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Best known outside of Russia as the author of The Petty Demon (Melkiy bes, 1905), the
Symbolist-writer Fyodor Sologub (1863-1927) also published a great number of short stories.
In these stories, besides developing the main themes of his own literary production —

which reflect his view of life (beauty, death, madness, children’s innocence and purity, etc.) —
, Sologub gives a special relevance to family relationships, in particular, the mother-child’s
one. In this paper, I will analyze the peculiar mother-child relationship that Sologub explores
in his short stories.

Sologub’s literary children, as the works by Stanley Rabinowitz show (“Fedor
Sologub’s Literary Children: The Special Case of Melkii Bes”; Sologub’s Literary Children:
Keys To A Symbolist’s Prose), are always portrayed as innocent and sinless creatures, as it is
in the tradition of Romanticism and Russian Symbolism; these children often become *
victims of life” and of a cruel world. We could say the same thing about the literary mothers
in Sologub’s short stories. Sologub’s literary mothers are usually introduced as idealized
figures; they are not just earthly creatures, but almost celestial ones.!

Sologub’s maternal figures appear, in a way, as “victims of life” themselves: being
either widows or not anymore loved by their husbands, they still preserve their youth and
charm, even if they have to face life’s challenges on their own. The only hope lighting up
their dark existence is to be found in their children. Indee Sologub’s literary mothers are
completely devoted to their children, and strive to assure their happiness, education, and
wellness.

In Hide-and-Seek (Pryatki, 1898) the maternal love of the 20 year-old Serafima



Aleksandrovna for her only daughter Lelechka becomes an exclusive relationship. Serafima
Aleksandrovna got married at a not so young age, and is portrayed as a pretty, shy, and
sensitive lady; she is thought to be an “ideal mother”: “The bride was nice — but not that
much — she was a tall girl with dark eyes and dark hair, acting a bit shy but very tactfully”.? If
Serafima Aleksandrovna is an “ideal mother”, Lelechka appears as an “ideal child”. In fact,
to her mother, the little Lelechka embodies the very source of life’s beauty, joy, and value:

Lelechka is a charming child. No-one ever had and will ever have a child like her.
Serafima Aleksandrovna, Lelechka’s mum, is sure of that. Lelechka has black big
eyes, ruddy cheeks, and lips which seem created for kisses and laughs. . . . Lelechka
is the only child of her mum. That’s why each Lelechka’s movement fascinates her
mum. What a bliss: holding Lelechka on her knees, caressing her, feeling, under her
hands, a lively little girl, as joyful as a little bird!?

Serafima Aleksandrovna’s relationship with her daughter grows into a “totalistic”
feeling and takes the place of her attachment to her husband. Serafima Aleksandrovna
married Sergey Modestovich Nesletev not for love, but for the sake of marriage, before
getting too old for it. As time passes by, the two begin feeling and acting as two perfect
strangers. Serafima Aleksandrovna feels more and more apart from her husband. In the
woman’s mind, Sergey Modestovich is even associated to images recalling coldness and
winter:

To tell the truth, Serafima Aleksandrovna is happy only in the child’s room. When
she is with her husband she feels cold. Maybe, it’s because he himself loves coldness

— cold water, cold air. He is always fresh and cold, with a cold smile, and wherever he
goes, it’s like if cold gushes run through the air.*

Readers get the impression that it is the very Lelechka’s closeness that gives Serafima
Aleksandrovna the desire to live and the strength to go on; thus, Lelechka represents for her
mother much more than just her beloved little daughter: she symbolizes the beauty of life and
love, the bright side of existence, whereas Sergey Modestovich stands for their opposites.

Before Lelechka’s birth, when Serafima Aleksandrovna finds out that her husband is



having extramarital affairs, we would imagine an angry, impulsive, or even aggressive
reaction from her part. However, what she does is even more surprising and “unnatural”: she
does not get upset, to the point that she even forgets about it. Something more relevant is
happening inside her: Serafima Aleksandrovna “is pregnant: now an exciting feeling
consumes her”.> The child she is about to give birth to, to the betrayed and lonely mother,
becomes the personification of the highest value in a woman’s life — the maternal love.

Since the very beginning, Serafima Aleksandrovna tries to involve her husband in
Lelechka’s growth and education. However, she soon realizes that Sergey Modestovich is as
much interested in Lelechka as he is in his wife. Therefore, Serafima Aleksandrovna starts
raising her daughter on her own, devoting all her time, energy, efforts, and love to Lelechka.
Distancing herself more and more from her husband, Serafima Aleksandrovna “projectes” on
Lelechka all her affective needs. The relationship between the mother and her child is here
“eroticized”. In the mother’s mind, the devotion to her child takes the place of any other
feelings or love impulses, by turning finally into a real “obsession’: “She loved her child with
an unsatisfied passion, in the same way the other women betrayed their husbands with
occasional young men”.® Serafima Aleksandrovna spends her days in Lelechka’s room,
playing hide-and-seek with her, her favourite game. However, the family cook Agafya
prevents her from playing that way: she says that hiding oneself is a forewarning sign of
death (*“ — She hides herself and she will hide forever — said Agafya with a misterious
whisper, looking anxiously at the door”).’

Lelechka’s mother does not believe in such superstitions, which she thinks are
invented by humble people; nonetheless, loving Lelechka with all her soul, she is worried
about her daughter’s life.

“What an absurdity! Is it possible for Lelechka to die?”” thought Serafima

Aleksandrovna, while trying to win through rational reasoning the feeling of coldness
and terror she experienced when thinking of Lelechka’s possible death. Serafima



Aleksandrovna thought that those women were ignorant, and therefore they believed
in superstitions. She clearly understood that between a child’s entertainment, which
every child would like, and the continuity of his/her life, there could be no links. That
evening she accurately tried to occupy herself with something else — but her thoughts
involuntary went back to the fact that Lelechka loved hiding herself.?

Serafima Aleksandrovna plans about not playing that game with Lelechka anymore;
the little girl, however, is so fond of it, that her mother cannot do that to her. From that
moment on, Lelechka’s mother would, in a way, realize that she has no power on her
daughter’s destiny. The very hide-and-seek game seems to show her how Lelechka is not tied

up to “this world”, and is therefore doomed to death:

“Why Lelechka remembers all the time of ‘bo-peep’? She is not tired of closing her
eyes and covering her face all the time? Maybe — thought Serafima Aleksandrovna —
Lelechka has not that strong tie to the world as other children have, when they look at
things. But, if it is so, is that the sign of an organic weakness? Isn’t that the seed of an
unconscious unwilling of living?”?

However, the mother herself cannot leave her own wish to play this game with Lelechka
that. On one side, Serafima Aleksandrovna has to admit her own impotence in preserving
her daughter’s life.! On the other, though, Serafima Aleksandrovna seems challenging
life and destiny; she is playing with death, but the winner will not be her, but the death
itself.!!

No longer thereafter, Lelechka falls suddenly ill and, after three days, she dies. With

Lelechka’s death Serafima herself “dies”, loosing every vitality and appearance of life:

In a dull desperation, Serafima Aleksandrovna left Lelechka and went out of the room.
She met her husband.— Lelechka is dead — said she with a calm, soundless voice.
Sergey Modestovich looked anxiously at her pale face. He was struck by the strange
dullness in the features of that face, that, shortly before, was full of life and beauty.'?
The mother-child relationship establishes between the two a perfect “assimilation”

of feelings, like a “symbiosis” that sticks them together, both in life and death. Thus, death

“grasps” Serafima Aleksandrovna’s beautiful face, making her more and more looking as a



dead woman; in the same way, the mother keeps on thinking that her little Lelechka is still
alive in her grave:'* destiny, would it be of life or death, is for them the same.

The story ends with Lelechkla’s funeral, where Serafima Aleksandrovna appears as
having completely lost the sense of reality because of her grief: Serafima Aleksandrovna
cannot tear herself away from the dead Lelechka; Lelechka’s grave must thus be taken away
from her, as from a mad woman.

As Serafima Aleksandrovna experiences her own child’s death, in other short stories
children suffer for their mother’s loss, which leaves them with an irreparable sense of void
and solitude. In these stories, such as in Hide-and-Seek, the mother-child devotion seems to
go beyond death; everything can happen in Sologub’s short stories, but still mother and child
are tied up together in the same destiny.

Both in Beauty (Krasota, 1899) and The Earthly to Earth (Zemle zemnoe, 1898) the
protagonists, Elena and Sasha, are terribly suffering for having lost their mothers, who,
nonetheless, are still alive in their heart and memory.

The short story Beauty begins with a scene where the protagonist, Elena, in the silence
of her room, weeps for her dead mother. She had just been buried that day. From the very
beginning of the story the reader realizes how Elena’s devotion to her mother is deep and
authentic.

Elena’s dead mother is described, again, as an “idealized mother”. When she died, she
was not so old, and she was still beautiful like a goddess, although her white hair and pale

face let show her closeness to death:

She was beautiful, like a goddess of the ancient world. Slow and majestic were all her
movements. Her face was like blown of sad thoughts about something that was lost
forever or something desired but unattainable. Since a long time ago, on it laid a dark
paleness, herald of death. It looked like if a great tiredness bent that beautiful body to
give it a rest. Her dark hair had started turning white, and at that time it was strange
for Elena to think that her mother would soon become old...!

To Elena, her mother’s death symbolizes the end of her previous life, as full as it was



of love and happiness.'> To her eyes, her mother was the only link to the world: shy and
discreet, the young woman lives apart from the world, having lost the only person who was
worth loving, being the very source of every beauty and pureness in life: her mother. ¢

Beauty — true, pure beauty, the physical and the moral one, which Elena’s mother is a
symbol of — becomes for Elena an ideal of life, as well as a real obsession. Every evening,
after having locked the door of her room, Elena usually contemplates with a great pleasure
and narcisistic attitude her beautiful naked body reflected in the mirror.!” However, one
evening Elena forgets locking her door and, being naked in front of the mirror, is surprised by
the servant Makrina, who suddenly enters the room. Elena feels ashamed to the point she
becomes sure that her unsullied beauty has been forever corrupted and dishonored;'® this
shame would have for her a fatal consequence. Indeed, from that moment on, Elena, on one
side, doesn’t give up the every-evening contemplation of her naked body in the mirror; on the
other side, by doing that, she doesn’t feel joy anymore, until she even thinks she is not
beautiful anymore and people would make fun of her.!” Elena begins thinking that men are
not able to understand and appreciate beauty when they see it; on the contrary, they can only
spoil it. In such a world, how can Elena, a follower of pure beauty, live??°

The story ends with Elena killing herself with a dagger, thus purifying the whole
world from ugliness and evil through her sacrifice. Death, which, at the beginning of the
story, seemed to have separated forever the young woman from her mother, draws them
together again, thanks to Elena’s suicide. In fact, Sologub doesn’t conceive death in a
negative way. To him, death is the “great Liberator” from the troubles of human existence
(Ivanov-Razumnik 18), and, moreover, is what preserves the mother-child symbiosis, which
lasts even after death.

Another example of this is in the short story The Earthly to Earth. The protagonist,



Sasha Korablyov, is a young boy whose mother died when he was too little to even remember
her. Sasha lives with his father, a good but stern man who can’t give him the maternal love he
needs. Sasha has a peaceful, in a way perfect life; however, he is not happy: “In his life it was
all good — the sun made him happy, nature attracted him — but Sasha was more and more
often unsatisfied of himself. He didn’t know and couldn’t understand why, and was more and
more consumed by that” 2!

Sasha lacks the main element for a child’s happiness: his mother.?? Thus, the mother-
child devotion appears to be, in Sologub’s conception, a unique and exclusive relationship,
which cannot be replaced by any other else. The young boy misses his dead mother so much
that he even dreams she would come out of her grave and appear to him as a ghost; he even
goes to the cemetery in the night to see her, but nothing happens and Sasha understands he
will never see his mother again, at least in this life: “Sasha got sad, because the dead don’t
stand
up and appear. If only her dear mum would come! But she didn’t — the separation was
forever. It was useless to wait for and pray”.?’

That’s why Sasha feels more and more fascinated by death. At the end of the story, he
is about to drown himself, but he is saved by the servant Lepestin’ya, who was worried about
him, having observed — like Sasha’s father had — the boy’s attraction for the afterlife.?*
Solugb’s devotion-relationship between a mother and her child seems to go beyond illness
(Hide-and-Seek), death (Hide-and-Seek, Beauty, The Earthly to Earth), and even madness.
This is what happens to the mother-figure of Shadows (Teni, 1894) and to her little boy
Volodya. Volodya Lovlyov is a 12-year-old boy who lives with his mother, the beautiful,

clever, and sensitive Evgenya Stepanovna, who has been a widow for nine years. The

closeness between Volodya and his mother is even suggested by their physical similarity:



“She came closer to him, smiling sweetly. She was so similar to him, with his same large

eyes on her pale, beautiful face”.?’

Evgenya Stepanovna is fully devoted to her only child, helping him with his
homework, giving him all her attention and love.

When Volodya finds a small illustrated book containing a page with some drawings
explaining how to form shadows on the wall with one’s hands, the finding marks the
beginning of a new game for Volodya, who starts forgetting about school, food and sleep, and
spends all his time in his room playing with shadows. Having caught him playing the
shadows game for the third time, after she had told him many times to stop, Evgenya
Stepanovna confiscates the shadow-book from him and even takes him to the doctor. The
story reaches its climax when Volodya receives a bad grade at school, being absorbed by the
contemplation of shadows on the auditorium’s walls. Volodya is completely “ill” from
shadows: they appear to him everywhere and have also replaced the real world: “Volodya
didn’t observe things anymore, he didn’t even see them — now he used to focus his full
attention on their shadows. . . . Shadows were everywhere, all around him . . . and they
clasped Volodya, crossing one another and enveloping him in a thick net”.?®

At the end, Volodya and his mother come to a compromise: they would play together
with shadows every evening, before doing homework. In fact, mother and child get to the
point of creating a parallel world; by doing so, they both fall into madness, having chosen the
way of total alienation from world and reality.

In conclusion, the mother-son devotion can be inscribed in the very heart of Sologub’s



inspiration.The mother-child devotion, as the examined short stories show, must
necessarily be related to Sologub’s artistic and philosophical vision.

In his article Irony and Lyrics (Ironya i lirika, 1908) and in his novel The Created
Legend (Tvorimaya legenda, 1905-1913), Sologub distinguishes between two different
and even opposite “truths” or ways of conceiving the world: on one side, there is “irony”,
which is the uncritical acceptance and approval of present reality, symbolized by the rude
Don Quixote’s Aldonza or the “earthly” Eva; on the other side, there is “lyrics”, that is,
the refusal and negation of the present world, which tries to create a new reality, and is
represented by some associations: the sweet Dulcinea, Adam’s first wife Lilith, dream,
fantasy and transcendence. Thus, in Sologub’s conception, the strong affective bond
between a mother and her child symbolizes the world of dream, fantasy, ideal,
transcendence, and truth, embodied by the Don Quixote’s Dulcinea (“lyrics”). Such a
bond can be temporarily damaged, but never completely destroyed by the real world, the
realm of “irony”. Although mothers and their children in Sologub’s short stories die or
become insane, their maternal-filial affinity never fades. Like in dreams and in the Art

world, ideals can become possible, even the impossible ones.

NOTES

! Indeed, critics have noticed how Sologub’s mother figures are drawn from the Romantic worship of
women and love itself (see, for example, Chukovsky).

2 “HepecTa Obla KpacuBa, He CIMIIKOM, BIPOYEM, — BBHICOKAs, YEPHOTIIA3as, YEPHOBOJIOCAS JICBULIA,

Jiep KaBIIasicst HECKOJIBKO 3aCTEHYUBO, HO ¢ OoipimuM TakToM” (Sologub 439). All translations are mine,
unless otherwise indicated.

3 “Jleneuxa — npenecTHLIN pedeHoK. HU y KOro HeT Apyroro Takoro pebeHKa, M HUKOTa He ObLIO, H HE
MoxeT ObITh. Cepaduma AnekcaHnpoBHa, JleneukinHa Mama, yBepeHa B 3ToM. [ nasza y Jleneuku yepHsle,
GoJtbIIINe, IEKH PYMSIHBIC, I'yObI CO3/IaHbI JJISl ITOLIEJTyeB U JUI cMeXa. . . . Jlenedka y MaMbl 0JHa.
[TosToMmy-TO Kaxknoe JleaedKHHO JBMKEHUE YapyeT MaMy. UTo 3a 6iakeHCTBO, — eprkaTh Jlesneuky y ceds
Ha KOJICHAX, JTACKATh €€, YyBCTBOBATH IO/l PyKaMHU MaJCHBKYIO IEBOYKY, OOWKYIO M BECEITy0, KaK MTHYKa!”
(438).



4 “CkasaTh 10 TpaBJie, TOJBKO B JeTcKoi 1 Beceno Cepadume AnekcanapoBre. C MyKeM el XOJIOIHO.
MoskeT OBIT, 3TO IOTOMY, YTO OH U CaM JIFOOHUT X0JIOJ], — XOJIOIHYIO BOY, XOJIOIHbIH Bo3ayx. OH — Beerna
CBEXKUIT U XOJIOAHBII, C XOJIOIHOIO YIBIOKOI0, — U I'lIe OH IPOXOAUT, TaM CJIOBHO IPOOETaloT B BO3IyXe
XoJoaHbIe cTpyiku” (438).

3¢ .. oHa Kmana pebeHKa ¢ TPEBOKHBIM, MOTJIONIAIOIIUM e€ 4yBCTBOM ™ (439).

6 “Ona no6una 1eBOUKY C HEY/IOBJIETBOPEHHOK CTPACTHOCTBIO, KaK JPYTHE KEHIMHbI, OITHO0YHO
YCTPOMBIINE CBOIO CY/b0Y, M3MEHSIOT MY>KbSIM JUISl CITy4aitHbIX MOJIOABIX Jitoaei” (439).

7 ¢ TlpsiueTcst, MPSYETCsL, [1a U CIPAYETCS, — TAMHCTBEHHBIM IIEMOTOM CKa3zana Aradbsi, OMacIuBo
rmocMaTpuBas Ha ABeps (442).

8 «““Yro 3a B3mop! passe Jlemeuka MOXKET ymMepeTh’, — nymana Cepaduma AeKCaHIpOBHA, CTApasCh
Pa3yMHBIMHU PACCYKACHUAMH ITOOEIUTH OLIYIICHHIE X0JI0Ja U y’Kaca, OXBaTUBILIEE e€ IIPU MBICIIH O
BOo3MOKHOH Jlemeukunoit cmeptu. Cepadrma AnekcaHAPOBHA AyMalia, YTO 3TH JKCHIIUHBI HEBEKECTBEHHBI
U IIOTOMY BepsT npuMeraM. OHa jke SCHO MOHUMaJIa, YTO MEXIY JETCKOIO 3a0aBOI0, KOTOPYIO MOXKET
MOJTIOOUTB BCAKUH PEOCHOK, M POITOIDKUTEIIBHOCTBIO €TI0 JKH3HU He MOJKET OBITh HUKAKOI'O COOTBETCTBHSL.
Ona ¢ 0cOOCHHBIM CTapaHUEeM CTapajach B 9TOT BeUep 3aHATHCS YeM-HUOY/Ib TIOCTOPOHHHUM, — HO MBICIIH
€¢ HEBOJILHO 00paIiainch K ToMy, 4to Jleneuka nro0uT npstatecs’” (444).

9 “‘Oruero Jleseuka Bce BCIIOMUHAET CBOE “TIOTHO ? Kak 9To eif He Ha0eCT OJIHO U TO K€, — 3aKPbIBATh
ryasa u npsirathb uno? Moxer ObiTh, — nymana Cepaduma AnekcaHapoBHa, — y Jlejdeuku HeT TaKkoro
CHUJIBHOI'O BJICYCHUA K MUPY, KaK Y IPYTUX ,ueTeﬁ, KOTOPBIC HCOTCTYITHO IJIAAAT Ha BCHIN. Ho ecnu TakK, TO
He MPHU3HAK JIU 5TO OpraHndeckoi ciraboctu? He 3apoabii i 310 6ecco3HaTEIbHON HEOXOTHI XKUTH? ")
(445).

10 She knowns that she cannot preserve Lelechka from her mortal destiny: “‘I’m her mother, will I not be
able to protect her?’ — thought she, imagining the various dangers that could threaten Lelechka” (“‘f —
Math: HEYXKEJH s He yoepery?’ — aymana OHa, BOOOpaxasi pasHble HallaCTH, KOTOPBIE MOTYT YIrPOXKaTh
Jleneuke”) (446).

I “Serafima Aleksandrovna was consumed by premonitions. Stopping the game of hide-and-seek with
Lelechka made her feel ashamed in front of Fedosya and herself. However, that game was becoming
troublesome; and even more troublesome because she would have liked to play it, although, to hide herself
from Lelechka and to search for Lelechka. Serafima Aleksandrovna sometimes was even starting playing
that game, with an inner feeling that she was doing something bad, something she knew she was not
allowed to do.” (“IlpenuyBctBust tommin Cepadumy Anexcannposny. Eif cTeiiHO Ob110, nepen denocbero
U niepe]; co00r0, OpOCUTh UTPy B IPsITKH ¢ Jlenedkoro. Ho 3Ta urpa cTaHOBUIIACh [UIsl HEE MYYHTEIbHOIO;
TeM 0o0Jiee MyYHUTEIBHOI, YTO BCE-TAKH XOTEJIOCh IIOUTPaTh €i0, M Bce Ooee TSAHYJIO MPSATATHCS OT
Jlenedkun mim OTBICKMBATH cripsTaBluyocs Jleneuky. Cepadruma AnekcaHIpoBHA JJaKe cama HHOT A
3aTeBalia ATy UIPY, — C TSHKEIIBIM CepJILeM, CTpajasi, Kak OT KaKoro-HUOYIb JyPHOTO Jeja, 0 KOTOPOM
3Haellb, YTO He HAJ0 ero JeliaTh, M BCe XKe Jienaenn’) (445).

12 “B tynom oruasaum Cepaduma AeKcaHApOBHA OCTaBWIA JIeqeuKy U BBINLIA U3 KOMHATEL OHa
BCTpeTuiia Myska. — Jleneuka ymepiia, — ckazaia oHa THXO0, o4YTH 0e33By4HbIM rosiocoM. Cepreii
MozecToBHY ONACIMBO OCMOTpEN Ha ee OieaHoe uio. Ero nopasmio ctpaHHOe OTYIIeHHE B YepTax
9TOTO, MPEK/E OKUBICHHOTO, KpacuBoro jumna’ (447).

13 “They dressed up Lelechka, put her into the grave and took her into the room. Serafima Aleksandrovna
was standing near the grave, dully looking at her dead daughter. Sergey Modestovich went close to her,
tried to comfort her with void, cold words, and to take her away from the grave. Serafima Aleksandrovna
smiled. — Go away — she said in a soft voice. — Lelechka is playing. She will now get up” (“Jleneuxy onenm,
TMOJIOXKIIIM B MaJICHBKUI rpo0 1 BeiHECH B 3aiy. Cepaduma AjleKCaHIpOBHA CTOsUIA Y rpoba U TYIOo
cMoTpelia Ha MepTBYIO0 104Ky. Cepreid MoecToBHY MOOIIEN K )KEHE M, YTEeIIast e MyCThIMU, XOJIOIHBIMU
CIIOBaMH, cTapajcs OTBeCTH ee oT rpoba. Cepaduma AnekcanapoBHa yisioanack. — OToHIM, — CKa3ana oHa
thxo. — Jleneuka urpaer. OHa ceifuac Bcraner”) (447-448).

14 “Ona ObLa IpeKpacHa, Kak GOTUHS JIPEBHEr0 MUpa. MeIEHHBI U BEJIMYABHI OBLIN BCE ee JIBKeHus. e
JIMIo OBLIO KaK OBl 0OBESTHO TPYCTHBIMHU ME€YTaAMU O YEM-TO, HABEKU YTPAYECHHOM, UJIK O YEM-TO KECJIAaHHOM
U HEJIOCTH)KUMOM. YIKe Ha HEM JIaBHO, MPE/IBELIATEIbHULIA CMEPTH, JIOKHMIACh TOMHAsI OJIETHOCTb.
Kazanochk, 4To BeJMKasi yCTanocTh KIIOHUIIA K YCIIOKOGHHUIO 3TO TIPeKpacHoe Teso. benbie BOJIOCH MEXIy
YEepHBIMHU BCE 3aMETHEE CTAHOBHJIMCH Ha €€ TOJIOBE, — U CTpaHHO Obuto Enene 1yMaTh, 4TO €€ MaTh CKOPO
OyzneT crapyxor...” (499-500).



15 “Elena remembered her dead mother — and she knew that her previous life, peaceful, bright and severe,
was dead forever” (“Enena BcnoMuHaa MoKOWHYIO MaTh, — M 3HAJA, YTO HMPEXKHSIS )KU3Hb, MUpHAs, ICHAS U
cTporas, ymepia HaBcernaa”) (499).

16 “Elena was shy with people and couldn’t love anyone she met. There was just one person worth of love —
her mother, because she was calm, beautiful and true. Elena wished that all people were like her mother,
that they would understand that there was one goal in life — beauty, and would build for themselves a
worthy and wise life...” (“Enena Oblia caepkaHHa ¢ JIFOJbMHU M HE MOTJIA MOJIOOUTH HU OJTHOTO U3 TEX,
koro BcTpeyana. OntHa TONBKO ObLIa, KOTOpasi CTOMIIA JTI00BHU, MaTh, — IOTOMY 4TO OHA Oblila CIIOKOIHAs,
TIpeKpacHas u npapanBas. Exena xorena Obl, 9TOOBI U BCE JIIOH CTAIN KOTAAa-HIHOYIb TAKAMH K€, 9TOOBI
OHHM TOHSUIH, YTO OJTHA €CTh LIEJb B XKHU3HH, — KPAcOTa, Ml YCTPOWIN ceOe JKU3HBb TOCTOMHYIO H MyIpPYIO...”)
(501).

17 “She moved around the room, naked, and stayed still, and lay down, and all her positions, and all her
slow movements were beautiful. And she was happy of her beauty, and spent those naked and long hours —
now dreaming and contemplating herself, now reading again and again the pages of beautiful and severe
poets...” (“Ona gBUTaNack MO KOMHATE, Harasi, M CTOsIIa, U Jie)kalla, U BCe ee TIOJIOKEHUS, U BCE MEJJICHHbIE
JBIDKCHUS ee ObLIM MpekpacHsl. M oHa panoBanach CBOei KpacoTe, U IPOBOMIIA, OOHAKEHHAs, JOJITHE
4achl, — TO MEYTas ¥ JH0YsICh COOO0F0, TO MPOYUTHIBAS CTPAHUIIBI IIPEKPACHBIX M CTPOTUX MO3TOB...”) (502).
18 «“She felt shame in all her body — it was spreading like fire, like an illness it was eating her body” (“Ona
YyBCTBOBaJIa CTHI BO BCEM Telle, — OH pa3iIuBaJIcs MJIaMeHeM, KaKk CHeqaromas teno 6one3np”) (504).

19 “Her own body seemed now to Elena not so beautiful as before. She found in that body many faults — she
looked for them with diligence. She imagined that it was hiding something repugnant — something evil,
which would eat and dishonor beauty, a disgusting spiderweb or mucus which couldn’t be wiped out in any
way” (“Yixe 1 He TaKuM, KaK Ipexae, IPEeKpacHBIM Ka3zainoch Teneps Enere ee Teno. OHa B TOM Tele
HaxoJuJa HeJIOCTaTKH, — CTapaTeNIbHO OTHICKHBaJa UX. YyAWIIOCh B HEM HEUTO OTBPATUTEIILHOE, — 3710,
pasbenaroiee ¥ no3opsiee KpacoTy, Kak Obl HaJeT KaKOH-TO, TAyTHHA TN CIIN3b, KOTOPasi IPOTHBHA U
KOTOPYIO HUKaK He CTPSAXHYTE”) (505).

20 «_ They don’t even love themselves — said Elena in a cold voice, — and that’s not just coincidence. They
don’t understand what is the only thing worth of love — beauty. They have so vile thoughts about beauty
that I’m getting ashamed of being born on this earth. I don’t want to live here” (“— Ounu camu ce0s He
00T, — X0JIOAHO ToBOpHia EneHa, —aa u He 3a 4To. OHM HE TOHUMAIOT TOTO, YTO OJITHO IOCTOMHO JTIOOBH,
— HC MOHUMAIOT KPACOTHI. O KpacoT€ y HUX MOULIBIC MBICIIU, TAKHUEC IMOIJIBIC, YTO CTAHOBUTCS CTBIAHO, YTO
pomunack Ha 3Toit 3emie. He xodercs sxuth 31ecs”) (507).

21 “B »wu3Hu Bee OBUTIO XOPOIIIO, — U CONHIIE PaI0BAJIO, U 3€JIeHh MaHWIa, — a coboro Cania Bee yaie GbiBan
HenoBoJeH. [logeMy, — OH He 3HaJ, He MOT MTOHATH U Bce yarie ToMumics” (460).

22 “There wasn’t only what was dear to Sasha’s heart — there wasn’t Sasha’s young and cheerful mummy,
who had forever left this sunny, bright, outside world” (“He 6bu10 TOTBKO TOTO, YTO MUJIO B JOPOTO
Cammny cepaiy, — He 0puto CamrimHo MaMOYKH, MOJIOJION, BECEIION, HO HaBCeTJa OCTaBUBIICH ATOT
COJIHEYHBIH, SIPKUA, BHENTHUHN Mup”’) (468).

23 “Camte cTajo rpyCTHO, YTO MEPTBHIE HE BCTAIOT U HE ABJIAIOTCA. Ecim Ob1 Muitas Mmama npunwia! Ho
HET, — pa3yiyka HaBeku. HampacHo xnate 1 Moiutecs” (468).

24 Sasha’s father brings together, in his thoughts, the wife’s death to that of the son: “A healthy and cheerful
young boy, Sasha sometimes seemed to be destined to a brief life — not an inhabitant of a bright world, as
people said. Something obscure and eternally not-joyful in Sasha’s eyes sometimes passed through his
father’s sad thoughts. And when he sadly looked far away, his mind sometimes created, next to the wife’s
grave, his son’s grave.” (“310poBbIii 1 Becenblii MaIpurK, Callla THOTJa Ka3aJicsl HeI0JITOBEYHbBIM, — HE
XKuJIel Ha OeJIoM CBeTe, KaK rOBOPSAT B Hapoje. UTo-To TeMHOE U BeYHO HepaocTHOe B CallMHBIX Ti1a3ax
HaBOJMJIO MHOTIa OTLa Ha IPYCTHBIE MBICIH. 11 KOraa oH cMOTpeI nevyaiabHO BJallb, Iepe]l HUM BO3HHUKaJa
MHOT/Ia B BOOOPA)KEHHH PSIJIOM C )KEHHHOIO MOTHJIOIO JIpyTasi, CBeKast Hachlb ) (461).

25 “Ona noXouiIa K HEMY, JIACKOBO yJIbIOasiCh, TaKas MI0X0XKas Ha HETO, C TAKMMH YK€ IIMPOKUMH TJIa3aMH
Ha OneiHOM, TipekpacHoM Jute” (362).

26 “BOHOJIC YK€ HE3aHUMATCIIbHBI CTaJIu MIPEAMETBI, OH UX IMOYTHU U HE BUJICTI, — BCE €TI0 BHUMAHUE
YXOJHMJIO Ha MX TEHH. . . . TeHH Be3/ie BOKPYT . . . — BCE OHU TECHUIIUCH K Bosiosie, ckpelinBaiuch,
00BOJIAKMBAJIN €T0 HEPa3pBIBHOIO ceThio” (377).
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