one. In Aect I, Scene 1
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~the designated confidant discusses with his maéter, Burno-
veY, +the latter's é?bition to seize power eventually and
rule a2ll of Rus'. Nastup is troubled bj the possibility
that Iaroslav, 1if alive, nmight be reconciled with his

'brothef,“Mstislav. BurnoveY req?rks-'that if Iaroslav is
indeed gLive; he; BurnovéY, .will.dispose of him. ~ Nastup
praises Iaroslav's nilitary prowess and conﬁends that_had it
not been for +the fire which ravaged Xiev, laroslav might
have withstood the seige of his.brother'é forces and would
now make a strong ally. The designated confidant is ésed in
this opening scene to reveal BurnoveY'é‘ amﬁitions 'to' be
_ruier as well as his passion for 01'ga. Burnover;dmits

" that he considers this bassion as merely a stepping stone to

DOwWeT.

Nastup reappears in the tragedy's final scene but does

not speak.

The third designated confidante, Priveta, like Nastup,
. plays a limited role. 1In Act III, Scene 3 Privéta informs
the joyous 01'ga tﬁaf'sheﬂhas seen Jaroslav alive. Hearing
the commotion of battle, 01'ga sends her designated confi-
dante to gather more iﬁformation on Iaroslav's khereabouts.
Since 0l'ga is virtually under %oube arrest, Priveta is uséd
here as an intermediary fo informn her mistress and the spec-
tators of continuing developments. In Scene'9 Ol'ga; under

considerable strain when she is refused permission to nmarry

Iaroslav, Dbecomes delirious and is calmed by her designated
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confidante:_

Olga:

Priveta:

Oltga:

Priveta:

(Ol'ga:-

Priveta:

Ol'ga:

Priveta:

THE TRAGEDIES OF SUMAROKOV 110

-
I

Kl

Opiat' ia zriu-tvol litse bezchelovechno!
Za chem ty vsh¥1 siuda? Mstislav sokroisia
vechno! - o

LiubesnyY Iaroslav! ... zachem ... zachenm
ty zdes'? ... .

Priveta, ty zachem? ... Priveta! ... gde

ia dnes'! ... . . :

I pol 1 svod padgt, gorit stene tverdy!
kament', : )
Priveta! i tebia pozhrt seY liuty plamen'.

-~

PriYdi v sebia!

MoY drug! ... khot' malo pomogi! ...

Syshchi Mstislava! ty skoreY k nemu begi:
Skazhi ‘emu, chto ia liubesnago zabudu,

I chto Mstislavu ia v se¥ den? suprugoY budu;
Lish' tol'ko b Iaroslav im ne byl povrezhdln,
I, byl by ot okov moY kniaz' osvobozhdén.

Opomnis“-prezhde ty!

Again I see youyr inhuman face!/Why have
yol==come into my room? Mstislav, be gone
forever!/Dear Ilaroslav! ... why ... why

are you here? .../Priveta, what are you
doing here? ... Priveta ... where am I}/
The ceiling and floor are collapsing, the
hard stone of the wall is burning,/Priveta!
and this cruel flame is consuming you.

Pull yourself together!

My friend! ... help me if only a little! .../
Find Mstislav! run to him:/Tell him, that

I shall forget my dearest and will become
Mstislav's bride today;/If only Iaroslav

be not harmed,/And my Prince were freed

from his chains today.

Regain your senses!)

The designated confidante is employed here to uncover

the depth of

-

Ol'ga’'s péssion for Iaroslav and to maintain

the link between the two lovers in the minds of the specta-

tors until the denouement later in the tragedy. Priveta has

no speaking parts but she is present in Act V, Scene 2, to
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support 0l'ga when the latter faints on hearing the false

report of Iaroslav's death during the rebellion.

C

-
i

Coriclusion

-

In spite of their artistic imperfections the tragedies

of ‘Sumarokov, when . examined in. a series, demonstrate a

< -

repeated; recognizable structural ’éonfigurat;on as shown

pelow. The political and love intrigues, without exception, _

take the form of the eternal triangle of three interacting-
: ~ _ :

protagonists - two ydung loveré opposed by a monareh.
-.l..‘.

_Monarch

Lover Lover
Admittedly this scheme is not always perfectly symmetr-
ical. In Artistona, for example, there is a second love
intrigue. Fedima, daughter of Otan, is passionately in love
with DariY, who has become infatuated with Artistona. So

the tragedy Artistona really contains two overlapping trian-

gles as illustrated below.
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Dar'iY )

O

{f

Orxant Fedima

For all eight tragedies examined,

scheme is as foliows.

Monarchs

Ki¥ (Khorev)
Klavdi
Dari¥
Oleg

Artisto

112

na

<

iné&uding

amlet)
(Artistona)
(Semiray
Vladislarn (laropolk i Dimiza)

Artistona,

Vysheslav
Dmitri¥

(Vysheslavy
(Dmitriz Samozvanets)

W1 N 2wy —

. .

Mstislav

(Hstlslav)

a

istona
istona

role in

R
- Lovers ) - Lovers
1. Khorev 1. Osnel'd
2. Gamlet 2. Ofeliia .
3. {a) Orkant ‘3. (a) Art
(b) Fedima - (b) Art
4. Rostislav Cm 4. Semira
5. Iaropolk. ' 5. Dimiza
6. Liubochest! 6. Zanida
7. GeorgiYf™ 7. Kseniia
8. Iaroslav” 8. Ol'ga
The designated confidant, it seems, .plays a
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o

' this configuratidan. According to Berkov the confidant

» -
(napersnik) is a T™necessary personage of every one of

Sumarokov's tragedies, without exception."22 Since the p;oﬁr
of every tragedy revolves around thre; protagonists, two ﬁen.
and one woman, it.was oﬁly natural, accordiﬁg td Berkov, - to
introduce three confidants, two men and a woman.23 I contend
that Berkov .uses the .term napersnik in the general senpse

here. Ye most likely considers ‘all categories of confi-

dants, not only designated confidants {napersniki in the

iiteral sense). The confidant is used to prop up the three
mutually-dependent protagonists - the. loveés and théir
nemesis.24 Berkov; however, does not pursue his.argument to
its 1ogi$al conclusion; that is, that the confidants rein-
forece the bégic triangular symmetry of the love and politi-
cal intriguesf - ‘

Now to return to the general configwation of the
tragedies, including the protagonists of the eternal trian-
gle and their conf%dants. Principal and secondary charac-
ters acting as confidants ére marked by an asterisk in the

figure below.

2e Berkov, "A.P. Sumarokov," in Russkie dramaturgi
XVIII veka, p. 105. : <"
23 1bid., pp. 105-106.

24 Tbid.

——
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B Monarchs Confidants _ S
1. KiY - 1. Stalverkh#®
2. KlavdiY 2. PoloniY _ .
" 3. DariY¥ 3. (Lacking) : .
4., Oleg 4. Vitozar '
5. Vladislan 5. Rusim¥
6. Vysheslav 6. StanovolY
7. DmitriY 7. Parmen'
8. Mstislav 8. Os%?

Lovers Confidants. - Lovers Confidants
1. ¥Khorev 1. Vel'&ar 1. Osnel'da . 1. Astrada®
2. Gamlet 2. Armans - - 2. Ofeliia 2. Flemina
3. {a) Orkant 3. (a) (Lacking) ' 3.(a)Artistona 3.(a)Zanida

(b) Fedima (b) Mal'mira (b)Artistona (b)Zanida
L. Rostislav 4. (Lacking) - 4. Semira L. Izbrana
5. Iaropolk 5. Krepostat 5. Dimiza 5. (Lacking)
6. Liubochest' 6. {Lacking) 6. Zenida 6. Svetima
7. GeorgiY ™ 7. Kseniia 7. Kseniia*® 7. ShulskiY#
8. Iaroslav.. 8§ 8. Ol'ga 8.

(Lacking) Priveta

Obviouslyfihis scheme.is not perfect, given the vacan-
cies indicated. Nonetheless, to keep things in perspective
it should be notéd that 7 of the 8 monarchs have confidants,
of -whom 5 afe designated confidants; of the 8 male loveré,
4 have confldaﬂts, and of these 3 are designated confldants
and tnat B of the 9 female lovers have confidants, of" whom 6
are designated confidants. -Thus of 25 possible openings,
only .6 .remain vagaqt. Or, 1in other words, 19 of the 25
openings are filled, and 14 of these 19 by designated confi-

dants. : ¢
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'Io edditioo;;é number of designated confidants do not
apoear‘.iﬁ :che':above schema,‘ notablyv Ratuda, Gertruda's
deelgnated coqfldante in Gemletq and “Nastup, BurnoveY's
deSLgnated confldant in Hetielev. On the other hand, the
very lncla31on in the aboye scheme of principal ’charac@ers
such _ae-.Kseniie (confidénte to:oerjlover GeorgiY when she
advlses hlm to control hls temper uhen he is exasperated b;
DmltrlY si arrogance) ‘and' ShuYsklf ,(when aovee;ng his own
daughter Ksenlla), reveals_ the dlffzculty tin deterﬁiniog
when‘ pr;nclpal and secondary characters act as conﬁidants;
;Ioef are'oot of course, de51gnated as such but they perform
th;s functlon in addltlon to thelr nomlnal roles. Flnally,'
toere‘remalns the possibility the; Sumarokou, by ,his, fre-
_'quent ose .of the designated confldant in congunctlon with
~other confldaqts employed the des;gnated confidant when he’

lacked a "plau51ble“ character to 'fill the confidant open-—

ing.

':In conclueion, the desiéneted confidant was used not
only tb'adﬁise the monerch and other protagonists to control
ftheir oassions_for foe sake of political expedieocy but hey
_also_ﬂﬁave acted. as an artistic device, along with other
categor}es of confidants,'to:reinforce‘toe symmeﬁry of char-
acter in the configuration of the e;ernai triangle central

to ﬁhe~dramatic structure of Sumarokov‘s tragedies.



CHAPTER V

THE TRAGEDIES OF KHERASKOV

Mikhail Matveevich Kheraskov (1733-1807), one of the
leading neoclassicists- of Russian literature, composed a

number“of;a{ématic works, including the tragedies Venetsian-

skaia monakhinia (1758), Plamena (1762), Marteziia i Fales-

ra

(aft

1.765), Borislav (1772), Idolopoklonniki, ili Gorislava

"\\z—-\

(124

r1782), Iuliian Otstupnik and OsvobozhdBnnaia Moskwa

(1789).1 All of these tragedies; Wwith the exception of Mar-

teziia i Falestra and Idolopoklonniki, ili Gorislava, employ

designated confidants and are analyzed in this chapter.

-

1. Venetsianskaiz monakhinia (1758) -

Dramatis personae:

" Mirozi © - Senator; nacnal'nik strazhi _
goroda Venetsii (Senator, head of
the guard for the city of Venice)

Korans - Syn ego (His son) _

Zherom - Napersnik Miroziia (Mirozi's
designated confidant)

Zaneta - Venetsiansxaia mondkhinia

{Venetian nun) _
- Ofitser karaul'noY strazhi
(Officer of the guard)-
Kheragkév maintained the prinéipal features of
Sumarokov's dramatic system, including a simplified plot and
a straightforward exposition;E However,' he did. eliminate

some of the "1yricai.pauses"3 which resulted in a.more com-

pact, ¢tragedy (17 .scenes spreéd over three acts instead of

.1 See note ,at end of Appendix 1..
2 GukovskiY, op. ¢it., p. T4.
3 Ibid., p. 75.

I
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the customary five, 4 an experiment ‘infrequently repeated in-

Russian neoclassicist tragedy).

Thematically, Venetsianskaia monakhinia marked a strik-

ing innovation for Russian tragedy although not for its
European model. 'First, it ends in death for the protagon-
ists, which is rare in Sumarckov's tragedies. Second, an

element of mysticism penetrates Venetsianskaia monakhinia,

the.‘love story of a nun. Third, the action takes place ih
contemporary Europe, in a Catholic city no 1less.5 gourth,
Kheraskov, probably' under the influence of Voltaire's
tragedy, b shocked his audience by having Zaneta appear on
stage with her eyes plucked out. The fastidious Sumarokov,
of course, avoide@lovert vioieqce or its traces as much as
possible, preferring to have his viliains commit their
fz}imes out of sight, if not out of mind. In all fairness it
iﬁfhould be remembered that Sumarokov was less intérespeq in
theatrical effects than in propagating his views. Fifth,
the tragedy deals not with kings and queéné but characters

drawn from the bourgeoisie.?

-

Tne plot of Venetéianskaia monakhinia holds more. . than
passing interest not merely because of the suberior'quality
of the craftsmanship, which certainly ‘exceeds that of

Sumarokov's tragedies,” but also because it is 'a composite

-4 Green, op. cit., pp. 142-14
5 Gukovskil, op. ecit., p. ) g
6 Ibid. §

7 Green op. cit., p. 140. Vi
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story patterned on real events.S$§

Plot °

N

Briefly, the plot is as follows. The orphaned Zanetasa
takes the veil in memory of'hér dead parents and brother as
well as her lover Korans, reported Kkilled on the battle-
field. H8wever, .Korans survives and  returns to Venice.
Surpriseq to fiéé his lover in a convent, he unsuccessfully
.attempts to speak with ner in order to persuaﬂg her to

b

renouwce ner vows and retur1 to hlm. To reach the convent

%ﬁ -

to 'rendezvous wlth Zaﬂeua ~Korans trespasses on.the grounds

of a foreign embassy and 1s arrested.

Unfortunately for him, in &enice it is a crime punish-
able by death ta engage in dealings with envoys of a foreign
power. To save the honor of Zaneta, who was not permitted
Lo fraternize with men, Korans admits his "guilt“ to the
civil charze. He is brought béfore a magistrate, Mirozl,
his own father who, putting duty before relation, must sen-
tence Korans to death. Under pressure from a sympathetic

public, the death sentence is commuted %o temporary banish-

ment.

Zaneta, having having heard of Korans' saecrifice to

save her honor, surrenders to Mirozi with a letter which

8 Ibid., pp. 135-142. Professor Green provides a de-
tailed and illuminating background for this tragedy as
well as the succeeding ones by Kheraskov.
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Korans had sent her, and which proves ﬁis innocence " of the
charges against him. Mirozi, unaware that the sentence has
been commuted, informs her that thg sentence has already
been carried out and that Korans is dead. In despair,
Zaneta plpcks out her-eyes and dies. Touched Wy his loyer's

sacrifice, Korans takes his own life as well.

Analysis e T

The tragedy treats not"only the obvious theme of
anticlericalism (Zaneta's holy vbws thwart the consummation-

of a bond already established), but also entertains a cer-

tain anti-republicanism.9

Zherom, the sole d351gﬂated confidant, plays a limited
role, His act and sceme distribution is as follows.
fct I Aet II Act III

Zherom - - L,6(7)8

In Act III, Scene U Zherom, designated confidant to

Mirozi, acts mainly as a messenger. He informs Mirozi that

9 Ibid., p. 140. Kheraskov S anti-republican views be-
came more pronounced in his later works as he retreated
more and more into Masonic mysticism. Whereas
Sumarokov's tragedy was fundamentally an eternal trian-
gle of.love and politics, Kheraskov's tragedy concerns -
the individual's futile struggle against political and
religious institutions. It should be noted as well
that Kheraskov revised his «ragedy sometime in the
1780's or early 1790's. (The revised edition, the one’
analyzed here, was published in 1793.) Green assures us
that the revised edition does not substantially differ
from the original. Kheraskov reduces much of the "pi-
ous ‘moralizing™ and smoothes the rough edges of the
characters of Mirozi and Korans, accdrding to Green.
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]

thé Senate and the populace, not to mention Mirozi's friends
and relatives, have had Korans' degth sentence commuted to
temporary banishment. The overjoyed Mirozi inétructs Zheron
to hurry to tell Zaneta that Korans has been_granted a
reprieve. In Act III, Scene 6 iﬁerom reports to Mirozi and
- Korans that +the distraught Zaneta has put out her eyes and
that she 1s coming to ascertain if Korans is really -=alive.
Zhercm is present for Scene 7 but do§§,not‘gpeék. In the

L3 :
final scene Zherom pronounces only 2 few insignificant

lines.

Criticism of the use of- the designated confidant in
this A{ragedy gés been harsh. Gukovskif,'surprisingly, even
denies that a designated confidant (napersnik) figures in
tne tragedy.10 Calling Zheroo a mere "messenger," Green sup-
ports GukovskiY and claims that, "There are no confidants in

Venecianskaja monaxinja." 11 Eowever, Green- qualifies this

statenment in footnote 96 by contending that, although Zheron
1s nominally a "confidant" (napersnik), he really cannot be

considered as such as he "acts merely" as a messenger.12

10 Gukqukif, op. ¢it., p. 74.
11 Green, op. cit., p. 144.

12 Ibid., p. 242. It might be recalled that the role
of messenger is one of the functions of alil categories
of confidant, 1including the designated confident.
Furthermore, in the opinion of this writer, it is rath-
er presuzptuous of modern critics to alter the designa~
tions neoclassicist tragedians give +to their tharac-—
ters.  The fact remains that Kheraskov enployed the
tern napersnik and therefore Zherom cannot be blithely
ignored in =2 discussion over whether z confidant ex—
ists. The task is not to accept or reject KXheraskov's
use of the term but to discuss the artistic purpose of
the napersnik (designated confidant) which, it must be
admitted, Is severely limited in this tragedy.
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In conclusion, this tragedy, like those of Sumarokov,
retains the t%iang&lar pLotfstructure, consisting of a pol-
itical conflict and a 1love conflict. The “young lovers
Zaneta and Korans are opposed by Korans' father,'Mirozi, not
for selfish reasons but becagge Korans has transgressedA the =

L

law and besmirched Zaneta's reputation as a nun.
p

L]

2. Plamena (1762)

Dramatis personae:

Mstislav | - Kniazia kievskie, deti kniazia
Pozvezd - Vladimira (Kievan princes, sons
‘of“Priace Vliadimir)
Prevzyd - Plennyl kniaz' (Prince taken
~ prisoner) :
Plamena - Doch' Prevzydova (Prevzyd's
o daughter)
Virsan - Srodnik Prevzydov (Prevzyd's
' _ kinsman) .
Ostana ' - Napersnitsa Plameny {(Plamena“’s

designated confidante)
- Komnatnyl Mstislava (Mstislav's
servant)

In Plamena Kheraskov pursued his unusual amalgam of
D — £ .
religion and neoclassicist tragedy, one of two such works

dealing with the Christianization of Rus'.

Structuraliy and thematically, Plamena oonstitdtes a2
retu;n to traditional neoclassicist tragedy: the setting 1is
medieval Rus'; the protagonists are from the nobility; the
plot- appears £o be another confliqt between love and duty;

and, finally, the tragedy is in five aects.

~ Plot
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Briefly, the plot is a follows. Mstislav, scon of Vlia-
~dimir, rules a recently Chrisgzanized Kiev. Kiev's former
rul;r,'the fanatical heafhe; Prevzyd, was defeated by Vladi-
m&r three years previcus to the beginiﬁ*@ of the action. He
has been ﬁeld under house arrest in Kiev fér the past three
years along with his daughter, Plamena. Tg'complicate the
action and introduce the love conflict, Plamena loves Ppz-
vezd, Mstislav's brother. Prevzyd demands that Plamena put
an end to ner love affair with Pozvezd. Plamena 1is torn
between her loyalty £o her father and her love for Pozvezd.
it is learngd that Mstislav had decreed that Prevzyd and
Plamena must convert to Christianity_or face exile. Plamené
'tries £o convince her father to accept ChriStianity, but he

is adamant.. Pozvezd eventually succeeds in persuading

Plamena herself to convert to Christianity. -

In the meantime, the irascible Previyd foménts a rebel-
lion -not only. to retake the‘ throne of Kiev but alss to
restore the old heathen religion. Plamena tries to stop ner
'father, but when he discovers that his own daughter has con-
verted to the new faith, he orders his kinéman. Viréan to
sacrifice ner to the gods.‘ Virsan's Oanabrupt coéversion
spares Plamena, who pleads -that hef father also be saved.
At liberty once more, Prevzyd hardly reforms bu£ plots
another rebellion, wh%ch-in turn is suppressed. The recap-
tured Prevzyd, unmoved.by the Christian charity:demonstrated

s -

by Pozvezd, deceives the young prince and slays Hhim, after
A
which he commits suicide. The moral of the tragedy is that
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evil passion has led to destruction. .

Analysis

-

Plamena bears a striking similarity‘ to Sumarokov's
Semira. In discussing tﬁe features common: to the two
tragedies, Green points out that the soie major difference
is that the political struggle in Plamena 'takes on a

-

Strongly relisgious overtone. 13 T

Ostana 4is the only designated confidante in this
tragedy. Her act and scene distribution is as follows.
_ Act I Aet II Act III Act IV ‘Act V
Ostana 1 3(4,5,6) 5,6(8) - 304, 5)

In Act I, Scene 1 Ostana acts as a sounding board for
Plazmena to discuss the general situation with her designated
confidante, explains several events to the reader, speaks of

Plamena's father, and announces Prevzyd's arrival.

In Act II, .Scene 3 Ostana, acting as comforter, reas-

sures Plamena of Pozvezd's love for her. T

In Act III,‘Scene 5 Ostana'angrily demands that Prevzyd
tell her where Virsan has taken her mistress. When Prevgyd
retorts that Plaména must die for having forsaken her father
and her religion, Ostanar calls to Pozvezd fpr help. She

also shows her willingness to die for her mistress. Ostana

-~

13 Green, op. cit., pp. 159-160.

—
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is saved in time G} Pozvezd and his men. In Act III, Scene
. 6 Ostana, acting as messenger, informs Pozvezd in the pres-
ence of Prevzyd that Viréan has taken Plamena away to be
executed. Ostana, showing strength of character, begs Poz-
vezd to spare the life of Prévzyd in spite of the latter's
threats on her life. When Mstislayv arrives on .the scene‘and
intends’ to slay the traitor Prevzyd, Ostang ;gain pleads for
nis 1life. The designated confidante here reacts the same

way her mistress would - showing concern for Prevzyd's

safety in spite of all.

In Act V, Scene 3 Plamena, still loyal to her father,
wants her designated confidante to cease admonishing her for
supporting him. But Ostana, in her role as counsellor of
reason, advises her not to side with Prevzyd, who, she says,
will lead Ostana to destruction.’

Ostana: ...
Pozvezdova tebia pobeda ogorghit.
Pogibnem my, kogda otets tvol pobedit.
(A victory by Pozvezd will grieve you./
We shall perish, if your father is
victorious.)

In Act V, Scene 5 Mstislav orders Ostana to keep
Plamena from her father. Obviously, Ostana feels greater
loyalty to Hstislav, given Plamena's agitated state of mind.
Or, 'to put it another way, Ostana, at the direction of
Mstislav, acts rationally by opposing the passion of

Plamena.

In this tragedy the designated confidante. plays the
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role of a strong character, loyal yet fair. She acts as
nessenger, comforter and advisor of reason ovér_ passion as

well as a sounding board for her mistress.

T w -
3. ".Borislav (1772)
Dramatis personae:
Borislav - Tsar' Bogemski¥ (The King of Bohemia)
Flaviia - Doch' Tsareva (The King's
daughter) :
Prenest ~ ¥niaz' VariazhkiY (Varangian
) ' Prince)
Vandor - Boiarin (Boiar) :
Ratina — Napersnitsa Flaviina (Flaviia's

designated confidante)
-+ Vel'mozhi, voiny (Nobles; soldiers)

<
Borislav, Kheraskov's fourth trazgedy and the thirad to

e

contain a designated confidant, was written in 1772 dbut pub-

lished only two years later.14

Borislav is a political tragedy in the best tradition.
It has ©Dbeen compared with and is considered a rebuttal to

Sumarokov's Dmitri¥ Simozvanets. 15 Borislav is eguivalent

to  Boris Godunov; Flaviia, Borislav's‘vdaughter, to

¥seniia.16

Plot

14 A.V. Zapadov, Introduction (Vstupitel'naia stat'ia)
in- Kheraskov, M.M., Izbrannye  proizvedeniia,
vstupitel'neia stat'ia, podgotovka teksta 1 primechani-
ia A.V. Zapadova (Moscow: Sovetski¥ pisatel', 1961),
p. 46. . ’ |

15 For a full discussion of the political and histori-
cal background, as well as a summary and criticism of
various interpretations, see Green, op. cit., pp. 206-
223 and pp. 225-235.

16 Zapadov, op. cit., p. 49.

, .
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Briefly, the plot is as follows. Borislav is the_futp-
’ . less "ruler of Bohemia, having gained the throne throﬁgh é'
ﬁurge of ;11 rivals. Howe?er, Bérislav 1is racked by the’
giilt of his evil ways and the knowledge that his subjects
detest him. An outsider, the Varangian Prince Prenegt comes
to Bohemia 'té court Borislav's beautiful daupghter Flaviia.
Ever suspicious, Borislav makes every attempt to liquidate

Prengst, éven to the point of setting fire to Prenest's

residence. In spite of Flaviia's pleas and over the objec-

- o

.. tions of the nosles, Borislav persists in his tyrannical
course. The_disegchante& members of the nobility, alienéiea
b& Borislav's wantan abuse rof.power, plot His overthrdw.
They stage a coup and offer the crown to Prenest who refuses
and insists’ instead on returning Borislav his sword. The
unrepehtant monarch commits suicide and Prenest is then pro-

claimed ruler.

This is the gnding of the revised 1798 editiéﬁ. In the
first, publiéhed in 1774, Borislav does not commit suicide
but., in the trédipion of Sumarokov's tyrants, - undergoes a
change of heart, abdicates thé throne and givesﬁhis bléssing

to Prenest and Flaviia.17 Moreover, this early.edition pro-

vided an impetus for the political interpretations of Bor-

.islav.18

Analysis

17 Green, op. cit., p
18 Ibid., pp. 225-226. -
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It is interesting to note that here, as in Plamena and

Venetsianskaia monakhinia, Kheraskov resorts to the triangu-

iar_plot structure common to . Sumarokov's tragedies. - The
plot revolves around threg “pf@tqgonists, two men and a
Qoman. Flaviia is torn between her 1oyal£y to her - father
and monarﬁh on the one hand and her lover Prenest'on the’
other. In addition, the;trasedyitr;ats the éée-old'theme of
a father's jealousy over his daughlter's love farla young man

with the added twist that Prenest is a political rival to

The one desiznated confidante in this tragedy appears
in the f2llowing acts and scenes.

Act T -Act II Act III Act IV Act V

~Ratima (4Y5(6) 1(2,3) - . - 1,2(3, 4,

In Act I, Scene 5 Flaviia, forbidden by her father to

marry her Dbeloved Prenesti, pours out her broken heart to

P

Ratima. The designated confidante, in a typical role as
advisor and comforter, tries to calm her mistress but also

advises her to forget her passion and follow the politically

rational course of obedience to her father.

Ratima: Ne serdtse vozmutish', ne dukh tvoY
voztrevozhit?,
No Tsar' veselosti tvoi pech¥tsia mnozhit:'.
Preda¥ vo vs®m ottsu sud'binu svoemu.

(Do not agitate your heart, do not trouble
your spirit/The King endeavors to make
you happy./ Put all your fate in your
Tather's care.) .
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In Act ii, Scene 1 Ratima, acting as messenger, informs

hgr ‘mistress and the audience that'ghe,_ﬁatima, has been

instructed by Borislav to serve Prenest. Flaviia, in turn;

reveals  that it is
Prenest ffom geeirfz Flaviia by b;ibing him with titles and
power. The dialogue between confidante and miéiress is_used
here t©o %nfo}m the audience. The  designated confidante,

always tryinﬁ; to put the best face on any situation,

. atteémpts to encourage her mistress by sugzesting, rather

fatuousl&; that Prenest will be even worthier cf her bnce'he
ascends the .throne. In the following exchange, __whiCh
reveals the essence of the relatlonshlp between mlstress and
designated confldante, Plameqa reproaches Ratima for criti-

cizing passion, -an experience foreign to her. Ratima

replies that she has only Flaviia's best interests at heart.

Flaviia: Blagopoluchna ty, chto ty v svoeY krovi,

Ne znaesh' nezhnosti 1 goresti liubvi,

Ne chuyvstvuesh' tekh muk, chto rok nam
prikliuchaet,

Kogda sprlazhennyla dva serdtse razluchaet.

(You are indeed fortunate, chat in your
blood,/You know neither the tenderness
nor the pain of .love,/Nor do you

feel those torments which fate sends
us,/When it separates two hearts.)

To which Ratima replies:

. Ratima: Ia tol'ko muchus' tem, chto strazhdésh'
ty, kniazhna.

(I am troubled only by your sufferlng,
Princess.)

Y

. In Act v, Scene‘1 Ratima, acting as independent agent,

intervenes to-~. change the course of the plot by dissuading

ue that the King has tried to prevent

~
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Flaviia, who Selieves-that-Prenest is dea&; from. committing_
suicide. _In. Act V, Scerne 2 Borislav announces that he has
~had frenest burned to'.death in  his own ﬁouse ‘and ~ then
departs, ’ie%Eing‘ the gtﬁnned Flaviia to fall into the arms
of Ratima who-acts‘éé comforter. Ratimz advises Flaviia <o
mourn Prenest's demise but not to commit suicide.

Ratimda: Oplakiva¥, kniazhna, oplakiva¥Y ego;
No ne gubi sebia. .

(Mourn him, Princess, mourn him;/But &o

nét take your own. life.)

:Pffnest, it turns out, has been saved by the boiar,
Vandor, who could also be.considered a confidant to Borislav
~in that he-advisqs the monarch not to zbuse his power and %o
Prenest, whom he counsels to abandon his passion for Fla- .

viia. Conseguently, all three protagonists are supported Dby

confidants.
4. Tuliian Otstupnik (?)19
Dramatis personae: | o \—,
Tuliian - Imperator (Emperor) ‘
"~ Nikandr - Gradonachal'nik (Head of the City)
.. Melanta - Doch' Nikandrova (Nikandr's daughter)
¢ Leon - - Napersnik Juliianova {Juliian's

designated confidant)

- Vel'mozhi, voenachal'nik,
vestnik, voiny (Nobles, military
commander, messenger, soldiers)

Critical opinion of this tragedy has centered around

the controversy over what work in Western drama inspired

- e

19 Neither Green, nor Zapadov, nor Stennik (See Appen-
dix D, footnote) provides a date for this tragedy.
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Khneraskov.  Zapadov contends that Iuliian Otstupnik is a-

reworked version of one of Voltaire's tragedies. 20 Green

takes strong exception to Zapadov's assertion, claiming

instead that the_plot of Juliian Otstupnik was not derived

from any Ffrench trajedy. However, Tuliian Otstupnik likely

was modélied on Corneille's Polyeucte. Moreover, Kheraskov
intended his tragzedy as an apologia in the face of Catherine

Il's growing distrust 2f the Masons.21

Plot

Briefly, the pxot’is as follows. 1Iuliian, the enemy of

Christendom, arrives 1in a OGreek city to reopen, over the

objections of Nikandr, the Cytherean:gemgle (Tsiterin khram)
for the géds and. outlaw the Christian faith. Iuliian also
expresses the wish ‘to see his erstwhile \lover Melanta,
Nikandr's daughter, who npwfclaims she no longerxioves him.

Through his designated c&nfidant Iuliian infd;ms Melanta
that he has left his wife because she had converted to the
Christian faith and that now he proposes marriage to Melanta
on the condition that she reject Cgristianity. Melanta

eventually accepts his offer but .only if .he <converts to

Christianity.

The tragedy revolves around the conflict between-

~
~

Melanta's loyalty to her faith and her passion. for Tul®ian. .

¢i1t., p. 45.

© 20 Zapadov, op. ,
it., pp. 181-188.

21 Green, op.

N .
.



THE TRAGEDIES OF KHERASKOV - 131

Angered by Melanta’s demands; Iuliian threatenslfo burn thé
Chfispians alive inside their own temple. 'The'dévious Leon
adviseé_quiién to threaten Nikandr in onrder to force
Melanta into marriage‘ on his terms. When Melanta remains
defiant in the face of death, Iuliian begins to\have second
thoughts about the wisdom o{ his actions. As ﬁe orders the
chains removed from Melanta and her father, news arrives of
an uprisiag by both Christians and pagans against Iuliian's
tyrannical rule. At that moment Iuliian is struck by a bolﬁ

of

lightning. In a sudden conversion, the thoroughly
frightened.leon asks God for forgiveness. The dying Iuliian
is brought in on a stretcher, and he and Melanta swear undy -

ing love to each other. The tragedy ends on the theme that

»God 1s more powerful than the emperor.

Analysis

Leon, the sole desiznated confidant 'in the <tragedy,
appears in the follow}ng\fcts and scenes.
Bct I Act 11\ Act III Aet IV Act V

Leon 5,5 (16 7,8 1,2 1,7

L

In this tragedy Leon-plays a very extensive role, ris-
ing to the level of a major character, even though he ;s
nominally-a designated confidant. In Act I, Scene 4 Leon,
ﬁapting as messenger and Iuliian's agent, prgsents'Iuliian's

" case against Christianityy, and orders the stubborn “Nikandr

to c¢lose the temple and outlaw the Christian faith. 1In the
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previous scen€-Nikandr had referred to Leon as’that Mcrafty

favorite" [fkhit tryY seY liubimets) of Iuliian who had suc-

ceeded in’ é:gﬁ the nonarch's friendship by deceit and whS
had, along with him,rabandone the Christian faith. In Act
I, Scerne 5 Leon again acts in Iuliian's stead to convey his
naster's offer of narriage to Melanta. Proof of Iuliian's
devotion, éontends Leon, is the fact that Iuliian ﬁas left

his wife.

N

/ .
In Act 11, Scene & Leon again cconfronts Melanta, who

has not ygt decided to accept Iuliizn's offer of marriage.
This time Leon, acting as intermediary, conveys Iuliian's
threateningl response to Melante's delayed decision to accept’

l -«
his marriage proposal. 1In attenpiing to describe the power

0% Melanta's charms to captivate the monarch, Leorw intimates
that he, too, finds her frresistible.
Leon: Byt' mozhet inogda i rab kak Tsar' liubim.

‘Liubezen mozhet byi' ino¥Y ocham tvoirm.

(Derhans sometines.a slave is loved like =
king./Another may find favor in your
oyes. ) i
o )
This transparent leer draws z sharp rebuke from Melanta, who

2
reaffirms her devotion tc Iuliian. 1In an interesting aside
the treacherous Leon indicates that he will use Melanta's

admission of her feelings for the Emperor to piot against

them both. ..
¥ Leon: Tebe moY razgovor protiven, mne polezen,
. : Iz zrel iz slov tvoikh, chtoc Tsar' tebe
liubezen. .
Vozdast mne dorogo pgonarkh za tainu tu, g

Obeim seti im iz nel iz sopletu. .

~
p}
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(My words disgust you, but:they are useful
to me,/Your words told me that you care for
the Fmperor./The monarch will pay dearly
for this secret,/I shall weave nets for
them both out of it.)

In Act III, Scene 7 Leon reporis that Iuliian is not
respected in the c¢ity, that the sealed temple has been
opened and that an uprising is planned. Leon, acting as
politial advisor, incites Iuliian to resort to harsh meas-

ures 1o .put down the restless populace.

TLeon: Miatezhny semena v nachale podavit',
Zhestokost' dolzhno vsiu k prestupnikam iavit'!

(To nip *this uprising. in the bdbud,/You must
~deal with these eriminals in a cruel fashion!)

In Act III, Scene 8 the designated confidant pronounces

o

soliloquy in which he informs the audience of his willing-

o betray his master Iuliian.

ct

ness
W .- . B o
Leon: Ne dumal, Iuliian, chto ia liubliu tebia;
Khotia 'ia rabstvuiu, no sam liubliu sebia.

.- e .

(Do not think, Iuliian, that I love you;/
Although I kowtow, I ldve only nyself, . ...)

Lo

In Act IV, Scene 1‘Léon encourages Iulilan to punish.
Nikandr for opening  the sealed tgmple. Recalling that
Nikandr is Melanta's father, Tuliian hesitates. Leon! sug-
gests that Melanta be forced to accépt mgrriage or her
father,yill be ‘executed. Leon relates to the -emperor that
Melanta cares For hinm and that only her father is preveniing
tﬁ;gunion. -As a2 reward for discovering Melantae's true feel-

ihg§,= Leon gains centrol of the city and the right to per--
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secute the Christians. In Act IV, Scene 2 -Leon; orders
Nikéndr to find thé culprit who unsealed the.tempie or pay
with his head. Here, in a reversal of.;oles, Tuliian cau-
tions the zealous Leon %o be more lenient with Nikandr, at

least until Melantz has accepted marriage.

In Act V, Scene 1 Leon arrests Nikandr and ‘intendé to.
nave him executed. In Act V, Scene 7 the cowér&ly Leon.
announces that liéhtning haé struck Iuliian and begs Nikan@r
to-save him.

Leon: Spasite vy menia! neshchastnEgo spasite!
{Save mel Save an unfortunate zan!)
Nikandr assures the friggtened Lgon that, if truly penitent,

he will be saved.

The designated confidani-— in this <trage@y plays the
tradition@l rcles of messenger, intermediary and pclitical
advisor. He notes the innérmbst secrets of his master and
conveys ine . latier's feelings as well as his orders. How-
ever, Leon is atypical in that he also acts as an indepen-—
dent agént.,‘ He 9plots against .Idliian,,liés to him a;d,
unusual for a confidant, counsels. not poiitical réason‘ but
oppression. He even has Nikandr arre§ted on his own- initia-
tive. Overall, Leon is z-negative character and his conver-=
sion to Christianity when frigh{éhed by theldivine revenge

visited upon the hapless Iuliian seems contrived. In short, .

his credibility as a character is severely strained. The

deus ex machina in the form of the lightning bolt {("z fiery
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arrow") seems a desperate attempt to underscore the theme of

the tragedy at the last possible moment.

Kheraskov also makes extensive use of the chorus of
designated confidantes in this tragedy. 1In Act III, ‘Bcene.
1, for example, Melanta consults thls chorus (khor

napersnits) twice for advice. These d931gnated confidantes

appear as priestesses who advise Melanta to put her faith in
-God. In this very nystical tragedy the priestesses claim

that God speaks through then.

Iuliian otstﬁpnik retains . the <traditional trigngﬁlar
syametry of three protagonists - two lovers and a third
who opposes their union. Here, the monarch is one 0f the
- lovers. In =addition, the young lovers are prevented from
.consuzmating their affair not so much by the otherﬁéfotagon-
ist, Nikéndr, as by their religious differences. Leon is.

tne only confidant in this tragedy.

5. Osvobozhd¥nnaia Moskva (1798)

-
~

Dramatis personae:

Boiare Moskovskie: Muscovite boiars)

Kniaz' DRitriY - [Prince DmitriY]

Kniaz' Fedor . -~ {Prince F¥dor)-

Kniaz' Ioann - Prince Ioann

Kniaz' Ruksalon , - [Prince Ruksalon]

Kniaz' Pozharskil - [Prince Pozharsklf]

Leon - Syn Dmitriia (Dmﬂtrlf's son)

Sofiia , - BSestra Dozharskogo {Pozharski¥'s

sister)

Minin - Kupets Nizhegorodski¥ (Merchant
» fron Nizhegorod)

Parfeniia - Napersnitsa Sofii (Sofiia's

‘ designated confidante)
ZhelkovskiY - Getman Pol'skoY (Polish hetman)
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V'ianko - Syn Zhelkovskogo (ZhelkovskiY's
. son) )
Knotveevy - Vel'mozha Pol'skoY (Polish
nobleman)

- Vestnik rossi¥ski¥Y (Russian
messenger)

This tragedy has evoked negligible critical comment.

Plot

1 . - . . .
Osvobozhdennaia Moskva concerns  Moscow's liberation-

from the Poles during the.Time of Troubles. The Russians,
attempting to save Moscow and thinking that their leader,
Prince Pozharski!,is_dead, endeévor ﬁo find a new leader to
organize armed }esistance. " Their chnoice of DmitriY over the
protests of Ruksalon creaztes dissension in the Russian camp.
DmitriY, once installed as leader, refuses to negotiate with
the Poles before Moscow is freed, but_soﬁe of his followers

advocate unconditional peace talks. To forestall a Russian

~attack on occupied Moscow, the Poles decide in the meantime

Lo put the Russian women in the front lines so the Russian
soldiers would be forced to fire first on their own wives.
The ruse is ineffective and the Poles, perceiving certain

defeat, eventually flee.

The politic$1,;5d love intrigues in this jingoistic
tragedy ére intertwined rather skillfully. The rivalry
opposing Russian and Pole is brought into relief by the love
affair between Sofiia, PozharskiY's sister, and V'ianko, son

of ZhelkovskiY, a Polish nobleman. V'ianko's rival for
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Sofiia is Leon, Dmitri¥'s son. For the sake of security the
Russian women are forbiddenafo leave the city to visit their
men, but Sofiie disobeys the curfew to see V'ianko.
- . . -4 ‘

0ut§i¢eﬁmbscow Sofila is accosted by Russian soldiers
who t}yf fg"rob her, but Leon intervenes to save her. To
éonceal‘her real reason for ©breaking. the curfew, Sofiia
inforzs Ieon that she wants to see her brother, Pozharski,
recently returned from the Volga. Ieon reveals his affec-
tion for Soi}ia but it falls on deaf éars. Sofiia is taken
0o her brother, whom she tries to convincé tc accept Viad-
islav and the Poles as rulers of Russia. Sofiia blames all
~their troubles on internecine strife and.begs for allegiance
to the invaders. 'Her appeal is vehemently rejected and she
is accused of treason, In the meantime Leon has captured
V'ianko, whom he .belie#es 1is a scout but who was really
attenpting to rendezvous with Sofiia. V'ianké is imprisbned
by Leon, and Sofiiz is ordered back to the city. Dmitril

orders V'ianko's release.

V'ianko is talunted by the jealous Leon, but he refuses
to fight. Meanwhile, the éussian‘women, including Sofiia
and her designated confidante, Parfeniia, are put in the
front lines of the Polish army. ' V'ianko pleads for the
lives of the Russian women, but the Polish leaders disregard
nis protestations. The Poles eventually flee, however, and
. Viianko departé with Sofila and Parfeniia. They are con-

fronted by Leon, who then slays V'ianko. In despair Sofiia
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4

xills herself and Leon feels remorse over the ‘turn of
events. Mikhail Romanov is proclaimed Tsar' and the Poles

are driven out.

Althouzh the love intrigue and the political intrigue
are intertwined .they are not interdependent. 1In fact, the
poli;ical confli;t - the liveration of Moscow - takes pre—’
cedence. Even PozharskiY claims that his sister Jdeserves to

die as a traitor to the Motherland.

Analysis

Parfenila, the only designated confidante in the
trazedy, appears in the following acts and scenes.
Act I Act II Act III Act IV Act V
Parfeniia - (M2 - - 3(4)5
‘ ' (7,8
. In Act II, Scene 2 Parfeniia, ;cting as advisor of com-
mon  sense, reproaches her mistress for leaving the confines
of the city and venturing out into the farest where danger
lurks.‘ Sofiia swéars ﬁhat she will exercise caution. Knpw-
ing she cannot prevent her mistress from seeing V'ianko, thé
designated confidante warns her to be “raﬁ}onal," that is,

cautious.

In Aect V, Scene 3 the Russian women, including Sofiia
and Parfeniia, are put in front of the Polish troops to
discourage the Russians from attacking. In the face of

death Sofiia wants to spend her last moments with her
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designated confidante, an indication of the trust she puts

in hetr. ,
Sofiia: Parfeniia! uvy! gonimaia sud’'boiu,

Stan' vmeste  tut so mnol, pust' ia umru
S toboiu. . .

-

(Parfeniia! ‘alas! I am a victim of fate,/
Stand together with me, let me die with
'You.) - N

i

Sofiia despairs, having realized that V'ianko has aban-

doned them. Nonetheless, she proclaims her love for him in

a long, anguished speech and then collapses into Parfeniia's

arms. The designated confidante, ever attentive, tries to

revive her mistress. In Act V, Scene 5, Parfeniia rejoices

at news of the Russian victory and, acting as advisor, urges

the young couple to flee the area so V'ianko can avoid cap~

ture by the Russians. ¢

~

-

"In conclusion, Parfeniia plays a limited role, advising

caution at dangerous moments and providing moral support
when needed. She does not, however, attempt to thwart. the:

desires of her mistress, that is, %£o make "hér‘forget-

V'ianko.
As in Iuliian Otstupnik, Kheraskov uses a chorug
(khor}. However, 1t appears only at the end of the final

Scene to pronounce a few patriotic. lines.

This tragedy retains %the triaﬁgular plot - structure of
previous works in Russian tragedy. ' Here, more specifically,

it appears as a love triangle with Sofiia, V'ianko énd Leon,

(-\
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V'ianko's rival for Sofiia's affections. Only one of these

protagonists, Sqfiia, has a designated confidante.

Conclusion

If Sumarokov is the founder of the political tragedy in

Russian literature, Kheraskov is the creator of religious

tragedy. Except for Osvobozhd¥nnaia Moskva, which is embar-

:rassingly jingoistic in its treatment of the Time of Trou-
bles, the other four tragedies discussed here exude a strong

religious theme.

The 'triangular plot structure is similar - to that
employed .by Sumarokov. However,‘ at worx here is'not an
eternal triangle of three lovers but rather the confliét

between two young lovers opposed by a father or monarch. or

~both. The exception is in Osvobozhdennaia Moskva, where the

third member of the triangle is Leon, son of one of the

nobles.

The protagonists of the tragzedies assume the following

"configuration.
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Monarech

. Mirozi (Venetsianskaia monakhinia)
Prevzyd (Plamena)

Borislav (Borislav)

Iuliian (Iuliian Otstupnik)

Ul 2 Y —
. L] .

Leon (merely Jealous lover)
(Osvobozhdénnaia Moskva)

Young lover - Young lover’
1. Korans : . 1. Zaneta

2. Pozvezd , - 2. Plamena
3. Prenest 3. Flaviia
L, Nikandr (Here a father rather than lover) 4. Melanta
5.

Vtianko 5. Sofiia

-~ The protagonists are reinforced in their roles, as they
- : LS
are in Sumarokov's tragedies, by their confidants inéluding,

of course, their designated confidants, as shown in the. f2l-

lowing configuration.

1. Mirozi (Zherom) -
. : 2. Prevzyd (Virsan)?®*

2. Borislav (Vandor)*

4. Iuliian (Leon)

5. Leon (lacking)

Young lover A ) Young lover

1. Korans (lacking) 1. Zaneta (lacking)
2. Pozvezd (Mstislav)*® 2. Plamena (Ostana)
3. Prenest (lacking) 3. Flaviia (Ratima)
4. Nikandr (lacking) : 4. Melanta (lacking)}
5. V'ianko (lacking) 5. Sofiia- (Parfeniia)
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Of the 15 potentigl cdnfidant positions available 1in
tne five tragedies of Kheraskov discussed here, only 8.are
filled, 5 of those by designated confidants.;'lﬁ conclusion,

- 'Kheraskpv made less wuse of the designated confidant than

-

Sumarokov. C . . .



CHAPTER VI

-

THE TRAGEDIES OF KNIAZHNIN |

-Iakov Borisovich Kniazhnin (1742-1791), one of Russia's

,.

outstandlnp neoclassmc1sts, wrote eight tragedles 1 Seven of-

these, all exceﬁf’ﬁTltovo Miloserdie, contaln one or more

designated confidants and will be discussed later 'in this

3 -

chapter.
) \ .

Perhaps the most serious charge that has been ievel;éd
at Kniazhnin thé tragedian has been his lack of originai-
" ity.2 Many of his plots were borrowed from  Western
tragedies. As a counterbalance, héwever,'Kniazhnin's neo-
classicist style of language easily surpasses the stirtéd
~language found in Sumarokov's tragedies and .at times that of
Kheraskov's trapedzes. Thematically, Kniazhnin's tragedles
propagate his belief in enlightened qg§poti5m and the imﬁor-
tance of duty and honor.3 '

The use of the designated ‘confidant Hhad diminished

-

somewhat in the tragedies of Kheraskov as compared to those

~

of Sumarokov. In the tragéﬁies of Kniézhninh though, the

designated confidant is emplbyed extensively; some WOrks

1 Stolunin, V[Iadimir Iakovlichl, "Iakov Borisovich
Kniazhnin," in Biblioteka dlia chteniia: zhurnal slo-
vesnosti nauk, khudozhesty, promyshlennosti, novostel 1
mod, Tom 107, Thast' pervaia, Mai, 1850:85.

. Q_Tbld., Chast' vtoraia, Ijun', 1850:132. -

g Turil VeselovskiY, n"IdeYnyY dramaturg ekaterinskgY
pokh1 Kniazbnin 1 ego tragedii," in Veselovskil,
Iurll, Literaturnye ocherki, Tom 1,  vtoroe izdanie
(Moscow: Pechatnoe delo, 1910), p. 338.
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céntain as many as three or four designated confidants.
This chapter will treat the role of the designated confidant
in Kniazhnir's tragedées. In addition, it will be seen
whether the triangulér symmetry basic to the tragedies of

Sumarokov and Kheraskov is also found in those of Kniazhnin.

1. Didona (1769)

Dramatis personae:

Didona : - Karfagenskaia tsaritsa
' - (Carthagipian queen)
EneY - Troianskil kniaz' (Trojan prince)
Iarb - Tsar!.Getul'ski¥ (Klng of Getul")
Antenor - - Soputnik Eneev (EneY's travelling
. companion)
Gias ~ ~ Napersnix Iarbov (Iarb's deSLVnated
confidant)"
Timar - Vel'mozha Didonin (Didona's
' . nobleman)
Eliza = _ - Napersnitsy Didoniny (Didona's

_ Arsina desiznated confidantes) ' -
oA : - Voin, ﬂovorlashchli Didcne
"(Soldier .who speaks to Didona)

= Voiny Iarbovy, voiny Didoniny

ég- (larb's soldiers, Didona's soldiers)

Didona, Kn;azhnin's first significant work and first
trggedy;- was' inspired by the Fourth Canto of Virgil's epic
poém, The Aeneid. 4 Tﬁere is some controversy, however,
over whether ‘tbe tragedy wag reworked~directly from Virgil -
or through anothér work based on Virgil. Kulakova contends
that Xniazhnin took only the-plot from Vlrﬂll and adapted it

L4

to his own specifications.5 Galaknoy, on  the other hand,

v

4 Kulakova,.L[iubov'] I[vanovna), "Ia. B. Kniazhnin,
1740-1791," in Russkie dramaturgi xviii veka, Tom I,
pod redaktsieY G.7 P. Hakogonenko (Leningrad: 1Iskusst-
vo, 1959), p. 30i. . -

5 Ibid.™ -
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maintains that Didona is a ﬂf{ee translation™ of a tragedy
by Lefrané" de Pomﬁignan, an adversary of Veltaire who bor-
rewed the plot from Virgil.6 Stoiuhin, another eritic, also
puplishej a Series,of articles on Kniazhnin in the same year
as Galakhovl‘ S?;iunin,.for gis ﬁart, notes that Didona does
not stand up to cri;ical examination in spite of its great
.ﬁopularity at the 'time:T Furthermore, he contends that
Kniazhnin tqok tge .plot for Didona 'from the Italian
-tragedian, ﬁefastazio.&

Plot

Brieflf, tﬁe blot of the trégeﬂy iS as follows. ':Enef
confides to his tqévelling-companion, Antenor, that he is in
love with the _C;}théginian- quéen, Didona, but hgs been
ordered by the gods to return home to Troy.. Having foreseen
in 2 dream he} lover's imminent depargufe, Didona ﬁries
unsuccessfully to extract a confession of love from.EneY.
Meanwhile, the jealous-larb, King.of Getﬁl', is rejected by
Didona and decides to dispose of hislrival, Ene¥. Res-
trained by his designated confidant from taking rash action,

Iarb proposes marriage to Didona, but his suit is spurned

once again because of her love for EneY.

Later, enraged by EneY's annouricement of his departure.

& A. Galakhov, ™Kniazhnin," in Otechestvennye zapiski
1850 -goda, Tom 69, No. 4 (Sanktpeterburgz: Glazunova 1
KOI_IY: 1850), p. A47. - - '
7 Stoiunin, op. c¢cit., Tom I, Mai, 1850:36-37.

8 Ibid., p. B3. — .
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<

under divine_ordefs;”Diioma decidés to accept Iarb's Apropo-
sal, then diSavgws her intentipn.. Touéhed by Didona's
affection, EneY opposes the deities ‘and  decides to stay.
bverjoyed, Didona makes plans. to hold their wedding in t%e
temple. Iarb ambushes Ene%t at the temple, but Enef defeats

o X . ¥ . .
nim and takes him prisoner. Enel spares his ungrateful cap-

‘tive, who immediately seeks revenze.

Fearinz for EneY's safeﬁy, Antenor finally _convinces
him. to leave the city and break off his relationship with
Didona. "Meanwhile, Iarb succeeds in staging an upfising in
the city. The desperate Didona, wﬁen confronted oy Iarb and
nis troops, ?egs him to slay her. Iarb refuses and renews
nis offer of marriage.' Didona cdmmits suicidé by throwing
nerself into the flames of the burning city. The moral of

thé.tragedy appears to be the folly of unrestrained passion.

Analysis

The three desigzmated confidants in this tragedy appear

.

in the following acts and scenes. :

Act "I Act II Act III Aet IV Ast V

Gias - U3 - 23 -
Eliza’ T (2)3 (2) (2,46 TN\ 1.4
Arsina - - - 203,15 - - 3(H)

Gias, designated confidant-to Iarb, plays a typical

confidant role. In Act 1II, Scene 1 Iarb, angey over the
‘ _ :

love shéred!by EneY and Didona, seeks revenge against EneY.



THE TRAGEDIES OF KNIAZHNIN 147

The designated confidant counsels caution, saying that Iarb
should not forget he has been welcomed as a foreign emissary
to" Carthage.. Iarb's retort that Gias should mind his own
business indicates thé fragile relationship between  desig-
nated confidant and master and also the negative quality of
‘Iarb's character. Gias 1is ineredulous to discover that-
Iarb's passion for Didona has led him to the point where he
is prepared to shed blood and topple Didona from her tnrone.
Gias attributes his master's treacherous plans to his uncon-
trolled passion for Didona and laments, in true confidant
f@shion, the power of passion over reason.
Gias: Khot' pol'za obshchestva Didone to tverdit,
Khot' sam razsudok el za Iarba govorit;
No kak razsudok sliab kogda buntuiut strasti!?
- 0 eslib byt' mogli serdtsa u nas vo vlasti,
Kozda by razum nash nad nami sbladal;.
Liubit*® Didonu Iarb konechno by prestal.
-(Even'if the public weal affirms it to Didona;/
Even if reason speaks to her in Tarb's favor;/
But how weak reason is when passisns rebell/
Oh, if only our hearts were in our power,/
Then our reason would control us;/
Iardb would finally cease to love Didona.) -
In Act IV, Scene 2 Cias, acting as advisor, warns Iarbd

not to ruin his.good reputation, established over a naumber

of yea?s, by a hasty and vengeful action at the temple.

The character of Gias has been singled out °"for some
negative critiﬁism;u Stoiuhin considers it unlikely that an
evil character such as farb would have such an honest and

forthright designated confidant as Gias.g

g Ibid., p. 142.
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Eliza, one of Didona's +two designated confidédntes,
plays an extenslve role, speaking in no:feder than 7 scenes.

In Act I, Scene 3 Eliza serves to revealgDidona'é confession

of lové for Enef.

In Act III, Scene 2 Eliza, acting as domforter, excuses
EneY's absence in the face of an uprisiné'fpmented\by lard
by .suggesting Lthat EneY is at that very moment -endeavoringh
to forestall Iarb.

Eliza: ZioY umysel naﬁtebiavuvidaq“mozhet byt?,
V se¥ chas zlode¥skiY kov on tshehitsia
istrebit.

(Perhaps having seen the evil thoughts
directed toward you,/At this very moment
he [EneY] is endeavoring to destroy the
evil intrigue.)

In Act III, Scene 4 Eliza informs Didona that EneY is
departing Carthage. £Eliza is then instructed to inform EneY
that Didona is dying. In Act III, Scene 6 Eliza, acting as

messenger, announczes EneY's return to the palace (chertogi).

-

In Act IV, Scene 7 Eliza informs Didona that there is
trouble at the temple and advises her mistress not to go

there.

In Act V, Scene 1 Didona, having seen her wedding to

EneY in atdream,'entreats ner designated confidante to seesk.

out Ene¥Y. And finally, in Act V, Scene 4 Eliza reports that
the departing EneY has left a letter which ﬁay bring some-

comfort to Didona,devastated, of course, by the news: of
. : . 3

) . . Oy
EneY's departure. Here Eliza counsels calm but draws a
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sharp rebuke from Didona.
Eliza: Prestan’' terzaiasia, tsaritsa, nas krushit':
Stradaniem ne 1'zia utraty vozvratit', .
I vse stenaniia ton.uzhe naprasny.
. Didona:SoﬁroItes‘ ot menia; mne smerty vse uzhasny!
: Vsé polno kazhetsia izmenoiu v seY chas.
SokroYtes' ot menia, podite! proch' ot glaz.
(Eliza:Cease torturing yourself, Queen, and
disturbing us:
Losses cannot be returned by suffering,
And all your moaning 1is already in vain.
Didona:Be gone from my sizht; all appears horrible
as death to mel!/All seems full qof

unfaithfulness at.this moment./Out of my
sight, be gone from my eyes.)

The loyal Eliza, however, stays to proffer more advice.

- The designated confidante, Eliza, acts as messenger,
advisor and comforter. She also serves as a medium for

Didona to express her thoughts.

Arsiné, Didona's other designated confidante, plays a
more modest role. In  Aet III, Scene 2 she appears along
with Didona's other ﬁesfgnated confidante, Eliza, but speaks
only one line, in which she annouﬁces that a soldier has =a
éecret message to déiiver (worq of the uprising led by
larb}. In Act III, Scene 5 Arsina is alone with Didona..
Again, however she has only one line. Arsina does not try
.to-calm her mistress but only joins.Ld her grief over EneY's

ihtended departure.

:In Act V, Scene 3 Arsina informs - Didona of .EneY's

departure. . When Didona. bemoans her fate as the abandoned
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lover, Arsina, acting as comforter .add _advisor,. encourages
her mistress to forget the "unfaithful" EneY and pull her-
self togeﬁher.

Arsina: Poznav teper', kak strast' liubovnaia vreda,
Tsaritsa bud', zabyv liubov', prezrev
nevernost' - .

(Having discovered now, how harmful love's
passion is,/Be a queen once more, having
forgotten love; having despised/
unfaitnfulness =)

.and
Prestan' ty tshchBtnoe stenan'e ispuskat!,
Zabud'.nevernogo; dnes' dolzhno grad spasat'
(Cease uttering helpless moans,/Forget the
unfaithful one; the city must be saved.)

and

Zabud' togzo tebhia kotory{ sam zabyl,
Za milosti .tvoi vot chem on zaplatil.

N - (Forget him who himself forgot you,/Look
how he has repaid your kindness.)
All threé designated confidants in Didona play tradi-
tional roles as advisor, messenger and comforter, as well as
acting as a medium for the protagonist to express his or her

thoughts. Gias also is cast as advisor of politiecal reason.

Didonalconsisfs of the same <trianfular structure as
found 1in previous ’tragediés. Thg three protagonists -
Didona, Enel -and Iarb - are caught in an eternal triangle.
Didonar and 'Iarb are ‘supported by Fheir designated ponfi—
dénts; Ene¥ by his trévelling'compaAion Antenor, who ﬁay be

considered a confidant. 10

10 Ibid., p. 739. "Eneiu on [Xniazhnin] pridal na-



’ .
~ THE TRAGEDIES OF KNIAZHNIN 151
<

-

2. Viadimir i Iaropolk (1772) . -- -

Dramatis personae:’

laropolk . © - Kniaz'.KievskiY {Prince of Kiev)
Viadimir - Kniaz! NovgorodskiY (Prince of
: Novgorod) .
Rogneda - Kniazhna Polotskaiaz (Polovtsian
.. Princess)
Kleomena - Kniazhna Grecheskaia, plennaia
Sviatoslavom pri pokorenii .

Khersonesa i zhivushchaia-u
laropolka (Greek princess taken »
prisoner during.

the conquest of Kherson and

living at Iaropolk's quarters)

Svadel:® - Vel'mozha Iaropolksv (Iaropolk's
nobleman)
Vadim ' = Vel'mozha Vladimirov (Vliadimir's
_ ) nobleman) -
Valtmira - Napersnitsa Rognedina (Rogneda's

designated confidante)
/ "\

By all accounts Kniazhnin's second tragedy, Vladimir i

laropolk (1772), wWwas a Russiah_ adaptation of Racine's

Andromache.” 11 According to Stoiunin, Kniazhnin. wanted to

stage T"something Russian," so with a scholarly approach

foreign to his father-in-law, Sumarokov, he  examined
<

Nestor's chronicles ' where he discovered an-account of the

love, of Vliadimir NovgorodskiY for the the Polovtsian Print

cess, Rogneda, betrothed- to Vladimir's brother, Iaropolk,
Prince of Kiev. Kniazhnin based his tragedy on , these his-

torical events, but took as his model Racine's play,

persnika v litse [Antenora, kotorogo ne okazalos' u
Metastaziiu. Enmu-to pri .samom nachale tragediti,
ob"iavliaet EneY o vole bogov i o svolm namerenii os-
tavit' Didonu, ne smotria na to, chto vs& uzhe bylo
gotovo k soversheniiu ikh braka.n

11 See Galakhov, op. cit., p. 54} Stoiunin; op. cit.,
Chast' pervaia, "Mai, 7850:43; A. Ia. Maksimovich; Is-_
toriia russkoY literatury, Tom I {Moscow-Leningrad:

Akademiia Nauk S3SRK, 1958), p. 528.
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Andromache. 12

Plot

Yet another tragedy on the dangers of uncontrolled pas-

sion, the plot of Vliadimir i Iafopolk consists of three love

affairs in addition to a political conflict. As mentioned,
Viadimir loves Rogneda, betrothed to Iaropolk." Iaropolk has
been smitten, however, by the Greek PQincess Klecmena, taken
prisoner at Kherson by Sviatoslav. There is the possibility
'that Iaropolk will return Kherson to the Greeks in exchange
for Kleomena and tnus endanger Russia's security. Iaropolk
cannot overcome his passion for Kleomena; Vladimir cannot
overcome his for Rogneda. Kleomené does not love Iaropolk,
however, so Iaropolk tries to force her to come to terms by

threatening her brother, whom he has imprisoned.

-

Eventually—laropolk says he has lost his passion for
Kleomena anﬁ is reconciléd with Rogneda. He is now free to.
deal with Kleomena's brother. Vladimir cannot accept the
reconciliation and swears ﬁhat there will be bloodshed
unless he has Rogneda. To save her brother, Kleomena
pa%}st; Vliadimir's aid, which only tends'to-complicate the

.delicate situation. The inconstant Jaropolk again switches

‘his favors back to Kleomena.

Jilted once more, Rogneda asks Vladimir to slay Iaro-

T2 Stoiunin, op. cit., Chast' pervaia, Mai, 1850: 43.
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polk to avenge her honor, He at-firsﬁ hesitates but, afraid’
of_ being taunted as a coward, finally agrees. Rogneda,
after his initial outbursi, has second thoughts. Vladimir
commits the murder to.curry favor with Rogneda. She is not
overjoyed at this ﬁurn of events but _distraught. Vliadimir
attributes the blame foar his actiqqs to wanton passion and
tries to kill himself but is stopped:by his nobleman, Vadim,

who claims that society still needs him.

.
Analysis
Val'mira is the sole designated confidante in this p
-, //\
tragedy. She appears in the following acts and scenes. K
\“‘\#,

Act I Act II Aet III Act IV Act V

Val'mira - 102) - 1(3)4 2(3)

In Act II, Scene 1 .Val'mira, in contrast-to the typical

désignated confidante, wonders why Rogneda does not seek to

take revenge on Iaropolk for his unfaithfulness.

Val'mira: ...
A dukh, Rpgnedin dukh ne pribegaet k mesti?

) (But the spirit, Rogneda's spirit does
¢ not seek revenge?)
Rogneda tries to defend Iaropolk's actions,but Val'mira
dondemns him roundly which brings Roganeda to tears. Rogneda

lashes out at her designated confidante for remin@ing-ﬁer of:'

Taropolk's caddish behavior. Val'mira, acting as advisor of

r- .
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political reason, tries to convince Rogneda to accept Vladi-

mir as a substitute for 3 husband.

1

In Aet IV, Scene 1 Val'mira, acting as concerned com-

2

forter, wWorries about Rogneda's outﬁardly calm demeanor at
the very moment that Iaropolk is wooinz KXleomena. Val'mira
is also delizhted to-hear that Rogneda wantg to see .Vladi-
mir. In Act. IV, Scene 4 Val'mira, seeing Rogreda's agitated
state, inquiréé_ about .her intentions. Rogneda sends
Val'mirasto discover if Vlédimir is still willing to do her

bidding.

In Act V, Scene 2 Val'mira, acting as . intermediary, - </

relates the wedding ceremony of Iaropolk and Kleomena to a

distrauzht Rogneda. Val'mira tries to describe Iaropolk in
the darkest terms. Rogneda, upset, cuts short the tirade of
her‘designated confidante to swear vengeance. But according
to Val'mira, Vliadimir, extfemel& agipated and bréngishing a
swérd, has gone to the temple whére the wedding has. taken

‘place. Val'mira, mistakenly ‘thinking she is comforting her

-~

mistress, exults in the return of Vliadimir whose ‘hands are

covered in blood. -

Val'mira: Konechno tvoY zlodeY svoYy vek konchaet
: dnes?'. . -
VozraddYsia;,txoia-svershilasia pobeda:
Vladimir obagren.

(Your scoﬁndrel will certainly die today./Rejoice;
your victory is assured: Vladimir is
covered in blood.)

-

In conclusion, Val'mira plays'a rather unorthodox role
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in counselling not restraint, as is typical of designa;ed . i

confidants, but revenge. She advises Fogneda to forget

-

Iaropolk 'aﬁd marry Vladimir. Val'mira even rejoices at the

murder of Iaropolk. ' . ‘ I

N e

In addition to Val'mira there are two other” confidants

at work in this traged&. The nobleman Svadel' and Vadim
adv1se Iaropolx and Vladlml; respectlvely to put aside their
dbfTerences for the sake-of Russia. Theirs is the voice of
reason. Although their roles are extremely’@imited, they do

act as confidants to encourage their respecti??“masfgrS'in

Sthe two love triangles Iying at the base of this tLragedy.

Rogneda laropolk

Viadimir Iaropotk Rogneda -Kleomena
. s : - . N
o Five of the conflidant positions are filled, two with

desiznated confidants.

Rozneda (Vél "mira) Iaropolk (Svadel bR

b Y

" Vladimir - laropolk ; gneda Kleomena
(Vadinm)* - (Svadel')*.JKVal‘mira) (lacking) ~

3. Sofonisba (1787) . _ ' ' —»"’Jgr\ .

)
Dramatis personae: ‘ .

Tsar? NUﬁldSle (Numlééig/K’\g) . e
Zhena eégo, doch' Asdrubdla 3"
brata karfaginskogo Annlbalg .

“(His wife, the daughter of

Asdrubal, brother of Hannibal
of"Carthage)

.o g

Sifaks )
Sofonisbha
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-

Ma7éinissa - Kniaz® Numidsk;Y, podkrep&iaemyi
' - Rimlianami, 1 ishchushehil
svoego nasledstvennogo prestola
-u nego Sifaksom pokhishchénnogo
(Numidian Prince, supported
by the, Romans, .and seeking .
to regain his inherited throne

! seized by Sifaks)

Stsiton - RimskiY konsul (Roman consul)
Legi¥ - Namestnik Stsitonov (Stsiton's

. . local representative)
Nartses - Massinissin napersik (Massinissa's
R .desiznated confidaﬁéq
‘Filon - .PridvornyY Sifaksov (Member of

’ 3ifaks' court) .-

Fenisa . - Hapersnitsy Sifonisbiny
Korisva {Sofonisba's designated

confidantes)

Sofonisba is based d;jéhe tragedy Sophonisba by the
Italian Trissino.13 Trissino, in turn, based his-tragedy on
the legend by the Romanlhistorian Lifj. Accordiﬁg to that
lezend Sophonisba, daugnter  of the Carthaginian consul
Aidrubal and wife of the Numidian Tsar!' Siphax.,, succeeds in
.persuading her husband to ally hims%%f with the Carthag;ni-
ans -and ‘break with the Romans. Siphax is defeated in bat-
tle, however, and is captured by ﬁassinissa, an aily of
Roﬁe. : Smigten 'Hf '$$phqniSba, Maésinissa must sprqhglé to
put duty‘before ﬁassion.{u This iegend was ﬁo&%ﬁiéd by a

number of tragedians, including Voltlire, before it reached

13 According-tos Stoiunin, op. c¢it.,: Chast' vtoraia,
Iiun', 1850:151, Trissino™s tragedy enjoyed a long.
tradition 4in. Russia, starting as early as 1709. So-
phonisba, written in 1524 was not only the first Euro-
pean tragedy_composed by the rules formulated by Artis-
totle, but it spawned imitations or adaptations in many
other European countries. There are 9 wversions 1in
French 1literature, 1 in German, 1 in English, and, of
course, Kniazhnin's.

14 Inid., p. 152.

i’

/\.r\.-“'
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"Kniazhnin,who made some changes, -notably ‘in the contents of

Sofonisbé's letter.15 In econcluding his anaiysis, .Stdpunin,

contends that the uneven quality of Kniazhnin's effort

renders it inferior to Trissino's original.16 -

!
-~

Galakhov, 'on the other hand,' claims that Kniazhnin

adapted his Sofonisba not from Trissino, but from Voltaire's

-

version, 17 though he admits that K Xniazhnin's éffo{?_ does
differ significantly from the Frenphman}s,.espgcially in the

use of "econfidants" (i.e., designated confidants). Galakhdv

-

is of the opinion .that Kniazhnin adds an extra character in

the fonﬁ.of the designated confidante Korisa. 18 Furthermore,

-

. he . bglieves that Kniaihnin needléssly introduces the super-
fluous designated confidant Nartses for Massinf&sa, a role

adequately played by Alama, Siphax' officer iﬁ Voltaire's

Sophonisba. 19 .

Prot - . = . ’ t

Sofonisba is 'a classic study of duty and honor under-
mined by passion. " As the tragedy begins,'Massinissa is

threatéﬁing Carthage -with destruction. To forestall an

attack, Sofonisba writes a conciliatory K letter to Mas-

,sinissé, whom she had'wghted to marry but was prevented from

-

15 The transliterated form-of Sophonisba refers here to
the character in Kniazhnin's tragedy. _
16 Sfoiunin, op. c¢it., Chast' vtoraia, Iiun', 1850:156.
17 Galakhov, op. cit., p. 32. & .

18 Ibid., pp. 37-38.

19 Toid.



3]

THE TRAGEDIES OF KNIAZHNIN , 158

doing so‘ when Massinissa _allied himself with Rome.

Sofonisba admits that she is still passionately in love with.

MaSSité?EE and that her husband, Sifaks, 4s aware of this.

Sifaks\. intercepts the letter and accuses his wife of trea-

'son. Sofonisba, putting duty before passion, swears to - her

husband .that she will kill MasSinissa; her erstwhile lover,
if MasSinissa* glays Sifaks. AS tne time. of .battle
approaches,. ngcnisba agonizes sver the situation, torn as
she is between her paséion for her lover and concern for her

husbg:é and the city of Carthage.
; ‘

Meanwhile, encouraged by news that Sofonisba has writ-
ten what he believes must be a love letter, Massinissa slips
into the city incogqito to meet secretly with -the object of

hgé unextinguished passion. When Massinissa confronts

~ } Sofonisba, she cannot bring herself to take him prisoner but

wishes Thim health and begs him to spare her husband's life-.

~Massinissa is then accosted by Sifaks and-his troops but is

released wnharmed. In the battle tha%t soon follows, Sifaks

kills himself in the field to die an Thonorabdle death. To

\{gave Sofonisba from the enragged Filon, a court favorite of

the late Sifaks, Massinissa encourages Sofonisba to mar}y///

him. She accepts, but Massinissa‘s Roman allies want to

.enslave the daughter and wife afftheir dead enemies. Stsi-

ton, the Roman consul heading the occupying forces, issues
Massinissza an ultimatum - Rome or 'Sofonisba. He chooses

his lover.

rs

e

o
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Massinissa marries Sofonisba and wisely puts his troops .
on alert. Realizing the hop;lessness of the sifuation, how-
ever, Massinissa contemplates killing his bride and theﬁ
committing suicide. . After .the lovers meet for the 1as£
time, Sofonisba takes hekiown life. Tﬁe Romans capture Mas-
sinissa and qffef ;im citizenship. Defiant to the end, the
heartbroken Massini;sé prédiéts Rome's eventual decline and

-

then Kills himself.

Analysis

" .There are three designated confidants at work in this
tragedy. Their act any scene'distribution is as follows.

fet T fAet II Act III Act IV Act V

Nartées L 1(2,3) . - 2 1
Fenisa 102,3,5) " - ,2(3) - -
Xorisva 203 203, 4) - ) - -

w

In Act II, Scene 1 Nartsés, acting as advisor of common
sense oveE passion, counsels his master Massinissa not to
let his love for Sofonisba ruin the aliiance with Rome.
* When Massinissa retorts that Sofonisba takes precedence over
all else, Nartses' persistence results inl the following
excﬂange. |

Massinissa: Kol' Sofonisba, kak prezhde ia liubim.
' Nichto mne i Sifaks i mir i groznyY Rim.
Vot gsg nameren'e, kotoro predpriemliu.
Nartses: No gosugar; “es

-

Massinissa: Nich'ikh .sovetov ia ne vnemliu ...
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*‘(Massinissa :If I am loved by Sofonisba as before./
- ) Then Sifaks, the world
v ' . " and dreaded Rome/Mean nothlng’to me.

Nartses: But my lord ...
Massinissa: I shall listen to the advice of no one ...)

In Act IV, Scene 2 acting as messenger, Nartses informs

[~

his master of the military threat posed by the quans. When
Massinissa breathes defiance, Nartses, acting ' as political
advisor, remihds him of the hopelessness ef their position.
By ignoring Nartses' advice to'approach things rationally,
ﬁas;iniq;a has brought ebout catastrophe. |
Nartses: Vospomni skol'ko nam teper' sud'by SUrovy;
Bez pomoshchi ruka ostavlena tvoia.
Protivu Rima sil s toboY kto stanet?
(Look now how bleak our fates are;/

Tour hand remains helpless./Who will
"stand with you against Rome?)

In Act V, Scene 1 the ‘designated- confidant counsels
" - . - - . - .“ - .-‘ ’
-reason  over passion when Massinissa finally realizes their
desperate situation.

Nartses: Chtobd tron pon sokhranit' prevoznesis' ~
.nad strast'iu.

(To save your throfe, you must rise above

passion.) .
: . it
’ Fenisa, the desiZnated confidante to.Sofonisba, appears

in only a few scenes but doé's play a significant role. In
Act I, Scenel, acting as a medium, she -is responéible for
drawing out Sofonisba's admission of her‘passion far Mas-
Sinissa -and the revelation, which gﬁocks the 1incredulous

designated confidante, that Sofonisba. had written to her



”
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former 1ovgr. When Fenissa presséé for wmore information,
Scfonisba replies in the following exchange, one of the most
revealing in all of Russian tragedy.

Fenisa: I tak liubov'iu grud' tvoia eshche
tomnitsia?

Sofonisba: ...
Ia priznaius'; tebe ia serdtse otkryvaiu,
Chto iz bézplodno strast' moju odolevaiu,

- e e
o
K-

(Fénisa:  4And your breast still aches
with love as much as that?

Sofonisba: ... . .
I admit it; I shall open my heart to you,/
That I cannot overcome my passion.)
In Act III, Scene 1 Fenisa;. in her capacity as
.messeﬁger, .relates the course of the bloody battlie between
thé forces of Massinissz and thoée of Sifaks. In Act 1III,
Sce;é 2 Fenisé; actiné és advisor, urges Sofonisbza, dis-
traught at the news of her husband's death, to woo Mas—
sinissa with her beauty. In proffering this advice, the
designated con%idante prepares the outcome of the tragedy by

encouraging her aistress to side with her lover Massinissa

in what turns'out to be a tragic situatl for +them both.

At the end of Act V, when Sofonisba commits s icide, Fenisa

is nowhere to be found, a reflection of ner‘lack of loyalty.

SofonisQ&‘s other designated confidante, Korisva, plays

a less significant role than that of Fenisz2.20 In Act I,

20 Commenting on the Tact that Korisva's part in the
tragedy amounts to only five lines in Act I and just
two words in Act II, Galakhov considers the use of Kor-

isva superfluous. See Gala%&ij:/gf. cit., pp. 37-38.
- " / | \ - 3 . . -

&« .
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-

Scene 2 Korisva, acting as medium, informs her mistress that

Sifaks has intercepted her letter to Massinissa.

In Act II, Scene 2 Korisva, acting as intermediary,
=]

introduces the "~ disguised Massinissa to Sofonisba as a sol-

dier who has some secret to reveal.

Sofonisba retains the triangular plot structure, seem-

-

ingly a common feature of Russian tragedy, of tnree prota-

gonists, two of whom are at 94ds with the third. Here this

triangle takes the form

of the 'eternal 1love triangle.

Sofonisba is divided between her loyalty to her husband,

'Si}aks,. and her affection for her erstwhile lover, Mas -

'sinissa. The love conflict is directly affected by the pol-

itical conflict, in Wwhich Sifaks and Massinissa eclash on the

battilefield. Two of the three protagonists are supported by

confidants, all of them designated and all playing tradi-

L]

tional-roles as messengers and advisors.

4, Ol'ga (c.. 1775)
« Dramatis personae:

Ol‘ga_

Mal

Sviateslav
Volod

Vdovstvuiushchaia supruga Igoria,
velikogo rossilskogo kniazia
(Widow of Igor', Grand Russian
Prince) i

Kniaz! drevlianski!,‘podv¥astnyi
rossilskim kniaz'iam, “pokhitivshil
prestol rossiYski

“(Drevlian Prince, subordinate

to the Russian princes and

usurper ,of the Russian throne)

Syn Ol'gin (Ol'ga's sog)

Vel 'mozha, vospitavshil
Sviatoslava.v lesakh

(Nobleman, having raised Sviatoslav
in the forest)
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Mirved - Napersnik 0l'gin (Ol ga's de51gnated
. ’ confidant)

Vsevesta - Napersnitsa Ol'gina (Ol'ga's
- " designated confidante)

Zlovred - Napersnik Malov (Mal's designated

confidant)
- Voiny (Soldlers)
- Zhretsy (Priests)

The féct that the traéedy Ol'ga, which appearg to be
Kniathin's fourth, survived the eighteenth century only in
manuscript form has raised questions about its -authenticity
and why it was not published.21 Both questions seem to have
deen satisfactorily answered, however. There appears to be
little doubt that Kniazhnin 1is the author of Ol'ga, 'a
rew?rked versioﬁ of Voltaire's tragedy, Mg}ope (1783).22
Kniazhnin did not consult the original, but relied instead
on-VasiliY Maikov's verse translation, publisned in Moscow
in 1?75,.the latest possible date the play was written.23
Moreové}, Kniazhnin igno;ed, it seems, the historical image
of a cunning, vindictive'ruler, preferring inétead to invent
nis own character for 0l1'ga.24 Indeed, the vengeance wraught
by Mal against the Xievans for previous defeats is the only

historical fact which found its way into the tragedy. -

As far as criticism is concerned, it is 1interesting

that Stoiunin does not mention the tragedy, either because

21 A.P. Mogulianskil, "'0Ol'ga,' Tragediia -Ia.B. Knia-
zhnina,"” in XVIII Vek-Sbornik 3 (Moscow-Leningrad:
Akademiia Nauk 333K, 19587, p. 099. ) -
22 Ibid., pp. 499-502. ‘

23 Toid., p. 499.

24 Toid., p. 502.
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he was unaware that it existed or because he éonsidered it a
mére translation. Galakhov devotes only a few lines to it.
Modern criticism, except for Moguli;nskiY's article, con-~
siéts of a few words here and there concerning the fact that

Kniéihhin'borrowed the plot from Voltaire's M&rope. 25

In answer to the Second question as to why 9;'53 was
not publ}shed during Kniazhnin's lifetime and for years
after his death, MoguliansgiY contends there are 2 number of
reasons. First, he believes ;hat 95'53 1s not an original

.- ” .
WOrk but a reworking (peredelka) of Merppe, which may have

discouraged attempts to publish it as'a separaté tragedy.
Second, Dbecause Ol'ga is artistically infe?iof to
Kozel'skif's Velesana, an originéi tragedy published at
about thélsame time ani dealing with the same historical
period as 9;'53,‘Kniazhninfka§ reiﬁgtant Lo tarnish his good

reputation with an unfaﬁgrable comparison. Third, the

existence of the tragedy was made puolic only in 1886. 26

Plot

Briefly, the plot of 9£f5§ 1s as follows. The Drevlian
Prince Mal has slain the Russian Prince Izor' and seized the
Kievan throne. To forestall opposition to his- tyrannidal
rule, Mal wants to marry Igor''s widow, Ql'ga. Fifﬁeen

years before the action begins, during the seige of “Kiev,
: g g

25 For ‘example, see Kulakova in "Ta. B. TKniazhnins
1T43-1791" in Russkie dramaturgi, op. ¢cit., p. 324.
26 Mogulianskil, op. cit., passim. .
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Ol'za had entrusted Sviatoslav, her only surviving son and
heir to the throne, to the nobleman Volod to-be'raised in
safety deep in the forest éhd. away from Mal. Mal, of
course, secretly desires to find and kill Sviatoslav, the
sale legitima?é heir to phe throne. Mal proclaimsl’gybliély
that his marriage to Ol'ga will 1egitimize Sviatoslav as the
rightful neir when HMal dies. Also, the Kiévan ndbles,
afraid of Mal, urze the stubborn 0l'ga to stabilize the pel-

itical situation. Mal impatiently orders Ol'ga to choose

between marriage or the dungeon.

It is falsely reported that Sviatoslév has beeﬁ slain
in the forest by a bandit. A suspect in the murder 1is
brouzht to the court. 0l'ga, distraught by the report of
her son's allezed death, finally agreés to wed Mal, but only
if she herself is permitted to execute the murderer.. It is
soon discovered that the "murderer" is really Sviatoslav.
Now 0l'ga must devise a way to keep his identity secret from
Mal, but at the same time not arouse suspicion by failing to
execzute fhe man who is really her son. But Mal is wary when

he sees that Ol'ga's mood has inexplicably.improved.

The.tragedy reaches its climax when 0Ol'ga admits to Mal
that she will not slay "the suspect™ because he is ﬁer son.
She then offers to wed Mal 1in exchange for SQiatoslav's
l1ife. Mal readily accepts but Sviatoslav defiantly rejects
thé arrangement and is led away. Forced to witness the wed -

ding ceremony of his mother and Mal, Sviatoslav, who refuses

¢
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to bow and scrape‘ before the ty?ant, suddenly seizes a
poleaxe and slays him. Sviatoslav then succeeds in convinc-
ing the soldiers and masses of his legitimacy as Igor''s

successor and wins the day.

Analysis

There are three designated confidants in this Lragedy.
Tneir act and scene distribution is as follows.
Act I Act II A2t III “Act IV Act V

Mirved 2 1,2,3,5 4,5 (2) 1(2,3,8

Vsevesta 1,2(3) 2,3,4,5 2,3,4 2 .- (2, 3,4
(8)7
Zlovred 4 6 - i 3(4)

The most rema;kable characteristic of Mirved, one of
Ol'ga's two desiinated confidaﬂts, is that he is a male con-
fidant to a female protagonist. All other designated confi-
dants anq confidantes examined in the forty trazedies
analyzed fg_this dissertation have been of the same sex as
their maéters and mistresses. If it is assumed that the
sexes differ psychologically, then the notion that the

designated confidant represents a subconscious projection of

1&%;nmster or mistress may be weakened'by tﬁe use of Mirved.
o ¢,

In Act I: Scene 2 Mirved, actinz as messenger, reports

to 0l'ga on his unsuccessful efforts to find Sviatoslav, as.
well as the climate of fear Mal nas created among the ‘peo—

ple. But he contends that the spark of rebellion ecosuld be

oo
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ignited by tﬁe appearance of Sviatoslav.

In Act II, Scene 1 Mirved, again acting as messenger,
announces the death of a young man near the city. Acting as
comforter, Mirved then proceeds go calm Ol'ga who is worried .
it m=ight have been her son Sviatoslavl The desiénated con-
fidant plays here the‘tradit;onal role’of trying to soothe
the troubled spirit of master or mistress.

Mirved: Ty strakha ukroti tvoY dukh smutivshi-
volny.

(Calm the waves of fear agonizing your
soul.) » T

Acting as advisor of the politically advantageous course, ,
Mirved also counsels Ol'ga to marry for the sakel»f all con-
cerned., . -

Mirved: ... _
"5 tiranem brak Khotia tebia 1 oskorbliaet,
No nepremepnno ves' togo narod zhelaet.
Gb@iashchiY zavsegda tebia tde;rok - seY
styd
Neobkhodimost'iu teper' uzhe tvorit:
Lish' v brake sem tebe ostalosis spasen'e,
V n¥m synu tvoemu nasledstva vozvrashchen'e;
Vel'mozhi, voiny, zhretsy - vse mysliat
tak, .
Chto byt' neobkhodim sef dolzhen nyne brak.

1

(Although marriage to the tyrant dishonors

you/That 1s exactly what the whole populace desires..
Your fate, always pursuing you, has now

made this shame a2 necessity:/0Only in ’
this marriage lies your salvation,/Lies

the way to return the inhéritance to your

son ;/Nobleman, soldiers, priests - all

agree,/That this wedding is now necessary.)

In Act II, Scene 3 Mirved, counselling restraint, tries,
to prevent O0l'ga from_ any precipitous action which would

jeopardize Sviatoslav's safety, should he appear. Elsewhere
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4

in this scene and Act II Mirved acts as messenger.,

In Act III, Scene 4 Mirved gives bad advice in urging
Ol'ga not to delay the execution of the young stranger she
thinks has killed her son. Ol'ga must act rationally,
according to nature and law.

Mirved: Pochto ty medlish' kazn'. Razi, otmsti
skoreY
Prirodu i zakon i nashikh krov' kniazeY.
{Why do yéu delay the execution! Strike,
and avenge directly/Nature and the law
and the blood of ocur princes.) :

In Act III, Scene 5, 1in order to ~save Sviatoslav,

Mirved agailn urges Oi'ga to marry Mal. Here the designated‘

confidant advocates the politically éxpedient course .of mar--

riage to the monarch.

In Act V,’S;ene 1 Mirved preaches reason over passion

. ™

te Ol'gza. o -

Mirved: ...
Sheri rassudok son, vo¥di sama v sebia,

Krepis': ne slabeY, bedami ustrashenna,

(Pull yourSelf.toge;her/Strengthen your 4 -
reason: do not be weak, frightened by ™
misfortune,) ' ©

L4

Mirved, a good example of a typical designated confi-

dant, acts ds messenger, comforter and advisor of political

reason. :Forthnateiy for her son, Ol'gé. does not follow s

-]

Mirved's advice, particularly ‘when.he urges Ol'ga to have

the stranger . (really Sviatoslav) executed. . -
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The ubiguitous Vsevesta is probably the most active of
all designated confidants'encquntere&\i&}ﬁussian neoclassi-
cist tragedy. She has speaking parts n 12 scenes and

“appears .in 5 others. In. Act I, Scene 1 Vsevesta, like
Mirved, advises Ol'ga to mafry Mal to save Sviatoslav. The
designated confidante obserst.that Mal has indeed made an
- . - ) ) .
effort to control his tyrannical temper. Here Vsevesta
counsels, as does Mirved,-a "rational" solution to a politi-
cal problem. The advice.of ;hé two designated confidants

' -
notwithstanding, it is difficult to see how Ol'ga can be
: - &
expected to wed her husband's murderer. In Act I, Scene 2
Vsevesta counsels Ol'ga to restrain herself.
Vsevesta: ?restaq' ty goresti vdaﬁat'sia bezpoleznoY,
© Naprasen, mozhet byt', v ochikh tvoikh 4
tok siBznyX:. ! :
Ny
(Cease surrendering to useless grief,/
In your eyes a torrent of tears is perhaps.
in vain. ) ‘

In Act II, Scene 4 Vsevesta again counsels her mistress

to choose the politically expedient course of marriage to

Mal.
Vsevesta: Vse zret' tebia. Knotiat ottsov tvoikh
.+ na trone: R
Delis's tiranom vlast' smiagchi eB v
Korone. T

(Everybody is watching you. They want

a member of the royal family on the
throne:/Sharing power with the tyrant,
you mitigate it _while wearing the crown.)

-~ -

In Act II, Scene 7 Vsevesta again advises Ol'ga-tqé?ésq

0 " ?

~ train herself. . N N
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Ol'ga: P T >
Za syna svoego lish' tol'ko otomshchu,
ST V tot ¢chas 1 zhizn' svoiu neshchastnu
prekrashchu. ' >
Vsevesta: Dlia imieni bozov: ... ~
0l'gas Prestan' o nikh veshchati!

(Ol'ga: “I seek revenge only for my éon,/
N A - And then I shall putf an end to my own
unhappy life. i

Vsevesta: In the name of the gods_....
~ :

Ol'ga: Cease to invoke their names!)

In Act III, Scene 2 Vsevesta, acting as- intermediary,

meets with Volod, Sviaztoslav's guardian. In QEL,iIEQ'Séené

Y

L, on learnids that she has almost executed her ‘own son,

Ol'ga .falls into Vseves®s arms.

would be doomed. . . - e

AW

s
o

In Act V, Scene 1 Vsevesta, ever persistent, again
. AL i

i

- . - I ;
counsels 0Ol'ga to honor her agreement to marry Mal. If

Ol'ga were to commit suicide, concludes Vsevesta, Sviatoslav,

i)

. Vsevesta acts as messenger, comforter and advisor of

-
] -

A
Lo accept Mal's pro-
. ~ - ~ :
pbsal.of'marriage is tdken only reluctantly whers Sviatoslav

political reason. _Her advice to 01
i's” in  real peril. Even 1f her warnings are not always
heeded, Vsevesta never opposes her wmistress but remains
loyal. : A

'_ 3 M , . ) )
Zlovre&%ﬁ%ﬁe>dbsignated confidant. to Mal, advises evil,

‘as his Qery name indicates.27’In Act I, Scene Zlo#rgd

.’
-

- 27 7Ic means evil 1in Russian; vredit®, to harm.

0 . s

. /)/\\//_/F\\ . B ﬁf". ) - : y : . G/~

.
-

a
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suggests to-Mal that he rule with reason and reject his pas-
sion for Ol'ga.
Zlovred: No schast'e 1' odno tebia iavit v korone?
TvoY razum, gosudar', tebia krepit na
‘ trone ... :
(But will happiness alone help you

) wear the crown?/Your reason, my lord,
will Keep you on the throne ...)

Zlovred also makes known his readiness to “do Mal's dirty

worx and slay both Volodiand Sviatoslav, should they appear.

In Act II,/ Scene 6, Zlovred, acting as messenger, _con-

veys to Ol'gé L's offer of marriage. Acting as intermedi-

.ary Zlovred tries to soften in Ol'ga’'s eyes—-Mal's tyrannical

image.

in Act IV, Scene 1 Zlovred, acfting as messenger,
reports to Mal that the young man suspected of the muriér of
Syiatoslqv does nop appear ﬁo be a common criminal. ;Unbek-
ﬁownst 'té both Zlovred and Mal, the‘murder suépect~is Sv}é-
toslav himself. . =« o ‘

o

Zlovred: Skazati ia derzailu,
Chto ia ego iz tekh ubiltsu ne schltalu,,,,
_Kotory izbrany tebe -sluzhiti mnoY . =

(I dare say,/That I do not consider him
one of those murderers,/Whom I select
to serve you.)

~ - .

In ﬁcﬁ V, Scene 3 Zlovred demcnsghayes his 1loyalty to”
Mal by fighting to salvage bis paster's reputation. After
Sviatoslav slays Mai;l21qued, acting as independent agent,
seizes the fallen Mal's 'sword and appe;ls Lo ;hq*masses_go

avenge the tyrant who has slain the monarch. Mirved in turn

4 -

N
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takes the sword from Zloyfed. In the ensuing public qébate
over Syiaﬁoslav's rigﬁt to claim thé throne, Zlovred, ;cting
agaiﬁ as agent for his dead master, attempts to convince the
-populqce that Sviatoslav is an iﬁpostdrh and should not,
therefore, aséénd the throne. |
| Zlovred: Ne ve%'te, vainy, ne Igorev syn.
Stydites', strannix vash previd&t
vliastelin! -
(Soldiers, 4o not believe him; he is n&t

Igor''s son./You would be ashamed should
a stranger become your ruler!) :

*

Zlovred, the designated confidaat, acts as 'messenger,
intermediary, advisor" of reason (to evil ends) and also as

an independent agent after his master's death.

- Ol'ga continues the tradition of triangular plot struc-
.ture. The three protagonists are locked in p;litical and
lave bonflicts. Mal lovés Ol'ga but she does not love him,
out of memorf' for Igor}, slain by Mal who in turn oppbses"
Sviatos;av, son of Igor' and Ol'ga, and legitimate heir tg

the thizke. Sviatoslav, for his part, seeks uengéance
aééinst Lhe- usurper who murdered his father and now wWoos his
mother. Two of the £hree protagonists, Mal and Ol'gé, have
confidahts, all of themé%esighated. All three designated
confidants act as méssengers and adviéors of political rea-
son.gxﬁkrved and Vsevesta also comfort eir mistress;

Zlovred acts as an independent agent'after Mal's-death.

5. Rosslav (1#8#) . . -

Dramatis personae:



T

Pl LI

THE TRAGEDIES OF KNIAZHNIN 173

Khristiern ~X" - Tiran vladeiushchiY Danieiu i
- : Shvetsieiu (Tyrant ruling Denmark
and Swedern) .
. - - Polkovodets Khristiernov (Kristierr's
military commander) :

-

Adel: _ -~ Napersnik Kedarov (Kedar's'designated
- e cornfidant) '
Zafira - Kniazhna, ostatok roda prezhnikh

shvedskikh pravitele¥ (Princess,
last surviving member of "2 house -
. of Swedish rulers)
Rosslav - Polkovcdets RossiYskcY v plery
' u Khristierra (Russiar military
commander imprisored by Khristierr)
Liubomir - Poslarrnik RossiY¥skoY (Russiar
emissary) :
- Voiny Khristierrovy (Khristierr's
trocops) ) - oy
- Narcd {(Th®e masses) :

N
Pioct

(%]

Like Kniazhrin's brevious iragedies, Rosslav expldres
the " ceorflict Dbetween duty and 1ovq,'but.it also corveys a.

.

strorg patriotic theme.

<

The political e¢orflicet involves .}he Darnish tyrant,
Knristierr,, who has subjugated Sweder ard imprisored the
Russiar military commarder Rosslav for refusing td reveal
the hidinf‘place of. rebek Sdediéh forces. Khristierr's mil-
itary chief, Kedar, is an old friernd and comrade-iﬁL;rms of
Rgféiav, with whom he fought the Sarmatiars. Rosslav wants

Kedar to interve?e with Khristierr to have him freed which

puts "Kedar, of course, irn a dilemma. Liubomir, a Russiar

i . s .. . . o
emissary, offers to exchange some Russiar cities for the

»> .

release of Rqsélav, but the patriotic Rosslav will hear

rothing of it ard anpnounces that he is prepared to &ie for

- . ’ - . -
N .
- - .
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his country's honor. .

The love conflict, in ths/bESt'tradition ef Sumarockov,
complicates the plot. Rosslav is in love with Zaflra, a

Swedish princess who is, in turn, Betrothed to Khrlstlern

Karistiern refuses Liubomir's offe:\\%gige;change the
Russian cities Lo secure Rosslav's release. Only if Rosslav
divulges the Hiding place of the‘Swedish rebels will he go
free. Rosslav, placing the security of-the Russian state
above his own personal safety,‘swears never }p reveal the

secret. Khristiern woulsd prefer Lo execute Rosslav but can-

not bgfore extractlnv the secret, whiech he considers .even

-

Py

more important than his_ love for Zafira. When tﬁé dis-
traught iafira attempts spiciee, the remorseful Rosslav
finally breaks andg agreeé to flee. Meanwhile, other charac-
ters are. working to resolve the crisis.:. Kedar offers his

erstwhile friend the opportunity to commit suicide, and
! ~

L

: Lidﬁb@ir summons the help of the Swedish rebels led by Gus-
.. . . = - - R ]

ﬂeving once ‘discovered Zafira's feelings for Rosslav,
Knristiern, considering himself betrayed orders her to be
tortured and ‘executed before Ross;av's eyes and then-decrees
that Rosslav himself be killed. In addition, Khristiern
gives the command that Gustev 1s to be ambusheg_ and slain.”
Desperate, Zafira offers to marry Knhristiern if he will
spare Rosslav. The tragedy reaches its climax wheq an angry

mob tears Kedar to pieces as he tries to stop Gustav and his



%

THE TRAGEDIES OF KNIAZHNIN Lo 175

! ~

forces who arrive in time to prevent Khristiern from execut-
ing Rosslav. Khristiern then commits suicide and the lovers

: Rosslav and Zafiré are free ib consummate their affair.

>

Russia's honor, of course, remains intact.

Analysis ' :

In th}s tragedy the plot is reminiscent of Sumarokov;p
tracgedies in thaf the 1love conflict is contingent on the
resolution of the political conflict. Rosslav and Zafira
are unable to consummate tgeir affair not only because of
the tyranny of Khristiern but3 because Rosslav .must act

-honorabyq toward his country.

s

As far as criticism is concerned, Stoiunin considers
Rosslav one of Kniazhnin's best tragedies, even though the

characters are . generally one-sided. Also, he finds it

unlikely that the Swedish masses would rally to the side of
two foreigners, Gustav and-RossiaV, instead of to Kedar.28
It should Se mentioned, Stoiunin's comments notwithstanding,
® that the characterization is indeed stréng, especiaily that
-_qf,gosslav, who finds himself in a dilemma and wavers in his
acbions'accprding to the cirbumstancgs: and that of Kedar,

who' finds it difficdlt to side with his monarch agqinst\an

old friend. T ’

s

28 Stoiunin, op- cit., Chast' vtoraia, Iiun', 1850: 166.
For ,some 1inexplicable reason Stoiunin contends that
Gustav is a foreigner, that is, not Swedish. There is
nothing in the pragedx7to“support this view.

-
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There'is.only one designated confidant in this tragedy
ang his act and scene distribupion is as follows.

Aet T Act II Aot IIT Act IV ¥ Y\

Adel' @ - 1 - - . _-%u_

Althbugh hg appears in only two scenes, Adelf, Kedar's

A
B 1%
scene, Act I, Scene 1, Adel: sinsg ~ master's. praises. S

- !

designated confidant, does have many\i:neS{. In the opening
hi

Kedar, however, suffering from pangs of coascience, reveals
his secrets to Adel:. ‘Kedar relates hoﬁ he héé once beeﬁ
friends with the courageous Rosslav,lwhom he still admireé,
and admits that nhe himself is not a great ﬁiiitary. leade?.
Kedar al;ﬁ reveals that he too, like Ro%slav, has fallen in
love with Zafira and is now Rosslav's rival in love. Adel

is incredulous at this news and, acting as advisor, counsels

cautloni \ N
,\\Ajgl': Chto slyshu gosudar'!
Kedar: Liuteishei strasti glast |
' Ia zhertva goresta Zafirinykh zaraz! I3
Adel': Prel'shchat'sia sei kniazhnoi, kakoe«//
derznovenie, v '
' Ili, snedaia v vek v molchanii muchen'e,
Bezplodno khochesh' ty siiu kniazhnu liubit?',
{ Kotoru tsar' sudil svoei suprugzoi byt'?

vedaesh' ego k Zafire plamen’' strasti;
Strashisia razdrazhit' ego zhestokost® vlasti;
Ty znaesh' zlost' ego.

(Adel':What do I hear, my lord! -
Kedar: The voice of cruellest passion!/

become the sad vietim of Zafir,
infections.

have

Adel': ‘-To fall in love with this "princess, what
daring,/Or, forever in tortured silence,/
You want to love in vain this princess,/

- - . . o -
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Whom the King judges his spouse to be?/
You know of his flame of passion for
Zafira;/Be careful not to rcouse the force
of cruelty;/You know his anger.)

Kedar, of course, 1is wunder no 1illusions concerning
Khristiern's terrible temper. He also knows that Khristiern
wants to marry Zafira in order to ingratiate himself with
the masses. In addition, Kedar is aware of Zafira's revul-
sion for the monarch and therefore thinks ne stands a chance
to win her hand for himself in spite of her love for
Rosslav. Kedar freely admits that his actions are ruled by

. _ P

passion and dreams of glory. Nobody, he vows, will stand in

his way, including his former comrade-in-arms, Rosslav.

. .
In Act 'V, Scene 6 Adel', acting as messenger, reportis

to the tyrant that his military commander and last hope,
Kedar, has been "torn to pieces" by the angry magses .for
having planned tg. executé‘ Rosslav. Adel' also announces
tnat Gustav and the angry mob are poised at' the gates of

Khristiern's castle and that everywhere Khristiern's troops

are hard pressed to ward off the rebels.

Adel''s role as designated confidant 1is limited. He
serves mainly as messenger and counsellor to his hapless

master. He also acts as a sounding board for Kedar.

-

The triangular symmetry of plot structure witnessed
~elsewhere 1is intact here but in a more complicated form.
The tyrannical ruler is opposed to the young lovers because

he desires the young woman for himself and considers the
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young man a political threat. ‘However, a seéondary charac-

ter, Kedar, is also 'in love with the young woman and is torn

between her and loyalty to hisg friend and prisoner,‘Rosslav.

There exist, then, two eternal triangles: ‘Xhristiern,

Rosslav and Zafira; and Kedar, Rosslav, and Zafira.

Kedar 1s by far the most interesting character 'in this
trégedy. He 1is ﬁorn in many different directions - by his
l&ve for Zafira, hﬁs admiration and friendship, still " warm, -
for Rosslav, his guilt over having betrayed his country, his:

disgust for Khristiern yét his willingness ‘to act as - his

~ henchman. Every side of Kedar's character is exposed'to the

\

designated confidant, 2 device. Kniazhnin employs.Q;th'skill.
Interestingly; Kedar als&égplays the rpole of confidant to .-

Khristiern.

Of the three protagonlsts - Khristiern, . Rosslav, and
Zaflra - only Khristiern 1s counselled by a confidant,,the
- - *

e
secondary character. Xedar. Kedar himself confides in Adel?,

the only desiagnated confidant in the tragedy.

6. ~Vladislan (c. 1786)29
Dramatis personae:
Vladislan _ - Kniaz' SlavianskiY, kot

mertvym pochutaiut - (Slavic prlqce,
thought dead) W\

Plamira Co ‘ -, Supruga -ego (His wife)
Vel 'kar . ~ Mladenets, ikh syﬂ (A young boy,
- .their son)
- Vitozar ’ - Perva vel 'mozha (Chlef nobleman)

29 Mogulianskil fixes the date of composition as 1786.
See MogulianskiY, op. ¢it., p. 503. | e - 8

.g,é/ )
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Izbar : - Vitozarov Rapersnikx (Vitozar's
. designated confidant)
Vanir - - Starik:'predann;Y Vladislanu
_ _ (0ld man, devoted to Vladislan)
Zenida - Napersnitsa Plamirina (Plamira's
designated confidante)
. - Narod (Masses)
- Voiny (Soldiers)

The origin of the tragedy Vladislan is a matter of con-
tention. The pritic Stoiunin, who if anything, is thorough,
contends that Vliadislan, which'he says "consists of amorous
moans and sighs,"BO‘was modelled on Voltaire's Mérope. //In
this tragedy, which tzkes place in the Gree¥ ,city of Mes-
sina, Rusfont, a desiendanﬁ'of Hercules, is slain by the
forced- to wed Polyfont to save égist. He rebels, kié&s

Polyfont and M&rope returns to the throne.31

Kniazhnin modified Volbtaire's plot. He adds a love

.conflict, provides his characters with Slavic names, and has

- the monarch revealed as alive. In addition, the designated

confidant ©prevents the heroine, Plamira (Mérope), from tak-

. . "
ing her own life.
. s

-

Gukovski¥ zgrees with Stoiunin concerning the origin of
g -

-

.. the: tragedy, saying it was . created on the model of

3

Voltaire's tragedies, although he does not specify the exact

source.32 Gukovskif‘s main criticism of the, tragedy its

"mbral tone" {moral'naia okraska) which, he says, Knial hnin

50 Stoiunin, op. Cit., Chast' vtoraia, Iiun', 1850:158.
31 Ibid. - -
32 Guﬁoyksi¥,_93g cit., p-;78. . s
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omitted in other_tfagedies.33 In addition, GukovskiY is dis-
_turbéd by the cumbersome;plgthora'of effects, such as the
chorus, the members of which beﬁoan the prince's fate or
bare their §words; the coffin from within which the frince's
voice is heard; the heros's Smail son throwing down the
gauntl@t to the tyrant. On. the other hand, GukovskiY
credits Kniazhnin with a highly develop;; plot of "édventure
and péychdlogi:al events" reinforced with "animaégg\dialo-

Jue."34

Finally, MogulianskiY ignores any 1link to Voltaire's
MErope and c¢laims instead that Vladislan was inspired by
23'53' an earlier tragejy by Kniazhnin discussed in this
chapter. MggulianskiY adduces various pieces of c&ntextual
evidence to lend éupport £o his theory;35 It is difficult to

; .

determine whether Vladislan was vagded solely on Ol'ga, but

there is no doubt that the(e ar3§§trong similarities between

/

the two worszs, ’

Plot ~

Br'ofiii the plot is as follows. The Princess Plamira

mourns er ﬂéte husband, Prince Viadislan, allegedly killed
suppressieg a rebellion against his rule. In her grief, she
entrusts her young son Vel'kar to Vitozar, chief noble.

Vitozar, it turns out, had plotted the "ubrising - against

23 lbid.
34 Ibid. . ' .
35 TozulianskiY, op. cit., pp. 503-504., . ‘
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Vladislan because of his passion for Plamira. Now, ~ after

Vladislan's - apparent demise, Vitozar suffers pahgs of con-

)

science, and cannot bring himself to seize the throne. His

-
-

love for Plamira, however, remains undiminished.
: : &

Meanwhile, Vladislan is not dead but has merely been
hiding, _géﬁting for the right moment to reappear. He knows
that Vitozé? was the instigator of the reﬁelliOn ,ahd when
Vladislan dlscovers that Plamlra helped Vltozar to claim the-
throne he %on51ders her a traitor as well. Vladislan
instrpcts Vémif'to spread- the rumér that the Prince is still
alive. Having finally ascended the throne, - Vltozar
enslaved by his passion, tries to force Plamira to marry him
by threatening to kill her snould she refuse. Plamira, true
to the memory of her "laten" Husband‘ prefers death. Vel 'kar
accuses Izbar, Vitozar's deSLgnated confldant of aﬁtémpting
L0 persuade him. to ag\ept Vitozar as hls father.

} N

’

" The thareat of”éttack'by the . opvortunistic Pechaqggs,

who .nave laid seige. to the city, only aggravates the pOlltl-'
cal turmoil. The nobles rally to Vitozar's cause as they

believe he 1is the only leader capable of repelling the'

-

Pechenegs. The Pechenegs offer to make peace in exchdnge -

for Vel'kar, lawful heir to the throne if Viadislén is

indeed dead. Vitozar seizes this oprortunity by prémising .

- not. %o surrender Vel’kar to the Pechenegs, and thus to cer--

tain death if Plamlra accepts his proposal of marriage.

~

In “despdir Plamira plans ’;uicide. She. 1is, soon
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" discovered gy #iadisiah, who tries-to kill his ‘wife fo; hav-

. . _ _ .\ :
ing aliegediy committed treagsn. Vamir inp?rvenes to pro-
vide her the opbortunity to explain her actions and thus
save hérself. Meanwhile, Vel 'kar has been taken hostage ™ by
Vitozar, who appeé;s at Vladelan'S.gna[éﬂtosorder it razed.
Vladislan finally amerzes and gucceeds in Fallying the popu-
lace <tq _his-_c;;seﬂat the same time that the_youngﬁVeL'kéH-
disarns his guasvrd, izﬁéL.H‘Then Vitozar breaks dan; adhits o
nis wrongs apd hapes thatlhis.example will be a lesson éo
otners. Vladislan grants the former tyrant mercy, but CYTts-

zar chooses suicgcide. -

Analysis
Y

e

Py

Vlzdislan Bas been the subject of harsh critic#sm by

toiunin. First, he calls the tragedy a "most ill-

conceivedn (samaia neobdumannaia) Wworx, 1its plbtrso-undieldy
. L \ . : et .
. “ﬂbt 1t 1s difficult to read. Stoiunin's critical comments--
focus on a certain lack of plausipility and realism in twé

trazedy. 36

The desiznated confidants in the tragedy appear in . 'the.
following acts and scenes. L

Act I Act II Act III Act IV Act 'V

Izbar ' (3)4 - 3(4,5,6) - .3 S RN
Zenida 1,2(3) = 1(2,3,4, 3 -
5 . : -

36 Stoiunia, op. ¢it., Chast' ?toraia,,Iiun',_1850:161._' -
.- ¢ . t . ’ ’

- . . . o - o~
: " / K L . .

&



" Jacting as comforter, tries to-calm, hiﬁ?

:-Stlll be :allve,' Izbar wlns hlS maste? s trust. Vliadislan
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In Act I, Scene L Izbar swears allegianbe' to Vitozar
for havzng ralsed him from the dregs qg society. | | : -

1

Izbar: Moe userdie izvestno vs& tebe, T
Toboiu soderzhig v vozvyshennoY sud'be,
Kuda menia vozveél iz nizosti ty mraka,

o Ia dolzhen vsem tebe, i samu zhlzn' moiu.

« o =
-

(You Xnow the reason for my-zeal,/

. Because of you fate has been klnd /You
have raised me from ‘the gloomy depths ./
1 owe everything to you; even my life. )

-

\ Izbar's credemtials as an absolutély loyal designated ﬁﬁk‘-

- T

confidant are thus establlshed early and flrmly. In addi-

tion, the ratlonale is provtded for thlS undy;ng devotion.
- ==

'Izvar does play his role as comfzrter and: medlum, however.

He 1nqu1res as to the real reason for Vltozar‘s desp ir.

* Izvar :..Progik .um ne mogu 1a.gorest1 tvoeY .fo-

' (I- cannot fathom- your mind to know your
grlef ces) T s

gventually Vitozar revéals'his péssron for Plamira and

'hiS,éqilt_at,héving‘plbtted againsﬁJVlaaislanl Izbar, again

[

© Izbar: Vo 1zum1en11 tvoi vostorgl zria, - °
" Ne vizhu, chem sebia porochnym ty tvoria o
! t:"‘\\

T o Vozmozhesh' ukorit’ tv01u smlatennu dush

(In light of your trlunphs /1 am surprlsed/

And cannot see 'why you reproach yourself,/ \

...  How ecan you reproach your downtrodden , w
soul?) ' .

By tPYlnthO allay Vltozar 5 fears that Vladisfan may . )

(LY
?

also underscores the synblotlc relatlonsnlp of master .and

K
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designated confidant..

Vitozar: Izbér, sud 'bu moiu tebe vruchaiuia,
- Vo schastii mo¥m vkliuchenna chast' tvoia:

(Izbar, entrusting my destiny to.you,
- Your fate depends on my happiness:...)

In Act TII, Scene 3 Izbar, acting as messenger, conveys
an offer ;o Hold peace talks with the Pechenegs. The desig-
nated confidant is sh&wn working“hand'in glove with his mas-
ter.. In Act TIII, Scene 7 Izbar, acting as messenger and
agent; informs Vamir of Plamira's impending wedding and then
threatens the old man if he continues to provide shelter to
the hermit (strannik) .who, unbeknownst to Izbér, is- really

_ Vladislan.

fq Act V, Scene 3 Izbar threatens Vel'kar, who is under
his "care,"™ but the b&y disarms_ Izbar and changes the
denouement of the tragedy. Vitozar “commits suicide and
wﬁile dying reproaches Izbar for having instigated his
crimes. Izbar, i; contraSth\accompanies his haster .to the
grave b& taking his own life. Izéff performs the;functiéns
of comforter, medium, messenger and_agent for his master.
His ioyal£y never wévers,

L]

Zeniaa, Plamira's designated confidante, also plays_'an
gctive role. In Act I, Scene 1, acting as comforter to her
mistress, she'enpreats the chorus not tp cause her mistress

even more grief. In fict I, Scene 2 Zenida, acting as advi-

sor of political wisdom, counsels Plamira to marry Vitozar



-

Zenida}>écting as political advisor, suggests to her mis—

- -
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in order to give her people a2 gueen ‘and guarantee her son's

safety.

In Act III, Scene 1, Wwhen Plamira is distreséédw t.0

observi how Vitozar has so brazenly seized the throne,

Y

-

tress +that she should appeal to the people for support and

fule as if nothing had happened. ..
- ' =

In Act If, Scene 3 Zenida accompanies her mistress as
she visits her husband's grévé. When the grief-stricken
Plamira contemplates suicide, Zenida, again ready with
rational advice, reminds her not to abandon her son 4o Vito-

zzar.

Zenida plays the typical designated ccnfidant role of

conforter and advisor. 1In addition, her advice is decidedly

" political. The plot of this tragedy exhibits a remarkably

clear-cut triangular sypoetry. There is the éternéi‘trian-
gle of Vitozar who covets Plamira, wife of his 'deadly and
allegedly  dead Krival, Tladislan. Plamira, of course,
remains loyzl fo her husband with whom she is reunited. only
after the political coénflict is resolved. Since Vamir mighs
5e considered a confidant because he.comforts Viadislan in
Act IV, Scene 2, all three rrotagonists are Supported by

confidants.

7.  Vadim Novgoroaski¥ (178g)
) 1.4

Dramatis personae:



[
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Rurik - e - Kniaz!® Novgorodsle (Prznce of
o . Novgorod)
Vadim =~ +— Posadnik i polkovodets (Chief

political and military offjicer
of Novgorod)

Ramida - - Doch' ego (His daughter)

Prenest - Posadniki (Political officers)

Vigor

Izved . - Napersnik Rurikov (Rurik's
designated confidant)

Selena - Napersnitsa Ramidina {(Ramida's

designated confidante)
- Voiny (Soldiers)
- Narod:(Masses)

~

The political significance of Xniazhnin's last tragedy,

Vadin Novgorodskig, written the -same year as the French

Revolution, has understandably evoked considerable contro-
versy, witnessed Dby the fact that this tragédy was neither
staged nor publiéhed during Kniazhnin's lifefime.S? There
has been nuch discussion in Sovief critical works,38 eépe—
ciéllg over the‘supposedlj anti-mohérchist, anti—absolutisf

tone ¢f the tragedy.39 The ObJECu of this dissertation, how-

ever, 1s not 1o debate the putative political merits of

Vadin NovgorodskiY. Suffice it to-say that 2 close reading

of the text, as Aseev himself admits,40 reveals not politi-

37 Vadim Noggorodskif was published twice in 179%, once
as a .separate edition and once in the RossiiskiY Featr

(39th Chast'); see op. cit. Having read <the tragedy,:

the indignant Catherine II ordered all copies burned.

.The complete version was published only in 1914 . in &

limited edition; see Aseev, op. cit., p. 411.

38 It is interesting to note that neither Galakhov nor
toiunin mentions this tragedy, possibly to avoid pol- -

itical repercussions.

39 See Aseev, op. cit., n.-412 ‘See also A.Ia. Maksimo-

vieh, Istoriia TusskoY llteratury Tom I (Moscow:

Izdatol'stvo Nauk, S8SR, 1958-1964), p. 585.

40 Aseev, op. cit., pp. 412.
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cal étereoiypes, but'we;l-rounded characters which unfora-
~ tunately are lacking in Sumarokokov's tragigies and many of
Kniazhnin's earlier 'pragedies. Indee;, :ﬁedim and Rurik
appear as credlble figures, both of whom evoke our sympathy
cand understandinw. In sum, there are no heroes or villains,
only tragic characters.

The political content should not obseure the - other

L
artistic merits of Vadinm Novgorodskif which far surpasses

LY

most Russian tragedies. The exceptions which leap to mind

are Nikolev's Pal'mira, Kheraskov's Venetsianskaia mona-

khinia, and Kliucharév's Vladimir Vellkll. Kniazhnin's ear-

lier works cannot match Vadim NovgorodskiY for its smooth

expressiveness lmagery, polished style believable charac--

ters, and suspense, all within the confines of QEOClaSSlClSt

tragedy This tragedy is truly one of the crowning gzlories

of Russian ¢lassicisT. -

Plot

Vadim Novgé}odskif l1s based on the legend of Rurik, the

Varangian Prince, invited by Novgorod's nobles to bring

order to their city-s;ate, which is torn by internecine war.
The populace ‘willingly forgoes 1its liberty for the rgle
.imposed by Ruf;k, revered as a savior. Suﬂsequently, Priﬁce
Vadim and his , retinue return from a prolonged campaign to
find their stubbornly independentl city-state ruied by a

foreign autocrat. Vadim aetenpts to depose Rurik by force,
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but Rurik, with the support of the masses, wiﬂs the day, and
Vadim has no chﬁ%cé but to commit §uicige..

Intertwined with the pdliticalﬁéonflict, in the best
tradition of Russian trgged;, is a love affair.. Ramida,
Vadim's daughter, and Rurik are in love d plan to wed. To
zarner support and gBad on the anti-Ruri:n;;::;s‘in the ecity
at larze, Vadim promises his daugﬁﬁer in marriage to whoever
can overthrow Rurik. Attracted by Ramida's undeniable
. ¢harms, Vigor and Prenest both compéte for the hqnor. The
love conflict 1is ;esolved only when the political struggle

between Rurik and Vadim has run its. course.

Analysis

The two designated confidants in’this tragedy play only
insiznificant roles. Their act and sceneé distribution is as

- follows.

Act I Act II Act IIT Act IV- Aect V
Izved ' - - ﬁ(u) 1,4 -
Selena - 1(2,3) 1(2) - . PN

" In Act III, Scene 3 Izved performs a typicél function:
for a conf}dant: - he counsels his master to put reason .
before passion. )

Izved: Otvérgni strast',rtebia kotora unizhaet.

-

(Reject the passion which debases you.)?

In Act IV, Scene 1 Izved questions the wisdom of grantg-
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ing mercy to Vadim and his followers. Heré, tﬁé'designated
confidant not only acts as advisor but his advice takes on a
dec1ded1y political tlnge In Act IV, Scene 4 Izved, actlng
as messenger, informs Rurik that Vadim's forces have sur-

rodnded the city.,

Selena, desiznated confidante to Ramida; plays an
egqually insiznificant role. In Aét 1I, Scene 1 she confers
Wwith her mistress about the planned wedding to Rurik and‘the‘
-return  of Vadim. Interestingly, here the-desigﬁated confi-
dante and her mistress pledgze their mutual ffiéndship, which
indicates the ps&chological link bétween the two characters.
Ramida admits to Selena that she is eﬂslaved by her passion
for Rurik. Selena comforts Ranlda with uhe thought that
she, too, is wortay »f 2:hero's love._

Selena: Dusho¥ obladat’ géroza ty dostofna

(You are worthy of taming the heart af a
hero.) ' P

In Act III; Scene 1 Ramida, distraught over Vadim's
decision to ‘marry her -off to another, 1is comforted by

Selena.

Selena: Gorcha¥shikh slz tvoikh potoki osushi,
Ne pogruzha¥ tvoeY v otchaian'e dushi.

(Dry tne streams of your hot tears,/
Don't plunge your soul into despalr )

After the following scene, the attentive Selena_ disappears
for the rest of the..tragedy. 1In conclusion, Selena as con-

-

fidant acts as comforter and advisor.
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- .
v

The tragedy, like most others examined in this disser-
tation, manifests a triangular plot structure. . Two lovers,

one of whom is also the monarch, are opposed by another pro-

tazonist, father of the young woman and_political rival to

‘the male lover. Two of the three protagonists - Rurik and
Ramida -- are supported by confidants, both designated.
Conclusion

The deSignated confidants in the tragedies of Kniazhnin
play the traditional roles of comforter, messenger, advisor,
ana medium for the protagonist to express his. or .her
théughts. At times their advice is politicai and not meéely
concerned with romance. Tnhe desiznated confidants, along
with other confidants, alss perform the secondary function
of reinforcing the triéngular plot structure. The protagon-
ists of the seven tragedies analyzed and their respective
confidants and designatéd confidants, if any; are shown in

the following configuration.

PRI
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- S
- L

e

Monareh -

1. Didona (1. Eliza) (Didona) .,
(2. Arsina) “

2. laropolk (Svadel'®) (Vliadimir i Iaropolk)
3. Sifaks (lacking) (Sofonisba)
4. Mal (Zlovred) (Ol'ga)

o 5. Khristiern (AdeT™) (Rosslav)
6. Vitozar (Izbar) (Vladislan) -
7. Vadim (Izved) (Vadim NovzorodskiY)

Younz lover Young lover
1. EneY (Antenor®) - : : 1. Iarb (Gias)
2. Vliadimir (Vadim¥*) 2. Rogneda (Val'mira)
Kledmena (lacking) Rogneda (Val'mira)
3. Massinissa (Nartses) 3. Sofonisba (1. Fenisa)
(2. Xorisva)
4. Igor' (who is deceased) 4. 0l'ga (1. Mirved)
& . 2 (2. Vsevesta)
5. Rosslav (lacking) . 5. Zafira (lacking)
6. Vladislan (Vamir%) - ‘ 6. Plamena (Zenida)
7.

Rurik (lacking) PR : 7.- Ramida (Selena)

’-

Of 21 confidant positions available, 16 are filled, 12

A “
of those by desiznated confidants. It appears %$hat Kniazh-
nin, like his mentor Sumaroskov, méée Zreater use of the
designated confidanﬂ th§n did Knheraskov. Also, Kniazhnin
employs more: than one desiznated confidant for a protagonist

» .
in four trazedies (Didona, Vladimir i Iaropolk, Sofonisba,

and Olr'ga), so his use of the desiznated confidant 1is even

more extensive than at first glance.

.

o
Y



CHAPTER VII

THE TRAGEDIES OF MAIKOV

Vasili¥ Ivanovich Ma¥kov (1728-1778) was one of : the
" leading writers 1in eighteenth-centu;y.Russia. Althdugh he
remained basically a neoclassicist, his work, at times
evolving into parody of the neoclassicist s;yle, did reveal
sentimentalist features such as folkloric elemengs; sceﬁes

from everyday life, and the use of colloquial speech. Best

known far his two parodies, EliseY, ili razdrahlnnyY Vakkh

and Igrok Lombera, he also wWrote odes, missives (poslaniia),

epigrams and two tragedies - Agriopa (1769) and Femist i

Ieronima (1772).1 _

Althouch the tragzedies cannot be considered the ‘summit

>f Maikov's career, they do retain features typical of neo-

1 Apparently Malkov planned a third tragedy, only frag-
ments of which, including two lists (spiski) of the
dramatis personae, survive. The first "'1list contains
three designated confidants, one for each protagonist:
Slaven, kniaz® stavianskiY (Slaven, Slavic prince);
Veltmira, doch' ego (Vel'mira, his daughter); Ostan,
kniaz' novgorodskil, syn Rossov (Prince of Novgorod,
son of the Russians; Vadim, napersnik Slavenov (Vadim,
Slaven's designated confidant); Userda, napersnitsa
Vel'mirina (Userda, Vel'mira's designated confidante);
Mechest', napersnik Ostanov (Mechest', Ostan's desig-
nated confidant); wvoiny novgorodskie 1 slavepskie
(Slaven's soldiers and those of Novgorod). See Malkov,
Leonid Nikolaevich, .0 zhizni i sochineniiakh Vasiliia
MaYkova, Issledovaniia ~L. Maikova . (Sanktpeterburg:
Ilpografiia I.1. Glazunova, 1867), p. 21.- It would be
surprising if the tragedy would not have _included a
love <triangle 1in which the monarch would have opposed
his daughter's union with Ostan, and where the desig-
nated confidants would have advised their respective
masters and mistress of the politically rational course
to follow. : :
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élassicistitrageSy and are therefore worthy of study.- 'For
example, both tragedies consist of five acts and obéerv; the
unities of time, place and action. In addition, MaYkov
employs the tfadit}onal iambic hexamgterAin rhymed masculine
and feminine couplets with a caesura placed after the third

foot.2

1. Agriopa (1769)

Dramatis personae:

Azriopa - Tsarevna lelYSkala (Queen of
) Myzia)

Telef - Kniaz' iz Gretsii (Grecian Prince)
Azor - Vel'mozha miziY{skiY (Noblemaﬂ of .

A Myzia)
Al'bina : - Napersnitsa Agriopy (Agriopa's

- - designated confidante?’

Ariston T - Napersnik Telefa (Telef's designated

confidant)

- Voenachal nik, voiny grecheskie
i mizilskie (Mllltary commander,
soldiers of Greece and Myzia)

dgriopa bears a strixing resembkance Lo . Lomonosov's
Demofont . R Aécording to one oyitic of MaYkovt‘the similari-
ties are not purely coincidental as Ma¥xoVv - availed himself
of the characiers,'baﬁfc plot'and grand style of Lomonosov's

tragzedy.3 Like Demofont, Agriopa is based on the legends of

the Trojan War. However, Agriopa differs from Demofont in
that tragedy is brought about by fatal flaws in the charac-
ters of the protagonists and not by pernicious external dir7

cumstances as in Lomonosov's tragedy.u In comparing the

2 James Maicolim Curtis, Majkov: An - Eighteenth-Century
Russian Poet (Unpublished Doctoral® Dissertation, GColum-

bia Un1ver51ty, 1968), p. B84.
3 Ibid. .
4 Hans-Bernd Harder, 3tudien zur Geschichte der rus-
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:features of Agriopa and those of - Sumarokov's tragedies,.
Curtis notes that the similarities are common to most neo-
classicist tragedies while on the other haﬁd, in &ontrast ﬁo
Sumarokov, the founder of Russian neoclassigist tragedy,
Mafkov abandons forced political didacticism. Azain, 1in
contrast to Sumarokov, Ha{kov introduces exotic settiﬁgs
into his works. lHe uses soliloquies sparingly énd portrayé
on stage battle scenes apd murder, abhor;ent to the fastidi-

&
ous Sumaqpkov.s

* ) ~’
 Plot "
MaYkov based the plot of his tragedy .on the myth of

Telephos, son of Hercules. According to this myth; Telephos

Jefended Teuthrans, capital .of Myzia in Asia Minor, from the

Greeks whd, ving it was Troy, laid seige to it. Teu-
“thras, Kinz of Teht.rania, showed his gratitude by  offering

his daughter, Agr{iopa, in marriage to the hero Telephos.

This myth served as a vehicle for Mafko&js tragedy,
which is. based on-the conflict between reason and passion.
The Greek Prince Telef, having successfully defended Myzia
and saved the 1life of the King from marauding Greegs, is
offe;ed the King's daughter, Agriopa, in marriage and the

right of succession to the throne. Initially, Telef and

Agriopaspre'in loyé. Then Telef's heart is captured by the
b}

. N\
sischen klassizlstlschen Traggdie, 1747-1769 (Otto Har-
rassowitz: Wiesbaden, 1962), p. 55.
5 Curtis, op. cit., pp. B88-97-
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béautiful Polidbra, daughter of the Myzian nobleman, Azor.
The opportunistic Azor incites the weak-willed Telef t»
seize the throne, but the plot 1is uncovered and Telef

arrested. Agriopa. releases  her former lover, whq‘then

-
]

'*ﬁroﬁbtly commits suicide on hearing the news that Polidora

and "her fathgr have been kilied. The grieving Agriopa even-

thally recovers her composure and ascenjis the throne.

The resolution of the love'conflict, intertwined with
the political power struggle, is not forestalled by external
circumstances but by the inhecision of Telef.  Telef faceS a
dilemma in thaﬁ r‘ne is torn between, on the one hand, his
sense of honor and commitment to Agriopa, his former lover,
and to her father,  who had promised him the inheritance,”
and,—on the other hand, his passion for Polidora. Agriopa's
stoic dignity in the face of Telef's ebbing passion for her.
makes 1t all the more difficult ‘for him to provoke an open

rift and break tneir engagzement.

Analysis

There are three pfotagonists in‘ this tfagedy -
Agriopa, Telef and Azor. Polidora, the third member of the
love triangle, does not appear. However, mAzor represents’
his daughter * and adéocates her cause by proxy. Two of.the
three protagonists, Telef énd ‘Agriopa, are supported by

designated confidants, 1in contrast to Lomonosov's Demofont

- L

where none is employed. Their act and scene distribution is
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as follows. t .

¢

Aet I Act II - Act III'Act IV Act V

Al'bina 1(2)3(8) - 3(8)5 5 2(3,4,5)
._ 2
Ariston . 7 - 1(2)3(4) - 1,2 7

In Act I, Scene "1 Al*bina, acting as medium, inguires

about Agriopa's azitated state, incomprehensible on the eve
of Her wedding to Telef. Agriopa, acting as comforter, is

concerned that the once attentive Telef has not shown his
face for days. Al'bina tries to assuage her mistress’
fears. She also advises " Azriopa to consult Azor who, it

seems, sees Telef every day. In Act I, Scene 3 ‘Agriopa is

even more agitated to learn that Telef wants to poiﬁgpne

their wedding while he fights Troy. Al'bina, as advogate of

réason, tries to rationalize Telef's odd béhavior and thus
comfort her mistriess. Unéonvinced, .Agriopa believes that
TelefFS devotion to her is only a ruse to gain the throne.

She dispatches Al'bina to consult with Azor.

In'Act,III, Scene 3 Al'bina, actiﬁg as . messenger,
informs Agriopa that there is a ploi.against her and that
Telef has been sﬁitten by Polidora. In Act III, Scene 5
Al'bina serves as .a medium to reveal Agriopa's concerns.

. She is then sent by her mistress to rouse the guard.

In Act V, Scene 2 Al'bina, acting as messenger, informs
her mistress that Telef has seized the throne and is prepar-
ing to wed Polidora. Agriopa, in response to this crisis,

dispatches her tLroops. The designated confidante, 1in

AR}

I8 )
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reporting the news of the progress of the battle, acts as _a -~

e

- 1ipk bet;een the action taking place onstage and the:actioﬁ

oceyrring offstage. In Act V, Scene 7 Al'bina, acting as

indepgndent agent, directly changes the denouement by
.

. . preventi Agriopa from committing suicide when the latter

\

discovers™ Telef's perfidy.

. : The other designated confidant, Ariston; plays = simi-
L lar role of advisd}, conforter, messenger, and mediuﬁ of
‘expression for the protagonist. 1In Act II, Scene 1 'Télef
inforas the increduloué Ariston ¢f his passion for Polidora

and his iptention of . abandoning Agriopa, wHS- loves hinm.

Ariston Teminds Telef of the scandal that will erupt if paé-

sicon rules his actions. As tﬁe two men argue, Telef is

frank zbout his nmaster's weakness.

p

riston: Chio sdelalos' tebe, ty nrav peremenil?

H3

lelef: Iz dolgu, i liubvi, i chesti izmenil, ...

(Ariston:What has happened to you, your character
has changed?

Telef: I have forsaken my duty, ny love, ny honor ..

and

Telef: '

- - . ..

Ostav', liubeznyY drug, ostav', ne much' meniza

"0 Agriopa, iz uzhe bolee ne vnemliu; ...

(Telef: ... .
Let me be, dear friend, let me be, do not
torture ne.

0 Agriopa, I no longer am able to hear ...)

A
A

v

In Act II, Scene 3 Ariston,.acting again as advisor of

-)
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reason over passion, repnoaches-Eelef once more for his lack

of strength for overcomzng pa5510n. Telef is ‘agdamarnt’, and in

- vain requests Ariston to desist.

-/ - .
Ariston: Tak predpriemlish' ty namerenie si® .
I k bezzakonnomu tol' delu pristupaesh'!

Telef: Ostav' menia, ostav', 1iubeznyY Arisfon,

- s e - [

(Ariston:So you intend to follow this .course of
actlon/And act illegally!

Telef: Let me be,.let me be, deér.Ariston}

-

In Act IV, Scene 1 Telef reveals %o ‘the.~symnathetic

Ariston and the audlence that Al'blna has 1nformed Agrlona

of"his love for Polidora. Aculng as advison of reason — the

desighated confidant tells-Tele; that he must try to over-

cone his passion.
Ariston: Pozvol' mne, gosudar', DOZV01~ sebe
. veshchati:
Ty dolzhen istinu 0% chesti ZaShChlShChaul
. : : Ty dolzhen sam svoi .zakony nabliudat',
: | I-dolzhen-sanm svoin 1y serdisex obladat’.

.~ " (Permit me, ny lord, pérmit me to tell
you:/You nust defend truth-from honor,

o o : You must observe your own laws;/

And nust possess your ‘own, hearu.)

.

Acknowlédging his weaknésSes and ‘déspairing, Telef
attempts to slay hlmself with hls sword but is prevented by.

the loyal Ariston.” Claiming. thau he and others ‘depend on

Telef as their leader, Ariston vainly encourages Telef to

make'a'CIean preast of .things to Agriopa and overcome his

wanton passion for Polidora. 1In Act IV, Scene 2 Telef ord-
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-

ers Aristonsto réily his troops 'fQ% the Dbattle against
Ag;iopa's fbrces. - Initially, Aristén agrees, but his loy-
alty finally seems to wa§er$ MaYkpv ;hows some 1skill in
portraying this-éharactér development. |

In the final scene, Act V, Scene 7, Ariston, acting as

counsellor of reason, reminds Telef of his good deed in
order to prevent his master from committing suicide. Aris-
ton does not intervene physically to save his master this

time and Telff kills himssif.

Fl

Both designated confidants fulfiil .the traditional
funetions of messenger, advisor of reason over passion and
medium of expression for the protagonist. In  addition,
Al'bina acts ‘as_coqufter‘and independentAagent, and Aris-
ton, in his capacity.aé adyisor,. a}so counsels political
wisdom, Each desigﬂated conkidénﬁ directly affects the '
denouément.by successfully preventing.his mastér, from com-
mitting suicide. However, when Telef threatens to take his
own life a second time, Ariston intervenes only verbally and

ultimately to no avail.

AY

2. 'Femist i Ieronima (17722)6

Dramatis personae:

Mazomet Vtoer - Sultan turetskiY (Turkish sultan)
Ieronima - Plennaia kniazhna grécheskaia,
doch' Dmitriia Paleologa (Imprisoned
Greek princess, daughter
. cof DmitriY Palelogue) -

6 Curtis can establish ocnly an abproximate date of com-
position. See Curtis, op. cit., p. B85.

{r
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Femist = Knfaz' grecheski¥, syn FBdora
: mnina, pod imenem Solumana,
fuzhashchii vizirem (Greek
prince, sorn of F¥dor Komnin, alias
Selumar, serving as vizier)
Klit - " Drug Femistov, pod imenem Murata,
nachal 'nik sadov seral'skikh
(Friend of Femist, alias Murat,
) head of the seraglio gardens)
Osmar - Napersnik Magometov (Magomet's
designated confidant)
- Strazha i nachal'nik onyia (The

: o guards and their chief)

Fd

Maikov's second tragzedy, Femist i IeHonima, appears Lo

be a free trarslatiorn of Mahomet Seccnd (1715) by the

little-knowr Frerch playwright Jearn-Baptiste Vivien de
Chateaubrun (1686-1775).7 In turn, Chateaubrun's. source for

Mahomet Second was a sixteenth-century novella by the

Italiar writer, Matheo Bandello. Irn nis novella Baﬁéello

recounts now the Turkish sultan Mohammed II, having captured

Corstantinople, executes 1is Greek lover to prove L0 the

Turkish guards that his heart was not in her nands.8 Accord-

in

a

Lo the Germar critic . Elisabeth -Frenzel, quoted irn
Curtistg this novella served as a vehicle for anti-Turkish
feeling all over Europe at that time. Curtis conciudeS'that
it is likely more than coincidence that Mafkov_composed this
trazedy shortly after the Russo-Turkish War that began in
1768.10 It should also be noted that the title of the

tragedy, which does not include the name of the sultan, was

7 Curtis, op. eit., p. B5. *

8 Ibid., p. G8- - : o

§ 1bid. See Elisabetn Frenzel, Stoffe der Weltlitera-
tur (Stutteart, 1963), p. 301.
70 Ibid.
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intended to.deemphasize Mohammed.11 For technical reasons

Femist i leronima was never staged.12

v
Plot _ .

-

The plot of Femist i Ieronima, which naturally resem-

bles closely that of Mahomet §§cond;_13 is as fallows. Dur--
hY

ine the conguest of Constantiﬁople, Femist, son of the last

Greex emperor, 13 wounded in batﬁle and reported killed.

His lover and betrothed, Ieronima, is captured by the Turks

under Magoneﬁ. Femist, who survives the battle, takes the

‘Turkish name Soluman, and joins the Turkish army all the

while thinking that Ieronima is dead.

Wnen the éction opeans five years later, Femist has
risen o Dbecome éh lzader of the Janissaries, the elite
fiéhting force.  Femist/Soluman nurses a secret hatredi for
his Turkish masters. He plots an uprisinz agzainst Turkish
rule, but first ne must®convince Mohamme® to take the mass
of ‘the‘ army on a campalgn away from the city. Mohammed,
however,. is reluctant_tS leave Constant;nople because he is
infatuated with a Greek orisoner, Teronima.

3

When Ieronima refuses his advances, Mohammed instructs

Femist/Soluman to execute her.
<y

The-scene in which Femist and Ieronima recognize each
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other is, of course, the climax of . the tragedy. At that
moment 'the insurrection begins. Femist requests the
sultan's head gardener, Klit, a Greek who, iike Femist him-
self, escaped years e;Elier in disguise, to take:Ieronima to
a safe place. Femist makes the fatal error of sending - a
letter to an ally to reguest aid in the uprising, but the
letter 1is intercepted by the sultan and the plot is

uncovered as well as.the true identity of Femist. Angered,

Magomet slays Ieronima and Femist takes his own life.

The tragedy appears to lack a didactic statement and

thus avoids any moralizing.14

Analysis

There is only one designated configant in this tragedy
and he appears in the following acts and scenes.
Act I Act II Act III Act IV Act V

Osman (2)3 102)3 - - | 5(7,8)

In Act I, Scene 3 Osman, acting as advisor of reason
over passion, urges Magomet o overcome his feelings and
abandon the beautiful Ieronima.

Osman: VelikiY gosudar', Kol' smeiu ia predstavit’,
Zabud' krasavitsu, potshchis' e® ostavit?',

T4 1bid., p. 103. CuUFtis contends that MaYkov eschews
such basic neoclassicist tenets as didacticism and rea-
500 over passion and that the decline of didacticism is

inversely proportional to the rise of sensationalisa

and nationalism. On the contrary, Ma¥kov's first

tragedy, Agriopa, does stress the danger of puttiqg-
passion before reason. '

(2L
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,Voébrazi sebe nesklonnostf eia.
 ; (Greét'lord, may I dare suggest,
- Forget the beauty, try to abandon her./
Imagine her faults.)

In Act II Osman advises pslitical -wisdom, | First, 1in
Aqt- II, Scene 1 Osman warns Magomet * of the dangers of
éppearin« weak 1n the face of a possible uprising. The per-
ceptive dgsignated confidant is suspicious of Femist's true
intentioﬁs. In Act II, Scene\3 Osman advises Magomet éo
fallow the politically expedient _course of abandoning
Ieronima t> the mob in order to appease the rebels.

Osman: ... |

Kol' podlinno ixkh gnev ty khoéhes‘ obuzdat',
Tak dolzhen im svoiu liubovnitsu predat’.-

(If you really desire to restrain their
anger,/Then you must surrender your lover

to them.)

Magomet cannot accept this advice, but he does dispatch

Osman for reinforcements should an uprising occur.

In Act V, Scene 6 Osman, acting as both messenger and
intermadiary, delivers the ineriminating letter sent by Fem-

ist to seek aid..

This tragedy retains the traditional triangular ‘struc-

ture of three protagonists locked in léve and political con-
fliets. Two loﬁers are kept apart, indeed, finally die,
because of the actions of a monarch who loves the youns
woman zand is a pblitical eéem&" of thé young man.. Only
Magomet is provided with a desiznated confidant. Klit,

Femist's friend discuised as the chief gardener, does act as

e
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-

a confidant in Act III, Scene 1, where he convinces Femist

‘

that the time has come to move against Magomet. In Act V,
Scene 1 Klit Kkeeps the spectators informed of offstage
events. Thus two of the protagonists are supported by',coh—

fidants, one of them designated.

Conelusion

In conclusion, all three of the designated confidants

. . v . ,
in Malkov's * tragedies play the roles of
messenger/intermediary ‘and advisor of reason over passion.

< Al'bina and Ariston serve as a medium of expression for the
protagonist; Al'bina alone_ acts as comforter to her mis-
tress; and both Ariston and Osman counsel politi;al wisdom.

In addition, Al'bina and Ariston affect the denouement by

intervening to prevent their mistress and master, respec-

tively, from committing suicide. In the latter's case, how-'

ever, the suicide is only postponed.

Both tragedies retain the traditional triangulér struc- -

ture. Ma¥kov fills 4 out of 6 confidant positions, 3 of
them with designated confidants. The protagonists along
with their confidants, including desizgnated confidants, are

. Set out below.
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Monarch

1. Agriopa {Al'bina) (Agriopa)
2. Magomet (Osman) (Femist 1 leronima)

Lover Lover

1. Telef {Ariston) " 1. Azor for Polidora
{lacking)

2. Fenist (Klit*) 2. Ieronima (lacking)

Ma¥xov mzde exiensive use of the designated confidant
to per;oFB the functions noted above and to reinforce the

- triangular plot structure.

et

- '.,



CHAPTER VIII

RZHEVSKII'S PODLOZHNYI SMERDII

The periog‘of artistic creativity of AlekseY Andreevich
thevskiﬁ' (1737-i80u), ‘perhaps one of the most underrated
Writers of Russian neoclassicism, was brief But intense. 1In
Jjust fogr short yeaks this prolificéauthor manaded to Qub—
lish‘2ésfworks, mqstiy poems.1 As a follower of Sumarokov’
and the neoclassicist traditioen, RzhevskiY experimented with

~ - _ .
numerous genres, including fables (like‘Sumarokov, he called
them pritchi)}, elegies,bidylls; riddles, rondos, madrigals;h

odes, sonnets and epigrams.

In the political sphere, RzhevskiY supported the palace
coup which brought Catherine II to the throne in 1762 and he
rose in the ranks of zovernment service.?2 _Later- he joined
tne Masons énd was close o Kherasko&’and Prince N.N. Tru-

'betskof.

RzhevskiY's poetry was never republished after its ini-
tial appearance and his two tragedies, Prelesta (1765) and

PodlozhnyY SmerdiY (1769), both short-lived on stage, were

never published either. Rzhevski¥'s work is not .without

artistic merit, however, and there have been attempts to

1 1.Z. Serman 1n the anthology Poéty XVIII veka: Tom
pervyf{, -vstupitel'naia stat7ia G.P.  Makogonenko,
biograficheskie spravki I.Z. Sermana, sostavlenie G.P.
Mq$ogonenko i I.Z. Sermana, in the series Biblioteka
poeta, osnovana M. Gor'kim, Bol'shaia seriia, Vtoroe
l1zdanie (Leningrad: SovetskiY pisatel', 1972), p. 189.

2 Ibid., p. 191.
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reevaluate him in-‘this- century.3 . 0Of Rzhevski¥'s
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two

tragedies, Prelesta (1765) and PodlozhnyY SmerdiY (1769),

only the latter has survived to this day. 4

. PodlozhnyY SmerdiY (1769)

.Dramatis personae: T

SmerdiY - Tsar' persidksoY (Persian king) .
Fedima - Zhena Smérdieva, doch' Otanova
| (SmerdiY's wife, dayghter of Otan)
QOtan . - Vel'mozha versidskoY (Persian
nobleman)
DariY - Syn persidskogo namestnika
Istaspa (Son of the Persian satrap
-Istasp)
Patiziv ~ Volkhv, namestnik ,Smerdiev ®
(Sorcerer, Smerdil's satrap)
Aspafin : - = Persidskie vel'mozhi (Persian
Idari ' noblemen) -

- Neskol'ko vel'mozh persidskikn,

s druzel. Otanovykh (Several Persian
gt

noblemen and friends of QOtan)

Priksasp ~ Napersnik Smeriiev (Smerdil's
: designated confidant)
Parmila - - Napersnitsa tsaritsyna

(Queen's designated confidante)

. - Nachal'nik evnukhov (Head eunuch)

‘= Evnukh s pis'mom (Eunuch with

; a letter) :

- Evnukhy (Eunuchs) L

- Nachal'nik persidsxie (Persian
leaders)

~ Narod (The Masses)

o
i
v

Plot

3 See Glrigoril] ATIeksandrovich] GukovskiY, Russkaisz
poéziia XVIII veka (Leningrad: 1927), pp. 151-182.
4 Serman, op. c¢it., p. 191. For a discussion of the
controversy surrounding the dates and the very ex-
istence of the two tragedies, “see P.N. Berkov,
"Tragediia A.A. Rzhevskogo 'PodlozhnyY SmerdiY' m in
Teatral'noe nasledstvo: Soobshcheniia publikatsii (Mos-
cow: Iskusstvo, 1958), p. 180. Podlozhnyl SmerdiY¥ was
first published in this anthology only in 1956 from the
manuscript in the M.E. Saltykov-Shchedrin State Public
Library in Leningrad.
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The plot of PodlozhnyY SmerdiY_(podlozhnyY means impos-

tor in gighteeﬁth-century Russian) is based mainly on AndreY
Nartov's 1763 Franslation of Herodqtus' story of theQPersian
monarch, "Kambiz, and the events -following his death.5 To.
writé . this tragédy RzhevskiY modified’ the 1legend only
slightly. Du}ing a military campaign in‘Egypt, the Persian
monarch Kambiz H;s a vision that.a man called SmerdiY will-
seize the throne. Thinking this man must be his brother
Smerd;Y, Kambiz has him secretly killed. Then two sorcerers
1 ({volkhvy), the brothers Patiziv and SmerdiY, hear ;f the
‘murder of the real SmerdiY and, taking advantage of tHe
uncanny resemblance that the.sorcerer SmerdiY bears to the -~
dead SmerdiY and the fact that the Persians are unaware that \
Kaﬁbiz had his bréﬁher murdered, seize the throne. " The
False Smerdi¥ rules as heir to Kambiz, accidentally killed

while returning from Egypt to unmask the impostor.

The Félse SmerdiY rules so tyrannically that suspicions
arise concerning his real ideatity. Finally Otan, a Persian
nobleman and father of Fedima, the dead SmerdiY's wife, and-
Darig, son of a Persian satrap and Fedima's lover, piot_to
overthrow the tyrant, much to the sorrow of Fedima, who
feels she must remain loyal to the man who claims to be her
husband even when he is revealed to be the impostor. The

tragedy ends when Dari¥ and Otan siay the False SmerdiY.

S P.N. Berkov, "Tragedila A.A. Rzhevskogo 'PodlozhnyY
SmerdiY'," in Teatral 'noe nasledstvo, op. cit., p. 141.

”

1

-
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Analysis

The anti-tyrannical tone of this tragedy has quite
naturally attracted the attention of Soviets erities,who like
to draw parallels between the plot of Podlozhny! Smerdi¥ and

f"‘
‘.” . . . .
the events surrounding the palace coup of 1762 which

resulted in the murder of Peter III and the ascension of
Catherine II to the throne.6 Berkov is qulcw' ta point out
that I't would be unwise to read too mueh into the tragedy, 7

perhaps because such an interpretation could‘kot help but

favor Catherine.8 ) ’

Aftistically, Podlozhny! SmerdiY is certainly the egqual
of the trasggées of Kheraskov and Sumarokov. The de;elop-
ﬁent of ploﬁy conflict resolutisn, characterization and
language are all more than adequate.9 On - the other hand,
some of the characters do repeat the£5elves and the suspense
deteriorg&ps into melodrama. The character of Fedimé is
superficial; her continugd devotioﬁ £to 2 man who is neither
her husband nor her monarch is implausible. Like other Rus ~
Sian tragedies the plot does combine the politicd® and love
conflicts. Howaver, Fed;na puts duty to her spouée before
love for DéfiY,.So thaé although the golitical conflict is

eventually resolved, the love conflict 1is not, and the

b Serman, op cit., p. 192. )
7 Berkov, "Iragediia SALA. Rznevskogo 1PodlozhnyY Smer-
di¥," op. cit., p. 142.

8 Serman, op. cit., p. 192. ) v

9 _Berkov, "Tragediia A.A. Rzhevskogo 'Podlozhnyl Smer-
diY, '™ op. cit., p. 143. . :
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-3

tragedy ends inconclusively.

-

-

‘ f 4
There are two designated confidants in this tragedy and

their act and scene distribution is as follows.

Act I Act II Act III Act IV Act V

Priksasp - 5 - - -
Parmiia 1(2)3(4) - (1,2)3 1(2)3 2(3, 4,5
(8 (4,5) 6,7,8,9
- S

Priksasp, the designated confidant of the False Smer-
dif, blays an unconventfional role. He appears in only one
scene, Act II, Scene 5, where he informs Otan an¢ otﬁer Per -
sian noblemen how he murdered ngrdiY, Kambiz's brother, but.
kept it secret. Having witnessed the tyrannical rule of the
False Smerdi!, Priksasp feels he mugt obe& his conscience
and inform the Persians that their monarch‘is an impostor.
Priksasp admits his guilt and announces that he no }onger
has any dealings with his former wmaster. Early zn the
tragedy, Act I, Scene 6, the False SmerdiY admits to Patiziv
that he does not quite t?ﬁst Priksasp, nominally his desig-
nated confiéant and the one in whom he should confide.
éatiziy remarks that they can stilil uéé Priksasp, probably

to dispell any persistent rumors that the real SmerdiY is

dead, and then dispose of him afterward.

The use of Priksasp as a designated confidant is curi- .
ous indeed. He performs no function normally associated
with that device. Green takes a much more benizn view.. He

contends - that RzhevskiY's - portrayal of a designated



|
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confidant as evil as his master marks a positive step toward

Il

ecredibility and realism. 10

"“In contrast to Priksasp, Parmiia, desighatedjconfidante

-t

to Fedima, plays a more orthodox role as advisor, medium and

comforter. .In Act I, Scene 1 Parmiia inquires about the-

reason for Fedima's troubled state. 1In ActJI, Scene 3 Fed-

ima finally reveals to Parmiia and the spectators that her
passion for DariY conflicts with her duty as a wife to the

False Smerjif.

In Act III, Scene 3 Parmiia intervenes to protect her

~

mistress as she attempts %o separate the Falsé SmerdiY and

DariY, who attack each other with daggers. Here, the desig-

nated confidante acts as independent agent to sSave her ais-

tress from harm.

-

In Act IV, Scene 1 Parmiia, acting again in the best

interests of ner mistress, . reports to Fedima how she nas

. -
oribed the guards to release Darif. Fedima is both joyful

and despondent over this newé as she feels that she cannot

decide in- favor of her husband or lover without betraying

10 Green, op. cit., p. 217. " "An example of REevskij's
truth where Sumarokov and Xeraskov sacrifice psycho-
logical credibility to didacticism is to be found in-
his treatment of the +tyrant's confidant; while the
latter two dramatists supply their tyrants with virtu-

cus ‘confidants who denounce their masters' wrongdoing

to their faces with impunity R¥evskij knows that a dic-
tator is far more likely to surround himself by unscru-
pulous flatterers who wWill serve as his willing fools,
and consequently he makes -Smerdij's confidant Patiziv a
bird of the same feather as the master he serves; ..."
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_Qné-dr:the other. Parmiia, acting as comforter, tries to °
1ift." her'" spirits. In Act IV, Scene 3 Parmiia, acting as
‘mésﬁengér, informs Fedima that DariY has once again beeﬁ?‘\\\\\
taken prisoner for défying the False Smerdi¥. 1In Act IV, o

" Scene 6 Parmiia restrains Fedima, rushing to _save DariY. from 2
R e T - . . - K ¥ .

SmerdiY, -and ‘makes an impassiéned plea to her ﬁistress to -
savé_hefself first. The designated confidante heré is the -
‘*‘épitome of cohmon sense, thinking first aﬁd forémost of the

' Qélfane of her mistress. ‘ |
| Parmiia: Kuda, tsaritsa, ty? ... . {_
Fedima: Ot smerti ikh spasti.
Parmiia: V'pogibel' ty sebia sﬁaraesh'sia vvesti!

Fedima:. On bez menia ot nikh, konechno, ne
spasaetsia! -

Parmiia: Tsaritsa! Nad samo¥ toboY udar trias8tsiat

: (Stav na koleni)

Dlia imieni bogov i radi slkz moikh,

Spasalsia ty sama! Sokro¥sia ty ot nikh!

(Parmiia:Where aresyou going, gqueen? ... ¢
- . .

. . Lo B 3
Fedima: To save them from death.

Parmiia: You are trying %to bring about ysur own
demise!

Fedima: Without me he cannst escabe_from them!
Parmiia: Queen! You are in great danger!/:
{(On her knees) .
In the name of the gods and for the

sake of my tears,/Save yourself! Flee
from their sight!)

P

In Act V, Scene 2 Parmiia, acting as messenger, reports
that she "has not been able to find DariY. Fedima wants to

confront tne quarreling DariY and SmerdiY to try .to .recon-
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cile them. The ever at;entive designated confidante warns
her to be caréful.
Parmiia: Breéi sebial! ,..
(Take care of yourself! ...) -

T+

Parmiia isTQ<esent in the rest of the tragedy but does
.ot speak. She does nothing, appareatly, in Act V, Scene-8,.

'wheh SmerdiY takes Fedima hostage and threatens to kill her.

An honorable mention as confidant should g0 to the
satrap - and sorcerer Patiziv, who advises the False Smerdii

througﬁout the trazedy.

Conclusion

-~

-~

.~ The tﬁi?ngular plot structure of Russian tragedycaliQEL

at the base of PodlozhnYY Smerdir.‘ A momarch, the usurpe?
;nown as the False Smefdif; 1s in love with a young woman,
wife ofithe real SmerdiY: She loves another - D@riY. Two
of the three protagonists - the False SmerdiY and Fedima -
are Suﬁported by confidants. Of the False SmerdiY's two
-confidants, Priksé;p, the - designated confidant, plays én
insignificant rélé._‘Parmiia performs a number of functions
- médium éf"expression- for the prdtagonist, comforter,
advisor—-gf reason and messenger. She.also acts as indepen-

dent agent to protect her mistress from harm, even to  the

point of bribing the guards.

rl

The ﬁriangular plot structure_showing the protagonists

-

\\\
/
Y,

~—
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4
and their  respective confidants is given in the following

configuration.

Monarch

PodlozhnyY Smerdi¥ (1. Priksasp)
(2. Patiziv#®)

>

Lover '

..

Lover

DariY (lacking) Fedima iParmiia)

_Rzhevski¥ fills 3 0f 4§ confiﬂant positions, 2 with
designated confidants.

q*:.,‘ﬁ —l!



CHAPTER IX

KOZEL'SKII'S VELESANAH

Fedor Iakovlich Kozel'skiY (1734=2) is one of the
lesser-known Russian neoclassizists. Born the son of a
colonel's esaul, or aid, in Poltava, he served in the mili-
tary, attaininz the rank of captaih énd then,.moving to the
capital, became stenographer charged with recordiné Senate

o ' i -
proceedings. Few other details of his life are Known. 1

Kozel'ski¥'s first published literary ‘work was an ode.

to .Céthering, - qua Ekaterine . Eé Novy! 1764 god (1764).

. o
During his most intensive period of creativity he wroteXtle-
zies, odes, missives, long poems (podmy) and two tragedies,

Panteia"(1769) and Velesana (1778).2 Only Velésana contains

designated confidants and for that reason is examined here.

1. Velesana {1778)

- " Dramatis personae:

Izrad - Kniaz:® DrevllaﬂskLY (Drevllan
a ' prince)
Velesana ¥ - Velikaia kniaginia ROSSLYskala
(Great Russian princess)
Sviatoslav ) - 3yn eia, naslednik kievskogo

presuola (Her son, heir to the.
- Kievan throne)

Svenel'd - Voevoda KievskiY (Kievan mllltary
commander)
Pradim - Napersnik Sviatoslavov (Sv1atoslav S
: . designated confidant) _
Oskar - Voevoda Izradov (Izrad's mllltary
commander)
Ratuda - Napersnitsa Velesany (Velesana's

designated confidante)

T Serman, Posty XVIIT veka, op. clt., p. 451,
2 Ibid.
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The traged&\Velesana, about which critical comment is
scarce, 1s strikingly similar to Kniazhnin's Ol'ga, written
earlier but not published.3 MogulianskiY claims that the
undeniable artistic merits of Velesané, especially ih its
portrayal of 0Ol'ga, made it jifficuit for Kniazhnin }o pub -
lish his ‘tragédy without substantial reworking. Further-
more, MogulianskiY contends that kozel'skif, like Kniazhnin,
was inffﬁéncéd by Voltaire'sﬁzﬁérbpe and like Kniazhnin
demonstrated zreat skill in combining the -plot of Mérope.

with that episode of Povesti‘vremennykh.iet in 0ld Russian

literature which relates. how Ol'ga used the ruée_of a wed-

ding‘ feast to slay five thousand drunken - Drevlians.d

Ko?el'SkiY is more histo:jcaliy acecurate in his-portrayal of

_,Velesadé-(Ol'ga} than is Kniazhnin. Kniazhnin's "0l'ga is

indecisive, but this failing makes . for better theater.
Kniazhnin's language is elevated in compahisoﬁ . to  that of
Kigelfskii's; he -creates more dramatic tension and brings
his tragedy to an abrupt, arre;ting climax. Although Vele-

E certainly inferiér to 95'53; 1t still should not be

relegated to the back pages of Russian neoclassicism.

Plot

Briefly, the plot is 2s follows. Izrad, the Drevlian
tyrant, has conquered Kiev, slai® Prince Igor', and now

wants to wed Igort's widow, Velesana. Velesana

3 See Chapter Vi.
y MogulianskiY, op. ecit., p. 503. -
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r

understandably rejects-the suit of her husband's murdergr
and waits for her son Sﬁiatoslav t> ‘reappear from the forest
to.punish Izrad. Izrad's offer of marriagé includes the
adoption of Sviatogslav as:ﬁﬁs own son. Like Mal in 0l'ga,
Izrad secretly plans to murder Sviatoslav, whom he sees as
the ‘;ightful heir to the thr5ne and_thu; a threat to his

legitimacy. His desire to wed Velesana is prompted partly

by passion, partly by his rush to.acquire more power.
. ) .

Unawafe that the proposed uedding.cerémony is merely a
ruse to intoxicate the drunken revellers and then slay them, .
Sviatoslav“quarfeis with his mother over her apparent deci=
sion %o marry Izréd! Ip deceive Izrad further, Velesana has
Sviatoslav "arrestedﬂ, then asks Izrad to treat her son with
leniency. In privape, Velesana tells the ecstatic 3viatos-
lav of her plans to‘dispose of Izrad and his forces. The
pace quickens as Izrédf‘orders Sviatoslav's execution for

naving confronted him. Velesana coolly agrees, biding her

time, but requests a one-hour stay of execution.

Eventually the plot is discovered. Velesana herself is
arrested and told‘ her son is already dead. To evegyone‘s
surprise, Sviatoslav defeats Izrad's army and saves the day.
Izrad appears 1in chains and is offered the choice of dying
by poison or being slain by.Velesana's dagger; 'Izrad;%makes
a zood speech and, defiant to the end, promptly commiés sui-
ciQe. The pléy ends on a positive note for patriotic Rus;

sians and in tragedy only for the Drevlian usurber.



KOZEL'SKII'S VELESANA 218

.AnéLysis"
The act and scene distribution of the two designated
confidants is as follows.
Act I Act II Act IJI Act IV Act ¥V
Pradim - 5,6 - 102, 3) 1 ‘2(7)

Ratuda 1,203 1,3 (2,3) (12 1,2,3
(3,4 (4,5,6,T)

a

Neither desiznated confidant plays more than a tradi-
tisnal role. In Act II, Scene 5 Pradim, designated confi-
daat to Sviatoslav, abﬁin;.as messenger, informs Svenel'd
that his master Sviatoslav has been killed by Izrad's nhench-
men. In Act II, Scene 6 Praiim,~stunned and delighted to
see his master alive and well, tells Sviatéslav of hnis
mother's impending wedding. ?radim, acting as medium, also’
sums up the action and provides an opportunity for SGiatos-

lav to speax.

In Act III, Sceng 1, aétingjas counsellbr ‘of wisdonm,
Pradim restrains 3Sviatoslav from taking any ill;timed,
§dick-tempered actions against Izrad.

Pradim: Kniaz','ne budi derzhovgnnyf
T ukroti svoY gnev tol' bystro ustremlénnyY,

{(Prince, do not be so fdolhardy,/And tame
your anger, so guick to attack,/...)
Acting as comforter, Pradim .alsc attempts to shore up
Sviatoslav's flageing spirits.

Pradim: Prestan' smushchat'sia, kniaz', vse za
tebla umren.



KOZEL'SKII'S VELESANA : _ 219

(Cease grumbling, Prince, everybody is
prepared to die for you.)

In Act IV, Scene 1 Pradim comforts not his own master

but the latter's mother. He tries to cheer : Velesana and

-arrange for her to meast Sviatoslav.

Pradim: Umer' svoiu pechal', umal' svoe stradante.
(Mode"ate'your sadness, diminish your
sufferiang.)

In Act V, Scene 2 Pradinm, acting as messenger, informs
Velesana that Izrad has ordered Sviataslav imprisoned and

poisoned.

Pradim serves as messenger, comforter, advisor of wis-

dom, and medium of expression for the protagonist.

Ratuda, Velesana's designated confidante, plays an
equally traditional role. In Act I, Scene 1 Ratuda acts as
2 medium for Velesana to reveal her fears and provide some

bazkground information.

In Act II, Scene 1 Ratuda, acting as advisor of wisdom,
is worried "that Velesana is tempting fate by thwarting
I;réH:'

Ratuda: I nebo i zemlia Sposobstvuet Izradu
Opasno prlvodlt' tebe ego v dosadu.

(Heaven and Earth favor Izrad: /It is
dangerous to anger him.)

Ratuda also seems perturbed by Velesana's refusal to heed
heﬁ advice.

Ratuda: Skazhi, chto v mysliakh ty tol? Jazhno
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predpriemlesh'?

No v mrachrnykh pomysliakh ty slov moikh

re vrhemlesh'.

(Tell me, what do you intend to do?/But when

you are deep ir gloomy thought you do rnot
lister to my words.)

.~

Ir. Act II, Scere 3 the desigrnated corfidante, acting as
messerger, infcrms Velesara that Sviatoslav is in mortal

darger.

Ir Act IV, Scere 2 Ratuda counsels Velesara ﬁo try to
restrair the impetuous Sviatoslav. Herelthe designated corn-
fidarnte is advising rot orly her mistress but arother prota-
gerist b& proxy. Ratuda's advice is_taken in the next scene'
wher. Velesarna ésks Sviatoslav to ecool  his tempeffw Ratuda

-

has rc mere lires of impeortarce irn the tragedy.

Ratuda performs the furctiors of messenger, medium cf
expressiocr for the\‘protagonist, ard advisor of political

reasor.

Corclusior

The two desigrated ccornfidants in this tragedy play
traditioral rcles. It should alsc be mentiored that on .
several occasions Izrad corfides in his militarj commarder
Oskar. Irn additior,: Oskar acts as a messenger for Izrad
informing him of the military situation. Oskar, therefore,
might be considered to pla§ the role of cenfidarnt to Izrad.

I that case, each of the three protagzorists in the triangu-
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lar plot structure is suppbrted by a confidant. The confi-
dants perform the functions of messenger, medium of ‘expfesﬁ
sion for the'protagonist, comforte}, and ad&isor of reason
over passion and political wisdom. Kozel'skiY fills all 3
confidant positions, .2 of them with designated confidants,
as shown in the follo#ing configuration.

Monarch

Izrad (Qskar*)

- )
@

b

Lover : Lover
Sviat v (Pradin) .. Velesana (Ratudza)
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CHAPTER X

KLIUCHAREV'S VLADIMIR VELIKII

'

Another .little-known poet and dramatist was Fédor

Petrovich Kliucharfv  (1754-1822). Although. he was born

into the gentry, Kliuchargv bégan governmenf\ service as ‘a-

lowly ‘copyist 1in the Minisﬁry of Mining in Hoscéw in 1766.
t*Toward the end of the 1770's KliucharBv joined -the Mésons,

and became the close friend of Novikov, the celebréted pub -
Q\\\\\-lisher. In spite »f this friendship with a p?ominent eritie
of Catherine, Kliuchar®v continued his_governgent service
without any apparent repercusgions.1 In H815 the faithful

. 1]
Kliucharev became a senator.?

: o . B . ‘ .
As a writer, Kliucharev's scant reputation rests mainly

on his poetry, published. in the periodical Vecherniaia .

laria. His work is mystiecal in content, probably.reflécting

his Masoniec leanings. Klipchargv‘% tragedy in verse, Vladi-

mir VelikiY, was published separately in- jTTé 'aqa later:

‘included in the sixth volume of RossiYskiY Featr. 3

1. Viadimir VelikiY (1779). _ «

Dramatis personae:

" . Vladimir - - VelikiY xniaz' Rossi¥skiY (Grand -
Prince of ‘Russia) .
Rogneda - - HXniazhna Polotskaia, ego supruga

(Polovtsian princess, his wife)

1 Serman, Poéty AVIII veka, gg..cit.,' Tom ~ vtoro¥, p.
297 N R 7 .

2 éntsiklopedicheékiY Slovar' (Sanktpeterburg: Tipo-
litografiia I.A. Efrona, 1895), 32:443. .

3 Ivid. ' - .

.
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Styd S . = PervoY Boiarin Vladimirov
o . (Vladimir's chief boiar) .
Sigurd - Voevoda sil kievskikh (Chlef of

‘ . Kiev's~armed forces)
Kinvzor: . - Napersnlk Stydov (Styd's de81gnat°d
' : © confidant)
Vineta - : - Napersnitsa fognedy (Rogneda's

o designated confidante)

Iziaslav .- Syn Vladimira 1 Rognedy (Son of

Vladimir and Rogneda)

- Provozglashatol' {Herald)

- Vel'mozhi, zhretsy i voiny
(Nobles, priests and soldiers)

Thematically, this tragedy is based on the‘,légenj of
Vladimir, Great - Prince of Kiev,'andthis.Polovtsian wife,
Rogneda. In Keeping with a well-established tradition, 'the

' -~

plot consists of intertwined political and ldve conflicts.
. ) L

Structurally, . Vladimir -'VelikiY" is uwell-written;

" KliucharBv's Stvle is lean yet powerful. As was th% cd%tom,'

Klibchargv employs the alexandrine line with consecutively

»
rhymed couplets. and, as 1is also the‘case with many other

A

‘Ruésian trazedies, Vladimir VelikiY exudes a . strong patri-

. otic theme. -~ -

- Plot -

'Briefly} the plot is. as " follows. . Miadimir suspects .
that there is a consplracy t5 assassinéﬁehhiﬁ.' He fs,doubly
susp1c1ous of Rogneda because he had seen her as hiﬁ ‘mﬁféﬁ
~deress in a dream and also because,'be}ore.spe beéame,ﬁ&s
wife,'he had taken her prisonen'and kiiied hér brothers in a
raid  against the Polovtsians. Actually, Sty3, £he chief

boiar and confidant to Vladimir,  is the one secretfy
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plotting to dispose of his master and seize the throne. To

'serve his own ‘-ends, the treacherous Styd encourages

Vladimir's suspicions of his wife and advises the monarch

that she deserves to be executed.

Vladimir's suspicions are not entirel roundless.
grou

Rogneda is troubledsby‘visions of her father's ghost and she

.

does harbor evil thoughts against her husband. Her pangs of

suilt lead her to a fatalistic acceptance of possible execu-

tion.  Sigurd, Kiev's militaryrlggder, and Vineta, Rogneda's

‘designaﬁed confidante, try to encdurage the heroine and

stress Vladimir's glleged;merciful disposition. In a dreanm
Rogneda perceiveé Styd as her real enemy and the threat to

Vliadimir. Yet, she stubbornly rejects Vineta's advice to

Meanwnile, Styd, driven by lust both for power and. for

. Rogneda, continues to try to orchestrate Vladimir's

overthrow. Styd_sgcéeeds in cbnvidéing Vladimir that Sigurd

and Rogneda are plotting azainst him. Styd arms Kinvzor and
instructs the obedisnt designated confidant to slay Viadi-
mir. In the meantime Styd intends to instigate the nobles

and the masses against Vladimir and thus seize the city.

Rogneda refuses to reveal to Vliadimir whom she saw in a

dream as constituting a threat to his rule and is pheréfofe_

vled away to Se_executed. To ensure the success of his ﬁlan,

Styd has Vineta'imprispned. He then informs Vladimir that

.Sigurd has admitted his complicity in the plot -and should be
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put to death along with Rogneda, but Vladimir'is reluctant

to proceed.

Kinvzor  to

Styd acts on his own to order the willing

execute Sigurd, whose strength of character in

the face of death begins to unnerve Styd. As an indication

. - .
of his treachery, ;;yd plans to dispose of Kinvzor once the

hapless designated confidant has committed the crime. -

The climax of the tragedy occurs when Kinvzor disobeys

Styd's order t> murder Vladimir. Wwhen Styd persists in

‘ [ - - . . . ' -
attacking Vladimir himself, Kinvzor intervenes 5 restrain

his master, who retalidtks and slays his designated confi-

dant. Aware that. all is lost, Styd mortally wounds himself.

Dying, he explains .that his hatred foer;adiﬁir stems from

the latter's murder of Iaropolk.. -Vladinir comments that his

own inability to5 put réason before passion enabled Styd to

deceive him.

-

Analysis

There are two desiznated.confidants in this tragedy5ahd

‘they both play crucial roles. Their'act_and scene-disﬁribu-.

tion 1is as follows.

Kinvzor

Vineﬁa

In Act

Act I Act II Act III. Act IV Act V
4 1 12,3005 - 1,6
3 . -

7(8) 4,5,6 - A

‘f"'i“
=ro
L

-

I, Scene 4 Kiavzor, acting as messenger, informs

Styd that 'a mutiny, instigated by Styd-himself’, has broken

-
~ ' o
. . ) . .
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out in the city.

Acting both as messénger'and advisor in Act 1II, Scene

1, Kinvzgg reports at length to $tyd, informing him how Vlé-‘
dimir has managed to quéll the ;ebellion; secretlyf fomented
by Styd _Himself, merely by appeariné-before ;he assembled
.citizens of Kiev. The irrepresﬁiﬁle Styd coqntersfthat the
situation may ochanée in their favor, especially if gﬁeater

force is applied. Kinvzor now feels that Vladimir will take

extra precautions and it will be more difficult to assas-

" sinate him. Kinvzor is reluctant to slay Vliadimir and for

© Kinvzor to

the first time there is some hint of Kinvzor's subsequent
revolt. The adamant 3Styd rejects Kinvzor's admonishments
“and. orders him to follow closely the movements of Sigurd,

‘commander of the armed -forces, and the man he fears most.

In" Act III, ScBne 2 Kinvz?r,. acting as messenéér,
aanuncgsj an étta;k bj ﬁﬁé Varangiéﬁs. In Aect III, Scene 3
Kiq&éor.repbfﬁsstq Vlaﬁimir that a Varangian priSone; ‘has

}admitped 'thé existence of a'piot against.Vladimir. In‘the
fqilowiﬁg.scénelsiyd.aeciares that ‘Sigurd had plotted with

the . Varangians to tépple the Prince. In this 'light

ol

Kinvzor's:.endeavors in Scenes 2 and 3 appear: designed to |

f,qodsé ‘Vladinir's fears so Styd will be able.to convince him

of Sigurd'sjduplibity; . In. Act III,_Sﬁehe 5 Styd again urges
avenge Iaropélk's death ‘and slay Viadimir.
JKinvzor ag}ees to perfdrm his assigned task and alsa reveals

. . ] N - .
how he shares the same goals and ambitions as his.master.
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-

" Styd provides some rare biographical information on the

désignated confidant.

Styd: GeroYskiY ogn' teper' v glazakh tvoikh gorit,
No iunost:? chasto'vsg prevratnye tvorit! -

(ﬁp heroic fire now burns in your eyes,/But “

youtn often is capable of any evil.) g
Kinvzor takes Styd's dagzer 'and swears o avenge Jaropolk. -
In .this . scene the designated confidant is almost a direct -

extension of his master's will. , .

In Act V, Scene 1 Kinvzor is instructed by Styd to com-
mit another murder, that of Sigurd:“Kinyzor accepts 515 new
assignﬁent willingly but his .incredulity at the ‘news .of
Sizurd's . imprisonment indic;tes Some hesitancy. In Act V,

Scene_6 the final break between Styd and Kinvzor occurs when

Styd'attempts to stab Vladimir himself and Kiavzor restrains

- his erstwhile master.

Styd:  Pogidni robkiY kniaz'i ...

Kinvzor: {Uderzhivaia egzo)
Ostanovis', zlode¥r

Styd: Izmennik! liutyY vrag! umri rukoY moeY!
8 (Udariaet Kinvzora kinzhalom. Kinvzor padaet. i
umiraet.)
Kinvzor: Akh! Varvar!

(Styd: Die, cowardly Prince! ...

Kinvzor: (Restraining him)
: Stop, villain!

Styd: Traitor!{cruel enemy! Die by my hand!
(Strikes Kinwvzor with a dagger. Kinvzor falls
and dies.) ' )

Kinvzor: Ah! Barbérianf)
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Kinvzor shows good charactef 'develo%ment. Throughout

most of the tragedy he appears as a loyal accomplice of his

.master, indeed almost an extension of his will. Moreover,

Kinvzor's whdle relationshig with Styd supports a theory,.
proposad by Lawton, that the designated cenfidant represents

a psjcholoéical double of his master or her mistress. In an

.eaﬁly scene, Act II, Scene 2, Styd suffers pangs of consci-

ence over-his murderous lust for political power and for the
Princess Rogneda. ;f it were assumed that Kinvzor personi-
fies Styd's conscience, this would explain the designated
confidant's incessant admonishments to reject evil. In Act
V, Scene 5-the bloody confrontation between Styd and Kinvzor
is anaIOgous' to tpe conflicting. iﬁ}ulse; within Styd.
Although he manages to~§uppress his conscience and slay his
designated confidant, aoing so he destroys himself and must

zommit suicide. Further support for ‘the notion of the

bsychological-douplé may possibly be Kinvzor's very name

(kinzhal' means . Jagger, vzor sight) which suggests that

. Kinvzor acts as the'extensiggxbf Styd's murderous .hand, or

N ' 4 ‘
that the designated confidantﬁ‘in the guise of Styd's sub-

.conscious, may perceive (fronm the  wbrd vzor) what Styd's

- A - S es
con¥cious may not. Even Styd's name may have been purpose-

fully chosen to indicate the revulsion Kinvzor mwmust ulti-

mately feel: (Styd means shame in Ruésian.)

It is, of course, useless in retrospect to speculate on
“~ .

whether Kliuchar8v had consciously and deliberately, or even

unconsciously, chosen the name of the designated confidant.

proe. g

g
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Furthermore, it cannot be stated irrefutably that the
psychological double is at work here. On the- other hand,
the points raised above should not go unnoticea. Finally,
as mentioned 1in the chaptér on the theory of the confidant,

the ¢ designated confidant as- psychological double cannot

explain all or even most of its use as a literary device.

Vineta, the ubiquitous designated éqnfidante to
Rogneda, plays an egually important role. She consults not
only with her mistress but with a number of characters to

secure freedomn and safety for‘Rogneda.

In Act I,/ Scene T Vineta,. éct{g& as intermediary,

. ) -
explains Lo Sigurd that Rogneda is losing the will to Jlive.
Acting“aé cBmforter, Vineta attempts Lo 1ift Rogneda;s flag-
ging spirits by reminding her of Vliadimir's intrinsic kind-

-

ness. Vineta, again acting as intermedlary, pleads with

t-

Sigurd to reconcile the royal couple.

In Acﬁ II, Scene 4 Vineta, acting és dispenser of pol-

itical wisdom, advises Rogneda to admit to Vladimir that-she

" had once harbored evil thoughts and to beg forgiveness.

Vineta: Proshu, padi Kk nezam supruga razdrazhenna
V raskaian'e tvofm ne budesh' im prezrenna.

Rogneda: Ne nuzhen dlia menia poleznyY seY sovet,

(Vineta: I beg of you, throw yourszlf at the feet of
your angry husband/In your contriteness he
. u;Ll not suspect you of any crime,

Rogneda: I do not need this useful advice,/...)

In Act II, Scene 5 Vineta, =acting as . independent agent,

-
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appeals to Styd to put in a good word for Roéneda to Vladi-
mi}. In Act II, Scene 6, again aéting in the same capacity
as 1in the previous scene, the peripatetic Vineta appeals to

Vliadimir himself on behalf of her mistress.

In Act 1V, Scene 1 Vineta, acting as comfo?ter, tries

to reassure a doubtinz Rogneda of Vladimir's love for her.
In Act Iv: Scene-Z, when Rogneda is arrested in spite of all
Vineta's hopes and efforts to the contrary} Vineta swears
her devotion to remain loyal even unto death.

Vineta: Ia ne ostanusia na svete po tebe!
v tof chas, v kotoroY krov! obrazhaYshaza
pol?’ etSLa,
Dykhanie vo mne na veki presechet51a, i
A est' li- smert' togda zhelanna ne pridet:
Ruka moia e1u klnzhalon prlzovét.

LY

“Unru: i pri tebe ia budu pogrebenna.

(I shall not remain.on this earth after you!/
At that very moment when your blood is-yshed,

The breath of life shall cease in me forever,/

And if desired death does-not come: /My hand
will summon it with a dagger.

I-shall die: and by your side I snall be
hurdied.) : -

The loyal Vineta is prevented from. attending - to her

mistress and 1s herself arrested and imprisoned by Styd.

She does not appear in the final act.

‘ i .
Vineta plays a pivotal role. Acting as independent

agédt for the -sake of her mistreés, she succeeds in extract-
ing a pardon for Rogneda from Vladimir and changes the
course of the denouement. Acting as comforter, she con-

stantly tries to encourage Rogneda's spi?&ts{ reconcile” her

¢
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’

with Vladimir, whose positive qualities she never ceases to

repeat and maintains her fierce loyalty to her mistress.

Styd, one of the protagonists and chief villain of the
tragedy, also plays the role of confidant to his rival, Vlia-
dimir. In Act I, Scene 1 Vladimir even addresses Styd as
his confidant.

Vladimir: Napergpik iskrenni monarkha svoego,
~Zri vsd stradanje dushi teper' ego,
UzhasnyY slucha¥ moY 2rug tebe otkroiu,
Potreben nyne mne poleznyY tvoY sovet. ...
. (Sincere confidant of his monarch,/
See all the suffering now of his soul,/
I shall reweal to you, my friend, a
horrible ingident,/

LY

Now ‘I need ;éur'useful advice ...)

—

In Act I, Scene 2 Styd advises Vladimir to aquell the
reselldon and guash rumors of his death by ébpearing before
the populace. ks'the tragedy progresses, however, Styd's

influence over Vladimir wanes.

Conclusion

“This tragedy, like so many others, retains thé triangu-
'1ar structure Dbased on an eternél love triangle. The two
lovers are the monarch, Vladimir, and his wife, Rogneda.
Their “union, 'already estab}ished” by their marriage, is
undermined by mutual suspicion fostered by ‘the traiforous
Styd. His wunrequited passion for Rogﬁeda complicates the

love plot while his lust fo? power constitutes the political

-
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conflict: The three protagonists_are-éupportgg‘ﬁ? confi-
dants, two of whom are designated. The other cpgiidént is
Styd, an example of, a'principal character whd, at times,
also performs the func;ions of a confidant although this is
not his primary role. The triangular plot st}ﬁcture is

shown in the.following configuration.

' : Vladimir (Styd®)

/-/‘ N
. -
// .

Styd (Kimvzor) Rogneda (Vineta)

Of the three possible confidantﬂ positions, Kliuchare;
fills all ‘three, two with designated confidants. These
.designated confidants, Kinvzor and Vineta, aée two of the
‘most powerful in all of Russian tragedy. Each not only
plays a strong role as advisor of-politicai;ﬁisdom, but each
also acts as independent agent to.affeét the ouicome of thg

N

tragedy.



CHAPTER XI~

THE TRAGEDIES OF NIKOLEV

The life and work of Nikola¥ Petrovich Nikolev (1758
1815) places him in the~neoclassici§t traditioi. Born into
the g;istocracy, e received a g0od education under the egis
of Princess Dashkova, a reknowned liberal intellectual of
the period. The future writer demonstrated a keen aptitude
for mathematics, philology, and foreign languages. -Asva
youth he fregquented the Panins and other representatives of
the enlightened gent?y. As a result, Nikolev eherged as one

'of the most educated men 5f his time, in both the formal and
genéral senses. A true neoclassicist, he embraced the
free;thinking enlightenment ideas of ﬁhe new elite. Yet,
manifesting an intelléctual integrity lamentably lacking‘in
such hypoeritical snobs as Sumarokov, Nikolev lwas not
adverse to mixing with the common people.1 He also served in
the army, but., his brief military career was cut short.by

worsening eyesight which eventually left him blind.?2
e _ ' - .
A typical neoclassicist, Nikolev experimented with all

manner “of genres. He is the author of odes, satires,

1 According to his biographer, Stefan Maslov, Nikolewv
would dress himself in a simple frock coat (prostoY
siurtuk) and visit the village common (narodnye plosh-
chadl) to observe the customs and entertainments of the
peasants. See V.A. Bochkargv, in Stikhotvornaia
tragediia: kontsa XVIII - nachala riX V.,
vstupitel'naia stat'ia, podiotovka teksta 1 primechani-
ia V.A. Bochkarlva (Moscow-Leningrad: SovetskiY plsa-
tel', 1964),p. 63. | -

2 Bochkarev in op. cit., p. 63.

r—
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fables, verse, comedies, comic operas and ¢two tragedies.
Both of his t?agedies contain designated confidants and it

is to_them that we now turn.

1. " Bal'mira (1781)

"t ma——

'~ Dramatis personase: ~
Iroksers - Tsar' Tirski¥Y (King of Tyre)
Atrida - Ego docheri (His daughters)
Pal'mira ' .
Omar - Kniaz' SidonskiY pod imenen

Zolega (The Prince 'of Sidon,
disguised as Zolega)

Arkambrod - Napersnik Iroksersov (The desigznated
T confidant to Iroksers)
Orislan - Poslannik Iroksersov (Iroksers’
messenger) ' ,
Izida ~ MNapersnitsa Pal'mirina (Pal'mira’s
. desiznated confidante)
zileY : - Napersnik -Omarov (Omar's designated

confidant)

- 3Strazh plennykh (Guard of the
prisoners)

- -Voin, zhretsy, voenachal'niki,
voiny tirskie,.voenoplennye i voiny
sidonskie, narod tirski¥Y (Soldier,
priests, commander of the-armed
forces, Tyre's troops, prisoners
of war and Sidon's troops, the
people of Tyre)

As far as I have been able to determine, there 1is

almost no critical commentary of Pal'mira.

Plot

Essentially, the plot consists of a political conflict
intertwined with a loyé conflict in the traditional manner.
The politiecal conflict stems ffom an old quarrél Setween the
monarch .of  Sidon and the man*he insulted, Ircksers. It

seems that the Sidonian monarenh had refused to honor : a
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pledze to marry‘ his daughter to Klearkh, son of Irokseﬁs.
In retaliation for his injured pride Irokse}s declares war
on Sidon, but, as‘a result of a stunning military reversal,
Sidon's forces, under the leadership of Zoieg (Omar in dis-

guise), lay seige to Tyre. Moreover, Klearkh is taken pris-~

oner by the enemy forces. Iroksers, on the other hand, does

-succeed in capturing Zoleg (Omar) and some of his troops.

dnen Iroksers learns of the death of Klearkh at the hands of-

the enemy, he orders the imprisoned Zoleg/Omap-executed.

-

The love conflict is designed to coﬁpl;céte matters.
iroksers' two daughters, Atrida and Pal'mira, are both in
love with Zolég/Omar but heﬂloves' only Pal'mira. Neither
sister, however, 1is éware of the other's secret love or .
Zolez/Omar's real identity. Eventually Pal'mira_learnsr her
lover's‘trug'identity and has him released go save his life.:
The jealous Astrida informs he} father, who then orders the
escaped Zoleg/Omar to be recaptured and executed along with
Pal'mira. The distraught Astrida, seeingy what she has done,
commits suicide. |

-

.What happens next depends on the version Qf the tragedy

consulted.  Both versions are included in the RossiYskiY

Featr edition of 1787. In the first version of the ending,

A Zoleg/Omar, although victorious on the battlefield, érrives

too late to ﬁrevent Iroksers from stabbing Pal'mira to
death. Iroksers, repentant, then commits suicide and Omar

pronounces a bitter speech. In the second version Pal'mira
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* -

pl

is saved in the nick of time, but Iroksers nevertheless com-’

-

mits suicide. ) . -

Analysis

N

Mhese “ingredients were transformed by Nikolev into what
, y H1Z0

can be considered the best tragedy in Russian neoclgssicism.

The plét, never maudlin, is well éonstruéted;Dthe'character-“

ization is good and believable; the style is nearly fault-

less; and the language elevated, yet moving. Suspense 1is
maintained and sentimentalist elemenis are sparse. In addi-

tiqn, there are many excellent speeches and gquotable lines.

Three designated confidants appear 1in this tragedy.
fheir act and scene distridbution is as follows.

Act I Act IT Act ITI Act IV Act ¥
’ (1st version)

Arkacbrod - 2(3)4 - (2,4,5) (5) 4(5)
(8,9) 7 :
Izida S 1(2) 9 . 2,5(4) (5)6,8(3,10)
| 5 11(12) -
7i1e¥ (8,9)10 - Co- - (12)
Act ¥

_ (2nd version)
Arkanbrod "o " " " 4(5)14(15)
‘Izida ’ "o " " n 6(7,8)9,10

11,12(13,14)
(15)

ziteY " " " " 11(12,13,14)
{(15)

Arkambrod plays the traditional role of advisor. In
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Act I, Scene 4 Iroksers puts his trust in Arkambrod and asis

_him for advice on what to do with.the prisoners, one of Whom

is Zoleg/bmar. -The designated confidant suggests that they-

-tEy to sqw-diécord among the prisoners by showing' prefereh—

tial treatment:to Zoleg/dmar.

in Act'IIi, Scene 2 Arkambrod, acting as agent, carries
out his master's orders to sunmon Zoleg/Omar and then burn

him at the stake.

-

In Azt V, Scene &4, acting as messenger, Arkambrod
= , = .

reports to Iroksers on their unfavorable military situation.

In the first version, the loyal desizgnated confidant does‘

not .appear in the final scene, Azt V, Scene 12, when

Iroksers slays his daughter, then himself. - In the second

version, Act V, Scene 14, Arkambrod announces to Pal'mira
that Iroksers woulil 1like to see ber before he dies.
Pal'mira 1s 1incredulous to learn that her father is still

alive since Omar had already:announced his death.

The character Izida is possibly the best example of the
designated configgnte in all of Russian neoclassicism. Her

extensive role (8 speakinz scenes in the first version, . 10

in the second) not only reveals her powerful personaiity'
through the force and beauty of HNikolev's verse but also, in

the most striking and complete manner, the ideal relation-

"ship between mistress and designated confidante. In one -

lengthy scene (Act II, Scene 1), Izida acts as comforter,

. . ' » .
messenger, advisor, and medium. She first informs Pal'mira

o
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that her brother, Klearkh, is to-be released and returned to
AT

Tyre. But Pal'mira still worries .about the fate of her
lover éoleg)Omar, for Qhem,,her affection. i;-unknown to
izida.. In the following exchénge, the role of the attentive
designated confidante, desirous of knoﬁing tﬁe secrets of"

her mistress, is examined.
Izida: e
Chtob kniaziu vozvratit® nemedlenu svobodu, .
I vest!'! ia slyshala nesgtsia po narodu,
_ Chto s Oristandm 6n v sel den' pribudet
v Tir. - s : :

Palfmira:-(S smiateniem)
A plennye? ... Zoleg?

Izida: Kogda svershitsia mir: ~ :
Tak mniu i plennye s Zolegom svobodiatsia.

4

Pal'mira: I novye dlia menia mucheni&i rodiatsia.

1T

Izida: Chato znachit rech' siia?
. A ’

Pal'mira: (V storonu) Chto ia proiznesla! .
Liubov'! vot do chego ty oY serdtse
vozrosla! -

Nevoleiu lazyk v51u talnu 1zv1ekaet'

Izida: No v tainstvo tvoe moY um ne pronikaet,

(Izida: .o oo

' That the Prince is to be freed,/This news,
I have heard circulating among the people,/
That he will be here this very day

with Orlstan in Tyre.
k]
Pal'mira: (Worried) . )
And the prisoners? ... Zoleg?

-Izida: When peace is achieved:/I think that Zoleg
and the other prisgners will be freed.

Pal'mira: And then I shall Be tormented anew.
Izida: "What are you saying?

Pal'mira: (In an aside) What did I utter!/Love!
That is what has grown in my heart!/
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A slip'of the tongue has revealed the
~ secret!

Izida: My mind cannot féthom;ipﬁr.secre?,_:;})

Izida pleads to be privy to the secrets of her mlstress

to whom she says she has been.so 1oyal I :' o

Izida: Il' iskrennosti ia tvoeY ne zasluzhila? _ .

‘Akh! Chem ia na sebia tvoY gnev vooruzhila? = .~
Izida 1i tebe ne predanna dusheiu? |
Za chto zhe ne delit ona toski, tvoeY?

ProleY pechal' tvoiu v uSerdneYshuiu dushu!
Klianusia nebom ia, chto tainy ne narushu,

Ne liubopytstvuia, khochu to vedat® sia,
Khochu, pdznav vinu pechall tvoela,'

Khot' malo oblegchit!? tvoe serdechno brenla..\

(And I have not earned the right to khow

your thoughts?/Ah! How have I raised your

ire?/Is not Izida devoted to you with all
_her soul?/Why can she not share your anxiety?/

-Pour -your sorrow into the most zealous

soul!/I swear to heaven that I shall not

reveal your secret,/I am not curious, nor -

do I merely want, ‘to be informed,/I want,

having known the reason for your sorrow, /

In some small way to alleviate your heart 5 burden.)

Likewise, Izida requests the confidence of her mistress

Wwhen she suspacts her of being thé viztim of a great pas-

Izida: Odnim muchen'em rok predprinial vas terzat':
Atrida, kak i ty,.po wsiakiY chas stradaet,
Liubov' ne menee i eiu obladaet. -

Ona otkrylas' v tom napersnltséY svoeY
Kotorala i mne otkrylas' v talne se .

(Fate is torturing you both in the S
. Same way:/Atrida, like you, *is.constantly |

suffering,/Love. has a great hold

on her./Snhe revealed her secret to her

d951gnated confldaﬁte /Who revealed

it to me! ...} :

In the above passage the designated ‘confidante . indi-



THE TRAGEDIES OF NIKOLEV . =~ -.' 240
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N L8

cates that she has conferred‘w1th another deSLgnated confl-

' dante who is nelther preseqt 1n the tragedy ndr‘ mentloned~

anywhere e%se, 1nclpd1ng-the_dramatls-personae. 'Tﬁe refer-
ence to the"existeece of ‘-another designeﬁed .cohfidante
broadens ‘£he. uﬁseen background of. events and w1dens the
seope of Iz1da s activity. Flnally, as-a result of Iz;da s
urginvs Pal'mira reveals the object of her secret pa351on
and at the same time provides 11formatlon on the de31gna\Ed

confldante, whicn is an unusual occurrence.

© Izida: O skol' pospeshno strast' vseliaetsia-v
- - serdtsal D - :

Pal'mira: Uvy! ... ia dva goda ne v1zhu oY kontsa.
Izida: Chto slys‘lu'7

-Pal'mira: Ne bylo togda Iiid% v Tlre, : .
‘ Kogda on obraz svo zapechatlel v Palt mire

T -~ .
- o . . - -

(Izida: VO hogrquickiy pagsien seizes eur'hearts!
Pal‘miree Alas! ... it has been two years. 7
Izida: .Qhat do_I;hear? |

.éal'mira: Izida'hajlnot yeé arrived in Tyre,7When

- he had etched his image .in Pal'mira ...)

Eventually, Izida, acting as advisor, urges Pal'mira to

overcome her passion but her advice 1s not heeded.
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Sberi kniazhna svo¥Y um! Skol' mozhno opolchis’
Protivu bedstvennoY seY strasti!

‘Net, ne tshchis?',
‘I ne nade¥sia ty, chtob strast' ia

pobedila, =
Oslabla moezo uzhe razsudka sila!

Jse your reason! Steel yourself/
Against this unhappy passiont e
No, do net try,/Arnd dc not hope that I

will defeat my passion,/My powers of reason
have already weakened.)

Pal'mira's lines tonvey succinectly <£he neoclassicist

notion that passior robs the mind of its power to reasor.

In Act II, Scerne 2 Iziia, having gained Pal'mira's con-

fidence,

~is present wher, Zclez/Omar reveals his true iden-

tity to the incredulous Pal'mira.

- .
In

forter.

4

fct IiI, Scene 9 Izida ‘acts as advisor arnd com-

First, she suggestgffnat Pal'mira calm her nerves.

Pal 'mira:
Izida

Pal'mira:

Izida:

(Pal"m;ra:

Iz'iria‘:

Pal 'mira:

(Bezhav ey [Izida] rna vstrechu)
Se zlas e3c! ... Gde ty mc¥ kniaz' liubeznoY?

Prestan' sebia krushit' toskoiu beZpoleznoY.

Izida, tyl' so mnoiu?
T .

OdolevaY sebiaf ...

Running to meet Izida) , L
H¥s voice! ... where are you, my dearest
Prince? .

Cease swooning because of this useless anguish.

Izida, are ycu with me?

Izida:

Pull yourself together! ...)
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Tzida shows her capacity for independent action when
she succeeds 1in persuadiag her bﬁdther,_assigned to guard
‘Omar, to free him.

Izida: Brezi ty zhizn' tvoiu, chtob kniaziu zhizn®
zberech' ...
Ia sposob nakhozhu eshche udar otvlech'.
Ne obol'shchu tebia: svoboden tvol Omar.
On bratu moemu preporuchen pod strazhu:
Dlia pol'zy ia tvoeY na vsB egzo otvazhu.

Pal'mira: O shchast'e! ... o mo) drug! ... Izida! ...

-fIzida: Sﬁare yoUr life, in order to save that of
your Prince ... '
I shall find a way to avert this blow yet!

~
. e =

Do not worry: your Omar is free.
-He is guarded by my brother: _
I can rely on him to help you.

Pal'mira: O joy! . o my friend! ... Izidal! ...) .

In Act IV, Scene 2 Izida, acting -as intermediary and

messenger, -carries Pal'mira's jewels and messazes to Omar

and reports on hisjlove for Pal'mira. She also brings back
a letperﬁ_ﬁrbm Omar to Pal'mira. .Izida, acting as counsel -
lq}, advises Pal'mira not to make known her passion for Omar
to her father at.the riskhbf ner life.i Here Izida counsels

common sense over Pal'mira's headstrong passion.’

Izida: Ne k propasti vedu, k spasenmiu tebia:
Kogda otkroesh'sia ty; pogubish' sebia.

(I am leading you to salvation, not to
disaster:/If you reveal your secref; you
are doomed.)}
In Act V, Scene 6 Izida comments on the destructiveness
of blind  passion. In Act V, Scene B8 Izida reports.to

Pal'mira that Astrida has committed suicide. In Act V,

'i::>
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Scerne ﬁ1 Pal'm{ra, _abput 1o be executed, begs forgiveness
from the loyal Izida whd,.féithful to the end, wants to die
Wwith hner.mistress. A |

Pél'mira: Prosti, Izida!

Izida: (Brosias' rna koleri)
Het: umru s tobol.

Pal'mira: Vostan' .. .
I pri Kontse moffdukh travozhit'® prestan’'.
ihivi: ... :

(Pal'mira:Forgive me, Izida!
=

Izida: (Threwing nerself on her knees)
' - No: I shall die with you.

Pal 'mira: Arise/Whern I die, dd_nothing to alarm
me./Live: ...)
Izida is present ir the last scere when £fMe murder and

suicide take place.

I the sécond vers;on,lin Act V, Scene 9, the desiz-
- rated confidante makes a2 much stronger plea for the life of
ner mistress thar she does in chne 11 of the first versiorn.
In" Act V, Scene'10.Izida; acting as independent agenit, cas-
tigates Astrida for.encodraging Pal'mira's death. sentence.
Whern” ZileY ard 'his troops rescue Pal'mira in Act V, Scene
11, Izida is overjoyed to see her mistress safe and sound;
In Aect V, Scene 12 Izida comforts Pal'mira. It appears that
ir the second versibn of the ending of this tr gedy, Nikolev
-streﬁgthened; for séﬁe unkrows reason, the already powerful

perszmality of Izida.

F

'ZiieY,._the-'third designated . confidart bresent in
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335'3113,‘_p15y$ a less significant role than the first two.
In Act I, Sqené 10 Omar reveai%&to his loyal designated con-
fidant his passion for Pal'mira: Advising céution, Zileg
warns that this passion cuts . across political 1oyaltie${
Tﬁig is an excellent e#ample‘of the designated confidant
advising reason over passion for ﬁolitical ﬁotives. More—
over, zileY implies that once Pal'mara~learn5'0mar‘s true
identity she will reject him. Omar iecides to follow

ZileY's advice and make known his true identity to Pal'mira .

to test the sincerity of her passion.

In the first version, ZileY has no speaking parts in
the final act. In Act V, Scene 12 he is present but Joes
not intervene when‘Iroksers murders Pal'mi;a and stabs him-
self. In the second version, Nikolev increased-fhe_scope-of
ZileY's role as he did foﬁ“thét of Izida. *1In Kdt- V, -Scene
11 ZileY actually chaﬁges the uholerending of the tragedy By"
intervening with a large number of Sidon's trqopé to save

Pal'mira from execution. <

"Not only is Pal'mira well written but the désignated.
confidants, especilally: Izida, play significant roles.-

ZileY's role- is small but pivotal.

Not surprfsingly, Nikolev retains the priangular' plot
structure found in most Russian tragedies. Two lovers, Omar
‘and Pal'mira, are prevented from consummating their affair

on account of politiecal intrigue: Pal'mira’s father,

- Iroksers, has declared war on Sidon, OCmar's city. ~ To
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complicate the love conflict Atrida also h;s fallén in love
with Omar, but, whea she discovers.this,lo;e is not - recipro-
cated, she actively plots against the young couple: The
three profagénists are‘supported by ¢onfidants, all three of

whom are.designated. T

2.  3Sorena i Zamir (1784)

Dramatis personae:

Mstislav , - Tsar' Rossi¥skiY (Tsar' of Russia)
Zamir - Kniaz' PolovetskiY (Polovtsian
Prince) -
Sorena - Ego supruga (His spouse) -
Premysl - Napersnik ‘Mstislavov (Mstislav's
' designated confidant) ‘
Zenitsa - Napersnitsa Sorenina (Sorena's

designated confidante)

- Voiny Mstislavovy (Mstislav's
soldiers)

- Voiny Zamirovy (Zamir's troops)

Sorena i Zamir, in contrast to Pal'mira, has drawn sub-
— , —

—
’

stantial critical cpmment.,/fﬂlthough thne protagonists and

_events in the plot of the tragedy are invented,3 the plot

itself does bear a strong resemblance to Voltaire's Alzire.

"4 For example, the names of the “male lovers -‘are similar:

Alzire's lover is called Zamore, Sorena's lover, Zamir. In

addition, the designated confidants in both tragediés per-

I
£

form the function of -messenger. -

There ared@ifferences, however. To expiate their -sins
3 Aseev, op. clt., p. BOOC. : ' ' T g
4 A. KadTlubovski¥, *"'Sorena i Zamir' Nikoleva i .
tragedil Vol'tera," in Izvestiia otdeleniia russkogo
lazyka 1 slovesnosti Imperatorskol Akademii  Nauk

jSanEtpeferburg: 1907}, Kniga I, 12:191-1g2.
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a

Zamore and Alzire accept Christianity and are saved:5 - Also,
in Nikolev's tragedy, it is not explained how Zamir dies and

why Mstislav undergoes 2 change of heart.é

2

Two other tragedies by Voltaire, Eryphile (1732) and
Semiramis (1748), apparently influenced the plot of Sorena i
Zamir. In both of these tragedies the designated confidant,
as ' in Nikolev's +tragedy, meets the hero on stage as he

exults in the supposed murder of the tyrant.?7

Soviet critics naturally take. a more politicized - view

" of ‘Sorena i Zamir. Aseev contends that Nikolev's character-

ization of Mstislav as a2 tyrant was an indirect criticism of
‘Catherine II 8 and indicative of the'growing qpposition to
her despotic rule.9 Maksimovich claims that the trageay‘sf,
méssage is that the reﬁoval of a tyrant was not only a right ‘
but a duty incumbent upon his or her subjects.10 :Whatever
the exact political import of this tragedy, the a;tistic'

merits, including the depiction of strong passions, heroisa,

and suffering, greatly appealed to the public of the tim¢.11

Piot

Briefly, the plot is as follows. The Russian ‘Tsar',

5 Ibid., p. 194.
6 Ibid., p. 197. .
7 ¥5id., p. 199. ‘

8 Aseev, op. cit., p. 402.
9 Ibid., p. 400. '
10 Maksimovich, op. cit., p. 543.
11 Xadlubovskil, op. cit., p. 185.

——
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Mstislav, has fallen ‘in' love with Sorena, wife of the
Polovtsian Prince Zamir, who, having successfully resisted
against overwhelming odds, 1is taken prisoner. Mstislav,
aware of the 1love Sorena and Zamir havé for each othér,
plots to separate them. At first he decides to kill his
rival, but then attempts to convince Zamir to convert to
" Christianity and thus render his marriage to Sorena void on
relizious grounds. Zamir, 1led to an empty cathedral at
nigﬁt; is supposed to witness a miracle, a vision of Christ.
Urged' by ~his designafed cenfidant, Premysl, Zamir at the
last minute, refuses to acéept the Christian faith. 1In the
meantime the distraught Sorena lies in .wait to slay
Mstislav. In the dark she wistakes Zamir for the tyrant and
murders her own husbandi. Realizing her error, Sorena takes
her $wn life. The sorrowful MstislaQ admits his guilt in

causing this tragedy and denounces his own tyrénny.

Analysis

The two designated confidants appear in the following

acts and scenes.

Act I Act II Act III Act IV Act V

Premysl (5)5 4,6 1,3(4,5) 2,4,5 2,3,8
, (6) (8,910 (9)
Zenida - 1 i(2)3  (7)8 - - . 5,6,7,8
| ' ¥(5)6 . IR (9

?
)
Premysl, Mstislav's desigﬁated confidant, plays a .trad-

itional role. In Act I, Scene 5 Mstislav reveals to Prémysl
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f 4

-

and the_épe;tatorslﬁzs\uncontrollable passion for Sorena.
In true.confidant fashion Prehysl advises Mstislav to subdue
his passion, if necessary by'removiqg its source, Sorena,
from his preéence, but the Tsar? rejects this advice as

unacceptable.

Premysl: Chto vizhu gosudar'! - ‘Mstislav
1i tako slab?

Mstislav: Mstislav uzhe ne tsar ™! - Mstislav
Sorenin rab!

Premysl: Tak.udali ot glaz-svoeY prichinu muki.

Mstislav: Sorenu udalit'? - Umru ot seY razluki!

Strast' boretsia so vs&m: s razsudkom,
dolgom, chest'iu e
I pobezhdaia vsg, lish' tsarstvuet ¢dna;

-

(Premysl: What do I see, my lord! - Is Mstislav
52 weaxk?

Mstislav: Mstislav is no longer'tsar'! - Mstislav
, 1s Sorena's slave!

Premysl: Banish from your sight the cause of your
torment'.

Mstislav: Banish -Sorena? - I would die from such
' a separation!
This passion is undermining everything:
reason, duty, honor/And defeating all,
it alone is supreme;/ ...)
'In Act II Pfemy3l acts as messenger. “n Scene 4 he
announces to Sorena that all the prisoners have been

released} In Scene 6 Premysl, actiﬁg as agent, carries out

Mstislav's harsh orders to imprison Sorena.

In Act III, Scene 1 Mstislav confronts Premysl  and

claims that the latter has not told him allhconcerning his
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meeting with Sorena. Mstislav admonishes his designated
confidant, éccusing him of treason. Premyﬁi félls to his
khees, swearing his innocence and loyalty. Mstislav apolo-
gizes for his éctions, biaming the{_én his all-conSuming
passion for Sorena and én'his anxiety in the -presence- of
Zamir. Premysl counsels restraint, claiming the priéoners
should be dealt with mercifully, but Mspislav rejects this
suggestion.' Instead, he plans to murder them all. ‘In Act

iII, Scene 3‘Premy51, acting as agzent and herald, ushers in

the prisoners and announces their arrival.

In Act IV, Scene 2 the loyal Premysl announces that he
has prepared the poison for the executions. However, in
this moment of truth he does advise Mstisiav to follow not
nis passion but his réason. |

Premysl: Pribegnuv k razumu, on sposob dast tebe

Liubvi bezplodnoY viast' preodolet' v sebe.
V vas serdtse dlia strasteY, v nas

—_ razum dlia spokoYstva,

Posledovat' emu est! deYstviié'geroYstva.
(Rely on your reason, it will show you the
way/To overcome the power of fruitless
love./In you the heart is for passions,
réason gives us peace,/To follow
it [reason] is an act of heroism.
In Act IV, Scene 10 the indeciSive Mstislav first ord-
ers Premysl to slay Sorena with a dagger, then calls him
back. Rejecting Premysl's pleas to be merciful, Mstislav

finally orders him‘té try to convince Zamir one last time to

accept Christianity or suffer-a painful death.

In Act V, Scene 2 Premysl announces that, in compliance
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with Mstislav's orders, Zamir has been led %6 the cathedral.
Premysl prfonounces an eloguent speech on the folly of
tyranny'and states that Mstislav must fise above it. 1In Act

v, Scene 3 Premysl prays to God (pravitel' estestva) to free

A%

Mstislav f{rom passion, but in uttering his prayer, inadver-
tently informs Sorena where Mstislav is ™ hiding in the

cathedral.

~
-

Premysl's role is extensive. He acts mainly as
messenger, intermedigry and advisor. Though he ©often

disagrees with Mstislav, he loyally carries out his orders.

-~

Zenida, the other desiéﬁated confidante, plays a simi-
lar .role; In Aect I, Scene 1, pointing to rumors of Zamir's
death on.the battlefield éfter Mstislav's defeat of the
Polov}sians, Zeniday acting as medium, inquires if Sorena
Will now conside; marriageito Mstislav. Sorena replies that
she wWwill remain 1loyal to her husband, dead or alive. The
design;ted confidante here serves as a device to 3auge
Sorena's 1oyal£y to Zamir. Sorena instructs Zenida to find
out if Zamir iststill alivé; .

.In Act II, Scene 1 Zenida; acting as intermediary, éon-
veys Sorena's reguest to see the ?olovtSian prisoners.' In
Act II, Scene 3 Zenida advises Lhe distraught‘ Sorena to
cease her snivelling as the released prisoner$ approaéh. In
Act 1II, Scene 6 Premysl commands Sérena and Zenida to be
imprisoned. Stunned, Sorena falls into thegarﬁs of'anida,'

- who, acting as comforter, advises”hégfmistressrto stay calm.
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?

In Act III, Scene 8 Zenida tries to comfort Sorena once
again by saying that she has just seen Zamir alive and well.
Zenida: Opomnis', progoni uzhasnuiu mechtu!:

Sorena: Zamir! - Zamir! - uzh ia na veke menia
~lishilas'. - _ -

Zenida: Ne duma¥, chtob égo sud'bina sovershilas':
Minuty net tomu, kak zrela ty ego; ~
Spokol smiateniia razsudka tvoego!

(Zenida:Pull yourself together, chase away &our
horrible dream! )

Sorena: Zamir! =~  Zamir!" - I have already lost
: you forever.. :

Zenida: Do not believe that he is dead v
I just saw him a minute ago;/
.Put your mind at ease.)

*

- In Act V, Scene 5 Zenida, having found Soréna in the
cathedral, 1is made privy to the plans of her mistress.
Here the desigﬁated confidante is used as a mediﬁﬁ to con-
vey the heroic thoughts of the.one'she serves. In ﬂt.c‘.:‘t‘\.f,L
Scene § Zenida is used. to prolong the suspense by deépai%idg
(rare for the designated_éonfidant in any tragedy) as Soreﬁa
exits to commit the fatal error murdering her own husband.
In Act V, Scene 7 Zenida, acting as advisor, wisely suggests
that they Qquickly leave the scene of -the crime.. In the
final -scene, Act V, Scene 9; Soréna realizes that she.has
mortally wounded her own husband and collépsgs into the arms

of her designated confidante.

- -

Zenida, as designated confidante, plays the traditional
roles of advisor, comforter, medium, messenger and intermed-

iary. Like Promysl, she.does-ﬁot play a pivotal rele in the

i
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tragedy.”
)

Sorena i Zamir retains the traditionmal plot structure.

s ' . . N .
. A" tyranniecal monarch, Mstislav, opposgs the union, actually

reunion, of husband and wife because he wants the woman as

b i

his .lower. The husband is alsc the poiitical enemy of the
monarch. Two of thé three protagonists, Mstislav and
Sorena, enjoy the support of confidants, both of whom are
aesignated.. Because his role is negligible, Zamir does not

have, nor does he really need, a confidant.

Coneclusion

Nikolev.ﬁakes zood use of the designated confidant to
perform the ;usual functions and reinforce the triangular
structure. Of the 6 confidant positions available, he fills
5, all of them with designated confidants. In addition, his

designated confidants emerge as strong characters.

Y ‘ﬁ
- "Monarch
1. Iroksers (Arkambrod) (Pal'mira):
2. Mstislav (Premysl) (Sorena 1 Zamir)
) : ‘*‘\
Young lover ) ?_ Young lover -_7 (i
1. Omar (ZileY) 1. Pal'mira (Izida)

2. Zamir (lacking) © 2. Sorena (Zenida)



- CHAPTER 'XII

. // KRYLOV'S FILOMELA

Ivan Aﬁdreevicb Krylov (1?69-18&4),-the famous Russian
fabulist, in -addition to his fableS wrote comedies, comic

/ - - -
operas, a tragi-comedy, and one surviving neoclassicist

\

tragedy, Filomela (1786).1

1.~ Filomela (1786)

Dramatis personaze:

-

TereY . - FrakiYskiY . tsar' (King of Thrace)
Progneia , - Supruga ege (His spouse)

fis - Syia i£%>(Their son)
Filomela - Sestra_.Prognei {Progneia's sister)
LinseY ~ Liubevnik Filomely (Filomela's
. lover)

Kalkhant - Zhrets frakiYski¥ (Prlest of

Tnrade) i
Azamet . ~ Napersnik Tereia (TereY's designated
' - confidant) -
Kheres - [no role indicated]

To judze from a number of sourcesn1 the subject of
p; ,

Fllomela appears to be based ﬂn Ov1d s Metamorphoses. 2 The

tragedy explores the thenes- of rellglon antimonarchism,

popular'dfscontent, and 1111c1t pa331on. ) . /;3“\
. Jo R,

1 Apparently, Krylov wrote one other tragedy, Kleopa/f

tra, now  1lost. See  A.V. DesnitskiY, "Tirans-

borcheskala tragediia I.A. Krylova 'Filomela, e in Len-
1ngradsk1Y gpsudarstvennyf pedagoglchesle instTtut
imeni A.I. Gertsena, Uch&nye zapiski; 198 (1959):80.

2 See DesnitswkiY, op. cit., p. 109; G. A. Gukovsklf _
Remarks (Kommentarll) in Krylov, Ivan Andreevich, Pol

noe sobranie stikhotvoreni Tom vtoroY:liricheSkie
stikhotvoreniia, p'esy (Moscow: SovetskiY pisatel’,
19379, p- 375;  "W.L. BrodskiY, in I.A. Krylov,
Sochineniia, Vol. %I, Drdmaturgiia, Redaktsiia teksta i, -.
primechnaniia N.L. Brodsxogo (Moscow: Gosudarstvennoe |, :
izdatel'stvo khudozhestvennoY literatury (OGIZ), 1946), -
p. 756.

Pad

]
1\-\.-“
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Critical material on Fllomela is nob entlrely 1ack1ng.
-Desnltskll, a Soviet crltlc, has devoted a whole article to
the tragedy, mostly to its contents,. He examines the possi-
ble ‘ﬁhematic .ipfluenceS‘- classical, Western and Russian -
on Filomelé, and concludes that the tragedy's orlglnallty -

lies 1in its rejection of enlightened despotism, regublican-

ism and religious salvation.3

ZagorskiY disagrees with.much . of BesnitskiY1s critili‘
cism. - He claims that the tragedy is hardly worth analysis
due to a lack of any "trace of or&ginélity;" Its only vir-
tué is its ‘antidespotié' theme, but even that is hardly
novel, having been "more successfaily“ expreséed by
Sumaroskov, ' Ymeraskov and other predeéesso?s of Krylpv.. In
addition, Krylov fails to portray the masses in Zagorsle's
opinion..d

137;

. Unfortunately, almost all of Desnitski¥rs article is
devoted to the . tragedy's allegedly aﬁtlmonarchlst theme.
However, he does dlSCUSS the artistic quiﬁ}ty of Flloﬁgra.
DesnitskiY eriticizes weakpesses of the tragedy, such as the_

strict obseryapce of the unities of time and space, use of

the "high style" bf 1323ﬁ336' and archaic vocabuiary.s He

3. DesnLtskli op. c1t., rp. 10;\013Ypa551m. Only the
masses (narodT_ claims Desni%3kiY in what appears to

‘j reflect a typical Soviet assessment, provide a viable

alternative to autocracy.

4 M. ZagorskiY,” in the introduction to I. A. Krylov,
Presy (MoseOw-Leningrad: Iskusstvo, 1944), pp. 6-7 pas-
sim.- . ) . . . ]

‘5 Desnitskif, op. ¢it., p. 116.
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apportlons some of the blame to the neocla331c1st movement

itself, whlch "bound Krylov's: flrst steps in the creatlon of

a tragedy."s He does admit, however, and I strongly agree,

that Filomela prov1des some forceful llnes (511 nye stlkhl)

7 In fact, in my oplnlon the power ~and Smoothness of

Krylov's ‘verse make this tragedy a dellght to read, if not

stagé; and this work marks a refreshlng change frem such

P

‘clumsy efforts as Derzhavin's two tragedies, discussed later

in this thesis. The remarkable quality of Krylov's style is

.alL the,. more striking when it is;rgcailed that he wrote

Coe

Filomela whea ifi?re youth of seventeen.

Plot - - I -y
Briefly,_thg:piot is-as follows. Mﬁch‘tg the - conster- .
nation of Progpeia and LinseY, bofh Te;eY and Filomela are
f;rst reported lost at sea. TereY reappears safe and sound
however, claiming that the same storm whlch delayed his
return had sWept Filomela to her death from the dezck of the
ship. It is soon revealed to the audience that FllOmela has
not-perished but lS being held prisoner by TereY, "Wwhose
passion for his wife's sister has overcome his common sense
and has led him to force her to 1love him. Eventually,.
Fllomela1ls able to reach Prognela and LlnseY and relate her
)

ordeal. Unmasked, TereY admits that he was aware. of the

illicit nature of his passion, but_claim; he was helpléss in

& Ibid.
T Toid., p. 118.
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its power. LinseY and TereY quarrel, then engage in a
struggle, stopped only by the entrance of the high priesi
Kalkhant, who advises‘?ereY to repent his evil deed and }

-
overcome his passion.

whequ this passion deteriorates into a thirst for
revenge againsﬁ the lonéasuffefing Filomela, TereY orders
her impriSoned‘énd tArtqred. Informed of this new, outraée,
Progneia herself swéars vengeance against the menarch and.
her estranged husband. LinseY.also threateas to Kkill the

King, then himself.

Meanwhile, Agamet, TereY's designated  confidant, .
bétra}s 1ils master and transmits a-letter to Progneia from
the imprisoned Filomela,'who informs her sister of the lcca-
tion of her prison. Agamnet also_ﬁeveals where.Filomela is
) beiaé héld: Eventually free? by LinseY“ but already- dying
as a résult of the torture inflicted on her,-Filomela is
brought before the astenished TereY who neaps blame on the

high priest Kalkhant for having provoked the masses, already

discoritent. with TereY's tyrannical rule.

P

When neusdfinélly arrives confirming Filomela's death,
the repengant TereY.wishgs for his ow;. In the meantime, as
a result of popular discontent and - indignation over
Filomela's déaih, a mob lays seige to ﬁhe royal quarters.
Dispirited, TereY begs Prognela to care for their son, Ifisz

Wwhen he, TereY{ is no more. The unforgiving Progneia pro-

duces a bloody skull, all that remains _of their progen;.
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Completely broken, Terei commits suicide. Kalkhant has the

honor of pronounciﬁg the mor3® of the tragedy' - neot to

o

anger the gec¢ds.

-1

Analysis

Azamet, the only designated confidant in this traéedy,
appears in the following acts and Ecenes.
Act I Act IT Act TII Aet IV Aet V
Azamet S3(8)5 - 102,306 - 2(3,4)
: ' ¢5,6)
Althcugh he does not ﬁhange the ultimate course of the

tragely, ~Agamet . dces Dbetray nhis master TereY. Krylov is

1]

. . P L
.artistically mature enough, even at- the tender age of seven-

tez2n, ‘to show that A zamet's decision to2 thwart Teref‘s
! -~
chemes is not taken suddenly, but is the result of his lna-

-

bility to> convince TereY to cease his evil actlons.

In Act I, Scene 3 Agamet, acting as herald, announces

the entrance of TereY. 1In Act I, Scene 5 Agamet, acting as

By

messenger and iﬁtermediary, reve@}s to his master that he
has fulfilled his task of imprisoning'Filoméla in a2 secret
hideaway. Agamet appeals to TereY te come to his senses and
release Filomela. l
Agamet; .. .
' N, gosudar', wvnemli napersnika sovet:

Vospomni chest', zakon, tronis' Lsaritsy

Stonom. <
B - - rd

and

Zabud' liubvi sveeY neschastlivyY predmet,
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Zadbud' kniazhnu.

(But, my lord, heed the counsel of your
confidant:/Remember your honor,

the law, are you no¢t touched by the moans
of the Queen.

-~

and

Forget the object of your unhappy love,/
- Forget the Princess.)

Worried that his secret passion and Filomela's impris-
onment mizht be revealed, TereY instructs Azamet to go into

the streets_and-see if theApopulace'hax any inkling of his

e

actions. Agamet wonders who could possibly dare reveal this
secret. TereY replies that his own countenance may betray'

Mmim. Acting " as  advisor, .Azamet argues that TereY should

) ’ suppress hi's passion and act rationally. -

.- . N . ) . . .
’ In Act III, Scene 1 TereY reveals to his desiznatsd

ccnfidaﬂt ‘that he is consumed by a new passion -~ thirst

for revenge .against the defiant Filomela. Agamet here

rl

sérves as a medium for TereY to express his thoughts. When®

TereY disregérds his- advice to stop torturing Filomela,

s

«, Agamet invokes the‘fpossibility of a threai LinseY,

g

Filomela's betrothed.. More and  more disillusion with
~ TereY, . Agamet states that he ‘ﬁb'-lopger recognizes him.
TereY—suggests thapjihey ﬁért compény, thus leaving Agamet

- free to follow hisﬁzonéciéhcé. in Acﬁ III, Scene 6 Agamet,
;ho has now abéndonqd'any hope of restraining Teréf, for-
"wards to Progneia a letter from Filomela asking‘fof help.
Here, the.designated confidaﬁt_brqéfi;gg:pletely in word and

% N

[
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.o~

. deed with his former master and becomes an agent for the
other side. . Questioned by Progneia, Agamet reports that he
had . little control over TereY but was able to discover the

1
tower where Filomela was being held by retracing TereX's
return path to the city. On the path to the tower, Agamet
finds Filomela's letter.

”

In Act V, Scene 2’hgamet, asting as rnessenger‘_!\‘k informs
TereY and the spectators of Filemela's slow, painful death.
Agamet alsc reports that there is growing discontent among -’
éhe masses and warns TgreY of a terrible retribution by the

Fates. -

Aé designated confidant, Agamet plays a traditional
role of messenger, advisor of political wisdem, and finally,
agent for tgé fdrces of reason over passion. His service to
Progneia, Filomela .and LinseY is not so much a betrayal of
the reckless Tere¥ as a testament to the consistency of
Azamet's moral stand ?utlined in the first aét.h In provid-
ing the key information concerning Filomela's whereabouts,
Agamet- zives fresh"impetus Lo the plet without, however,

~

altering its eventual outccome. v
. /’f

* A
It should also be mentioned <€hat Kalkhant, the_.high

v

priest, acts as an unsolicited confidant to TereY by advis-
ing him to try to overcome his passion or risk .incurring the

dr%th of the gzods (sée Act II, Scene 6; Act 1V, Scene 5).

Conclusion
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The plot, bésed on the same triangular structure common
to many Rus§ian ‘tragedies, cons;sts of two interconnected
love conflicts and orzé‘= pqliticar cénflict. The latter
exists only in the sense thaﬁ TereY's unbriéled paésion
arouses oppoﬁition from all levels of society and’ ékkeatens
his rule. No usurper lurkg Wwaiting in the wings to seize
power nor does ﬁhe resolution of the political conflict
depend on the outcome oflthe love zonflicts. The love con=
flicts cqnsist of twe eternal triangles - TereY} P;pgneia;
ard Filomela; and TereY, Filomela and LinseY. TereY loves

Filomela, sister of his spouse, Progneia.  Filomela - loves

not Terel but LinseY, who returns her love. The two loye

triarngles are represented graphically as follows. s
TereY . ) TereY
Prozneia Filomela LinseY Silomela

Among the four protagonists only Teref is provided with

a confidant, and that one is designated as such.

Terey (Agamet) : TereYy (Agamet)
. Progneia Filomela Llrsel Filomela

(lacking) (lacking) (lacking) (lacking)

Krylov5did not make extensive use of the confidant in
his only neoclaSSLclst tpagedy. Of 4 possible confidant

p031tlons he fllls only 1, and that twice.



CHAPTER XIII
THE ANONYMOUS TRAGEDY SAKMIR

1. - Sakmir (not later than 1787) N

Dramatis personae:

Alnagor .~ PolotskiY kniaz' (Polovtsian prince)
Sakmir .% = Syn ego (His son)
Al'vida - Tsaritsa slavenskaia (Queen
' of the Slavs)
Ezira - -~ Plennala kniazhna Turetskala

. (Imprisoned Turkish Princess)
Aganod .= Srodnik eia (Her kinsman)
Naida - Monakhlnla {Nun)
Semfora - Napersnitsa Al vidy (Al'vida's
' designated confidante)
Eid - HNapersnik Sakmira (Sakmir's

designated confidant)

T - Voenachal'nik, vestnlk, voiny
(Military commander messenger,
soldiers)

-
-t

- It seems that Sakmir was sent ancnymously to the- edi-
- -

tors of the R0551lsk1Y Featr who published it in the 1787

edition, an lﬁdlcatlon that the traﬂedy Wwas written at least

before that date. 1 ¢

Noet only has Sakmir evoked no criticism, it is not, as

far as can be determined, mentioned anywhere outside the

b

-RossiYskii'Featr.' However, it meets all the reqqirements to
be considered a neoclassicist ~tragedy. Written in five
acts, in the +traditional alexandrine verse with rhymed
coupleﬁs, the trégedy also contains two designated confi-
dants, an indication of the widespread use of thls dramq}ié

device, even-ameng self-effacing authors. Overall though,

T See the Rossilskiy Featr, op. cit., Chast’ &, p. 618.

-
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the artistic level of the work is not high.

Pleot

Thé autﬁor of this tragedy has dispensed with any pol-‘
itical coﬁflict and examines ohly an overly seq;imental love
conflict. Alnagor, ﬂhe ?olovtsian Prince, wants his ;on- to
marry Al'vida, a Slavic tsaritsa, but Sakmir is in love with
%zira, a éapturéd Turkish princess. Alnagor.is not unaware
of his son's passion fér ézira, but he finds himself in a
diiemma, havin; promised Al'vida‘'s father thét Sakmir would
marry his dauéhter.\ Alnagor feels that he.musf live up to

nis honor and not break his promise.

Furious that Sakmir has refused o obey_his wishes and
marrylAl'vida, Alnagor sentences his own son to death. Sa_kT
mir in turn threatens suicide. .Gnawed by doubts about his
harsn course of action, Alnagor.tries Lo have ézira marey

- 1
ancther. The impulsive Alnagor then decides to have Ezira

executed, follecwed by Sakmir.

Te save her lover, égira lies to him, saying * that she
no .1onger lo@es- him and then announces her intention to
enter.a convent. Later, when Ezira refuses to break her
vows and 1eavelthe convent for Sakmir, he promptly commits
suicide. $tun5ed, %zira -tries to kill- herself, but is
stopped "by her designated confidante. She does, however,
. manage to takg poison;land as she sloﬁly dies, pleads with

Alnagor to kill " Alwida, indirectly the cause of Sakmir's
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LN f
death. Then Ezira repents and asks Al'vida and her ' God to
forgive her. Al'vida, on seeing Sakmir's body, blames mis-

. |
fortune for her jealous passion.

Analysis

As mentioned, the artistic quality of this designated
tragedy is poor. 'The languaze and style are medicere, the,
pleot is sensationalizéd and some of the events related are
preposterous beyond belief (for example, the decision of a

Turxish princess to take. her vows in a Christian eonvent).,

The act and scene distribution of t@e two designated

confidants is as.follows.

fct I Act II Act III Aect IV Act V

Senfora 3 - - - COU,5(T)  (4)
1 el
Eld - = = 213(“) (1:2';14)

Both designated confidants appear only late in the |
tragedy and therefore play insignifieant roles in plot

develeopment. )

In Aet IV, Scene U4 Semfora, acting as -messegger,.
infokgg} Sakmir tha£ Al'vida would like to 'see him. In Act
IV, Scene 5 Semfora, acting again as me;senger; i&forms' her
mistress that Sakmir does not love her. Al'vida reveals to
her designatéd'cqpfidante that she is jéaious of ézira and
"plans to poison her, In Act IV, Scene 7 Al'vida instructs

4

her compliant designated confidante to poison %zira.

5
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In Act V, Scene 4 Semfora comforts Al'vida who, dis-
traught over what she has done, ccllapses into the arms of

her designated confidante.

>

" Semfora plays a restricted role as designaﬁed' confi-
'dante. She serves as messenger, comforter and as a medium
for Al'vida to r-‘eveal her thoughts to ti]e% audience.
éurprisingly, she does not counsel reason when Al'vids makes
known her intention to poison her rival _fon Sakmir, but
instead Semfora obediently carries out the orders of her

mistress.

1
Eid plays a limited role as well. 1In Act Iv, chgg 2
. . l
de | advises Saxmir to cverccme his fatal passion for Ezira,

but 3akmir is adamant.

!
Eid: Bori svoiu liubev' sebia*sim ne razi,

Zabud! ela‘\zabud"

(Defeat this passion before it defeats you /
‘Forget her, forget her! )

When Sakmir despairs at the news; brought by -a

. . 1 : : '
messenger, that Ezira has entered a convent, Eid, acting "as

comforter, counsels calm.

Eid: OpomAis', prekrati, o kniaz'! svoY -glas
ty sl¥zno
VoYdi, o gosudar'! vo!di, voYdi v sebia.

. s

(Pull yourself together, stop 1t o Prince!
Your voice! You are weeping. /Pull yourself
' together my leord,/ ...)

-

Eid acts as comforter and also emerges as advisor of

reason over passion.
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Although the designated éonfidantsr play relatively
iﬁsigni?icant roles, there are other characters who emerge
aslstrong copfidants. Agandd, ézira's kinsman, acts as
intermediary and advisor for heﬁ in Act I, Scene 2. In Act
III, Scene 4, and in Act IV, Scene 5,‘ hé :intérvenes to
prevent  Sakmir from committing sﬁicidé. Alnagzor comforts
Al'vida in Act II, Scene 1. However, the most extensive
-confldant rele is played by Nalda, a nun in the same convent
as é21r5‘ In Act V, Scene 2 she counsels 521ra te overcome
Ner passion and forgeft Sakmir.
Naida: Poldém otsel', po¥d&n; ostav' egc,‘ézirai
(Let's depart this place, let's depart; leave

. him, E21ra )

‘ |
-Wdhen Sakmir commitq\Fuicide, Ezira falls inte Naida's

arms.  In Act V, Scene 3 tzira is.prevented from taking her

own life by Naida who ééizes Sakmir's bloody “dagger from
. . -~

I : . -
Ezira, and, in the tragedy's best understatement, announces:
. L. . Y ' + s
Naida: Prilichno 1i sie monasheskomu chinu? , -

(Is this becoming of one of the monastic
order?)

Conclusion

v

Sakmir dces adhere to the basic triangular structure

common to most’ Russian tragedies. The young lovers, Sakmlr

' .
and Ezira, are prevented from ‘marrying by a menarch  whe is

related to the young man. Houever, the love triangleais

' further complicated by Al'vida's'unreguited love for Sakmir. ~
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The protagonists and their confidants are shown in the fol-

lowing configuration. m§_7>
Monarch '

Alnagor (lacking)

¥

Young lover - Young lover
t Yo '
Sakmir (Eid) . 1. Ezira (Agzanod¥*, Semfora)
: 2. Al'vida .(Alnagor®)-
3 of the 4 protagonists are supported by confidants, of
whom 2 are designated;3;tzira is .counselled by 2 confidants,

1 designated. -
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CHAPTER XI
THE -TRAGEDIES OF OZEROV

* Perhaps the. career of no other Russian tragedian illus-
trates better the rapid rise and fall'oﬁ_Russian tragedy as™

a genre than that of Vladislan Aleksandrovich Ozerov (1769-

1816). ™ Ozerov and his five tragedies enjoyed such immense,

although b#&ef,jpopular and critical acclaim that even toddy

he is considered the major Russian tragedian of the late
S, ‘ ' . .
neoclassicist period. However; his star soon waned add_ he

spent the final years of his life in a mentally deficient

state.

‘-
.-

I

Like many of *his.- predecessors, Ozerov was a graduate of

ShliakhetnyY SuﬁgoputnyY KE™@s (1787). Attracted by the
— = )
veauty of French tragedy, Ozerov decided to try hiswhand at

writing, although he Was.also employed_in govern?gnt ser -

vice.1 Idealistic, he was always captivated by - the works of
Euripides, Corneille, Racine and Voltaire.2 His interest in

antigquity and the classical elegance of French neoclassicism

LY

"blended with the strong sentimentalist influence in Ozérov's

-~

vy

WorkK to produce " a curious asmalgam of tr;zis genre. THis
.o E : i . '

P

- . . \\
tragic genre of Ozerov!s is all the more undtrstandable when.

/

it is rémemdered that he wrote in the late 1790's and the

early yeaEs of the nineteenth‘éentdry, at the very time that

< .

1 P.0. Potapov, Iz istorii russkogd teatra: zhizn! i
~deiatel'nost' V.§., Dzerova (Odessa: Tekhnik, 1975), pp-.
6 and 96, - | SEES 7 '

. e :, . .
2 Ibid., pp.. 98 andi75. . 'E_

o
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-

- the decaying neoclassicist movement was ceding its preen-

inent position to the sehtimentalist movement, persocnified
by Karamzin and, his school.3
~Ozerov's literary career, like that of more than one

Russian. writer, began  with a translation from French.  He

soon advanced to composing 'Qriginal works, including the

) i B - ‘ ,
tragedies TIaropolk 1 -.0leg ,(1798),_Edip v Afinakh (1804);°

Fingal _(1805), DimitriY DonskoY (1807), .and Poliksena
(1809). : '

A number o¥_features distinguish .Ozerov's tragedies.
Firstl they are highly sentimentalist in style and content.
Sesond., Qzerov eSéhew; the moralistic and political tenden-

-

cies of earlier Russian tragedies for a more "truthful™ dep-

iction of nature and life. According to Potapov, Ozerov's

= . &
- b
striving to 1imitate-nature cannot so much be attributed.to

{ the wave of sentimentalism at the tu;ﬁ of the nineteenth

tentury as to the heritage of_Fréncﬁ‘neocIassicism, espe-

. * o .
cially as it wap reflected in Boileau's works, where art is

supposed to imitate life and not merely serve és‘é;didact;c

. ) > .
vehicle. 4 - . .

- -

-~

Reflecting on both his sentimentalist leanings and his
; : ) R
. . - - .J'
classical xearnings, Ozero¢.Vstrove to'examlge the tragedy
. ‘ v
3 It 1s Potapov's contention one cannof really speak of
a neoclassicist movement as such in Russia. Tnis is an-
extreme position but his point.that Russian neoclassi-
cism differed from French neoclassicism is essentially
valid. See Pcotapov, op. ¢it., pp. 135-142.-
4 Potapov®op. cit., pp. 832 .and 904. *

-t

4 -

-

~

o
i

r
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[

whic% takes plaéé in man's mind rather than between opbosing
political- forces. Thus his work is partially a return to
the psychclbgicaL .analysis"peculiar to Racine afid .Cor-
neiile.s Furthermore, the stimulus' for - psychological
behavior wés cons;dered by Ozérov, like Racine before him,
fo Be not the will (iglla)-nor the'mind (:35525, But rather

-

feelings (chuvstva). é As suen, in Ozercov's. work love

becoﬁes a0t thé éen;ral determining féctof, but ‘is .reduced -

to a byproduct.7 Consequently, His heroés are unlike those
of classizcal tragedy . and the neoclassicist tragedy of his
French and Russian predecessors.8 &

Another feature of Ozerov's tragedies was his use of
Romant;c( socurces., Like Dboth French and Russian tragedians

before him, Ozerov relied con either elassical werks, such as

1 : . ,
Jedipus Rex for Edip'v Afinakh, or on history and legend, as

he did for Iaropoik i Oleg. At times, Ozerov ventured

further afield, drawing upon Ossian's poetry for the plet of

Fingal. : \ . - . e

In - matters .of form Ozerov .was not an  ipnovator.
Althoush thé themes of his tragedy depart from the norms of
Russian neoclassicism and cconstitute both a return to tradi-

¢

tional sources as well as the introduction of new material,

he retainsifée standard gorm of a five-act tragedy with
< :

5 Ibid., p. B66.
6 Ipid., p. B895.
7 -Ibid. : -
8 Ipid., pp. 896-897.
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rhyméd couplets and the “alexandrine line.9 Ozerov's undeni-
able forte is his exquisite. command of language. His style,
effortless and flawless;_stands in marked cqntrast to éome
of the clumsy.attempts éf other petter;knan artists such as
Sumarokov ;nd Dérzhavin (phé latter in the‘tragedies onlyj.
Ozeroy;s prinpipal_wéakqess is that his overuse of séﬁtimen-
tality occasionally results not in tragedy but in melodrama.
As elegant as Ozerov's_ Wworx appears, I cagn&t agree with
Potapov's aésertion that Ozerov's contribution is not that
he 1introduced sentimentalism to drama, but that he brqqght
literature closer to life, explored tiae ps}che of his cEaE-
acters ?nd began a realistiec trend ;n\Russiaq.traéedy.1O The
finaf verdizt on Ozerov as tragedian may be tgat he was ned-
ther an origzinal zenius nor méfely a translator and adaptgr,

but a comb%nation of both, adépting Teaﬁuqﬁszﬂrom a wide

-t »

A

9 Ivid., p. B99. -
10 Potapov, op. eit., p. 9171. Although Potapov's
research is undenlaETY extensive, his overrelignce on’
psyzholegy to interpret anythlna and everything coloers
his conclu51ons. He seems to feel that the quality of

a workx of art is in direct _proportion to I'ts stress on
psychological analysis. In faet, Potapov, in claiming
ttiat Ozerov begarf a realistice tceﬂd in Ru551an tragedy’
: .. ,appears to contradict himself when he states, gquite ac-
,ﬂ/"ézﬁrately, that Russian.tragedy after Ozerov came virtu- %
ally to naught Derzhavin, for " example, wrote his
tragedies’ in the wake of Ozerov's sudden success and
Potapov, «quite rightly, considers their quality poor.
See Potapov, op.. eiti, p. 215. Furthermore, Potapov
claims, rather extravagantly, that Ozerov cleared the
way for Pushkin to break down the neoclassicist canons
of the eighteenth century (Bstapov, op. cit., p. 914)
and that Ozerov's trdgedies created “a.real Russian au-
dience and areal theater (Potapov, op. cit., p. 921).
Elsewhere, Potapov concludes that Ozerov_.failed to es-
tablish a school, perhaps a telling finat’tribute (Po- :
tapev, op. e¢it., p. 911). - ‘ S k

/-Q\/ -
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variety of sbuéces._ SN
Q@ .
The four tragedles in which Qzerov employed ‘designated

confldants are examlned below

1. Iaropolk i Oleg (1738 *

Dramatis personae: ‘ e
. I
Iaropolk ' - VelikiY kniaz' Klevsle‘fufénd
. Prince of Kiev)
Oleg ' - Kniaz' DrevlianskiY (Drevlian
; - prince)
Predslava - Kniazhna Bolgarskaia (Bulgarlan
princess)
Zaida - Napersnitsa Predslavy (De51gnated

-conflgante to “Predslava) £
Svenal'd - Pervyl vel'mozha Iarcpolkova LT
_ (Iaropolk's first nobleman) -

Izved// - Tysiachnik voYska Iaropolkova
- (Commander of Iaropolk's feorces)
- Posol Pechenegeov (The Pecheneg
emissary) Y_
- Sctennik strazhi IaropolkoveY
. (Centurion of Iaropolk's guard)
Vernest - Tysiachnik voYska Olegova,

-~

negovoriashchee litse (Cleg's military

coemmander who does not speak)
- Vel'mozhi, straznl Iaropolkova,
~ voiny Olegovy, zalozhnik Pechenegov
. P (Nobles, zuards of Iaropolk, Oleg's
S trocps, the Pecinenezs! hgftage)

* ¢

’ AN S
Qzerov™§ first original tragedy, Iaropolk i Oleg, was

based on‘ the same tenth-century Russian "legend as
Sumarokov's Mstislav. Indeed, Ozerov 1likely borrowe3d .the
genéral' pioi cutlines from Suﬁarokov's work but greagly
modified the content.11 For example, he employs ﬁheﬂtheme of
sibling rivalry also found in Sumarokov's;tragedy.12 On the

o«

. L
other hand, Ozerov differs from Sumarokov both 1in his

3
1

Ibid., p. 271. )
Ibid. _ B

PO
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emphasis on the psychological analysis of motives .and by his

f. o\

septimentalist leanings, particularly *in his depiction of

the love confliect.13 In addition, Ozerov'é language is mueh

mere p lished in ccmparison with that of Sumarokov. 1l

Plet

Like virtually all Russian tragedies before 1it, the

ﬁlot of Iaropoi; i Oleg consists of intertwined political
and love cenflicts. The brothers Iaropolk and Olez compete
for power; Iaropolk rules Xiev and Qleg has gohe over to
seek support among the Pechenegs, mo;tal enemies of the'Rgs-
siéns. The Brothers' mutual dist;ust is explo%ted by
Svenal'd, Iaropolk'; leading 'noble. .Sveﬁalﬁa admits to
iIivéd, cne of laropolk's miiitaqy commanders, that Ae lost a
son in battle with blég aad now plots to kill Oleg ' in
reveﬂge. Svenal'd must act gquickly, for Iaropolk and Oleg

appear to be coming to terms.

Svénal'd is able to take advantagé of Iaropolk's weak-

.-ness,» his -love for Predslava, the Bulgzarian princess who

-~

intends to marry Oleg. Svenal'dgncourages Iaropolk to keep

v

Predslava. in Kieq against her will and to prevent Oleg from
coming to get her.  Struek by his passion, Ilaropolk acts on’
) I

Svenal'd's advice.  Playing an -Jago-like® role, Svenal'd

advises Taropolk to proeeed éautiépsly'in the face of Gleg's’

] /
<13 ibid., p. 298.
14 ibid-.
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overwhelming dilitary superiority and to prevent his brothér
from knowing of his passion. Svenal'd aims to capture, then

execute, the unsuspecting 0Oleg once he arrives in Kfﬁ%.,.
<

Howeveri Iéropolk recéides his brother a&ﬁ%sgystﬁhile
adversary graciously énd they are reconciled. His plans
seeningly foiled, Svenal'd decidés to actl\édﬁe has -Oleg
arfggted and  the princess Predslava cofifined to her guar-
tefgf Then Svengl'd'falsely infor&s Iaropolk thaz Oleg is

. , _ =
lotting: an armed vuprising. Svenal’d <tries to convince

fe]

Iaropolk to have Qleg capturgd,and executed, _but TIaropolk

hesitztes..

~-

Here Ozéro% deéonstrates his skill a% portraying
Iaropelk's charécter development. The monarch is showﬁ:torn
by different emotions yet moving toward a resﬁlution of nhis
jealousy and’ the political conflict. Oleg abpears and

clains that Pnedslava is his according %o their father's

 will. Iaropolk concedes for the moment z2nd grants permis-
. - .

siow to OGOleg. and éredslava to depart , fron th;\‘cipff
Sveﬁip d, like <the dark side of Iaropolk's ’chagactér,
éccuﬁgs his master of weakness and eventuallyr obtains per-
mission to waylay ‘6&eg and his-troops and massacre them.
Oleg leaves the city, confidant that his feud with Iaropolk

has ended. Predslava still has her doubts. -

Meanwhile,-laropolk, suffering from'te;;ihii_}ZQIZ;s of

blood ané death and }egretting his'decision to let Svenal'dd

nurder Oleg, orders his centurion to save Oleg and his

b
-
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party.' When the éenturion finds only a bloqutained swérd,
Iaropolk concludes that:it is too late and his - brother is’
already dead. When he informs Predslava of Oleg's alléged
death, she attéapts suicide, but is prevented by Iarcpolk.
Izved enters -and proclaims that it was Svenal'd Wwho has been
"killed ;ith'01eg's help. Iarbpolkfgrants permission'to Oleg
and  Predslava to wed, but admits his passion is stiii

stronz.

Interestingly, the love intrigue is not completely
resolved because the monarch,.in love with the: youfig woman,
does not totally conguer his passion, but can only Jjust
prevent Lt from dominating his reason. The pblitical con-
fIict, on the other hand, is at least partgally resolved by
the reconciliation of the two brothers.

a

Analysis _‘ .o

The scle designated confidante -in this tragedy plays a
traditional dut insignificant role. Her act and scene dis-
tribution is as follows. |

- Act I Act II Act III Act IV Act V

Zaida (4) - 1(2,3) (4,5)  (4,5,6)

In her only speaking scene,-Zaida pleorms- the -tradi-

tional functions* of messenger, advisor and comforter. At

a

first she tries ﬁo calm‘Prédsléva, worrried over the dissen-
sion that has arisen between Iaropolk and Oleg.

“Zaida: ...
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Oleg v Kieve i's bratom on soglasens
"Ty zrish', skol' za nego ves' strakh tvoY
byl naprasen® )

"(Oleg is in Kiev and has reconciled with
his brother:/You see, how much all your fear
for him was in vain.)

Zaida aivises commen sense when warning Predslava to

‘beware of the evil Svenal'd. Acting as comforter, Zaida

finally is able to put Predslavia somewhat at ease by iaform- -

ing her that Vernest, a true ally of Oleg, has arrived in

Kiev. -

In céﬁclusion, the role of the designated confidante in
thig tragedy 1is severely liﬁited. Potapov notes.;ﬁhat
. " .
Ozerov, in contrast to Sumarokov gg'ﬁstislav, a .tragedy on
the same theme, deemphasizes the love intrigué and conse-
quently lessens the use of the confidants Izved -and  Zaida. 15
The nobleman ‘Svenal'd also plays the role cof confidant to
! 1

Iaropolk. His advice, it turns out, 1leads the monarch

\astray.

: In laropolk 1 Oleg Ozerov retains the traaitional tri-
_\\ '

angular structure of the love plot based on the eternal tfi-

angle. The monarch, related to one of the young lovers in

prevent the lovers from consummating their affair.
- " ‘ - -

- (
this case he 1is the_brother of the male lover),trie#/

i ' -
2. Edip v Afinakh (1804

- 375 Ibid., p. 298. Interestingly, Potapov considers

‘Izved a confidant. . N

-
[72e)
.

-
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Dramatis ‘personae:

ezeY . - Tsar';AfinskiYR(King of Athens)
dip - BvahiY tsar' AfinskiY (Former
. king of Athens)

Antigona - Doch' ego (His daughter)
Polinik . - Syn ego (His son) T
Kreon ° = Poslannik Eteokla, tsaria finskogo

- (Emissary of Eteocle, the Phoenician

. King) '

Nartses - = Napersnik Kreonov (Krecon's designated

confidant)
- Pervosviashchennik khrama, Evmenid
(Evmenid, high priest of the temple)
- Vestnik (Messenger)
- Zhretsy (Priests)
- Narod AfinskiY (Athenian people) —
- Strazha Tezeeva (Tezei's guard)
- Voiny Kreonovy'(Kreon's soldiers)
3

———

Plot f

4

Briefly, the plot is as follows. The Phoenician king, il

. ] X T . .
help against Edip, whose forces have surrounded -Phoenicia.

querntly overthrown by his brother, Eteocle.

. et -

chorus reveals to the audience Edip's ignomifious his--

e

tory: how the Athenians, on 1learning -of his incestuous
.behévior, deposed him and banished him from their city. In
addition, Edip was then exiled from Thebes where fie had fled

from Athens, Ry his own son, Polinik, who irff turn was subse-

L 4

-

Now an old man, Edip returns to Athens and requests -

- _ . . ' " o i
pegmi551on for himself and his daughter to reenter the city.
RV L o ©k .
Tezel's decision to gzrant permission angers the gods.

. : . ' .
Insultgd by TezéY's decision to readmit Edip and Antizona,

-

‘\ ]
Kreon plots revenge, for it was he who had had Edip banished

ve
!
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from Thebes. ‘Kreon's motive for revenge springs from his .
.resgntmentzof having been denied whét he believes -is his
rightful claim to the throne of Thebes when %dip, banished
frpm Athens and having fled to Thebes, seized the throne now
occupied by his progeny. Kreon is adept at éoncealing his
hatred for the time beinz in order %o, camouilage ‘his real

- '
goal -  reverge. He admits to sowing discord between Edip

| /"/“\
and his son Polinik arnd betweer the brothers Polinik and

-

Eteocle,

! ' .
1
U Aner Edip refuses to- accompany him back to Thebes,

Kreon, Wwith the aid of Nartses and his forces, captures the
.0ld marn.  Arntigona appeals to Teze¥ who, disgusted at
Kreon's_c}ass behavior; orders him arrested. Antigona makes
peace Qith her estranged'brothér, Pol;nik, who\confesses 'to

/
ner that ne has declared war on their brothgr, Eteocle. She
' . . , Z Lo
ther is able to reconcile Polinix and &Q@lr- father, Edip,
BN e

who forgives hisg son.  Polinik swears to rezain Thebes ard
] ] .
restore Edip to the throne. qug, however, remains skepti-

cal of Polinik ntentions. )

~

. ‘ [l
" The gods, ever .angry at Edip's presence, are appeased
only when he ag(géﬁto sacrifice himself.. Polinik tries &o
. Lo : - . '
stop his fatherC and failing that, replace Edip as the

intended sacrificial victim.. Desperate, Polinik seizes the

! . (I -
swWword with wWwhich Edip intended to commit suicide. "Edip for-

-

gives Polinik and @hey embrace. édip again attempts sui.

cide but isﬁprevented from doing so by ngeY who rushes ir.

- -
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Kreon, . unarmed, 1is ushered in and blamed for all the trou- =

‘bles. :As he is led away, a bolt of lightning strikes _him
P S ‘ . . ’
dead. The gzods have apparently meted o?t justice and for-

N e

given Faip. ~ - b

b

w

Analysis r""\ o . T L

-

The one designated confidant appears in the follewing

acts and scenes.

. -

Act I _Act II Act IIT Act IV Act V

W
Nartses L(4) (3,4)  1(3) - - -

In Act III, Scene 1, the only ‘sgene  where Nartses
A . -
speaks, he acts both as a medium for Kreon to express his

thoughts and as advisor of reason. Nartses counsels Kreon

Y

. 1 _ .
to let the gods decide Edip's fate as they seem to want te

destroy him. Rejecting.thiswadvice, Kreon retorts that he
: . | I

=~
. \
wants to guaranteg Edip a slow, merciless death. The use of
the deSiénated confidant in this tragedy is™ severely lim- “L

) >
ited.

T : '
’ Edip v Afinakh does not retain the traditional triangu-

‘lar plot structure typical of so many'RussiaH tragedies. _

There is only one designated confidant and his role 1is

insignificant. .
o oy :
| 3. 'Fingai (1805)
Dramatis perscnae: R B L ;
Starn - - - Tsarl Lokiinskf{ (King of Lockihvar)“

Moina . = Doch' ego (His daughter)
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tingal : - Tsar' MorvenskiY (King of Morvenia)
Uliii . - . - - Bard Fingalov (Fingal's bard) .
Kella -~ - Napersnik [Starnov (Starn's designated
econfidant)™
Morna - Napersnitsa Moiny (Moina's de31gnated
confidante)

- Ve"ﬁhovnyf zhrets Odincv (Ddln s
high priest) ' -
° - Deva lokllnskala (Maid of Locklnvar)
Karill - Voin Starndv (Starn's soldier)
: - Zhretsy (Priests)
- Bardy ili skal'dy Starnovy (Starn's
bards or minstrels)
- - Bardy Fingalev (Fingal's bards)
- Voiny Loklinskie (Lockinvar's
soldiers) :
- Veiny Morvenskie (Morvenia's
- soldiers) %
- Narod Loklinskil (People of Lockinvar)
- Devy Loklimskiia (Maids of Lockinvar)

)

Fingal'enjoyed great popular and critical success. It

‘was admired by such luminaries as Shishkov, the haughty and
A\

conservative critict{ as well as by the grand old man/of Rusag
Sian letters, Derzhavin himself. Fingal wasfeventually

translated into French, the supreme compliment for a Russian
B 3

¢

tragedian. 16 ) .
X ) 3
'.’ .
"Fingal exemplifies Ozerov s 1independent yet eclectic

AN
appreoach "to tragedy. He ventured beyond. the usual sources

for tragiz plots and borrdwed nis theme from Ossian's poen
of the same name. The degree.to which 6zerov relied on
Ossian is .a matter of contention. Potapov, in his extensive
;eview of the criticism, cites the whole gamut of available
viewg. According to ViazemskiY, Ozerov took much. of “his”

plot from ‘Ossian.17  Galakhov ‘and SmirnovskiY, two

6 I6id., 5. 557,
17 Ipid., ». 588.
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s
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. nineteenth-century critics,‘ contend that Ozerov borrowed

-

extensively but not totally, 18 while Zamotia _claims there
exists only a superficial resemblance betweén Ossian's pgoem

and Ozerov's tfagedy.TQ Potapov himself concludes that

L

Ozerov's tragedy does resemble Ossian's poem, both in chér-‘.

acterization and plot, 20 but that there are ~ redeeaing

features, notably the inclusion of some elements typical of
1

Russiag‘and'Fﬂgqch tragedies.21 -These elements are quite

natural, given Dzerov's packground. = On the other hand

R

.S~

Ozerov's\\very reliance on Ossian may have been the cause of

the tragedy's two principal weaknesses - its lack of
dramatic tension and charabter.development. Fingal, as a

Ty -
result, comes to resemble mere a dramatic poem  than a

]

tragedy.22 What might be considered other departures fr@m‘

acts, a ballet, and a chorus, as well as military g3ames
presented on stage. Moreover, Potapov considers contrived

the fact that Toskav's sword happened to be lying _dﬁout at

the right moment to cHange thé course - of the denouement.23

-Ameng Fingal's strengths must be counted the observance of

<

s

o

e

the unity of time, the depiction of credible designated con- g,;\\\_

i

fidants in Kolla and Morna,24 rarely-glimpsed- local color,

and. a feeling for the epoch in which the action takes plape.d

18 Ipid., p. 589.

19 Ibid., p. 590. ,
20 ITpid., o. 6Lk _ . . ) (
21 Ibid. - s - . .
22 Ibid., pp:. 567 and 678. '

23 I5id., p. 571. . .

24 IBla., P 585- i ,- -
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Plot.

-

Fingal in some ways marks a return to the traditiconal
plot design of the basie. triangle of'a monarch oppesing his
daughter's union with his son's mur%g;;>. Two years-’before
the aztion Dbegins, Fingal, " the King of ‘Morvenia, slew
Toskav, son ¢f Starn, in a battle. Fingal and Starn's
daughter have fallen in 1love and plan to wed. Outwardly
tolerant of his daughter's intentions, Starn is still Sitter
over Toskav's death and plots to murder Fingal when he

appears for his wedding.

. lFingal's reputation as an invincible warrior makes it
difficult to find men to volunieer to liquidaté him. Starn,
playing thekréle_of hospitable future *father-in-law, per-
suades Fingal by means of a ruse to visit Toskav's grave
where he is to be killed. Usinz yet ancother ruse, Starn
manazes to persuaée Fingal to surrender his sword as a prize
to the vietor in some military games Starn. organizes osten-

sibly for the benefit of his guest.

When Fingal is seemingly helpless, Starn orders his men
to attack, but Fingql seizes Toskav's sword héhging on a
ngarby tree and Qefends nimself until his own troops, led by
Moina, arrive on the scene. Foilgd, Starn, in one last

desperate attack, lunges at ,Fingadl wWwith a dagger but

succeeds only in slaying Moina, who tries to protect her

?

lover and groom. Starn then takes his own Llife. Fingal,

distraught &t the outcome of events, attempts suicide but

T e
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is prevented by his bard Ullin, who claims that Fiﬁgai must

live for his people.

Analysis

-

There ar'e two designated confidants in this tragedy and -

“their a2t and scene -distribution is as follows.

Act I  Act II Aet IIX

S

Kolla (2)3 2(3) (1)2,3(8)

(5,6) (3)4(5) -
(7) -

Kolla plays the traditional designated confidant " role

- of advisor and comforter. In Act I, Scene 3 he also acts as

a medium for Starn to spew %artﬁ éll Nis venom against Fin-
Zal, and’ his own unfaithfﬁl déughter. Kolla, howesver, in
true desiéﬁated confidant style, advises Starn against ore-
cipitous acticn, wurging = him to overccme. nis sorrow for
Toskav, whe has already been dead for "two years. Moreover,

in the fac® of Starn's criticism of her, Kolla defends Moina

as a faithful daughter.

In Aet II, Scene 2 Kolla ‘a¢ts as messenger &tc inform

and all except eizhteen men have fled. Starn despairs,
claining that he 1s bereft of progeny to inherit the throne.
When {he designated confidant suggésts that he still has his

daughtend Starn rétofts sharply that he 'has disowned hég.

-
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T -

* ) - ~ {
Starn reiterates his intention to slay Fingal, but the cau-

tious Kolla reminds his master that, according to their cus-
toms, all wvisitors jmust be accorded at 1east'three-days of
hospitality. Incredulous, Starn rejects any notion of post-

poning his revenge.

In Act III, Scene 3 Kolla, acting as messenger,
announces the arrival of Fingal's troops. Kolla is also
present in the final scene, Act III, Scene 4, +to hold the
dying Starn and lower him gently onto a slab of roek.

Although he cften disagrees with his mastér, Kolla, the true

designated confidant, remains loyal to the end.

”,

The same cannot be said for Morna, 'designated confi-
dante‘to Moina.25 Morna starts out stéongly enough but inex-
plicably disappears‘after the_§ecoAd act. In Act I, Scene 1
Morna tries to comfort her .mistress, despondent because
Stafn .still™ grieves for-Tosgav. Morna reminds Moina that
Fingal did not know her until after the battle with Toskav

s¢ she cannot be responsible for her love now.

In Act II, Scene 4, the only other scene where Morna

speaks, she serves as a medium to reveal Moina's anxiety.

Morna's recle as designated confidante is extremely lime

ited.

25 The similarlty ol the name of the designated cenfi-
dante to that of her mistress must be more than coin-
cidence and may indicate that Morna was intendep to
-represent a psychological extension of h“er mistress.
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Thi§ tragedy retains the traditional triangular .plot

structure of a monarch opposed to .the ove affair of two
young lovers. All three protagonists - Starn, ‘Moina and
Fingal - are supnorted by confidants. Kolla and Morna act
as desighated confidants_to Starn.and Moina, reséectively.
Ullil, Fingal's bard, also plays the role of confidaat. In
Act I, Scene 1 Ullil speaks on behalf of Fingél; in Act III,

” z . 2
Scene 4 Ullil prevents Fingal from .committing suicide after
Hoina! 'S death, advising the young king to live for his peo-
ple.

L. - DimitriY DonskoY (1807)
Dramatis personae: _
Dimitri¥ - Velikil kniaz' MoskovskiY (Grand
Prince of Moscow)
- Kniaz' TverskiY (Prince of Tver!')
- Xniaz' BelczerskiY (Prince of
Belozersk)
. - - Kniaz' SmolenskiY (Prince of Smolensk)
Kseniia - Kniazhna Nizhegorodskaia (Prlncess
T of Nizhegorod)

Izbrana - Napersnitsa Ksenji (Designated

confidante to Kseniia)

Mikhail BrenskoY - Oruzhenosets Dimitriia (Dimitri¥{'s

aide-de-camp)
~ Kniaz'ia ruskie (Russian princes)
= Bolare Moskovskie (Muscovite boiars)
- VoYsko ruskoe (Russian troops)
* - Tartary prishedshie s posliom

) (Tartars, arriving with an emissary)
- Boilarin MoskovskiY (Moscovite boiar)
- Posol Mamaev (Mama¥Y's emissary)
- Veiny {Soldiers)

DimitriY DonskoY .(1807) is an original work based on
the exploits of Dimitri¥Y DonskoY, hero of the Battle of
Kulikovo (71380).26 Controversy, .although limited, has
2b Fbtapav, op. cit., pp. T21-722. ~Pctapov contends

<
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-

S centere#_afgund the ﬁistorical accurécy;of the work and its

observance of the norms of neoclassicist tragedy. Accobainé

to Potapov, Ozerov purposely distor£ed the-histbrical back-

ground” in order Eb*lionizg Alexander I who, by 1807 was the
. .

ohly monarch- in Europe other Ethan the English king to stand

against Napoleon. 27

Structurally, Difmitril DonskoY retains many of the

traditional elements of neoclassicist tragedy, including the
alexandrine line{ rﬁymed couplets, a designated confidant
and méssengehs,28 Moreover, after experimenting ;iﬁh three
acts in Fingal, Ozerov returns to the standard format of

five. The principal weakness of DimitriY DonskoY is its

lack of the essential conflict between good and evil. All

»

characters are basically positive; there is no moral " drawn
and there is 10 tragic element which can justify the very

existence of the worx as a tragedy. 29

In short, DimitriY DonskoY, if nothing else, emergzes as

a paean to Alexander I, In addition, Ozerov, probably
because of his sentimentalist leanings, emphasizes feelings

as much as historical events. 30

tnat he can find no analogous tragedy in either French
or Russian drama (See Potapov, op. cit., p. T21). But
he claims that DimitriY DonSkoY does contain some
scenes which closely resemble passages in Voltaire's
Brute and Tancréde and Racine's Alexandre (See Potapov,
©p. cit., pp. 727-734). In Tancr de, for example, Al-
gire decides to award his daUshter Orbassana to the man
who defgats the enemy (See Potapov, op. cit., p. T34). .
27 Ibid., pp. 697-700. ) . T

28 1bid., p. 696.

29 Tbid.

30 ITbid., pp. 697-698.
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-

Plot

The plot is typical in-that it consists of intertwined
. A .

polit;ca} and 'love conflicts. The Russian princes gathér to

discuss strategy for attacking the Tartar forces. The
* |

Prince of Belozersk suggests that at least one more attempt
be‘%ade_to negotiate a tre;ty Wwith the Tarﬁans in the hope
that, with time, the enemy-will weaken. Prince Dimitri{,
. '
hcwever, favors an immediaﬁe attack on the invadind forces.
Rejecting the peace proffered by Mamal's eﬁvoy if tpe Rus-
sian trocops agree to disperse, DimitriY vows to fight to
liberate his homeland. "His arguments impress the ?rince of
Belozersk,-who decides to stay and fight« DimitriY insists

on being the overall commander of the Russian forces.

The political conflict, dgngérous as it is for Russia,
is aggravated by the love conflict ﬁhich threatens to divide
the Russian damp. Kseniia, dauggter of the Prince ;} Hizhe-
gorod, 1is 1o love wiph DimitriY, but she has been‘promised
since childhaod to another, the Prince of Tver', whose-
forces form part of the contingent oppoﬁing the Tartars.
The proud Kseniia has given her word to her father that she
will do  her fiiial duty. However, she cannot bear to wed
the Prince of Tver', whom éhe despises, so, torn between
passion ana duty to her father, she decides to enter a con-
vent. | ' ”

Her decision distresses both DimitriY and the Prince pf

Tver:®, The lattér plans to take Kseniia prisoner and marry
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her after the battle. qimitri‘f, admitting that he 1is a
rival for Kseniia's nand,. expresses his intention to prevent
the Prince of Tver' from taking her pﬁisoner. The stubborn
Prince of Tveb‘.ééﬁoqpceé that he now wants to marry Kseniia

Just to spite his rival. Thg‘ﬂother Russian princes 'are

e
N
3t

- alarmed at the pro%pect of deep divisions in their camp on

-

the\ eve of a major “battle with the Tartar invaders.

Meanwhile, DimitriY tries to dissuade Kseniia from tak-
ing tner vows and to accompany him to safety instead._ The
proud and patricotic Kseniia, putting duty before passion,
“refuses DimitriY's offer but, insteal, agrees to marry the
Prince of Tver' for the sake of Russia. Dimitriy unsdccess-
fully attempts to prevent the Prince of Tver' from leading

Kséniia to the cathedral.

In the bdttle the next day, a mysteriocus unknown ;uar-
rior saves®t the day for the Russian férces andgd gemai's army
is routed. Impressedvby the prowess of the myste;y warrior,
the Princé of Tver; swears to embrace him as a brother.
Nhén it 1s revealed that the unknown warrior was really Dim-
itriY in disguisé, the Prince of Tver'igtaciously cedes

Kseniia to his rival.and the tragedy ends on a high note.

-~

s

Analysis

'

The only designated confidante in the tragedy plays an

insignificant role. °~ Her act .and scene distribution is as

follows. . ' e
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Act I Act II Act JII Act IV Aet V

Izbrana - 1(2,3) - . (4,5) 1(2, 4,5, 6)

-

In Act II, Scene 1 Izbrana serves as a vehicl% for

Kseniia to reveal her resolve. to enter a convent rather than

marry a man she does not love. The designateg confidante

"advises reason chr passion, claiming tHat refuge 1in
cloistered dalls'will not dissipaﬁe pdssibd. Sde says, too,
that Kseniia would dc well not to waste her youth but should
reveal her feelings for Dimitri¥ to her father.

Izbrana .

Akh, luchshe, Ksenlla, sovet priemlia m01,
Serdechny chuvstviia rodltellu otxroY
I upovaiu ia ...

(Ah, it would be better, Kseniia, to t;ke
my adv1ce ,/Open your heart's feellnvs to
your father'/And I shall regozco cea)

Unusual for a herocine, Kseniia freely chooses: reason
over duty.
r

Ksenilia: Net, upoﬁan'e lozhno! B
Roditel" slovo dal; to slovo neprelozhno.

(No, rejoicing is premature! /My fatber
has .given his word; that word is sacred.)
Since the heroine already makes the "right" decision of
putting duty before reason, the role of the designated Qoh—

fidagte as advisor of reason is reduddant. Obviodsly,
2 ' ) f;y /
- Ozercv shows that he did not empha51ze the most: 1mportanu

. function of .the designated confldaqt Later in the same
scene, Izbrana acts as adviscr of reason to Ksenlla ~ho
J/ . »

prefers death over separatlon frcm he"/lover In addition,

/
g
- /

e
Iy
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Izbrana acts as messenger to inform her mistress that she .~

has sent a soldier to tell the Prlnce of ‘Tver' that her =mis-

'tress wishes Lo .speak to hlm. In Act II, Scenes 2 and 3 the//
| N 1w _,/

deSLgnated confidante is present .2s. Kseniia explains her

-

intended course of. action to both DimitriY and the Prince/of

"
Tver .

In Aet V,-Scene 1 Izbrana and Kseniia wonder about the

outcome of the battle raging at that very momént. Obvi-
ously,'this_scene -Wwas. included to prolong he suspense
.befOré the dencuement. When Ksenlla blami//herseif for the
mlsfortune Whluh has befallen Ru551a Izbrana, actlng as
v'nfor'ter, renlnds her of her agreement ts marry the Prlnce
of Tver' to save';he country. On nother occasioh, when
Kseniia repraachéﬁ?ihefgelf, for/deserting DmitriY, Izbrana

reninds her mistress of her oath to . her fatner.. In this

' . . ) . T &
scene Izsrana expresses the ratlonal smde of Kseniia's mind.

'- /’ "
In Act V Scene 5, on hearlng the neds false as it ‘turns -

out, of DLmltr1Y 5 death on. the battlefleld Kseniia col-

/

\\\\lapses into Izbrana 'S arms.
!

. . I
\\\\ o . . /

L .
In“qgnclusion, Izbrana plgfs a severely 1limited role

. . ” .
although .she "does fulfill jmhe functions of messenger and
ai L - 3

adviso*-of reason and acts aé medlum for Kseniia to reveal
_her thouvhts. Most of the g&me though Kseniia seems to be

perfectly capable of choos;ng reason over passion.
: hy .
: /

i

A much more bowerful confidant is Dimitri¥'s aide-de-

camp, Breasko¥Y, who advises his master on a number of

/ -

. Y A s
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. o
occasions (Act I, Scenes 2 and-5; Act II, Scedés 4 -and 5)

and comforts him (Act IV, Scene 6}.

This tragedy retains the traditidnal ltriangular plot
. 3 .
structure. Two lovers are opposed by a third in the eternal

) o . R . z o P

triangle. The love affair is complicated by Kseniia's
deteraination to obey her father. Two of the pfotagonists
are supported by confidants, neither of whom plays a rivotal

-

O e
role. Dinitril 1is advised’ and comforted by Brenskol;

-
Kseniia by Izbrana, =2 designated confidante.

<3
Conclusion : : ’ ,

The designated confidants in four of the fkve tragedies
. by Ozerov play insignificant roles. However, QOzerov, in the
uhrﬂe tragedies containing desT &nated confidants and pro-

. o3 . ' ‘e

jecting a itriangular plot structure, does fill 7 of 9 confi-
. > . - _ .

dant positions. Four of these confidants are designated.

-

Monarch

. Taropclk {Svenal'd*) (Taropolk i Oleg;
Starn (Kolla) {Fingal)
Dimitri¥Y (Brenskovy*) \DlmluTlY Donsko¥)

A AN By

-Oleg (lacking) o 1. Predslava (Zaida)
Fingal (Ullil*) ' 2. Moina (Morne)
Tne Prince of Tver' (lacKing) 3. Kseniia (Izbrana)

Ny =
. e

+*

5
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CHAPTER. XV
. THE TRAGEDIES OF DERZHAVIN g

fhe'brilliant'eighteenth-centu}y poet Gavriil Bomano-
vich Derzhavin (1743-1816), in addition to verse, composed

dramatic works, 1nclud1ng © tragedies. Two of “"these

- tragedies, Irod i ‘Mariamna (1807) and Evpraksiia (1808),

contaln desiznated confidants and are analyzed here.

What spurred the celebrated ang gifted boet to turn to

'tra?edy ‘in his 1later years was the lure of a prize of 500

Tubles offered by the Ru551an Academy to the flrst author. to
write a- flve act tragedy in verse. Derzhagln accepted the
éhéllénge but, inexplicablyw did not submit his effort, Irod
i Mariamna, and the prlze Qas awarded torKheraskov fqr

Zareida 1 Rostislav. 1 In addltlon the 'enérmous success

enjeyedl by Ozerov at the turq‘of the century élso inspired

-~ -

Derzhayin tec try his hand at tragedy.2

There is a dearth of aritical material on Derzhavin's

-
-dramatic. works and justifiably so. The artistiec quality of

*

the two tragedies is abyémally low for a man of letters of

. Irod i Mariamna

the reputation and ability 'of Derzhavin.

and- Evpraksiia are overly sentimental, wordy efforts replete

b ia. Grot, pp. 17G6-180 in Sochineniia ‘Derzhavina so

ob"1asn1tel nymi primechaniami Ta. Grota (bez risun-_
kov), Tom chetvBrtyl: DramatichesKiia S ukazatellam: k-

pervym chetyreém tomam (Sanktpeterburg: Tipografiia Im—

peratorskol Akademll Nauk, 1894); see also footncte, p.
179. .
2 Ibid., p. iii of the Foreword (Predislovie).
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with ‘archaic language set to clumsy verse. In sho}t, they

.are neither a'pleasure to read nor woUdld they be a delight

to seé performed. 3

1. Irdd i Mariamna (1§O7J

Dramatis personae:
Irod Tsar' iudeYskiY, prostago idumeYskogo
proiskhozhdeniia (Judean king of .
simple Idumean origin)
Ego supruga, iz tsareskogo pokoleniia
Tudina, ili Asmoneev (His wife,
of the royal house of Judea, or
cAsmon)
Sclemiia ., - Sestra ego, nazvannaia Antipatru

: mater' (His sister, Antipatr's

Mariagna

Stepmother)
Antipatr | Syn ego ot pervol zZheny Dorisy;
’ namestnik Ieruselim (His son
from his first wife Dorisa; local
governor of Jerusalem) .
Aleksandr A Deti ego maloletnyiia ot Mariamny,
Aristobyl 12-ti 1 11-ti let (His young 12-
. year- and ‘11-year old children by
Mariamna) .
Vnuk ego; vospitannyY v Rime (His-
grandson, raised in Rome)
Sovern + = Srednik Mariamny, napersnik Irodov,
pristav u neia i-u detel (Mariamna's
Kinsman, Irod's designated confidant,
and wWard for her and her children)
Varr - Prokonsul rimskiY (Roman proconsul)
Kada = Napersnitsa Mariamny (Mariamna's
: desiznated confidante)
Vinocherpff {(Vintner)
Iunoshi i devy, sostavliaiushchie-
khory (Youths, girls in the chorus)
Sendarin, ili Sangedrin, senat
iudeYskiY (Sanhedrin, the Judean senate)
Pridvori (Courtiers) :
~ Voiny rimskie i evreYskie (Roman
and Jewish soldiers)

+
m\
S@gUCturally the tragedy irod i Mariamna is composed of

Arxhela¥

Iuda

1

2 Irod 1 Mariamna was The only one of Derzhavin's
dramatic wWorks ever staged. See Grot, in op. cit., pp.
180-181. ™ - T
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five acts ﬁrilten in the traditional aléxandrine line oa
verse and” rhymed coup%ets. .Derzhavin himself in his-fore-
word admits that the theme for the. work is drawn from the
story of King Herod and his spouse as-relate& by the Roman
historian J;sephug Flavius and by Voltaire in his ﬁ?agedy
Mar{am. 4 Derzhavin claims tggt he has tried to present the
tragedy with as much historical accuracy as possible, to the
point of imitating the "eastern style" of speaking in order
to portraj more accurately the character of the Jewish peo -~
ple and to honor realism which, accordiné to Derzhavin,! is

the hallmark of good drama.s§

Plot
e

The, plot of Irod i Mariamna - is the . same as

Shakespeare's Othello. A jéalous husbaéd doubts the faith-
fulness of his beautiful wife. Unsdrupulous individuals
.¢lose to the husband engender h;s suspicicns to the point
where his uncentrolled jea}ousy_results_in the dea?h of Mhis
wife, who, 1it_turns out, is innocent of all charges against

~
her. ‘

Solomiia, Irod's sister, considers her brother a tyrant
and plots nis overthrow. In addition, she wants to ruin his
marriage because she is jealous of Mariamna's beauty.

Solomiia enlists the aid of her stepson Antipatr’who, in

4 Grot, op. cit., p. 182.
5 Ipnid.
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love with Mariamna and wanting'her for himself, spreads the
rumor that -Mariamna éas ?een-unfaithful to Irod during his
absence on business to Rome. Initiqlly ccol to his wife on
his réturn, Irod  is disarmed by her declaration of complete

. i
devot;on.ﬁg‘him,and she regains his trust, An indecis;;e
characger, Irod, throughout the whole tragedy, vacillates
detween jealousy and tfust in Mariamna. Pressed by her
suspicious Thusband, Mariamna admits that a trdubadour had
entertq;nea her with SEng but ﬁothing more. Irod forgives
her “again. However, his suspicions are aroused once mnore
when Iuda informs hiﬁiggvﬁai}amna's intention to poison him.
Solomiia relates to'fher :bfother how Mariamna was removed

from her children and forced to drink poison. <

The Romaan consul Varr arrives with prosf that Mariamna_
is innocent and Solomiia ang Antipatr are plotting to
overthrow Irod. Finally convinced of his wife's innocence,
Irod dispatches ArknelaY o save her and the children.
Kada, dgfignated confidante to Mariamna, recounts how her
misikess; once cleared of the charges against'her, was per-
mitted to take an.antidoté Lo phe poison but still felt.
weax. Tnen, Solomiia, knowing all -was lest, éﬁtacks Mari-
amna on her death bed and tries to kill her. Kada protects-
her mistress and 'desperate, Solomiia turns the dagger on
herself. Dying, she makes a full confession.  Sovern,
Antipatr and Iuda cenfess their crimes and are_tortured to
death. The dying Mariamna, brought on stage before Irod,

forgiv(frher husband. -When told that her children have been

—
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killed, Mariamna dies, followed by Irod, who apparently
expires of a broken hneart. Varr tHEn'offgrg the royal

Sceptef to Arkhela¥.

Tnis tragédy.continues the t?adition 'of .intertwined
political and 1love intrigues. Solomiia wants to overthrow
her tyrant brother. Antipatr, her stepson, lusts for power,
- S0 the twe conspire to aestroy Irod;s regime. The relation- '
ship betwéeh'Solomiia and Antipatr is? strained, however.
Solomiia 1is passionatel& ‘in  love with Antipatr,-her own
stépsdn ana more than several years her jupior; who loves in

turn Mariamna, his father's queen. Antipatr at first

rejects Solowmiia's advances as TMunnatural."™ H®s 1lust for
' - »

power even overcomes - this inhibition, and Russian tragedy

comes close to treatidg the unseemnly theme of incest.

Analysis

C@nﬁidants—vaﬁoand in this tragedy. . Solomiia and
' Antipatr confilde 1in each other while Irod and Mariamna are
supported by désignated confida%ts._ The two designated con-
lfidants appear in the following acts and scenesl

Azt I Act II Aect III . Act-IV Act V

Sovern C(3)4,5 2,3,6(7) - 5(6) 2(3,4,5,6)
o _ - (738
Kada 3 4,3 2,3 - (6) (3,4)5,8
: , 10

Sovern plays an unuSUal&réle as a designated confidant.

Designated as  such to Irocd and é'relative of Mariamna and
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. &
éuardian of hgr and her children, Sovern plets against 1Irod
and Mariamna and is punishéd,by deaﬁh in the end. 1In Act I,
Scene 4 Sovern reveals Lo Antipatr all he.knows: that while
Ired was away in Rome, a si&ger serenaded Mariamna. In é
monoiogue in Act I, Sceqe 5 Sovern wonders if his ‘"passion"

o

for. news and goséip,could be dangerous if the King should

~

ever find out.

In Aect II, Scene 2 Sovern, in what is unusual behavior
for a desigznated confidant, attempts to convince the recep-
tive Mariamna that Irod is guilty of many abuses of * power.
Irod, told of Sovern's insinuations, reproaches his;iggig-
nated confidant ia Act II, Scene 5. To redeem himself iﬁ
Irod;s eyes, Sovern pleads that he was only -testing
dariamna's loyalty and to p;ove his case produces a document
(khartiia), allegedly a love 1letter from Mariamna to the

singer who had serenaded her.

Scvern gets his just desserts. In Act IV, Scene 5 Irsd
belleves Solomiia's éccusation that Sovern had had an affair

with Mariamna and .orders the hapless Sovern led away.

JIn Aet V;‘Scene 2’Sovern is condemned to death along
'ﬁnﬁm Mariamna for having tried to escape.' In Act V, Scene
. 8, where Varr proves Mariamna's innocenée, Sovern admits his
complicity 1in trying to persuade Mariamna to flee the city.
Like Antipatr and Iud;, he isiSeized and led awéy to be exe-

cuted.
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-

In conclusj n, it appears that Sovern in no way acts as
confidant to his designated master Irod. On the contrary,

Sovern constantly plots against Mariamna and Irod for rea-

. er

sons which remain unclear.

The other desiénated confidante plays an equally undis-
tinguished role. In  Act II, Scene 1 Kada acts as a
messenger informing Mariamna for the first time that -there
1s a rumor 1impugninz her honor. However, a rather nasty
exchange occurs when Kada reminds Mariamna +hat Irod has
murdéred innocent people and questions his ability to treat
his wife well. Mariamna orders her designated confidante to
nold her tongue, for the King's actions are beyond repfoach.

Kada: Ne raz on groba dver"

. . v
Nevinnym otverzal. - I mil tebe seY zver'?

-

Mariamna: Ne 'sokrusha¥ menia takim napominan'em.

Xada: Nel'zia i ne me%;iQ' gnusneYshim zlcdeian'em.

. . . . . - v
Marianna: Molchi! ne nam sudit' deianiia tsarel.

(Kada: de opened the door of death to more/
Than one innccent person. And can this
animal now be your beloved?
Mariamna: Do not upset me with such memories..
Kada: Such horrible crimes must be condemned.
Mariaﬁna: Silence! Who are we to judge theﬁdeeds
of kings?) )
Kada also serves as a medium for Mariémna‘to reveal her
secret fears and ambitions by asking a number of leading
questions. For example: : ‘ j\

Kada: Tak chto zh ty dumaesh' teper' nachat'? X
\

“,, il
(A
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(Kada:What do you intend to do now? .
and . ! - ' 1
Kada: Il' sredstv uzh net spastis'?

(Kada: Is thgre no way to save yourself?)
Finally, acting as advisor, Xada counsels Mariémna_ not
to let her passioﬁ for her husband blind her to hié evil B
tenlencies. This scene also provides some rare biographical
information about the designated ccnfidante. It is
revealed, for example, that Kada was probably a designated
Py

confidante to Mariamna's mother, which would make her at

least past middle age.

In Act III, Scene 2 Kaia ralses once again the question
of the Tsar''s harsh charactser. She also warns Mariamna to
dseware of the "grafty" Soiomiia. An elément of the subecons-
cious is introduced with a dream in which Kada.sees the por-
tents of Sclomiia's lust for. poweF and a mass rebellion
against Irod. Mariamna 'dismisses these premcnitions of
disaster. In Aet III, Scene 3, hearing of how Antipatr had

the troubadour savagely'murdered; Kada suspects Sovern.

In Act V, Scene 5 Kada pleads aloﬁg with Mariamna's
children .not to  be separated from Mariamna as she is led
away to be executed. Thi; scene demonstrates.the designated
confidante's 1loyalty to her mistress, in sharp contrast to
the roletpiayed by Sovern. KXada's greatest moment comes .ip
Acﬁ V, Scene 8 when she tells Irod, Dy now convinceé‘éf

Mariamna's innocence of how Mariamnz heard of her
H
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exculpation of all charges and tried to take an antidote to
the poison, but was attacked by Solomiia. Kadé récounts how
she, Kada, was able to ward off the attacker, who then took
her own life and thle dying made a full confession.
. Kada: ... N :
No ia, udar sderzhav eia, tak otrazila

C sta ochami zmeY mne vzory ozarila
pala 0 mnol, vonzia sebe stal' v grud'. -

(But I, restraining her, deflected the blow/
So that she looked at me with the stare of a
snake of a hundred eyes/And fell before me,
plunging the steel into her own breast.)

The action‘ of the designated confidante, although
draﬁatig and selfless, does not in the end result in any
change in the denocuement. In Act V, Scene 10, the 1last
scene, it 1is Kada who informs Mariamna that her childﬁfn are

dead and then, loyal to the_end, supports the dyding queen.

As a‘Qonfidante, though, Xada plays a more traditional role

than Sovern. . , ' .
2. Evpraksiia (1808)
Dramatis personae: t

IuriY¥ riazanskiY -

Udel'nye kniaz'ia - [Russian princes LT
ruskie: controlling appanages:]
Fedor - Syn ego (His son) -

Oleg muromskiY -
Gleb kolomenskiY -
Vsevolod pronskiY -
David gorokhovskiY-

Evpraksiia - Supruga Fldora s'mladentsem, ikh
, synom (Wife of FEdor with their
infant son) :
Sofiia - Napersnitsa eia i.nian'ka syna
(Designated confidante to Sofiia
and nanny to her son)
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..) ~
BatyY - Tsar' tatarskil (The Tartar king) -
-.Burunda¥ - Napersnik ego (His designated ‘

; confidant)
- Vestnik russkiY (Russian messenger)
~ Druzhina posol'stva Batyeva (The
retinue of BatyY's emissary)

- Boiare, boiaryni i ryndy kniazheskie,

voevody 1 voiny russkie i tatarskie

(Boiars, knights, military commanders,

Russian and Tartar soldiers) "

According to Derzhavin himself, the second -tragedy
Evpraksiia is based on the legend of Evpraksiia, wife of the
Russian prince ngor.6 Russia was subject. s savage attacks
oy the Monzol nhordes in_the early years of the thirteéngh
century. aatyg,.the Great Khaﬁ, had invaded the _Riazan?
regicn in the,south. Dissatisfied with gifts Srought by the
Russians in exchange for peace, the lasciﬁiousrsatyi demands
an even more valuable tribute - the most beautiful daughters
and wives of the princes feor ris haren. The request 1is
refused on the zrounds that it is 1llegal for a Russian to
marry a heathen. Then BatyY is informed that Fidor's wife
Evpraksiia is thg fairest in the land. His 1lust focuses on

Evpraksiia and he demands her, and her. alcne, in exchange

for not laying‘ waste to the Bussian lani. The request is.

denied and Fédor is killed. When she hears of her husband's

murder, with her child in her arms, she leaps to her death
from a fortress turret. In the ensuing battle the Russians

are defeated and their land is destroyed.

0 According to Grot the legend is from the Skazaniia =
nashestii Batiia na russkuiu zemliu. See Grot, in op.
cit., p. 31G.

P

A
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" In the foreword to his tragedy Derzhavin concedes that
he ‘moqified the legend to conform to artistic constraints.
However, he does stress the importance of Russian patriotism
and Christian faith, two 1ngred1ents which inspired "the Rus-
sians to viectory over the: Mongols years later, and was not
lpost on RuSSLan audiences in the dark years when Napoleon s

shadew hung over Europe T

~

Artistically, Evpraksiia marks only a slight improve-

ment over Irod i Mariamna. Like its predecessor, Evpraksiia

is too Qordf, the style is too bland, and the plot is con-
trived, melodramatic, and characterized by an unfortunate
‘tendency - to have almost every character weep. buckets of
tears. Its artistic wWeaknesses are attested to by the fact
that Grot's edition (1894) was the first published version
of the work.S’Critical analysis; at least as far as can be

determined, is noticeably and justifiably lacking.-

Structuraiiy, the tragedy 1is typical. ‘Derzhavin uses
five acté; employs thne time-honored alekandrine with rhymed
couplets. Thematically, as he indicates in hi§ own fore-
wbrd, Derzhavin stresses the "virtuous mores of our ances-
tors of both sexes," their devotion to their faith, théir
country and its rulers.§ This pat}iotic Lheme seems Lo

border on jingcism.

D 0o~

= O
o
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Plo

Briefly, the plot is as follows. There‘ is a dispute
among the Russian princeé over how to thwart the Moﬁgﬁl
menace, and the Russian camp is divided. Disguised initially-
as a commen scoldier, BatyY'offers peace in exchqnge for all
the beautiful Russ;ana women. Thege terms are obviously
unacceptable to the proud Russians and they gird for battle.
Spurred on by his desisnated -confidant, tge Russian -traiﬁor
éurundaY, BatyY drops @is demand for aflltﬁe beautiful women
in.exchan%e for Fldor's wife,Evbraksiia,' whose beauty hag
aroused nis lust. .Batyi élso considers that putting the
onus on one prince might sow discord among the *hitﬁerto
united Russian princes. In the meantime Baty!, still incog-
nito, tries in vain to court the fair Evpraksiia.

SBatyY's Stratégem produces itéx intended effect. : The
other princes, inéluéing Egdor's father, are reluctant t»

reject Batyf's terms if peace can be achieved. Devoted to

rach other, Feder and EvpraksiiaA decide td.?gurrendgr

-
3

togeﬁher to BatyY. Roused t3 action by FBdor's sacrifice,
. the other princes. rally \té ngor- ang vow Lo fight the
invaders. In the ensuing battle the Russians are defeated
and Fédor is taken prisoner. Udgucéessful in his efforts to
obtain Evpraksi;a iﬁ exchange for ngor‘s freedOm, BatyY-
. P
tries to undermine the relationship between Fldor - and

Evpraksiia by telling her that F¥dor has taken a Tartar

Wwoman, but theﬁsteadfast Evpraksiia refuses %o believe this.

ﬁ.
M
»
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By revealing his true identity and producing a 'ring
which belonged to ngor,.BatyY is able to convince Evprak-
siia that Fidor has betraye; their marriage - | or so she
pretends to be convinced. - She sti}l refuses to give up on
ngor,and she will not accgpg BatyY's adva;ceé. BatyY is
finally convinced that only F¥dor's death will break her
will. OnEe infofméd of her huspand’s demise, Eﬁpraksiia,
defiagi to the end, commits suicide bx leaping fré@ a castle
turret. Reinforcements from Moscow arrive in time to slay
BatyY, ihose death is announced as the curtain closes.

Analysis

There are twe designated confidants in this tragedy and
Cheir act and scene ;ist?ibution is as follows,

Act I Act II Act IIT Act IV Aet V

SOf'iia - 1,2(6,7) 2(314) - 3,8
. (5,6)
Burunda¥ L,6,7 il 1,5,6 4 (5,6,8)

-

Sofiia, desiznated c0nfidénte to Evpraksiia, plays the
trad;tional Eoie of adviéor, comforter, and messenger. Only
once does she physiéally intervene-on Evpraksiia's beha}f.
In Act II, Scene 1 Soffia discusses with her mistress the
unusually polite behavior displaved by Batyy (in disguise as
--his- own kinsman and as a member of the Tartar negotiating
party). Sofiia intérpréts BatyY's civilized approach as

deference to the vaunted courage of the Russians. Her mis-

tress is more suspicious; she suspects a ruse.
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Interestingly, the designated confidante is shown heré as
‘the naive partner, the mistreés as the more cautious pér—
sonage, which is the }everse of the situation in most
tragedies. In Act II, Sceﬁes 6 and 7, Sofiia attends to her
mistress and holds her child in Her“arms. Besfdes her func-

tion as designated confidante, then, she also serves as a
2

naany. This dual role is ;ndicated in the dramatis per-

sonae.

In Aect III, Scene 2 Sofiia acts as. both messenger and
conforter. She informs Evpraksiia and the audience that
Jleg has been injured in a ridiﬁg accideﬁt b;t that Fedor
is alive and welf. When Evpraksiia frets over a premdnig}on

) -
. . i . - )
impending doom as a result of a nightmare, Sofiia tries

o]
L}

to put her mind at rest. ¢

In Azt V, Scene 3 Sofiia-acts as messenger to- report
how the Tartars have slain Fidor for refusing to renounce:
fis faith and country. At the end of the ;cene Oleg
instructs Sofiia to nave Prince Fédor given a decent burial.
Sofiia seems to step out of the shadows in Aot v, Scene 8,
the iast scene, to.protect her mistresé. BatyY, diﬁmayed at
Evpraksiia's defiance, threatens her child with a sword but
Sofiia' intervenes couragequsly and zives the princes enough
time to rescue. the infaﬁf.

BatyY: (Skhvatlvaeulmlajentsa za ruku, zamakhavalas‘
na nego mechém) .

Scfiia: (Ot&edia mech' rukoiu)
Proch’', tigzr!
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(Baty¥: (Seizing the infant with one hand, and
threatening him with a sword) :
Sofiia: (Deflecting the sword with her hand)
Away, tiger!) .

Sofiiats tear§ at the sight of the dead bodies of
Evpraksiia and her son at the end of the tragedy bear wit-

ness to her loyalty.

s
BurundaY also plays a traditional role of messeng@r and
advisor. In Act.I, Scene 4 he introduces BatyY', incognito
as his own Kkinsman, to the assembled Russian princes.

3urundaY also helps the disguised BatyY present his demands.

In Act I, Scene 7 Burundal provides some autobiographical

information. By his own admission he had been captured by
the Russians, then raised in Moscow where he worked as a
servant. Having escaped from the Russian camp, he defected
to the Tartars and renewed his Moslem faith. .- He then ‘sak
Service in many compaigns waged by BatyY‘s father-. Burunda¥f.
fulfills a typical designated confidant <Tfunction, that .of
dissuading his master from being a slave to passion.

: / ’

Burunda¥Y: ... ' '

Ne mnil, chtoby BqtyY plenilsia seY zhenoY
Ia dumal, ty zhivesh' sryvat' s tsareX
Korony;

No zriu, v tsepiakh liubvi i ty shllsh:
zhalki stony.

-~

(I did not think that BatyY would be
. enthralled by this woman/I thought that
you live to tear the crown from
the heads of tsar's;/But I see
that you are caught in the chains
of love and utter pitiful moans.)

Baty! retorts, with some justification, that it was

&
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BurundaY whe first brought Eyprak;iia to his attention.
Acting as advisgr, BurundaY wafns his master in"true desig-
natedJconfidant style that no godd can come of this passion,
f;or Evpraksiia will kill herself rather than become Batff's

L~

mistress. The warning 1is not heeded and therein lies the

plot of the tragedy.
-+
In Act II, Scene 4 Burunda¥Y acts as messenger to
\ -
inform Baty¥ that the Russian princes are gathering to hold

\

counsel.

In Act III, Scene 1 Burunda¥y is delighted hig report
that BatyY‘s stratagen to gzain Evpraksiia an3d defeat the
Ru§§13ns seems to be working. The other Russian pri§ces are
not fully supportive of Fidor's desire to fight instead of
sacrificing his wife. Surundaf, acting as messenger and
aéent for his master, gieefully recounts the dissénsioq in
the Russian caﬁp and how the"Tartars have beenl able to
infiltrate troops igko;the city. 'Further%ore, many Russians
have already défect%ﬂ to the Tartars Q@ﬁhin the Russian camp
and will act as” fiftnh éolumnists.  In Act.IIi, Scene 5
Burundaf, acting as SatyI's azent, —harangues the Russian

princes for not ceding to the Tartar demands ani threatens

them with destruction.
~

In Act IV, Scene 4 Burunda¥, who in the presence -of
otners follows Batyf's vorders without question, inguires
about his master's private state.

Burunda¥: NOo mozhno 1' voprosit' mne o liubvi tvoe¥?
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4

(Could I questio® you about your love?)

When infeormed that'BatyY extr§cted ‘from Evpraksiia a
promise to marry him in exchange_foé F8dor's freedom only by
the threat of force, BurundaY doubts if Evpraksiia wi}f Keep
ner word. He then suggests to BatyY that he spread the
rumor that F¥dor is élregdy‘deéd. The desig&ated confidant
hefe acts as an agent to ‘stimulate the plot. In the last
act Burunda¥ appears but does not speak, and his fate at 'the

end of the tcagedy is unknown.

Besides the desigﬁated confidants there is another con-

fidant at work in Evpraksiia. Prince IuriY advises his own

son ngor and thus can be considered as fulfilling the role

-of confidant, particularly in fect II, Scene 8.

v . T , .
Inrii: O syn moY! uteshi volnen'e chuvstv tvoikh.
Idi s nadezhdoiu - : vozyratis' so slavol.

(0 my son! calm your feelings./Go with
hope . - And return in glory.)

<
Like Irod i Mariamna,'Evpraksiia continues the tradi-

tion of interdependent political and lecve confliets. The
political denouement hinges directly on the resolution, for
good or bad, of the love confliet. - The love conflict itself
consists of the eternal triangle. . The young lovers are

Separated and then destroyed by an evil monarch who covets

the young woman for himself. The three protagonists -

Batyf, Fdor and Evpraksiia - are all supported by confi-

dants, two of them designated. '
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Conclusion . } : ¢

In general, the designated confidants in the tragedies

of Derzhavin play fairly typical roles as messengers, advi-
- a ‘

sors, and comforters. However, Sovern is a striking . excep-

tion.” He hardly plays the role of the typical designated

confidant in that from the beginnipg he plots against his

master. Interestingly, Derzhavin derarts somewhat froo
._?‘ N . . . .
tradition ?E/deSEgnating sone 0f his characters {Sofiia and

Sovern} not only =as desigrated confidants but also as a
nanny and a kinsnan.
~

e
K

Derznavin makes extzansive use of the gonfidant. 0f 6
confidant positions in these two tragedies, Derzhavin fills
5, 4 with designated confidants. The triangular configura-

tion of the two tragedies, including their protagonists and '

confidants, appears as follows.

Monarch

1. Irod (Sovern) (Irogd i Mariamna)
2. Batyi (Burundai] (BEvpraksiia)

-

Young lover ‘ ; Young lover

1. Antipatr (lacking). 1. Mariamna (Kada)

2. Fedor {(Iurii*) _ 2. Evpraksiies (Sofiia)
. . \ :

308" -
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. CHAPTER XVI

GLINKA'S VEL'ZEN;;ILI OSVOBOZHDENNAIA GOLLANDIIA

,Overlthe coursa of his - long ilife, -ngér Nikolaevich
Glinka (1786 1880) engaged 1n various activities reflectlng
the tlmes in whlch he 11ved. Born in the v1llage o? Sutoki-
in the Smolensk Gubernlla, he graduated from tbe}Kadetsle
Korpus in 1802 and later too% :parp in .the Patriotic War
- against Napoleon'in 1812.1 Lfke'ﬁany yoané offlcers disil-
1u51oned with the Ru551an monarchy after the elatlon of vie-

tory over the French, Glinka bhecame involved'in{ the Decem-

brist movement, first as a'meﬁber_cf the Soiuz spaseniia,

later of the Soiuz blagodeYstviia. After the suppression of

the Decembrist aprising in 1825, he was exiled for five

-

years to Petrozavodsk.2

In Russian literature Glinka made a name for himself as
a poet, publicist and dramatist. His first®® literary effort,

Pis'ma russkogo ofitsera (1815-1816), was based on. his own

experiences in the Patriotic War.3 He put\ his exile 1in
Petrozavodsk* to 'zood use by studying the folklore of

’
Kareliia which in turn served as material for the poems Deva

karel'skikh lesov and Kareliia (1828-1830).\ Later he copub-

lished the journal Moskvitianin. His other works include

1 V.G, Bazanov, "Podgotovka teksta k pechati,
-primechaniia 1 posleslovie V.G. Bazanova," in F&dor
Glinka - Izbrannoe (PetFOZavodsk. Gosudarstvennoe

Izdatel'stvo Rarelo-Finskol SSR 1949), p. 6.

2 Bol'shaia sovetsgkaia ént51kloped11a, Volume 6 (Mos-
COW: Sovetskala entsiklopediia, 1971), p. 593.

3 Ibid.
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‘the poem Dukhovnye stikhotvoreniia (1839), the long poems

Iov (1859) and Tainstvennaia Kaplia (1861). The latter was

steeped in mysticism to'which Glinka beéame more  and more

L]

attracted in"his later years.l

‘i‘
1. Vel'zen, ili 05vobozhdennala Gollandiia (1810)
Dramatls perspnae.
rloran - Pokhititel' prestola gollandskogo
. (Usurper of the Dutch throne)
Edval'd - Napersnik ezo (His designated
confidant) )
Inslar . :
rik = Kalaz'ia gollandskie (Dutch
Gil'denberzg |, princes) . —
Godmila .- Doch' Inslarova (Inslar's daughter)
Vel'zen - Suprug Godmily, nachal'stvuiushzhi¥
nad gollandskimi voYskami (Godmila's
husband, chief of Holland's-armed
forces)
- %aloletnyr syn Vel 'zenov "(Vel! zen's
younz son)
- TalnyY posol ot Anglll (Secret
o enissary from Englamd) _

- RanenyY sluzhitel® (dSundéB\servant)
- Vestnixi, voiny i narod (Wessen*ers

soldiers and the masses) ]

Vel'zen, 1ili OsvobczhdEnnaia Gollandiia, written early
in Glinka's career,5 is based on the “Dutch Revolution of the

sixteenth century.b Serious criticism seems to be lacking.

Structurally, Vel'zen 1is rather typical. . Glinka
employs five acts, rhymed couplets and the alexandriné line.
< _ e,

Thematically, the tragedy, with.its Romantic strain,7 is too

tendentious to ‘rise above medicerity and the style is too

L 1bid. : L

5 Bazanov, op. cit., p. Lga.
6 Ibid. - T

7 Tbid. . .
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v
wordy to arouse much esthetic feeling. ‘Howevgr, the charac-
terization is strong and developed, especially in the person
of %dval'd, the designated confidant. |

/. °
Plot

_ Briefly, the plot is as follows!w The tyrant Floran has
seized Holland. His despotic rule has led to revolt at all
levels of society, including the aristocracy. 'IQI conseoli-
date his‘power, Floran attempts to capture Vel'zen's castle
and all its inhabitants. Vel'zen, as c0mmandef of Holland's
armed f{orces, poses a“threat to the _tyrant. Vel'zen
escapes, but his wife Godmila, déughter of iﬁgiar, and their
son are captured. Floran plané to befriend Inslar and, hav-
ing gained his trust, slay him. Flbran denies, of course,
any part in Godmila's abduction, but Vel'zen and other mili-
tary leéders'are_soon informed that Fleoran had organized the
attac& and, smitten by Goamila, holds her hostage. He c¢rd-
ers her to b; his gueen or hé will .slay her son. She

refuses and is imprisoned and tortured.

Godmila is eventually released and toid to -inform her
husband that she had sworn in an oath to Floran that he
would surrender once she w?s freed. Vel'zen doés not con-
sider the ocath binding ’siﬁce it was maae under duress.
Floran's emissary replies that if Veltzen does not

. %
surrender, harm Wil Epme to Ved'zen's son and father and

Godmila's father, Inslarp who are. all prisoners of the



" of "the former kins deposed by Floran.

-
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hvs

tyrant. Godmila announces that she will honor the oath and
return as Floran's prisoner but whispers . in her husband's:

ear te proceed with the attack.

Meanwhile, Inslar is freed by Erik and his troq&g. They
also capture Floran's designated confidant,édvalid, who 1s
about ts execute Vel'ien's son. édval'd repents aﬁh is
spareg when 1t 1is revealed'that he has arranged the unau- .

thorized release of Godmila. Meanwhile, Vel'zen's troops

overtnrow the tyrant Floran and replace him with édgard; son

\$

Analysis

gy far %he-most developed pharacter in the tragedy 1is
the desiznated confidant, édval'd. He appears in the f5l-
lowing acts and scenes.
’ S .
act I Act II Aet III. Act IV Act V
édvaé;'d - '1,2,3,u1(§,5>6, - 3,7
édval'd underzces a character change during the ‘course
of the tragedy. He begins a§‘a }cyal desiznated confidant
to Floran but, repelled by the ﬁyrant's evil behavior,l-
eventually betrays Wim. In Act II, Scene 1 Edval'd is shown
Oﬁdering.éloran‘é troops to capture Vel'zen's castle. The
designated confidant acts here éq military-leade; for‘the
usurper. In Act II,’Sdene 2 Godmila, in t?ying to flee ‘Ehe

. ,
attack with her son, is stopped by Edval'd and his forces.
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In Act 1II, Scene 3 Edval'd, in accepting Floran's gratitude -
for his efforts on the tyfant's behalf, announces his utter

devotion to Floran.

édval’d: Nagrada dlia menia - odno tvog vozzren'e,
Moi dolg vo vslm khranit' & tsariu
povinoven'e: ia rab!

- (My only reward - is your approval,/
: My only duty is to be obedient to my king:
I am a slave!)

—
N

-

But even Flcran cannot accept so _abject a subecdinate.

Floran: Net! daY'sebia, kak druga, menia obniat'!

(No! Let us embrace, like friends!)

In Act III, Scene 1 Floran admits his weakness - _ his

. R . ) 1 ) 5_,.'
love for Godmila =~ to the incredulous Edval'd, who reminds

£

his master that he enjoys adbsolute power over Godmila and
can force her to do his bidding. Floran admits that he is
éttempting to ove}éome his passion. In Acghalll, Scene 6
Floran -notices_ the consternation on %dval'd}i face when he
announces his intention of torturing Godmila if .she should
disobey him. Appalled” at the tyrant's extreme acts of
cruelty, édval'd begins to tremble with horror and sympathy
for Godmila. In a soliloqu} in Act III, Scene 4 Floran, who
haé not failed to notice %dvaL'd;s distaste for his action,
swears to‘ murder his desagnated confidant should he prove
~unfaithful. In Act III, Scene 8§ Edval'd acts as messenger;
informing the tyrant that Vel'zen 1is approaching with

: t
troops. Pressed by the suspicious Floran, Edval'd reaffirms
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-

his devotion to his master's cause, but Floran privately
expresses his doubts and makes dark threats.

1 N r
Edval'd: Pover', chto robost'ia i robkikh vsekh
kKlianu ... .

Florarn: 1Ia veriu! (V storonu) smertiiu usta
tebe somknu!

(%dval'j:Believe me wher I say that I condenn
cowardice and-all cowards ...

Florar: I believe! (Irn an aside) I shall seal
your lips with death!)
&
'
"Edval'd is entrusted with a new task - to rouse the

Saxens to war and then seize Inslar zand imprison him in a

cave near the sea. St

{
Irn Act V, Scene 3 Edval'd cannot bringz himself to exe-

cr

cute the young Vel'zern. Confronted by the armed.Inslar,

Edval'd throws_%bwﬁ his sword and' suréenders. He claims

that he could not bring himself to sléy the boy.

édval'd: .ea
. Mrie groznyY tsar' velel. - No ia khotel

spastli ...
(The dreaded king ordered me - 3But I
wanted to save ...)

Iz Act V, Scene 7 Edval'd throws himself at the feet of
the wvictorious Vel'zen  and is spared for having released
Godmila the second time after she hag retﬁrned_ to Florarn.
The guilt-stricken édval'd feels hne cannot accept a full
pardon and become an ordinary citizen but must wander in the

deserts and forests to beg forgiveness from the Creator.

Before his departure he wishes Vel'zen all the bHest.
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" The medicerity of this tragedy is-somewhat compénsated
for by the good character develcpment of Edval d a3 a desig-
nated confidant. Edval d serves as messenger, intermediary
and medium of expression for Floran. In the end he cannot

bring himself to carry out Floran's orders.

Conclusion

“

The plot of this tragedy continues the ‘tradition of
intertwined political and love confliets in triangular sym-
metry. The political and love conflicts are resolved at a
single stroke, for the tyrart Floran has not only usurped
the throne, but alsoc abducted the wlfe of the commander of
the armed forces. Floran's passion for Godmila compleﬁes a

love triangle as shown in the following configuration.

Morarch

Floran (Edval‘'d)

Lover Lover

Vel'zen (lacKing) Godmila (lacking)

Only one of the three protagonists is supported by -a
designated confidant. Of the 3 confidént positions avail-
able, Glinka filis enly 1, and that with a designated confi-
dant. However, his designated confidant emerges as a2 very

strong character.



CHAPTER XVII

VISKOVATOV'S KSENIIA I TEMIR

Stepan Ivanovicﬁ Viskovatov (1786-18317?) Qas one of the.
lesser-known dramatists of thg i rly nineteenth century.
Born near Pskov, he served in the arm} and later taught Rus-
sian and history. From 1811 through 1828 he worked in the
Ministry of Police. Frem 1828 to 1829 he w?Bxizﬁloyed as a
_ translater f2r theaters in St. Petersbure. Curiqusly, oné
s;mmer night in 1831 he left his house and disappeared

without a trace. 1 .

Viskovatov wrote both poetry and drama. His poetical
Wwor<s wWere published -in one veolume as 1 mcia-lira (1806).
His translations and adaptations of tragedies include Inesa

de Kastro (1810), Vseobshchee cpolchenie (1812), Tsaritsa

Amazonskaia (1813), Vladimir Monomakh (1816) and Radost'

mcldavan 1ili pobeda (1828).2 Viskcvatov also composed an

orizinal tragedy in verse,.Kseniia(E_Temir, analyzed belcw.

I —_

1. Kseniia i Temir (1810Q)

Dramatis perscnae:

- Miknail - Kniaz' PereslavskiY (Prince of
Pereslavl') :
Kseniia - Doch' brata ezo Mstislava, Kniazia

Galitskozo (Daughter of Mstislav's

brother, the Prince of Galicia)
Vseslav - Brat Ksenii (Kseniia's brother)
Temir -~ Kniaz' TatarskiY, brat khana

Tatarsxoge (Tartar prince, brother

) X A
1 tntsiklopedichesxil slovar', op. cit., " Vol. 12, p.
530. : :

2 Ibid.

-
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of the Tartar khan)

Napersnitsa Kseniia (Kseniia's

designated confidante)

Osman - Vozhd' TatarskiY (Tartar leader)
- 0din iz Rossov (One of the Russians)
- Vestnik TatarskiY (Tartar messenger)
-~ Voiny RossiYskie (Russian soldiers)
- Voiny Tatarskie (Tartar soldiers)

Presveta

Kseniia i Temir was staged for the first time in 1809

in 3t. Petersburg and published the following year.3 Seriocus

criticism seems to be lacking.

- -~

The tragedy is well written. Sparée, powerful language
is skillfglly set to iambic pentameter and alexandrine
lines. The strong patriotic theme is typical of tLe works
of the early vyears of thé nineteenth century, likely as a
result of the threat to Russia from Napoleon.

-

Plct

The plot of Kseniia i Temir is based c¢n the triangular

symmetry of intertwined political and love conflicts. The
heroine, Kseniiéa a Russian princess, is in love with Tenir,
a Tartar oprince, ~“whose ‘troops have Kkilled hei father
Mstislav and taken her and her father's army prisoner.
Kseniia's dilemma is that she must chcose between her'pas—
sion for Temir, on the one hand, and her devotion to her

father's memory and to the Russian homeland, on the other.

Her brother Vseslav and her uncle Mikhail have no such

3 See Stepan Viskovatov, Kseniia i Temir, Tragediia v
5-ti de¥stviiakh (Sanktpeterburg: Morskai?z tipografi-
la, 1810), cover page. )
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misgiv;ngs and seek only revenge against the Tartars. While
still a prisoner of Temir, Kseniia is able to éend.a-message
to Vseslav and Mikhail to spare her lover, Temir, “4if they
succeed 1in defeating the Tartars. At the same time Temir
prepares to have Kseniia, Mikhail and Vseslav rescued if the
Tartars, suffering a possible defeat, should execute their

prisoners in desperaticn.

Eventually, Temir decides to release the defizant
Mikhail. This act;on precipitates a chain of events.
Osman,:éiTartar general, is sént to see that the Russian
priscners are forced to reveal their leader's identity under
pain cf death. Naturally, they refuse. Temir's decisicn to
grant clemency to Mikhail displgases the opportunistic
Osman, whe also voices his strong concern over Temir's pas-
sion for  Kseniia. The indecisive Temir is eventually con-
vinced by Osman tc perform his patriotic duty- and execute

all the Russian prisoners.

At this point Kseniia expresses her Wwillingness to‘ die
Wwith her compatriots. Agaia Temir reverses himself and, at
risk to his own safety in the face of the Khan's angry order
that all the priscners, with no excepticns, are to bé exe-
cuted, decides to release them. Then Kseniia and Temir
reveal to each other their qutual passicn. On the advice of
her designated copfidante Kseniia at f;rst rejects the pos-
siSility of her ﬁnion with Temir, Sﬁérhe manages to cvercome

her objections and tmey make plané to flee. Temir consents
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to convert to Christianity for the sake of his bride. When

left alone, however, he is gnawed by doubts concerning the

Wwisdom of -his actions. He reconsiders his commitment to
Kseniia, asking rhgtd}ically which is stronger - 1love or
duty.

Meanwhile, the freéd Miknail and Vseslav are rallying
their troops tc .ladnch a counterattack: Kseniia begs her
brother to spare Temir's life durint the attack. Kseniia
and Vseslav plan a secret meetiﬁg at a Tartar grave so
Kseniia can eventually be shown the path to freedom. Osman
overnears thelr ccnversation and, not recognizing Vseslav,
assumes that he must be ¥Xseniia's lover. ‘Osman considers
Kseniia ‘é traitor . to the Tartér cause ghd seeks to punish
Temir for having freed her. Osman recounts to.the ineredu-~
lous Temir how Kseniia had embraced one of the Russian pris;
°ners, really Vseslav. 1In the ensuing confrontatioﬁ the
lovers accuse each other of treachery. The jealous Temir
Wwants to know the identity of Kseniia's interlocutor.
Afraid for Vseslav, Kseniia refuses. to divulge her secret
but swears her love for Tenmir. Temir cannot decide what

course of action to take. N

‘Following a brief skirmish with a Russian force, Osman
brings. a letter found on the body of a Russian scldier he
falsely identifies as Kseniia's lover but who was really a

messenger carrying Vseslav's letter to him. In this letter

Vseslav. informs her of the start of the military offensive
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against the Tartars. Thinking that Kseniia had all along
been well aware offthg_attack, Temir becomes enraged and

orders the Russian forces destroyed.

In his next encohnter with K;eniia Temir threatgns her
Wwith his  sword but cannct bring himself to slay her. Word
cemes that the' Russian forces have Trouted the .Tartars.
Xseniia, rejoicing, wants tc reveal her secret. The heart-
broken Temir crders her to be put in* chains but noct exe-

cuted. He then leaves to fight the Russians..

Nﬁen it is clear that the Russian troops are victori-
ous, Osman attempts to slay Kseniia SBt is prevented by
Hikhail. Temir is spafed by the Rqssians as  Vsedlav had
promised, but he inflicts a mortal wound on himself. Dying,
Temir 1is brought before Kseniia but, Jealous of what he ima-
gines 1is her other 1lover, refusés to forgive-her: She
finally convinces him that it was her brother and notw

another lgver witn whom she had the rendezvous and the

o
-

lovers rejcice. When Temir dies, Kseniia attempts suicide
out is stopped by VsSeslav who snatches away her sword. She
falls, despairing, into her brother's arms. Mikhall pre-
nounces the closing lines on a patriotic theme.

Analysis

There is one designated confidante in this tragedy and
'She appears in the following acts and scenes.

Aot I Act II Act IIT Act IV Act Vv
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Presveta ' - 1(2)3(4) - -

~3 &=

o~

In Act II,' Seene 1 Presve£a, acting as meéseniér,
informs her mistress pf' the__latest‘news-and reminds the
audience of what has occurred so far. ﬂcf&ng as. intermedi-
ary for Kseniia‘and Temir, she was able tbh convince-TemiE to
come to see Kseniig. She ;hen introduces Temir for the fol-
lowing scene. 1In Act II, Scene 3, the scene after Kseniia's
meeting with Temir, the incredulqus designated confidante
- reproaches -her‘ mistress who, for the sake of Temir's love,
decides‘that she might renounce her faith and her countr ¥
‘Kseniia* justifies her behaﬁior by her passi@n for Temir. 1In
true desiznated confidant style, Presveta advises her mis—
tress to overcome this passich for Temir.

Presveta: ... :
Terpi, otchaian'iu sebla ne predavar -
I strast', chtob prevozmoch' Temira ubegéi.

(Endure, dc not y1°ld to despair,/And av01d
passicn so-as to get over Temir. )

 The defiant Kseniia begs Presveta to leave her alone,
but the loyal designated-confidante stands by her.

Kseniia: ...
: Ostav' i ty menia ... DruzeY 1eshchastnym net!

Presveta: Za chto menia, kniazhna’, somneniem
cskorbliaet? )
Uzhel!' toski tvoeY moY dukh ne razdellaet°

(Kseniia: Leave me in peace.... The unfortunate have
- nc friends!
: Presveta: Why does the Princess insult me with her
doubts?/Can it be that my soul does not
share her anguish?)
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When Kseniia becomes despondent, Presveta, acting as
comforter, tries .to encouragze her.

Presveta: Ton brat eshche v zhivykh, eshche zrigh'
Mikhaila =~
Pochto otchalaﬂlem, Ly son terzaesh' dukh?

fea o - {(Your ‘brother is still allve, you still see

- - Mikhail /Why do you torment your soul

with despalr°) .

Presveta reappears ¢nly in Act V. She 1is present 1in
. £ .

Scene 3 when Temir threatens'Kseniia with-his sword and in
Scene 4 whon Ksenlla is shown in chalns. In Aect V, Scene 5
Presveta helps- Osman restraln Ksenlla]whs is 11 danger of

becomlng cau*ht in the battle between Vseslav's forces ‘and

those of Temir. Presveta advises Kseniia to put her faith
in God. ,
Conclusion —

In this trazedy the role of the désignated 'confidante
is restricted to comforter, messenger/intermediary and advi-.

-

sor of reason.over :passion.

The.triangular plot stﬁgcture found iﬂ mos;1 Russian
tragedies is not found here.. Two young lovers qre'prevented
- from consummating éheir reiatiohship not 50 much by a third
part} as bylcirchmstances and their dutxﬁ@o their relatives -
aﬁd mi;ipary cohorts. Of the 2 confidant positiohs, only 1

-

is filled, and that one by a designated confidant.

’



. CHAPTER XVIII

KATENIN'S ANDROMAKHA

Pavel Aleksandrovich Katenin (1792-&853) was one of the
more controversial figures of Russian litefature. Born into
an old gentry family, Katenin managed noﬁ only to serve his
country in peace- arfd “war, - but also oppose "it by'ﬁpiﬁing
secret revqlutioqgry societies and ;ligning himself‘with-ther
Decembrists.] Tﬁiszabiiity-to straddle pwo oppo;ing ‘politi-"~
cal camps carried over into nis literary career. - Altho@gh
Katenin gained the reputation of a leadidg poet, eritie,
dramatist, translator apd'patron_of'the theater, his eclec-

tic literary style alienated both neoclassicists and Roman-

ticists, who were often hostile to one another.2

In matters of style, Kétenin pursued a middle coursé;
in contfast to Karamzin, the leading Sentimentalist, who
favored the iambic tetrameter for balladg and popular Songa,
Katenin preferred to ¢reate his own ocpets and'hexgmeters,.
réplete'with trochees, amphibrachs and dactyls.3 He also
insisted - on Eetaining reoclassicist elements such as 0ld
Church Slavonicisms. Katenin's interest in ballads and

other . popular works for their local .color can be explained

-

by the central theme of‘nis art - nostalgiagfor the heroi-

1 G.V. Ermakaveol-Bitner 1in P.A. Katenin: Izbrannye
proizvedeniia, vstupitel 'naia stati'ia, podgotovka
texsca 1 primechani%a G.V.  ErmakavoY-Bitner (Moscow-
Leningrad: Sovetskil pisatel', 1965), p. 5. :
2 Ibid., p. 39. _ . A .
3 Toid., pp. 24-25.

\

~
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cism of bygone days.4 The historicity provided by loecal
coior, usually considered 2 Romantic feétﬁre, Katenin uses
to reproduce the grandiose heroism of ancient times. What

emerges, then, is a peﬂullar form of neocla531clsm in whlch

heroism is stressed ard the settlng is historically accu-

rate. .- 3
1. Andromakha (1809-1818)

Dramatis personae:

Agamemnorn ~ L=
Pirr ° ‘ -
Uliss | -
Andromakha . C -
Astianaks ) -
Kleona - "~ Napersnitsa Andromakhi {Andromaxha s
’ desigrated confidante)
Alxin : - Klevret Birrov.{(Pirr's aide- -de-zamp)
- " Voin tr01arska (Trojar soldier)
. — Voiny grecheskie (Greek soldiers)
Katenin's crowning “achievement 1is. Andromakha. The

tragedy's long gestation and ‘Katenin's reputaticn as an
excellent ‘trarnslator naturélly aroused suspiecion that
Andromakha was not an  original work.5 Noretheless, there

Seems to be . little doubt that AndrOmakha is an orlglral

tragedf having its own plot (siuzhet), 1magery, and theme.6

. Bocnkargv compares Andromakha with its two famous predeces-

sors. -Euripides' Andromakha, he'contends, is marked by a

.
\;
\~

T V. E. Bochkarév, "Giava tret'ia: Dramaturgiia ' P.A. N
Katenina i KulbyshevskiY pedagogicheskiY institut RN
imeni V. V. Ku bysh&€va: UchBnye zaplskl Vypusk (Volume)
56:78."

5 Ibid., p. 105. RS

-6 Ipid., p. 106. .
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fealistic, at times satifical, .portrayal of the everyday

life of the ancient Greeks; Racine's Andromache is a "pro-
‘found psychological analysis of passion and Katenin's
Andromakha 1is imbued with the heroic epic spirit. of ancient

times and the unbridled passions of ancient figures...".7

Andromakha observes several of the traditions of Rus-

sian tragedy. It contains a designated confidante_in addi-
tion to other personages acﬁing as confidants. The con-
flict, basic to the tragedy, is the traditional struggzle
between duty and passion. The three unities are observed.

In addition, the alexandrine line is employed exactly in the

~ manner of Sumarbdokov. In contrast to Racine and other nec-

classicists, Katenin emphasizes the "heroic, epic character®

of the Trojar War 8 rather than duty over passion.

Bochkar 2y conternds, rightly so I believe,'that .Katenin
'surpassed: not only the French lneoclassicistsQ but even
Czerov in his recreation of the pehiod; Indéed, the tragedy
resembles more* a nEreek. tragedy written in Russian than a
typical Rﬁssian trage@y. lThe emphasis on reason over pas-
sion gives way to her&icism and the-belgef in fate and inex=
orable historical'forqes,.all awésh in loeal color.9 There
is no intrusion by the masses to affect the outcome of the
tragedy. Neither are social and political questions raised,

debated, and then decided as 1in the other tragedies of

T Ibid., pp. T07-108~

8 Toid., p. 108. .
9 ITbid., pp. 110-113.
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Russian neoclassicism which are often 'didactic.10 Uliss
(Ulysses) speaks in mornologues; Pir; nyrrhus) in short sen-
tences. Yet, Katenin departed from the convention of always
employing . poei{p langdage. The characters emerge not as:
stereotypes Sut realistic portraits. For example, the proud
Andromakha must yield and biead first to Uliss, then to
Pirt,‘for her son's life.11 At the same time Katenin managé;

to avoid slippirz into bathos.12 For all its artistic mer -

its, though,. Andromakha did not leave its mark on Russian
tragedy.
)
Plot . Bt
! . : \r\.

AN
«

Bfiefly, the plot concerns the story of Andromaxha,
Hector's widow, after the fall of Troy at the hands of ghe
Greeks,who have captured the city_by means of their famous
ruse of the wooder horse. Andromakha, having witnessed the
slaughter of'her husbarnd and six brothers, now fears for ﬁﬁe
life of her son Astianéks, a.potential threat to the Greeks!
‘hope to dominate the Trojans. The plot- zonsists of
Andromakha's atﬁgnpts to save her son from the bloodthirsty
. Greeks, first by concealing him in ﬁer husharnd's tomb, " thern
by yieldirg to the importunate Pirr's offer of marriage if
such a step will safeguard Astianaks. The bargain. 1is not

easily struck. Pirr is opposed by his fellow Greeks who

10 1bic., p. 115. , |
11 Ipic., p. 117. )
12 Tbid., p. 118.
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k]

wéné ?o éliminate tne éhreab repré%ented-by; Astianaks, and
by Andromakha, .Wwho not 5nly remains loyal to the memory of
Hector but loathes Pirr. Within this framework Katenin
expiores 'with subtle skill the Jjealousy and rivalry in the
Greek camp, the strained but virtually 'symbiotic\ relation=-
.ship between Pirr and Andromakha,‘ and Andromakha'§ own

struggle, aided by her desiznated confidante, to save her

son yét retain her dignity.

The climax occurs in Act III, Scene 4 when . Andromakha
is 'forced to reveal the whereabouts of Astianaks. The
Greeks plan to desecrate Hector's tomb to force Andromakha's
hand. Unbeknownst to them, the tomb is Astianaks' hiding
nlace. Andromakha mus£ reveal his presence or risk his

death as Pirr's soldiers prepare to destroy the tomb.

The simmeringz rivalry between Pirr and Azamemrion
firally erupts into armed conflict. The zods eventuélly
intervene but aiso decree, througzh the oracle Kalkas, éhat
Andromakha mﬁst submit to her fate, wed Pirr and become his’
queen. Her son Astianaks is taken to Olympus as a new
Ganymede to dine forever wWwith Heaven's other offspring.

)
Andromakha accepts her fate stoically.

Analysis

There i1s one desizrnated confidante in this tragedy, and
she appears in the following acts and scenes.

Act I Aet II Act III Act IV Act V'
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s,

- Kleona 102)3,5 ~ 1,3(5)6 - (3,4)5
' 7, 8(9}

. Naéurally, in a tragedy ;5ere the Fates determine - the
denouement, the role of any character, including thé desig-
nated confidante to Andromékha, does play the traditiocnal
role of advisor, messenger and medium for her proud, stub-
born mistress. In Act I, Scene i Kleona, acting as com-
forter and messenger, tries to calm Andromakha by clalmlng
that tne situation is returning to normal as.the Greeks are
preparing to depart from Troy. To guarantee Astlanaxs‘
safety, Kleona b>haches the subject of marriagze to Plrr, who
would be loath, onte married to Andromakha, tc harm his own
stepsorn. Her -advocacy of political expédiency in the matter
of marriage draws a sharp rebuke from Andromakha. In Aect I,
Scene 3 Kleona is ineredulous to discover' that Andromakha
does @ﬁot plan to flee the approaching Greek invaderé and
seems not tc worry abéut the séfety of her son. On the con-
trary, Andromakha prepares to 1lead the Greexs astray ard
instructs the loyal Kieorna %o conceal Astiénaks in Hector's

tomb.

In Act III, Scerne 1 the loyal Kleona arranges an escape
for Astianaks.  Her plans may be in jeopardy:-however, for
the' Greeks intend tc occupy éhe palace. "Kleona reports that
dissension amony tne Greeks should guarantee the success of
the escape, but Astiahaks is discovered bafore the plan can
e put into effect. 1In Act III, Scene 6 Andromakha admits

»

Lo the attentive Kleona, who reports that Uliss has taken

K
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Astianaks away, that she is prepared té do anything to save

her son.

In Act V, Scene 5 Kleona, ecting as messenger, reports
that the Fates have decided that Andromakha will wed Pirr
and-rule over épir (Epirus). Nothing is known of Astianeks"
fate. Kleona sugzests once more that. Mmarriage to Plrr might
save Astianaks, but Andromakha retorts that man is powerlesg
wﬁen pitted agzinst the pods. Andromakha and Kleona then
dispute the outcode decreed by the Fates. KXleona feels that
the <gods have ordained Andromakha's marriage to_PirE and
that Andromakha should take advantage of thie to ensure
Astianaks‘ safety. Andromakha retorts that they‘are doomed,
having angered the gods by following pﬁéir own Wwill for nine
years in defyinz the Greeks rather than submitting te the
Fates. Kleora, acting as cpmforter'end inspirer, succeeds
in rousing Andromakha from ner despondency by reminding her
that the only hope of the Irojan people is _Andromakha heE-.
self. Andromakha guickly jispatches Klecna ;o find out what
is zoing on. In Act‘v, Scene 7T Kleona,.acting as messenger,
reports that the oracle is deliberating their fate buf that
she could not hear all of what he said. |

-

Kleona: ... Kalkhas
Veshchal im, no v dali ego ter1a151a glas,
la slyshat' ne mogla; ...

(... Kalkhas/Informed them, but his voice
was lost in the distance,/And I could
not hear; ...)

Here the desigrated confidante serves to build suspense.
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Conclusion

As desiinated confidante Kleona performs the tradi-
tional functions of advisor, comforter, and messaenger. She
also serves as a medium for her mistress to relay her feel-
ings to the audience. Alkir, Pirr's alde-de-camp (klevret),
also.acts as a confidant in that he advises him of what

-,

action to take.

In this tragedy the plot does rot seem to center around

-
a2 love triangle as do so wmany other Russian tragedies.,

Instead, Andromakha consists of Lwo separate plots:

Andromakha's endeavors to save Astianaks and Keep Pirr at
. Fa

.

Say and the struzzle for Supremacy Detweern Agamennor and
Pirr. Like Viskovatov, Katenin makes little use of confi-

. dants. He employs ornly two, one of which is desigratedj.



CHAPTER XIX

KORSAKOV'3S MAKKAVEI

In his introduction to his own tragedy, Makkavei, PRer
Korsakov, a little-known dramatist 1 of the early nineteenth
centlry, p?ovides the sources for his work and shows where

he modified the plot for his own artistiec reasons.

7. Makkavel (1813)

.Dramatis personae:

antiokh IV - Po prosvaniiu épifan, tsar' Sirski¥
(Called Epifan, King of Syria)

Sclomoniia - Mater' Makkaveev {Mother of the
Maccabees) - o

Antigena | - Kniaginia, dsheher' Apolloniia

Polkovodtsa Antiokhova (Princess,
dauzghter of Apollonii, Antiokh's

o : military commander)
© Martsel - - IuneYshiY iz synov Solomonii (The
: '~ youngest of Solemcniia's sons)
Farisa ' - Napersnitsa Solomonii (Solomoniia's
‘ designated confidante)
Tsefiza - Napersnitsa Antigony (Antigona's
n designated confidante)
Bartses - Nachal'nik telokhranitel' (Head
) bodyguard)
Arzas . = Napersnik Antickhov (Antickh's
desiznated confidant)
Gidasp - - Voenachal'nik SirskiY (Syria's

military commander)
- Voiny (Secldiers)
Korsakov's tragedy of the Maccabees is, by his own
admission, historically based on the Bible, the. writings of
the Jewish historian Josephus Flavius, and two other histor-

ical socurces by T. Stackhouse (English) and J. Saurin

1 Petr Korsaxov in the Foreword (Preduvedomlenie) of
Makkavei - tragediia sviataia iz Iudelskoi 1lstorii
{Sanktpeterburg: Tipografiia Pravitel 'stvuiushchego
Senata, 1815%), pp. i-viii.
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-
(French) in their German tsanslations. But as a work of art

it 1is based mainly on the tragedy Les ‘Macchabfes, tragfdie

en 5 actes et en vers, by Houdar de IL Motte. . Korsakov
admits that he adapted freely from de la.Motte, but modified
certain features. For example, he made his Antigona "more

beautiful" (ﬁlagopristo!ne!gﬁee); he rejected the idea of

Antiokh's lover (liubimetsa Antiokha) because she was said
never to have existed; shortened the role of Solomoniia to
aveid de la Motte's lengthy repetitions; tried to- present

Antiokh as the Bible portrays” him; and avoided the many

entrances and exits for designated confidants.?

Korsakov alsc made some thematic modifications. In de
la Motte's version, according to Korsakov, Antiokh is. not

repentant before the wrath of the gods. This is wrong, says

Korsaxov, because tragedy should serve to punish vice. 1In
Makkavei, then, Antiokh is repentant. Structurally, Ker-

sakov flouts tradition by employing three acts instead of
the custsmary five. Occasionally he uses blank verse, a
practice he defends by claiming that Voltaire and Lomonosov

(in Tamira i Selim) both employed it.3 In addition, Korsakov

at times uses'alternating rhyme instead of the traditional

rhymed couplet.

Plot

2 Korsakov, in Foreword of op. ¢it., p. iii.
3 Ibid., p. v.



KORSAKOV'S MAKKAVEI L 333 .

Briefl}, the plot is fae_ follows. The Syrlan king,‘
Antiokh .the Fourth, hav1ng suppressed ;he Macﬂabean revolt
| threatens Lo execute the Maccabees to ellmlnate any p0531-
blllty’ of another uprlSlng. Solomonlla, mother of. the Mac—
.caheee, remalns deflant:' Before the end of the f;rst -éct
Antiokh makes-*ood on his threat and murders all the'hécoa;
bees except Martsel whom he spares - at the request of Antl-'
gona,,the beautiful daughter of hlS nllltary commander Apol—
leniY. Antigona shares ae.secret, mutual passion flth Mart -
sei. Moreover, Antizona reveals that she, too, is Jewish.
Martsel ‘and Antlgona admit to each. other their love and are
wed in the Jewxsh faith. Ihey then flee the court with aid
~of Bartses, a Jewlsh commander-euppOSe;ly at the serwvice of

Antiokh. ‘--h U ' | \D
Antiokh, enraged at4‘hhe turn of events Dbecause he
wahted to marry Antigone, sends a force to recapture the
escapees. 'In the brief battle that follows Bartses 1is
killed, but all the others are taken prisoner. Antigona and
_ﬂartsel, Ziven the choice of divorce or death, " choose the
latter - and, singihg their wedding song, are burned at the

. -
stake. But God works retribution on Antiokh. Through the
lips of Solomoniia,~He announces Antickh's punishmeht. By
now the hhoroughly frightened Antiokh is truly repentant and

asks God to kill him. It is too late, however, and rendered

insane, he falls to the ground.

Analysis
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Korsakov has employed three designaﬁed confidants in
this tragedy. Their act and scene distribution is as fol-

lows.

Act I Aet II Act III

Farisa (23 "= . (9,10, 11)
(4,5) N
Tsefiza. - 2,3 -
Arzas _;-' - 9
All three designated confidants play minor roles.  In

Act I, Scene 3 Farisa comforts her mistress Solomoﬁiia,-dis-
trauzht over the threat to her sons, .by claiming. that the
same God who spared Abraham's son might yet show mercy to
the Maccabees. Farisa serves as a medium to, reveal the
strength of zharacter of Solomoﬁiia and tne determination on
the part of the Maccabees .in general.‘

In Act III, Scene 9 Solomoniia, as her son and Antigona
are led away, collapses intc the arms of Farisa, who acts as

cenforter.

Tsefiza, the desiznated confidante to"Antigona, plays

~.an equally insignificant role. In Act II, Scene 1, the only

scene in which she speaks, the designated confidante Tsefiza

serves as a sounding board for Antigona's confession of her
love for Martsel, as well as her attachment to the Jewish
faith, unbeknownst up to that time even to Tsefiza. Tsefiza

is reduced to making the appropriate sounds of amazement as

various secrets are revealed to her.

T e
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. R
Tsefiza: Divlius', goriachnosti uchast'ia tvoego ...
ﬂ; (I am surprised at the rapture of your
happiness ...) e

and

. Skol' vlast', tvoia, sil'na, nad
. : serdtsem, o liubov'!

(0 love, what powér you have cver
the heart!)

 IA¢ting as advisorlof political wisdom, ‘Tsefiéa warns
Antigona not to permit Antiokh to know of her true faith in
order to aboid persecution. Exce;t for two appearances in
Act II, Scene5‘2 and 3, wﬁere §he deces not speak, Tsefiza is
2dsent for the rest of the tragedy. .
- The third.de$ignaﬁgﬁ confidant, Arzas, piays a similar
role, appéaring rﬁnonly;t@q scenes in the third act: In Act
III, Scene 1:Arzas;'acting as messenger, informs Antiokh
that the grgitor Bar%ses had_aided the escape of the traitor
Martsel and admitted He was attempting to help Solemoniia.
When the enraged Antiokh threatens the life of Antigona in
retaliation for Martsel's escabe, Arzas informs him that
she, 'too, has fled. 1In add;;ion, Arzas informs his master
that he has already dispatched a detachment f troops to
recapture the traitors. Antgokh is grateful but stiil can- .
not understand_the reason why Antigona has gone over té the
side of the Jews. He ordérs Arzas to summon Sclomoniia,
Who, he hopes, will provide the answer. In this scene Arzas
might be considered an extensicn of Antiokh's-will. Like=-

wise, in Act III, Scene 9 Arzas orders the execution of the
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young lovers when they refuse to be sebaratedl Arzas does

not appear in'the final three scenes of the tragedy.

Conclusion /

r

This mediocre tﬁagedynéontinues the tradition of a tri-
*angular plot structurel Here it takes the form of the eter;
-nal triangle. The cruel tsar; Antibkh, pFevents .t;o young
lovers, Martsel and Antigona, from consummating their affair
both for poligical and personal " reasons. Antiokh  is -not
only waging a campaign ﬂo exterminate the Maccabees, of whom
Martsel is the lone survivor, but also wants the lovely
Antizcona for himself. Two of thé protagonists, Antiokh and
Antigona, are supported by canfidants, both of them desié-
nated. Solomeoniia, a Secondary character, is élso supported

by the designated confidante Farisa.

Monareh

Antickh (Arzas)

) //’ /" . e
Young lover - 1?:> o Young lover
Martsel (lac§ing) _:.' o EE ;Antigon3 (Tsefiza)

o L. s
] P N

- \‘__, ’
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- KRIUKOVSKII'S ELISAVETA
MétveY Yasil'évich Kriukovskif (1781-1811) is ‘another
of the lesser—known Russian dramatists of the early years of

the nlneteenth century. Like many sons of the arlstocracy

Krlukovskll received his' education iIin the 'Sukhoputnyf

kadetskiY korpus. He later worked as a translator in the

commission charged with drawing up legal étiFutes (Kommis-

siia sostavleniia zakonov). 1

_ KriukovskiY was captivated by neoclassicism. PozharskiY

U S
(1807), his first tragedy, written in a style imitative of

Ozerov, brought him immediate fame.2 However, '6nly his
second tragedy, Elisaveta (1820), employs designated confi-
dantes, and is analyzed here. Neither tragedy, to the - -best

of my knowledge, has drawn critical attention.

1. Eiisaveta (1820) .

Dramatis personae:

Iaroslav - Samoderzhets zemli RuskoY (Autoerat
of Rus')
Garal'd - - Kniaz' NorvezhskiY (Norwegian prince)
Elisaveta - Doeh' Iaroslava (Iaroslava's daughter)
" Zoia = - - ¥Kniazhna Grecheskaia (Greek princess)
Kseniia _ - Napersnitsa Elisavety (Ellsaveta S
. designated confidante)
Kleona ‘ - Napersnitsa Zoi (Zoia's designated
confidante) .

The tragedy. Elisaveta is not particularly well written.

1 éntsiklopedicheskif_SIOVér', op. cit., Vol. 32, p.
903. . '
2 Ibid. .




KRIUKOVSKII'S ELISAVETA 338

Its‘cLumsy style often makes for difficulﬁ reading. In.
fact, Elisaveta‘g lack of artistice merit migﬂt'account foh
the apparently total 1lack of cfitici;ﬁ. To his credit
though, Kri;kovskiz does adhere to certéin conventions such

as the use of the alexandrine line and five acts.

- o~

Plot ; N

It would.appear»thap'the plot of Elisaveta is based on.
historical £5urces.3 Elisaveta, £he daughter of fthe  Kievan
prince Iaroglav, married the Norwegian prine .Garai'd
(Harald). On the basis of £his historical event KriukovskiY
invents é tragedy consisting 6f a love plot in the form of
an eternal triangle be?ween'Garal'd, Elisaveta aqd the Greek
prigcess Zcia, whose father Gara%*d has saved in battle.
Both women pine for Géral'd but he 1loves only Elisaveta.
Ahen she hears Gﬁ{ the impending wedding of Elisaveta to
Garal'd, the. jealous Zoia plots revenge against the young
lovers. Upset over the ~conflict with Zoia, Elisaveta
-decides to forsake her claim to Garal'dl and cede him - to
Zoia. The _Greeg prince;s 1s even more outraged by this
apparent condescension. wﬁen informed that the wedding has
been cancelﬁed,‘Garal'd,.who truly loves Elisaveta, dgspairs

o the pofnt of suicide.

Zoia's jealousy drives her to seek revenge. Feigning

3 The full name of the tragedy 1is Elisaveta - Doch!
Taroslava. ’ :
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an offer of friendship, she offers a‘arink to Elisaveta .as a
sign of her willingness to be reconciled with her rival.
Unbeknownst = to Elisaveta, fhe chalice contains poison.
Garal'd bursts intc the room to stop Elisaveta from drinking
the »poison. The two women Eeproach him for his behaviof.
Gafal'd still refuses to give the cup to the indignant
'Elisaveta so Iaroslav asks Zoia to prove her innocence by
drinking from the chalice. She readily complies and conse-
quently dies. Garal'd makes a short speech on the dangers
inherent in allowing passion to rule over reason.

-

Analysis

Both designated confidantes in this tragedy play tradi-

tional Troles. Their act and scene distribution is as fol-

lows. S e )

Act I Act II Act III Act IV Act V -
Kseniia®™ 1(2,3) - - - -
Kleona - T3 1(2) - (2,3)

Kseniia speaks in only the first scene but it is a long
one, and she 1is able to perform a number of functions. Act-
ing as messenger Kseniia describes how Garal'd has already

reappeared in Kiev and inquires why this news seems to trou-

ble‘Elisaveta. When Elisaveta admits her strong feelings

for Garal'd, Kseniia cocunsels restraint.

Kseniia: Khot' tiagostno tebe ege¢ vtorichno zret:'.
No chuvstva ty svoi dolzhna preodolet’,

(Although it is difficult for you to see

Y st

[ .
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.bim again./You must overcome your feelings.)

»>

Kseniia, as counsellor of wisdom, is incredulous to discover

that Elisaveta's feelings héveideveloped into a full=-blown

¥

‘passion. ' : e

Elisaveta: Chuvstvitel'nost' K nemu v strast' sil'nu
prevratilas'! - )

" Garal‘'d umgr moim, i serdtsem.obladal.
(My feelings for him have Zrown into a
strong passion.

-
* .

Garal'd has possessed my #ind and heart.)

Kserniia, naturally, approves of Elisaveta's irntentiorn
to cornguer her passion.

Elisaveta: ... .
I strast' preocdolet' nameren'e vziala.

Kseniia: Ty glasu strogonu razsudka pokorilas’',
I serdtsen dolzhnostl pozhertvovat'.
reshilas’.
L (Elisaveta:...
i : And I now intend to overccme
' ‘ ' passion.
Kseniia:  You are bbeying the strict voice of

reason,/And have decided to sacrlflce
your heart to duty.)

- o Kseriia, after proferring this advice, appears irn onl}
two more scenes. She 13 present in Act I, Scéne 2 when
Garal'd and Elisaveta are reconciled and in Act I, Scene 3
when .laroslav consents to the marriake. Kseniia disappears

for the four remaining acts of the tragedy.

Kiecna, the other designated confidante, plays an

equally_inéignificant role. In Act II, Scene 1 Kleona tries

’
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to lift the spirits of her mistress Zbia’uho believes that
Garal'd .no (longer 1dve§ her;' Kléqna reminds her that, as
proof of his love, Garal'd has saved Zoia's father 'in bat-
tle, but Zoia is still anxious. In Act II, Scene 2 Kleons
is witness as Garal'd announceé to_Zoia that his feelings

for  her do not extend to love and that they cannot marry.

LN ' . X
In the following scene, Act II, .Scene 3, Kleona, actipg as’

advisor, admonishes her mistress for having admitted her::

passion.

. « _
Kleora: V smushchenie privelo ego tvoe prizran'e.
Naprasno, ty emu svoiu otkryla strast’'.

(Your admission has upset him,/In ‘vain
did you reveal your passion to nhim.)
Zoia, in a manner unusual for a heroine, admits that

she did rot intend to reveal her passiz?/éhd-that henceforth

she shculd obey her reason. &

Zoia: Razsudok dolzhen ty menia byl osterech':

(Reasorn,. you should have warned qe.)

In the follbwing scene, Act II,- Scene U4, Elisaveta

announces her forthcoming wedding to Garal'd to the stunned

Zoia, who immediately collapses intc the arms of her 'ﬂesig-

nated confidante.

In Act III, Scene 1 Zoia proclaims her intention of
defeating her rival, Elisaveta, and marrying Garal'd. Zoia
bDases her claim to- Garal'd on her divine right; earned by

having made sacrifices ta the gods. Kleona approves her

plan to appeal to Iaroslav who is known for 'his sense of .

1
4
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Justice. The designated confidante also’éuggests that once
the truth of Zoia's prior clé&ms is made Known, Elisaveta
w;Il graciously cede and be content with her feélings for
her country.and her bitih?ight. Zoia doudbts very much that
Elisaveta would ever consider ‘yieldiﬁg Garal‘a. ‘Kleona

replies that she was only trying to comfort her mistress.

Kleona: V userdii mo%m, nadezhdo! lgstno! sef;
' Otradu mnila dat' ia goresti tvoel ... .

(In my zeal, with false hope,/I thought to
zive a_}lttlﬂ JOY to your grlef el )
Zoia pontends that Elisaveta, if déprived of Garal'd,
Wwill hate her. Kleona disagfees, saying that Zoia has all
the advantages, as Garal'd is allegedly persecuted by
Elisaveta, and_ that Elisaveta is suspicious of nis actiors

while Zoia has saved Garal'd and had him returned to the

"_ throrne. - Zoia hotly disputes this assertion, claiming

'instead that it is she whom Garal'd has neglected.

The designated confidante is proved right in the -fol-
lbwing scenés, however, as Elisaveta 7d$es indeed cede
Garal'd to Zoia. Kleorna appears in Act V, Scene 2 to bring
onto the stagze the chalice 'of poiscned drink which Zoia
trieé to.get Elisaveta to take. It seems wunlikely though
that Kleona 1is awére that the drink.has been poisoned. In
Acggﬁ Scene 3 the dylng Zoia collapses into. the arms of her

designated ‘confidante.

Kseniia anrnd Kleona play traditional roles of comforter

and counsellor. Kseniia advises reason over passion while
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E

Kleona, acting as comforter, trie convince her mistress

that her passion 1s reciprocated.

Conclusion

The plot of this tragedy marks a return to the tradi- ‘
tion of triangular plot structure. As there is virtually ﬁo
pelitical conflict, tge love confliet comprises the whole
plot and takes the form of an eternal triangle. Garal'd
loves Elisaveta but not, it seems, Zoia. Two of the prota-
gonists, Zoia and'Elisavet;: havg'confidantes,‘boﬁh of whom
are designated. In addition to Kseniia, — Taroslav,
Elisaveta's father, alsc acts as advisor to his daughter in

Act V, Scene 1 where he tries to shield Elisaveta from the

angry Zola arnd then advises her to regain her composure.

The plot struchure-of the tragedy can be .represented by

the following configuration.

Lover

Caral'd (lacking)

""'___———"———“-“‘““~§___h“‘-

——

Lover , Lover

~

Zoia (Kleona) - . Elisaveta (1. Kseniia)
(2. Iaroslav®*)

-

- k]

Of 3 confidant positions available, Kriukovski¥ Ffills
2, both with confidants he designates. 1In addition, one’
protagonist has another confidant, this one not dgsignated

.as such.

e



CONCLUSION

The designated confidant is a device wused -in Russian
neoclassicist tragedy to perfornm specific functions. Before
examining the designated confidant and the extent of its use

in detail, we should summarize.what has been learned of Rus-

.sian neoclassicist tragedy in general and of the theory of

the confidant developed by various critics.
ol )

Russian neoclassicist tragedy ®as its. roots in - classi-
cal tragedy.. Briefly, classical tragedy can be defined as =a
dramatic work incorporating a standard theme. The classiceal

tragedy was composed of five actis in verse. The thene was

¢ .

the inevitabls downfall of the hero caused by a fatal char-

acter flaw. Dialogue 1in tragedy was really the dramatic
realization of sophistic rhetoric, the ©presentation =and

analysis of two diametrically opposed points of view. Neo-

classicisa, an outgrowth of of the Renaissance, vproclaimed

-

- i3 - - - 0
the superiority of reason over passion. As a vehicle for

sophistic rhetoric, tragedy was considered the ideal ganre
to present the neoclassicist advocacy of reason over pas—
sion. Given the neoclassicist bglief ig_g rationzl social
order, reason was equafed with promotiqﬁ of the social wel-
fare and passion was considered an essentially subversive
imﬁulse.- In Russian neoclassicist tragedy, reason becaze
synonyzous with virtue, passion with evil.

-

Sumarokov was the creator of Russian neoclassicist

tragedy. His g@enius lay in his ability-{¢ combine the
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features‘éf‘ﬁestern Buropean neoclassicist tragedy with eie—l
mentsh from earlier Russian dra;a‘to create a unigue genfe
known as Russian ;neoc1assicist tragedy. Structurally,
Sumarokov observes many conventions of Western European neo-
classiciSm. He uses the alexandrine 1line and employs a
caesura Ifor emphasis. In other ways Suﬁarokov's tragedy
differs from its Prench ~counterpart. He streamlines the
plot to one basic episode, thus examining oniy one "psyﬁho—
logical motive" and its effect on each character. . The accu-
nulation of succeeding scenes dealing with this one "motive"
produces a dramaéic refrain but precludes plot development
(in the sense of intriga). The resulting unilinear plot'
line makes it possidble tc reduce tﬁe number of characters
anéd the designated confidants to support then. The dearth
of designated confidants neceséitates a greater use of the-
ﬁonologﬁe, retarding the tempo of the tragegaeé and inducing
boredom in an audience often inattentive a%t best. Sumarokov
also differs from his French mentors in regard to thene.
Fronm dramatized adventurg stories and chivalric tales,
Sumarokov took idealistic thenes sugh as love, justicg'and
the triumph of gopd over evil. Another popular theme was
patriotism, manifested as prafge of figures found in
Russia's turbulent past. Perhaps influenced by earlier Rus-

sian drama, Sumarokov introduces a certain volitical tenden-
t;oﬁsness in his work through his depiction of historical
figures. Interested only in propagandizing his own enlight-

enment ideology, Sumarokov creates literary characters based
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on historical personages and presents them as one-
dimensional entities. His portrayal of DpitriY Samozvanets

in the tragedy of the same name is a case in point.

Sumarokov elevates enlighﬁened despotism.to a political
virtue. The neoclassiggst theme ef reason over passion
becomes in Russian tragedy the theme of good versus evil.
His fragedy is a "school of virtee“ for wayward monarchs.
As a result, it is fendentious and of poor  gquality. The
-rational couree of action is virtuous in the~very real pol-
itical sense. A-;aféonal ruler is disposed to enlightened
despotism; ﬂe:is virtuous. Passion, on the other hand, not
only destroys human relatioeships, it can alse subvert the

»

rational social order.

Sumarokov employs an ingenious device to determine the
"monarch's’ ab;lity Yo put reason before passion. If a
monarch follows teg political}yﬁrational -course,. according
'to Sumarokov, he mﬁst rule as an enlightened despot. 1If,

however, he governs according to his passion, he will
act as a tyrant. To present the moral dilemma, Sumarokov
iﬂtroduces a love intrigue {;;o each of his tragedies. The
. intrigue coesists of an ete love triangle. The memnber
of the eternal triangle whose love is'not reciprocated hust
act to fesolve his or(her'dilemma. If he acts rationally,
and virtuously, he gili allow the other two lovers - to con-

summate their affair. f If, however, a his paesion.

overcomes his reason, he succumbs 1o evil and tries 1o

L4
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/
/the rejected lover turns out_to be the monarch, who has all

the ©power a2t his disposal to seize the young woman he loves
and liquidate his rival. Such an act would be tantamount to

)3

despotism and ‘would brand the monarch. If he is magnani-

. J. " - ) - - ' K
mous, he 1s enlighterned, acts rationally and is virtuous.

His rationality may have’ political overtones. The monarch's
rival in lovéaisuoffen a political aéversary as well. The
political and love intrigues are often inextricably
intertwined. The resolution of the one results in the reso-—

lution of +the other. One of the weaknesses, though, of

Sumarckov's tragedy lies in the manner in which the ldvea

intrigue 1is resolved. Often’ only an agbitrary change of

neart by 2 callous ruler at the last minute will in one

stroke free the Jlovers and resolve the political intrigue.

The love triangle lying at the base of Sumarokov's
tragedy produces a triangular plot structure in which the
three protagbnists-interact withn one another until the love

~and political _conflicté are resolvéd and the triangle col-
lapses. This triangulég'ﬁlbt structure became the model
{with only 2 Tew exceptions) for many Russian neoclassicist
tragedies. . Of the 40 tragedies discussed here,' all but

three are based on a triangular plet structure. Those three

are Ozerov's Edip v Afinakh, Viskovatov's Elisaveta, and

Katenin's Andromakha. At , each of the three points of the

triangle produced by the love intrigue lies 2z protagonist.

The protagonists interact‘wiﬁ@ one another irrationally, as

prevent the lovers from consummating their affair. Often
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would be expected in a love triéngle. The confidant, in the
vast majority of cases, advocates reasorn over passion and
can therefore act as an emotional and intellectual counter-
weight to the irrational behavior of <the protagonist:
‘Within the'triangular.structure, the pairing of a profagon-
ist with 2 confidapt anchors each point df the triangle with
2 strong counterpoint which tends to reinforce the +triangu-

-lar plot structure.

Barly criticisz of the confidant was fraught with con-
troversy. This controversy continued into the twentieth
century; The role of the confidant was performed by various
characters 1in classical <tragedy but not until neoclassicist
tragedy in Westérn Zurope was a specific character desig—_
nated as =a éonfidant to another gharécter. In neoclassicis:
tragedy there are three categories of character yhich can
act. as confidants: protagonists, secondary,charaéters; and
vtility chafacters such as a2 nurse invented byuthe.tragedian
cr a specific purpbse. The character specifiéally desig-

nated by the tragedian as a confidant belongs to the third

-

cztegory of character. Lawton calls this character the con-

fident anonyme. I have used the more appropriate and nean-

ingful tera designated confidant. Of all critics consulsed,
Lawton iIs the only one to make = distinction beiween those

characters which at times act as confidants and that charac-

® ,

e
%]

r specifically designated azs such.

According to both Western and Soviet criticismz, - the
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designated. confidant performs . eight functions. First, he
expounds the situation at the begiﬁning of the traéedy;
second, he describes events on stage; third, he revéals'the
-mind of the protagonist; fourth, he-guérds the segrefs of
other characters; fifth, he projects the mind of the préta—
gbnisf; sixth, he at times plays. a .piyotal role in the
tragedy; seventh, he proffers advice to his master. The
tast function is particularly importént. The protagonist,
of éourse, is teupted by ﬁassion;‘ fhe designated confidant,

for his part, advocates reason over passion.

In a2lmost every case exanined, the designated confidant
ddvises his master to take the rational course. There.are:

exceptions, however. PoloniY, in Sumarokov's Gamlet, wurges

[

Klazvdi to undertake a purge of his enenmies. tano?@Y, in -
Sumarokov's Vysheslav, advises passion over reason. Leon,

in Kheraskov's JTuliian Otstupnik, is guided solely by his

own interests and not those of his nmaster., Val'mira, in

Kniazhnin's Vladimir i Iaropolk, encourages her nistress 4o

give full rein to her emotions and to seek ~ revenge. Prik-

sasp, designated confidant to Smerdi¥ in Rzhevski¥'s Podlo-

zhan SmerdiY, is neve confided in by his;maste;. Indeed,
he perfb}ms none of thé functions normally associated with a
confidant. Héwev;r, the vast majority of designated confi-
dants play positive roles in thét they serve to~restrain

those who confide in then.

A number of designated confidants stand out. Kinvzor

~
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and;/ Vineta in Kliuchargv's VIadimir‘Velikf{, are two of the

most powerful and well-rounded designated confidants
discovered. Likewise, Izida in Nikolev's Pal'mira, emerges
as a ‘strong character. Vledimir Veliki¥ and Pal'mira arg'in

! -
ny opiniomr two of the best tragedies among those examined in

this dissertation. The strength_of the designated confi-
dants certalnly adds to the artistice depth of these

tragedles.

Certain tragedlans deemnha51ze the role of the desig-
nated confidant. OQze ov, for example, makes llttle use of

his designated confidants. Zaida in Iaropolk i Oleg, plays

an insignificant rol¢. Nartses in Edip v Afinakh, syeaks in

only one scene. Morna in Fingal is seen in +the first two
acts but not the +third. The role of Izbrana in Dimitri¥
Donsk&Y} is virtually redundant as her mistress, Kseniia,

. ) - &
already chooses the rational ” course of action. Korsakov

also makes little use of the éharacte}s he designates as

confidants.  The -three. designated confidantizip\mékkavei
s

cenes.

Y

Y : :
" As for Derzhavin, he displays a rather unconventional

mx;éf}ﬁs-designated confidants. "Indeed, they are not only

\v

designated as confidants but are a381gned .other roles aa‘

‘well.  Sovern in Irod i Mariamna does not at all act as a

confldant to hlS master but actively plots agalnst hlm.
_ L

_There were 40 nedclassicist tragedies written in Rus—

sian between 1747 and 1820 +hat contain -one or nmore

L

A
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designated confidants; The use of the ‘designated confidant

was most IboPular in the 1770's when 10 tragedies. employed

~then (See TLble 1). In the. 1770's aé wéll, 18,;designated

confidants ﬁe}e- used, more than in any other decadé during
which Russian néoclassicisf tragedy ‘was writtén (see Tablé _
2). The designated confidants in Russian tragedy,‘accordlng '
to 211 forty tragedies exaqingd?‘_playéd five different

roles. (See Table 4). "ﬁhey act as éwmédium to express the

thoughts of the protagonlst as’ messenger ahd . intermediary .

between characters, 2s comforter, as advisor of. the rational

' course to take and S 1ndependent agent 1o change, on his or

héf own initiative, the course of the denouement. Over 47%
of“all designated confldants act as medium, 44% as comforter

and only 20% as independent agent. However,‘SS of 70 desig-

nated confidants, or fully 80%, are employed as rmessengers

.and intermediaries; also, 56 of the 70 act as ad&isors, and

52 of these 56 give advice of a decidely political nature. -
The use of the désignated~confidant in Russian neoclassicist

tragedy did not remain constantdbut seemed to decline .in

later years,partlcularly in th? works of Ozerov and Kor-

sakov.
~,

The designated‘\ionfidant. in Russian neoclassicist
tragedy also reinforces the triangular plot structure. O0OFf

the 40 tragedies examined, 38 are based on a triangular plot

_s#ructure. If each protagonist is to be supported by a con-

B

fidant, then there are a total-of 114 confidant positions in

the. 38 tragedies. 0Of the {14 positions, 85 are filled with
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confidénts, and of those 85, 63 are designated as such; (1t
will be recalled that there are 70 designafed confidants
found in all 40 tragedies. Some of <¢he posifions are filled
by more than one designated confid;nt,"and sonetimes a
Qesignated confidant supports a character other than one of
the three protagonists-in the love triangle. A;good example

s Adel', dpsignated-confidant to  the secondary character

Xedar, -in Kniazhnin's Rosslav).

In conclusion, the designated confidant is a devige
invented, 1like 1its French counterpart, to perform certain

dramatic functions. It . is used principall as a
. I D ¥

messenger/internediary and advisor. In nearly half of the

instances recorded, <this advice is on the pblitically
rationally course to follqw._ Structuraliy, the desigﬁated
confidant Ts used, along with octher confidanté, to buttress
the trianguiar structure of +the Russian. neoclassicist

tragedy.’
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SovetskiY pisatel', 1966.

Nikolev, N.P. Pal'mira in Rossi¥ski¥ featr
ili Polnog sobranie vsekh Rossiliskikh teaztral ' nven
SochineniY, Chasi’ 7 LVolume 4]. Sanktpeterburg: .

Pri ImneratorskoY Akadenii Nauk, 1787.

—————————— - Sorena i Zamir: Tragediia . _
Nikoleva, sochinena v 1784 zodu. [No civy, no publisher.].

Ozercv, V.A. Sochineniia Ozerova, pidtoe
izdanie donolnennoe i1 svererinoe po rukoplslam
avtora. Sanxtneterhurg Tipografiia Ivana Glazunova
1 ego izhdiveniem, 1828. '

o -

Rossi¥ski¥Y featr ili Polnoe sobranie vsekh
RossiYsKikn Teatral'nykh sochinenil [40 volumes].
Sanktpeterburg: Pri ImneratOfskdi Akadem,ﬁ Nauk,
1786. Second edition in 1829. | o

thevsk Y ALAL Podlozhnvy Smerdi¥ in
Teatral'noe nasledsuvo soobshchenlla publikateii.
Moscow: Isbussuvo, 1996 i

Sakmir: Traged*la v piati delstv11akb in
P0851YSP11 featr; Chast' 7 [Volume 4]

Suzarokov, A.P. XKnorev. 1750. ([No city, no publisher]
——————————— Sinav i Truvor. 1750.
[No city, no publisher]

o

—————————— . Polnoe sobranie sochineni¥
deviati chastiiakh, izdanie vtorce. MoScow:

v
Tipografiia N.I. Novikova, 1787. -

Viskovatov, S.I. Kseniiz i Temir, Tragediia
V_vpiati dEYStvﬁlakh.‘ Sanktpeterburg: - Morskaia

Tipografiia, »1810.
/”S)




SECONDARY,-SOURCES.

"Ahlers, Hans. Die Vertrautenrolle in der

griechischen, Tragodie. Giessen:Christ und Herr, 1911.
This published doctoral-dissertation is

the first known monograph on the role of the confidant

in literature.

: Aristotle. On Poeﬂry and Style, trans.
and ed. G.M.A. Grube. Indianapolis: The Bobbs-
Merrill Company, Inec., 1§79.

- Aseev, Bloris] N[likolaevich] "RusskiY
dramaticheskiY teatr ot eco istokov do kontsa XVIII
veka, lzdanle vioroe, pererabotannce 1 dopolnennoe.
Moscow: Iskusstvo, 1977. —

One of the best Soviet monographs on Russian
theater of the elghteenth century. Well-written,
comprehengive, and mercifully devoid of a Marxist
slant in all but a few obligatory places.

-~

Berkov, Plavel] N[ikolaevieh]. mA,P.
Sumarokov," in Russkie dramaturgi XVIII veka, .
Tem 1, pod redaktsiel G.P. Makogonenko. - Moscow-
Leningrad: Iskusstvo, 1959. -

___________ A.P. Bumaroxov 1717-1777.
Yoscow-Leningrad: Isxusstvo, 1949,

N\ : .
----------- Introduction (Vstupitel'naia
stat'ia) and Remarks (Primechaniia) 1n E.F.

*Sumarokov, lzbrannve projzvedeniia, vstuoitel'naia
stat'ia, podzofovka teksta i primechaniia P.N.
~Berkova. !Moscow: SovetskiY pisatel', 1957. Pp.
35-38 {Vstupitel'naia stat'ia) and pp. 568-571
(Primechaniia)l..

SV it . "Tragediia A.A. Rzhevskogo
Podlozhnyl SmerdiY,“ in Teatral e nasledstvo.
Moscow: Iskusstvo, 1956. Pp. 139-

Bazanov, V.G. Remarks (Primechanida) in
ngor Glinxka, Izbrannce, podgotovka teksta X
"pechati, primechanilia 1 "poslesliovie V.G. Bazanova.
Petrozavodsk:-. Gosudarstvennoe izdatel'stvo Karelo-
Finskoi SSR, 1949. Pp. 6-10 (Primechaniia) and
p. 482 (P®¥sleslovie}. ‘

Bitner, G.V. ™"Dramaturgiia Katenina,"®

Vypusk 2, No. 33 (193%9), T71-93. )

Bochkargv, V-A<;ifiiii tret'ia: Dramaturgiia

/ -

‘in Lenin.radsle GosudarstvennvY Universitet -
mm riia filologicheskikh pauk,

L
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~

'P.A. Katenina,” in KulbyshevskiY osudarstvennyl
edago icheskiY institut imen:i V.V. Kulbyshbva -
Ecﬁgnye Z3apiSKl. Vypusk bHb (13687, 72-1%6.
m—m———————— . Introduction (Vstupitel'naia
stat'ia) to N.P. Nikolev's Sorena i Zamir in
Stikhotvornaia tracediia kontsa XVIII - nachala
- " XIX v., vstupitel'smaia stat'ia, podgotovKka teksta
.1 primechaniia V.A. BochkarBva. Moscow-
Leningrad: SovetskiY pisatel', 1964. Pp. 63-54
{Vstuptel 'naia stat'iz).

3ol 'shaia sovetskaia &ntsiklopediia.
Moscow: Soveétskala éntsiklopediia, 1977.

BN ‘
BrodskiY, N.L. Remarxs (Primechaniia) in
I.A. Krylov, Sochineriia. Tom II - " Dramatyrsiia,

redaktsiia teksta i primechaniia N.L. Brodskogzo.

Moscow: Gosudarstvenroe izdatel'stvo khudozhestverrnoY

literatury (OGIZ), 1946. Pp. T7556-757 (Primechaniia).
Bulich, N[ikolai] N[ikitch]. Ocherki

.po -istorii russko¥ literatury i prosveshcneniia

s nachala ‘XIX veka, s predisloviem N.K. Kul "mana,

Tom 1. Sankipeterburg: Tipografia M.M. Stasiulevicha,

1902. Pp. 242-271.

L mmmmmeeeem . Sumarckov i sovremennaia emu
Kritvika. Sanktpeterburg: Tipografiia Eduarda
Prats, 1854. Pp. 135-153. )
: Bulich reviews the criticism of Sumarokov
by his contemporaries but adds little nhimself. -~

Chebysh®v, Aleksandr Aleksandrovieh. N.P.
Wikolev (istoriko-literaturnvi ocherk) - Otdelnv:
ottisk iz filologicheskikh zapisok. Voronezh:
Tipografiia V.I. Isaeva, 1891.

Curtis’, James Malcolm. Vasilij Maijkov:
An Eighteenth-Century Russian Poet. Unpublished
doctoral dissertation, Columbia University, 1968.

Danilov, S.S. RusskiY dramaticheskiY teatr
XIX veka. Tom 1 - Pervaia polovina X1X veka.
Moscow-Leningrad: Iskusstvo, 1957.

Desnitskif, ALV. "Tiranoborcheskaia

Tragediia I.A. Krylova 'Filomela,'" in LeningradskiY
. qosudarstvennyf pedazo icheskiY institut imeni
A.I. Gertsena - _Uchénye zapiski, Vol. 188, 89-119.

[}
Entsiklopedicheskii slovar'. Sanktpeterbursg:
Tipolitogratiia l.A. Zfrona, 1895.
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Ershov, L.T. WTragicheskiY Kharakter
v 'DmitriY{ Samozvantse' Sumarokova i 'Borise
Godunove' Pushkina," in Nov051b1rsk1Y gosudarstvennyY
pedagog zicheskiX institut = "nauchnyve trudy,
Vypusk® 36 (1971), 35-471.

ErmakovoY-Bitner, G.V. Introduction -
{Vstupitel'naia stat'ia) and Remarks (Prlmechanly_)
in P.A. Katenina, Izbrannye proizvedeniia,
vstupitel 'naia stat'ia, podgotovka teksta i \w
primechanriia G.V. ErmakovoY-Bitner. Moscow-
Leningrad: Sovetski¥ pisatel', 1965. Pp. 5-56-
(Vstupluel'naia stat'ia) and pp. 361-362 (Primechaniia).’
(it appears that Bitrner and ErmakovoY-Bitner
are one and the same person.)

- F%dorov, V.I. "Formirovanie i kharakternye
osobennosti klassitsizma v russkoY literatury
_XVIII v.," n Literatura drevneY Rusi XVIII veka:

sbornik staté{ Moscow: 1970. Pp. 327-343.

Fermaud, Jacgues Albert.: “Défense du confident,”
Romanic Review, 31 (1940), 334-340.-

An apology of the confidant, neglected and
scorned, according to Fermaud, by many critiecs in
the past.

S . Les sources du confident de la tragfdie
classigue francaise. Unpublished doctoral dissertation,

University of Minnesota, 1943.

¢:A massive (over 900 pages), detailed account
of the evolution of the confidant from the
beginnings of Greek tragedy to the early years of
the nineteenth century in many European literatures.
Professor Fermaud attempts to categorize the confidant
solely by function. His disagreements with Lawton 2
led to some lively polemics in the mid-Forties.

* e . "The Confidant in Literature and
Life,"” Modern lLanzuaze Review, 41 (1946), 419-u22.

A rebuttal to the 1943 article by Lawton,
who categorizes the confidant not only by function
but by the role designated. Fermaud considers the
confidant not merely a device but an ever-present
phenomenon in literature and life.

Fizer, John. "Introduction,” in Selected
Tragedies of A.P. Sumarokov, trans. Richard and
Raymond rortune. Evanston: Northwestern University
Press, 1970. o o -

Fooks, Jagjuetta Beth. The Ser{ Theater
of Imperial Russia. Published doctoral dissertation,
University ot Kansas, 1970.
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' Gabel', M. T"Literaturnce nasledstvo

Ia. B. Kniazhnina: Obzor,"™ in Literaturnoe nasledstvo

9-10: Zhurnal'noe-gazetnoe ob"edinenie. Moscow: 1933.

Pp. 359-368.
. <>

-

Galakhov, A. "Kniazhnin," in Otechestyennve
zapiski 1850 gzoda, Tom 69, No. 4. Sanktpeterburg:
Tipografiia I. Glazunova i Kolly, 1850.  Pp. 29-56.

Green, Michael Arthur. Mixail Xeraskov and
this Contribution ‘to Eighteenth Century [sic] Russian
Theater. Unpublished doctoral dissertation, University
of California, Los Angeles, 1973. ]
Professor Green provides a detailed analysis
of the life and work of the Russian neoclassicist
M.4. Kheraskov. However, he fails, along with the
Soviet critic A.V. Zapadov, to account for all
of Kheraskov's %tragedies. See Appendix A.

Grot,-~Ia. [K.], ed. Remarks (Primechaniia)
in_Sochineniia Derzhavina, s cb"ianritel 'nymi
primechaniiami Ia. Grota (bez risunkoy),

Tom 4. Sanktpeterburg: Tipografiia ImperatorskoY
Akzdemii Nauk, 1894, ) :

Volume 4 of this annogated edition of nine
volumes contains all Derzhavin's dramatic works
and fragments. Grot's work remains to this day,
the definitive edition of Derzhavin's complate works.

GukovskiY, GrligoriY Aleksandrovicenl,

"0 sumarokovskoY tragedii," Poetika 1 (1926),
67-80. .

This seminal article constitutes the first
<nowr attempt to treat the role of the confidant
in Russign tragedy. Like most other ecritics,
Gukovskil does not, unfortunately, distinguish
between the general confidant and the deviece
known as the designated confidant.

. éesides his treatment of the confidant,
Gukovskil analyzes the dramatic system of Russian
tragedy, its similar&é%es with French tragedy as
as well as its origin features.

© mmmm———— . "Obzor," in Literaturnce
nasledstvo G.P. Derzhavina, Tomy 9-10. Pp. 369-396.

---------- . Remarks (Kommentarii) on the
tragedy Filomela in I.A. Krylov, Polnce sobranie
stixhotvorenff, Tom II - Lirichaskie stikhotvoreniia
1-p'esy, redaktsiia i kommentarii G.A. Gukovsxogo.
Moscow: SovetskiY pisatel', 1937.- P. 375.. :

Harder, Hans Bernd. Studien zur Geschichte
der russischen Tragodie 1747-7709. wiesbaden:
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Otto Harrassowitz, 1962. N

A detailed anal§sis of the tragedies of
Lomonosov, TrediakovskiY and Sumarokov. Like most
other crities, including GukovskiY, on whom he
relies, Harder does not.distinguish between those
characters at times acting as confidants and those
specifically designated as such.

KadlubovskiY, A. "'Sorena i Zamir' Nikoleva
-1 tragedii Vol'tera,'" in Izvestiia otdeleniia.
russkogo iazyka i slovesnosti imperatorskol

Akademii Nauk, Tom 12, Kniga 1. Sanktpeterburg,
1907. Pp. 185-204.

Kasatkina, E.A. "K voprosu o natsional 'nykh

. Korniakh SumarockovskoY tragedii,”" in Tomski
gosudarstvennyY pedagocicheski¥ institut -

Uchenye zapiski, Tom 5 (1948), 71-G2. -

------------ "Sumarokovskaia tragediia -
40-x nachala 50-x godov XVIII veka," in TomskiY
gosudarstvenny pedagogicheskiY institut. - Uch¥nye
zapiskl, Tom T3 (195%5), 213-261.

Kulakova, L[iubov'] I{vanovna]. Iakov
Borisovich Kniazhnin 1742-1791. Moscow-Leningrad:
1skusstvo, 1i1951.

Lanz, D.M. "Boileau and Sumarokov: The
Manifesto of Russian Classicism," Modern Language
Review, 43 (1948), 501-506. )

—————————— . "Sumarokov's 'Hamlet': A
Misjudzed Russian Tragedy of the Eighteenth
Century," in Modern Lanzuage Review, 43 (1948),

No. 1, 67-72.

o

: Lapkina, G.A. "Krizis teatral'noY sistemy
klassitsizma i nekotorye problemy russkoY tragedii
(iz istorii russkoY mysli o teatre nachala XIX
veka)," in Teatr i dramaturgiia, Vypusk I (1959),
213-236.

French Classical Tragedy,"” in Modern Language
Review, 38 (1943), 18-31.

Lawton, H.W. "The Confidant in and before

inls seminal work discusses not only the
functions of confidants but also their categories
in the hierarchy of the dramatis personae.

Ma¥kov, Leonid Nikolaevich. O zhizni
i1 sochineniiakh Vasiliia Ivanovicha Ma!kova,

1ssledoyanie L. Malkova. Sanktpeterburg:
Tipografiia l.l. Glazunova, 1867.
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Much useful material and analyses of a

large sample of V.I. Ma¥kov's works by one of
pis descendants.

Magogonenko, G.P., comp. Pobty XVITT veka.
Tom I, vstupitel'naia stat'ia G.P. Makogonenko,
biograficheskie spravki I.3Z. Sermana, sostavlenie
G.P. Makogonegko i I.Z. Sermana, in the series

Biblioteka poeta osnovana M. Gor'kim, Bol'shaia

seriia, vtoroe izdanie. Ieningrad: Sovetskil.
pisatel', 1972. .

Maksimovich, A.Ia. Istoriia russko¥ literaturv,
Tom I, Moscow: Izdatel'sivo Akademii Nauk, SSSR,
1958-64. -

McDonald, €harles Osborne. The Rhatoric
¢l Tragedy: TForm in Stuart Drama. University of *
Massachuseits .Press, 1966.
An analysis” of Stuart drama in particular
and drama in general from the point of view of
rnetoric. :
il o

Merzliakoy, A. [F.] Xratkoe nachertanie
teorii iziashchnol slove#nostT v dvakn cnastiiakn,
lzdano Proresscrom A. Merzliakovym. MNoscow:
Universitetskaia tipografiia, . 1822.

Professor of Russian literature a2t Moscow
University in the 1820's; Merzliakov became known
as one of the early critics of neoclassicisn.

——————————— . "Sumarokov (otryvok razbora
tragedii Dmitri¥ Samozvanets)," in Khrestomatiia
kKriticheskikh materialov po russkoY literzzure
Avliil vexa, sostavil A.D. Orishin. L'vov: Izdatel's<vo
L'vovskogo Universiteta, 1959.

’ MogulianskiY, A.P. "'0Ol'ga,' Tragediia
Ia. B. Xniazhnine," in XVIII vek:sbornik 3.
Moscow-Leningrad: Izdatel'stvo Akazdemii Nauk SSSR,
1958. Pp. 498-504.

MoskvichEva, G[lafira) V(asil'evna].
Klassitsizm v russkoY liferature XVIIT veka ‘
(zhanty tragedii i komedii). Gor'kit: Ministerstvo
vysshego 1 srednego spetsial'nogo obrazovaniia RSFSR,
1961. r

In this very valuable work MoskvichBva
draws attention to those particular features
Russian tragedy borrowed from the West.

¢

—————————— - Zhanry russkogo klassitsizma,
Avtoref[erat] dis[seriatsiia) na Soisklanie] uchen[oi]
stepeni d{oktora] filolog[icheskikn] nauk. Moscow:

L]



"
_ )///
1]

SECONDARY SOURCES

-

L1976.

_-In this doctoral dissertation Moskvichdva
analyzes the prominent genres of the neoclassicist
movement in Russlia. She emphasizes the similarities
and dissimilarities between Russian neoclassicist
tragedy and ites ?uronean model.

Qates, Whltney J. and Eugene 0'Neill,
Jr., eds. 2he Complete Greek Drama: All the Extant °
Tragedies o' Aeschylus, Sopnhocles and Furipices,
And tne Comedies O Aristophanes and Menandes,
+n A Varietyv-of Translations, volume 1. New York:
Randon House, 1938.

Olga, Sister M.M., I.B.V.M. Les confidents
chez Racine. Unpublished doctoral dissertation,

L'Universite Laval, 19853,

Sister Olga, in her analysis of the confidant
in Racine's tragedies, follows Fermaud's approach - .
and like him does not distinguish between the
confidant as 2 function of character and the
Cevice xnown as the designated; confidant.

Plavil'shchikov, P&tr [Alekseevich].
Sochineniia Petra Plavil'shchikova, Chast!
chetvertala. Sanktpeterburg: Tipografiia V.
Plavil'shchikova, 1816. Stat'id IT on orose;

PD. 24-85.

One cof the *ead*ng actors of his day,

Plavil'shchIyov was 2lso a dramatist and a2 critic,

: Potapov, P[e8tr] I[osifovich]. Iz istorii
russkogzo teatra: zhizn' i deiatel'nost’ V.A.
Ozerova. Qdessa: Tekhnik, 1915.

Potapov's monograph is the definitive
worx on Ozerov up %o the present. Although
his research is undeniably extensive (Potapov's
work rivals Permaud's dissertation in length),
his overreliance on .the psychological approach
detracts from his analyses.

—————————— . X voprosu ob istochnikakh
tragedii V.A. QOzerova Iaropolk i Qleg, Odessa:

Tipografiia Ekonomicheskaia, 1912.

In this review o¢of Ozerov s tragedy
Iaronolk i Dleg, Potapov contends that Qzerov
took his subject matter not from the Chronicles :
but frem Tatishchev's Isteriia of the Chronicles. .

, " Propp, V.Ia. Morfologiia skazki, izdanie 2-e:
Moscow: Izdatel'sivo Nauka, 1969. :

: " Propp examines the functions of characters

in the fable. ‘
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Sharp, Sister M. Corona, 0.S.U. The
Confidante in Henry James: =Evolution and Moral
Yalue ol a Ficiive Character. Published doctoral
dissertation, University of Notre Dame, 1963.

In her introduction to the role of the.
confidante in James' works, Sharp- discusses . the
concept of the confidant in general.

tennik, Iu. V. "Dr tatgiia petrovsde

épokhi i pervye tragedii Sumarokova.(k postanovke
voprosa)," in XVIII vek: sborpik 9, Problemy
literaturnogo ragvitiia Vv RoOsSSi) Dervo:r Irecy.

-~ XVIII vexka. Leningrad: Nauka, 1974.

----------- . "Dve redaktsii tragedii
A.P. Sumarckova 'Sinav i Truvor,'" in Russkaisa ‘
literatura XVIII veka: énokha klassitsizma (Sbornik
statel), pod redektsieY cnlena kKorrespondenta
Akademii Nzuk SSSR P.N. Bérkova i kandidat
filologicheskikh nauk I.Z. Sermana. ZIeningrad:
Nauka, 1964. Pp. 247-292. ‘

—————————— . "0 khudozhestvennoY strukture
ragedi¥ 4.p. Sunmarokxova," in XVIII vek: sbornik
- 2. Moscow-Leningrad: IzdatelTstvo Akademii Nauk,

SSSR, 1962. "Pp. 273-294.
-

=
%

. —m——g Zhanry tragedii v russko¥ .
literature: evokha klassitsizma. Leningrad: Izdatel'stvo
Nauka (Leningradskoe otdelenie), 1981.

A brief survey af Russian tragedy. Stennik
places particular emphasis on %the content of the
tragedy, especially those of an anti-monarchis+t
nature. He provides a compendium of over 66 4nown
Russian tragedies published and performed.

Stoiunin, V. Aleksandr Petrovich Sumarokov.
Sanxtpeterburg: Tipografiia la. ionsona, 1856.

—————————— - "lakov Borisovich Kniazhnin,"
.in Biblioteka dlia chteniis: Zhurnal dlia :
Slovesnosti, pauk, khudozhestv, promvshlennosti,

novostei: 101, chast' pervaia (Mai, 1850, 17-86
and 101, chast'.vtoraia (Iiun', 1850), 129-197.

., TomashevskiY, Bloris]. fTeoriia literatury:
Poetika, tret'e izdanie. Moscow-Leningrad:
Gosudarstvennoe izdatel'sivo, 1927. :

Vérneke, B.V. Istoriia russkxogo tea+tma
XVII-XIX vekov, izdanie tret'e. Moscow-Leningrad:
Iskusstve, 1939. . .

t
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ekaterinsk&f épokhi:‘ Kniazhnin i ego tragedii,™
in Iuril VeselovskiY, Literaturnye ocherki, .
Tom-i, Vtoroe izdanie. Moscow:Pechatnoe delo,
1910.° Pp. 332-362. .

Wann, Louis, "The RGle of Confidantd
Esic] in the Renaissance Epic," in Anglia, 51
1927), 63=74. ° o : g
. Wann continues the ideas first proposed -~
by Ahlers. ' '

Welsh, David J. Russian Comedy: The
Hague-Paris: Moutorn and Co., 1966, : .

zagorski¥, M. ' Introduction (Xrylov -
dramaturg) in I.A. Krylov, P'esv. MOSCOw—
Aenlngrag: Iskusstvo, 1944." Pp. 6-7. . ,

Zapadov, A.V. Introduction (Vstupitel'naia
‘stat'ia) and Remarks (Pripechaniia) in M.M.
Xheraskov, Izbrannve proizvedeniia, vstupitel'naia
stat'ia, podgotovka teksta i primechaniia A.V.
Zapadova. Moscow: SovetskiY pisatel', 1961. Pp.

45-56. (Vstupitel'naia stat'ia) and pp. 392-
394 (Primechaniia}. See Appendix A. - _

—————————— .~ Introduction {Vsiupitel'naia
stat'ia) and Remarks (Primechaniia) in MaTRov,
-, lzbrannye proizvedeniia, vstupitel'naia
at'ia, podgotovka teksta i primechanjiia A.V.
padova. HMoscow-Leningrad: SovetskiY pisatel';
66
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Derzhavin, G.R.
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APPENDIX A | ' |

"

RUSSIAN TRAGEDIES EMPLOYING DESIGNATED
CONFIDANTS FROM 1747 TO 1820 IN )
ALFHABETICAL ORDER BY AUTHOR o

1. Irod i Mariamna (1807)
2. Evpraksiia (1808)

2.¥ Glitka, F.N. o 1. Vel'zen, ili Osvobozhdennala

3.

oy,

5,

6./ Krﬂazhn*n Ia. B.

:FTKo“sakov, P.

8.’

12.

13.

Gollandiia (1810)

Katerin,.P.A. : 1. Andromakha (1809-1818)

Kllucharév F P.

'Kheraskov, M.M.* 1. Venet51anska1a monakxhinia

(1758

Plamena (1762)

Borislav (1772)

Tuliian Otstupnik (?)
"OsvobozhdBnnaia Moskva (1768)

P W

Viedimir Velikii .(1779)

LT .

Didona (1769)

Vladimir i Iarewolk (1772)

Sofonisba (c. 1787)

0l'za (c. 1775)

Rosslav (1784)

Vladislan (1786)

Vadim Novgoroaskﬂl (1?89)
1.7.0

. Makkavei (1813) _ ~

- L3 - L] L 3

’
e NN WD

Kozel" sk_!, F. Ia. . 1. Velesana (1778)

Krlukovsklg, M.V, o ~ 1. Elisaveta (1820)

Krylov,

, MaYkov

Nikolev, N.P.

Oze”ov

ﬁ? y ,‘ . K .\ : ol

. . A

T8, ; .‘E};v Filomela (1786)"
A . :

, V.I. - ‘ - . Agriopa (1769)

. Femist i Tercnima (1772)
. VYel'mira (incomplete)

. Pal'mira (1781)
Sorena_1 ‘Zamir (1784)

1. Ta%opolk i 0les (1798)
T ' 2. Edip v Afinakn (1804)
i%,—.: s . 3. Fingal é180577
) o Eu\ 4. Dimitri Donsl-:o"r (1807)
- : ‘ Vel ‘ )

V.A.
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- . APPENDIX A

RUSSIAN TRAGEDIES EMPLOYING "DESIGNATED
CONFIDANTS FROM 1747 TO 1820 IN
. ALFHABETICAL ORDER BY AUTHOR

[
-

14, thevskig, A.A.. Podlozhny! Smerdi¥ (1769}

15. Sumarokov, A.P: Khorev (1747)

Gaplet (1748) -
Arglstona (1750)

Semira 11?51)

Taropolk i Dimiza (1756)
Vysheslav (1768)

Dmitril Samozvanets (1771)
‘Mstislav (177%)

. p &

1
O~ O £ o'
- » L] -

[ o
.

16. Viskovatov, S. Kseniia 1 Temir, (1810)

17. Anosmpous

[y
L

Sakmir (not later than
1787)

k3

~

"#There appears to be some confusion concerning the
-exact number of tragedies written by Kheraskov. In Tvoreniiaz (N
M. Kneraskova, vnov' ispravliennyla i dopolnennyila (Moscow: 1?98)
there are only the five tragedies mentioned plus Marteziia i
Falestra (1765) and Idolopoklonniki, il3 Gorislav (1782), mzking
a total of seven tragedies, However, two scholars claim that
Kheraskov wrote nine tragedies. Michael Green, in his
dissertation, Mixail Xeraskov .and His Contribution teo Eighteenth
Century {&id] Russian Theater . (Unpudlished.Doctoral Dissertation,
University of«California, Los Angeles, 1973), claims that there
were nine tragedies (See Green, op. cit., p. 111.) Inexnllcably,
Green proceeds to examine only the first four mentioned above in
addition to Marteziia i Falestra (1765) and Idolopoklonniki, il1i
Gorislay (1782). _ He does not include Osvobozhdennaia Moskva
nor does he 1dent1fy the other tragedy which, in addition o
Zareida i Rotislav (1809), the missing tragedy, would make 2.
total of. nine.

The Soviet scholar, A.V. Zapadov, in Nis introduction
to M.M. §heraskov, lzbrannhye proizvedeniiz (Moscow-Leningrad:
Sovetski¥ pisatel', I961), also claims that Kheraskov composed
"nine tragedies. Zapadov rejects Tul¥ian Otstupnik as an
originai work saying it was.a reworked version of Voltaire's
tragedy. Interestingly, Dboth Green and Zapadov reject Tsid
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CONFIDAITS FROM 1747 TO 1820 IN
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as a rewogked deel. Zapadov, ‘in contrast to Green, includes
Osvobozhdennaia' Moskva. In addition, Zapadov calls attention to

Zereida i Rostislav (1809}, published separately and post-. .
humously. -Zapadov does not reveal the titles of the outstanding
tragedy which brings the total to nine nor does he revezl

where both it and Zareida i1 Rostislav can be found,

I have analyzed the five tragedies mentioned above,
Zapadov's comments on the originality of Iuliian Otstupnik ,
notwlithstanding., As far as Zareida i Rostislav is concerned,

I have not been-able to determine its whereabouts either in
Moscow br here in North America. Nor do I know if that tragedy
contains any designated confidants. - :

. r

o
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12,

13.
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~ APPENDIX B
) . RUSSIAN TRAGEDIES WITHOUT DESIGNATED
IN ALPHABETICAL ORDER BY

CONFIDANTS
' AUTHOR:

Apollos

* Derzhavin, G.R.

Glinka, Sergéf N.

Gruzintsiv, Alexandr

. v -
Tzkovlev, Aleksel Semenovich

.

Kztenin, P.A.

[Eg]
h

Kheraskov, M.M.

+

Kiukhel 'beker, V.K.

Kniazhnin, Ia.B.
Kolychgv, V.PJ

»
a

-

szel'skff, F.la.a

Kriukovski¥, M.V.

Lazarevich, V.V.

Lomonosov, M.V.

1. Ieffa¥ (sviashchBnnaia -
tragediia) - (1778)

<.

am—

1. Temnyl (1808) . .
2. Atazbalibo, 1l1l razrushenie

(?)
1. Mikhail, kniaz' chernigovski¥
- (180%8)
2. ‘Natal'ia - boiarskaia
doch' (1817) K

1. Elektrz i1 Orest (181i0)

1. Otchafannv¥ liubovnik .-

(1793)

1, Pir, Icanna Bezzemel'nogo .

(1832)

1. Marteziia i_Falestrz (1765)
2. . Idolopoklonniki, ili -

- wGorislav (1782) ; _
3. Zareida 1 Rostislav (1809)

1. Argiviane (1822-1823)

*1, Titowvo Miloserdie (1785)

1. 3Bedstvo, proizvedennoe
strast'iu 111 Saj'wii
, i Adel'son (?) -

1. Panteiaz (1769)
N

1. Pozharskif, ili osvobo-
 zhdPnnaiz Moskva (1807)

1. .Praian i Li&a (1780)

1. Tamira i Selim (1750)

 2. Demofont (1751)

» -

&
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15. QOzerov, V.A. 1. Poliksena-(1809)

16. Plavil'shehikov, P.A. 1. Takhmas-Kulykhar (1?85)
¢ 2. Riurik. (1794)
3. Ermak pokoritel’ Slblrl
‘ TTB,OG) :
G
. \ b

17. Rzhevski¥, A.A. _ 1. Prelesta (lost) (c. 1765)
18. Sumarckov, A.P. o 1. Sinav_i Truvor (1750)

[l
.

19. TrediakovskiY, V.K. ‘Deidamiia (1750)
Inesa de Kastro (1810)

20. Viskovatov, S.
- WS&eobshehee opolc%enle

. (Works performed but not

published - +translatlions (1812)
or originals) Tsaritsa Amazonskaia
[ (1813)

)

Vladimir Monomakh (1816)
Radost' moldaviian ili
poveda (1828)

wn & W Mo
L] - .

F—
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WORKS OTHER THAN TRAGEDIES .
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EMPLOYING DESIGNATED CONFIDANTS
IN ALPHABETICAL ORDER BY AUTHOR

. 'Bogdanovich, Ippolit

Kolychiv, K.P.

Krylov, I.A.

s

Levshin, V.A. = v

—— 4

-

f
Nikolev, N.r.

'3
Sumarokov, A.P.

Anonymous

-1.

1.

Slaviane (drama) (?)

Torzhestvulushchala
dobrodetel' (drama) (?)

Tl'ia Bogatyr! -
volshebnaia opera

’-Y ghetxrﬂkh delst¥iiakh
2 "

. - Podshchipa - shuto-

tragediia (tragi-comedy)
{1500) ’

GarstleY i Florinichi -
meshchanskala traged¥ia
(17877 (bourgeois tragedy)

Rozana i Liubim (1776)
(comic opera)

Al*tsest (opera) (1759)

Lutsinda i Armidor -
nmuzvkal'nala dramma
(musical drama) (1777)




APPENDIX D Y

OTHER TRAGEDIES NOT CONSULTED* -

@

v . - . .
1. Glinka, Serge¥Y N. 1%%E%gmbekaiili Padenie’
: - ) azanskogo tsarstva

{1806)
2., Ivanov, F.F. \\\ 1. -Marfa-Posadnitsa, ili .
. e oL Pokorenre Novogorbda
. - (1808) ;
3.0 Kokoshkin, F.F. 1. Zorada (180?)
4, DMoskotil'nikov, S.A. ) 1. 0stzn (1786)
5. 'Nerezh Y, V.T. 1, Krovavaiaz noch', 111

Konechnoe vpadenie domu
. Kadmova (1799)
- ;2. Dimitril Samozvanets

(1800)
6. Plavil'shchikov, P.A. 1. Druzhestvo—(1783)
7. Sandunov, N.N. 1. Igrok (1794)
8: Shakhovskfﬁ, A.A. - 1. \Debora, ili Torzhestvo
‘ very (1810)
/\\‘

9., Anonymous T 1. Praksedaz (1760)

, S /7

’

*In addition to the tragedies I have consulted,

"Stennik Includes the above tragedies in his index of Rusgian

tragedies. (C£. Iu.V. Stennik, Zhanr tragedii v russko
literature (Leningrad: Nauka (Leningradskoe otdelenie), 1981),
Dp. 163-167.) 1 am unaware whether the zbove works contain
designated confidants as I was not zble to obtain copies.

" Professor Stennik and his colleagués have also
provided the dates of publication or the rst staging'-
of a number of rare or recently discovefed t”agedwes.

-
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APPENDIX E s
REWORKINGS AND TRANSLATIONS CONTAINING
DESIGNATED CONFIDANTS* .
»
1. Kheraskov, M.M. 1.- Tsid - tragediia
. ) ' (peredelannyla iz
. trazedil P. Korneliia)

2., Viskovatov, S. ' 1. Radamist i Zenobiiza

L (Translation from

Crébillon)

2. Ipermnesia (1812}
: {Imitation "podrazhenie"
of Lember's tragedy)

-

¥The distinction between reworkings and translations
is not always clear.  Some reworkings are embarrassingly close
to the original while some translations are very nearly original
works. The works included here are as the Russian authors
entitied them - either as reyorkings of some original
or as a translation. No criteria are applied; rather the
titlesgiven by the author is the touchstone., .
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