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JU. K. OLESA AND THE CATEGORY OF TIME

The concept of time is essential towards an understanding of the birth
and development of Ole3a’s literary work. After a careful analysis
(Olesa 1934, 1935, 1974) we may come to the conclusion that the
writer or, to be more exact, the narrator, in that he is the more natural
means of communication with the reader, must be like an artist who
can stop time and transfigure everything.

Ole3a conceives the art of writing as the creation of a lasting link
between the present and the past, which will generate a dream of eter-
nity, where conventional concepts like beginning and end will signify
nothing. For the writer the value of time depends on events memori-
zed, chosen and finally used in his artistic production. From this it
follows, that the category of time gains its main connotation through
the basic adjective artistic.

For Ole3a the aesthetic act, conceived as a regeneration or more
simply as a generation, a creation of new images, is comparable with
the activity of consciousness during two particular periods of human
lifé: infancy and childhood. As Ole%a writes:
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3aKOHbI TBOPUYECTBA — UPE3BBIYANHO MAaJIO OCBOEHHAS Bellb. TPYAHO
naTh cebe, Kak 3TO AenaeTcs. Kak poxaaeTcsi o6pa3, Kak BO3HHKAET
Haes. (...) Bo3HMKHOBEHHE 3aBHCTH — Pe3yNbTaT MOUYTH BCeH
co3HaTesbHOMH oHocTH. (Olesa 1935; 152)

These words are essential to the understanding of the poetics, the
linguistic and formal devices, and the artistic structures, which cha-
racterize OleSa’s work together with his time.

Childhood is intended as the moment when a man, in our case a
writer, is at his most sensitive to images and impressions. A child
subjects these images to his very personal way of perception and very
often he changes and camouflages them: an object, a colour, a scent
assume meanings very far from their usual ones. In other words, a
child can create his personal metaphors from everything which he is
sensitive to; he can give a new life to his sensorial impressions.

HleTckye BrieyaTJieHHS HTpaKwT OrpoMHylo posb B HOpMHPOBaAHHH
XYAOXECTBEHHOr 0 HHTeJUIeKTa. Sl kora-HHOyab HaHmy CTaTbio O
OEeTCKHMX BneyaTJieHHAX B TBopuecTBe JIbBa ToJscroro. HMeHHoO B
TBOpUYecTBe TOJICTOrO 3TH NETCKHE BIICYATNIEHHS CKa3biBAKTCH
0COBEHHO CHJIbHO. (...) Sl NpHBeay H3BeCTHHIA NPHMEP. 3TO cJiosa I'eTe.
OH cka3an o [leTpe [lepBoM, 4TO TOT NocTport leTepSypr Ha KaHanax,
MOTOMY UTO B AETCTBE €TI0 [TOPa3nia KaPTHHKA, H300paXkaBmWas roi-
JIAHACKHHA ropoa. 310, KOHEe4yHO, CJI0Ba 1103Ta, O4YeHb KpacHBbi€, HO
MOXET ObTb He COBCEM CNpaBEedJIMBbIEC, OAHAKO, MHE KAaXETCA, YTO
OOJS MpaBAsl B HAX €CTh. YMEHHME BHAETb MHpP Kak Obi BrepBble
SIBJiSieTCSA CBOACTBOM [103Ta. A 3TO YMEHHE HAET Belb OT AE€TCTBA,
KOr4a ueJIoBeK AeACTBHTENLHO BUAXT MUP Briepssie (Olesa 1935: 153).

There is a very clear and direct connection between the child and
the artist; between childhood and the time of artistic creation.

The freshness of sensations, the capacity of emotions are charac-
teristic of both the writer and the child.

From similar conclusions it is by now clear how important the
image and the value of memory as the foundation of knowledge are.

As regards memory, it is comparable to a half-reality, a halfcon-
sciousness. Memory gives to events a unchronological, illogical,
dynamic and selected order; hopes become real events; real events are
forgotten, altered, constantly reinterpreted in the light of present ne-
cessities, past fears and future hopes. The temporal plane of memory
is an incoherent one, where diachronic rules are violated in favour of
a space—time continuum. Memory works according to processes com-
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parable to those of dreaming and sleeping, which folk tradition has
always ascribed to the field of magic and fable.!

This idea of time and artistic creation must necessarily have some
influence on the most direct vehicle of communication for a writer: his
language. Ole3a thinks that each phrase of prose must take advantage
of the reader’s emotivity. If such phrases are placed at the point of the
work when the emotional effect has achieved its height, then even if it
is stylistically incorrect nobody will notice this. 3ta ¢ppa3a Bcnn-
BaeT Ha aHpHuyeckon Bojne. Of course, Ole$a does not mean to
justify illiteracy or slovenliness on the part of the writer, he only
wants to stress the artistic and emotional aspect. Feeling and idea
come first, the form will come itself.2

The child and the artist above all seize images from reality. These
images are real, as they spring from the world of the senses; at the
same time, they are images created from a particular point of view,
which can perceive the newness by this time lost from the adult’s ex-
perienced sight. Sometimes this newness borders on the category of
the fantastic.?> The perception of a child, of an inexperienced young
man and an artist, is more expository than explicative; it represents
rather than argues. Images are what prevail in the development of mo-
tifs of Ole¥a’s prose. Now it is possible to draw a parallel between
Olesa’s work and the tenth Muse, the cinema.

According to Ejzens$tein, two pieces of a film, whatever they may
be, if set nearby, signify a new idea, acquire a new character that
springs from this contraposition. In no way this phenomenon is pe-
culiar only to the cinema; on the contrary, it may be noticed every-
when we set in opposition to each other two facts, two phenomena,
two objects. In the presence of such an opposition, almost automati-
cally we carry out a clear and evident deductive generalization.4

1 As a pure indication, since there are many works on this subject, see: Bakalov
1987, Bergson 1922, Florenskij 1967, Ivanov-Toporov 1965, Ivanov 1973, Li-
chagev 1962, Meyerhoff 1955, Vygockij 1968.

2 Olesa has repeatedly treated the problems of form and language in the above-
mentioned works.

3 For the concepts of fantastic and fantastic reality, see Ole3a’s essay G. Uelis
(1974).

4 See EjzenStein 1964: 228. The original text has been published in english: The
film sense, Harcourt, Brace & Co., New York 1942; but we could in no way succeed
in reading it.
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Ejzenitein’s words, although dedicated to analyse the technique
of the film—cutting, may easily be referred to the structure of Ole3a’s
works. Tri tolstjaka, Zavist’, its theatrical adaptation Zagovor &uvstv,
Visnevaja kostocka and the unfinished tale Samoucditel’ volSebstv are
only a few meaningful examples.

One of Olesa’s favoured motifs has always been the contrast
between an idealized past and an equally idealized future. Moreover,
our writer has always dropped this contrast into contemporary space
and time, in order to clarify the degree of idealization inherent to both
time categories.

We must point out that this motif of the contrast between past and
future is not only an individual feature, typical of Ole$a’s poetics, but
a recurrent theme in nearly all contemporary Russian literature. Time
as experienced in the individual life of man, and time as experienced
in a historical process, their coinciding or coming into collision in the
artist’s personal consciousness, form a common motif in Russian lite-
rary creation of the post-revolutionary years. As examples, we may
cite Osip Mandel’stam’s Sum vremeni, Anna Achmatova's Beg vre-
meni, Aleksandr Blok’s Dvenadcat’, Evgenij Zamjatin's My, Boris
Pilnjak’s Golyj god and our list could go on with many other equally
famous names and titles.

In Olesa’s poectics the stream of images, which forms the most
characteristic structure of his works, coincides with what we may de-
fine the narrator’s, and not the writer’s, stream of consciousness, of
thinking. As a matter of fact, the metaphor of the stream has become a
synonym for a definite literary technique, which is not quite characte-
ristic of OleSa’s writing. The expression, as used in the present essay,
has as its referent a human mental process, whether conscious or not.
Time, as experienced by the individual, has the quality of flowing like
a river; and this quality is an enduring feature within the constant
changing of historical time. This way, we make a selection of facts,
people and reflections, correlated through motifs and coesisting on an
associative ground. We may consequently notice a substantial weak-
ness of the narrative syntagmatic axis, opposed to a semantic of the
paradigmatic one. '

Associations, mental digressions annulling the rational spacetime
and privileging the poetic one are very frequent within Envy particu-
larly and the whole of Ole$a’s work.

Within Envy an initial memory of the narrator, be he the character-
Kavalerov of the first part of the novel or the unknown person of the
second part, becomes an image; the image becomes a metaphor and
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causes the series of the following images. We may find many exam-
ples of this particular narrative technique and two theoretical exposi-
tions in Envy. In the XIVth chapter of the first part Kavalerov, our
character-narrator, has already been chased out of Andrej Babi¢ev’s
house and, within the fraction of a second necessary before the words
Get away from here! reach his brain and become significant, he finds
himself thinking:

OH OTBETHJI TOTUAC XK€, TOYHO MBI CHIrpasTich. Ho penmka gomna
AO CO3HAHHSA MOETO CITYCTSt HEKOTOPBIH MPOMEXYTOK BPEMEHH.

Npon3onwio HeuTo HeobbiyaiHoe.

lLien noxab. BoaMOXHO, Gbl1a MOJTHHS.

S He Xo4y roBOpHTb 00pa3Ho. Sl XOUy roBOPHTb NPOCTO. 51 UHTa HEKO-
raa «<ATMocdepy» Kamusna dnammapHoHa. (Kakoe riaHeTHoe HMsi|
$laMMapHOH-3TO CaMa 3B€3/1a). OH OfTHCHIBAET MAPOBHH YI0 MOJIHHIO,
€€ YAHBHTEJbHbIM 3§ deKT: NOMHBHA, r1agkuft wap 6eClyMHO BKaThi-
BaeTCs B IOMeELEHHE, HANOJIHSIA €r0 OCNIENHTENbHBIM CBETOM... O, S
AaJiek OT HaMepeHHs npuberaThb K NOMJILM cpaBHeHHsIM. Ho obnako
6bin10 nono3puresbHO. Ho TeHb HagBHranach, kKak Bo cHe. Ho wen
foxab. B cniasibHe Gbi10 OTKPHTO OKHO. Heslb3bfi B IPO3y OCTaBASATh
OKHA OTKPbLITHIMHI CKBO3HSAKI

C RoxaeM, C KanisiMH rOpbKHMH, Kak C/ie3sl, C IOPLIBAMH BETpa
noA KOTOPbIMH Ba3a-paaMHHIoO GeXHT, KaK MJAaMs, BOCNJIAMEH sl
3aHaBECKH, KOTOpbie TakXe GeryT noj NOTOJNOK, NOSABASETCH M3
CnanbHH Bassi.

Ho Tosibko MeH s owesloMseT 310 sBneHKe. Ha caMoM xe gene Bce
NPOCTO MpHeXaa Apyr, H APY3bs MOCMNEUHIIA C HUM YBHAETCA. Boamo-
XHo, BaGHueB 3aexan 3a Banei, MeuTaBmeH, BOIMOXHO, 06 3TOM JHE.
Bce npocTo. A MeHst Ha0 OTIPABHTD B AMCIIAHCED, IEYHTb FHITHO3OM,
4TOG He MbIC/HJN 06pa3aMH M He NMPHUIHMCHIBAN feBylke 3GPEKTOB
WAPOBHAHOA MOJIHMH.

Tax 51 xe Hcropuy Bam npocrory! (Olesa 1982: 46-47)

These words recounting the present facts, ideally addressed as a
direct speech to some listener, are interrupted by the mental images
produced by the free springing of Nikolaj Kavalerov’s thoughts.

Just a short time before, this character had created an ideal con-
flict between the artist’s way of speaking by images and the common
man’s by concepts. In his letter to Andrej Babigev, which represents a
symbolic delirium of his mental processes, he writes:

Bbl Ha3Ba 1M MEH A aJIKOT OJTHKOM TONBKO [OTOMY, YTO S OBpaTHIICS
K AEBYILIKE Ha HEIOHATHOM 418 Bac o06pa3HoOM si3bike? HeroHATHO e-
JHOO CMEWHO, IHOO CTPALIHO . Celvac Bbl CMEETECH, HO S 3aCTABJISIIO
Bac BCKOpe yxacaTbcs. He JymaATe, He TObKkO 00pa3HO,— BIIOJHE
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PpeaJsIbHO A1 YMeEK MbICJHTSL . UTO Xel O Helt, o Basie, i MOT'Y CKa3aTb H
OObIYHBIMH CJIOBAMH, — H BOT, [TIOXAJYHCTa, S BaM NpHBeQy ceAvac psia
MOHATHBLIX AJIS BAC ONpPEAENEHHH, yMbIJIEHHO, YTOO pa3kedb Bac,
yTOoOB pa3apa3sHUTb TEM, YEro Bbl He MOJIYYHTE, YBaXKaeMbiH
KOJI0acHMKI

la, oHa cTOsUIa nepeJo MHOR, — Aa, CIIEPBA N10-CBOEMY. CKaxy.
oOHa OblJia Jierye TeHH, el Morna Obl N03aBHAOBAThL CaMas JIErkas B3
TeHeH — TeHb NMaJaiollero CHera, Aa, Criepsa No-CBOEMY; He YXOM OHa
C/yllaJia MEHSI, @ BUCKOM, CJierka HakJIOHHB roJioBy; 4a, Ha opex
NOXoXe €€ JIHLO: 110 UBETY — OT 3arapa, H no gopme — CKysamH,
OKPYT JIbIMH, CYXAIOIHMHCH K NOAGOPOAKY. 3TO MOHATHO BaM? HeT? Tak
BOT elle. OT Gera niatbhe ee NpHIIO B fecCnOPAAOK, OTKPHIJIOCh, H 51
YBHAEJI: ellle He BCSA OHA MOKPbUIACH 3arapoM, Ha Py Y HE€ YBHAEN A
rosry0yio poraTky BeHbl...

A Tenepp — no-sameMy. OnHcaHHe TOA, KOTOPOH Bbl XOTHTE
NOJIAKOMHUTBLCA. [lepejo MHOHA CTOSJIa AEBYIIKA JIET WECTHAAUATH,
NOUTH AEBOUKA, IHPOKas B [LIeUax, cepornasasn, ¢ NOACTPMKEHHBIMH H
B3JIOXMau€HHbIMH BOJIOCAMH — OUapOBaTeJibHbiH MOAPOCTOK, CTPOH-
Hbifi, KaKk maxMaTHast Gurypa — (3To yxe no-Moemyl), HeBeJTHKHA
pocTtoM. (Olesa 1982: 38).

The artistic images, founded on a mentally associative level
without any real time and space, extend themselves in a time-space
which has the ideal form of a spiral, infinite, with numberless possi-
bilities, endless and so never perfectly circular.

To Olesa the capacity of creating a work of art, through a narra-
tor, is closely linked to memory. As already said above, our memory
crushes time barriers and in doing so emphasizes the role of the per-
ception of the fantastic, that is an unreal category of the world. Our
memory is supplied by a complete asystematic sequence of sensorial
perceptions. Each artist, each narrator, must take care of his own me-
mory; his images, his metaphors will spring from it.

The creating narrator is like an artist, stopping time and trans-
figuring men and objects. Therefore, the act of creating comes about
in a substantial absence of time; the aesthetic act regenerates men,
objects and facts; it gives life and passes beyond death; it is the ins-
trument of immortality.’ ]

The stress we put on the writer—narrator’s memory brings with it
the theme of metamorphosis. All men, objects and facts undergo some
metamorphosis through memory and its reproduction. The narrators

5 Bergson's and Proust’s influences on Olea have been treated in Beaujour 1977.
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of Olesa’s works retain a clear remembrance only of those impres-
sions which struck at least one of their five senses; in this way, they
make a choice and thus obey a common law of mental economy. These
revisited impressions form the content of their narration.

We may call this content: @ mimesis, which joins together the re-
sults of the narrator's attention and imagination. Attention tries to re-
produce perceptible truth; imagination makes up for the absence of
memory. The imaginary may be presented as truth, because it became
a real truth in the narrator’s mind; the reader can know nothing for
certain. :

Ole$a’s narrative time is without any past or future, nor even any
present. The categories, which we are used to divide events, lose their
categorial significance; past, present and future mingle in the web of
the narration.

THE CATEGORY OF TIME AS THE BASIC LEIT-MOTIF OF “ENVY™

On first examination it seems, that the basic leit-motif of Envy is that
very particular feeling, which gives the book its title. Envy simbo-
liers, can even be considered the emblem of all human feelings, that
claim their right to exist even in the technical age.

The dialogue between Ivan Babigev and his examining magistrate,
after Ivan’s arrest and taking to GPU:

—... IeJiblil PAJ YESIOBEYECKHX YYBCTB KaXeTCsl MHE MoAnexXallHM
YHHUYTOXEHHIO ...

— HanpnmMep? UyBCTBa ...

— XAJIOCTH, HEXHOCTH, TOPAOCTH, PEBHOCTH, JIIOGBH-CJIOBOM, NNOUYTH
BCE UYBCTBA, M3 KOTOPHIX COCTOsIJIa AYllia YeJIoBEKa KOHYalolen 3pbl.
Jpa couHasiH3IMa CO34ACT B3AMEH MPEXHHX YyBCTBOBaHHA HOBYIO
CEepHI0 COCTOSIHHA UEJIOBEUECKOR AylH. :

— TakuM o6pa3oM, BHAHM Mbl, YTO HOBBIH YeJIOBEK NpHYyYaeT cebsa
npe3npaTh CTAPHHHLIE, MPOCABJIEHHbE N103TAMH H caMOH MY30H
HMCTOPHH UyBCTBa. Hy BOT-C. Sl XOUy YCTPOHUTD nocyieAHHNA napaj 3THX
YYBCTB. '

— 3TO K €CThb TO, UTO Bbl Ha3blBa€Te 3aroBOPOM UYBCTB?

— Jla. 3TO H €CTh 3arOBOP YYBCTB, BO I'/1aBE KOTOPOro CTa A (Olesa
1982: 63-64).

In fact, the fundamental decoding of the underlying significance
of the novel cannot do without this consideration, in which we find a
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list of all possible causes of envy: the thirst for glory, fear, a sense of
personal uselessness and inferiority together with a contemporary
sense of other people's superiority, the absence of outward and
inward dignity, incomprehension, hate, shame and anger.

But neither envy, nor the conspiracy of feelings, is the main pro-
blem, which OleSa intended to deal with. In his novel, published in
1927, he solved this problem in a negative and quite pessimistic way:
he prefigured the defeat of all human feelings, except the one neces-
sary to find peace: indifference.

The real main theme, permeating the whole work and supporting
its structure, is the conflict between two different historical epochs,
two incompatible times and spaces (Pavan Pagnini 1986).

The unknown narrator of the second part of Envy tells us Ivan’s
words:

Mbi — 3T0 YeslOBeUECTBO, JOWeAWEe JO OCAEJHETrO npegena, —
TOBOPHJT OH, CTY4a KPYXXKOH 1O MPaMOPy, KaK KOMbITOM.— CHJIbHbIE
JIHHHOCTH, JIIOJM, PEWIHBUIHE XHTb [10-CBOEMY, 3rOHCTH, YNPAMLI, K
BaM o6pawaioch s1, kak k 60J1ee yMHbM, — aBaHrapa mo#t Cnymaire,
CTosilne Bnepean! KoHuaeTcs arnioxa. Bas pa36HBaeTcsi 0 KaAMHH, BaT
3aKHMAeT, CBepKaeT neHa. Yto xe xoTurte Bu? Uero? Hcuesnyrs,
COMTH Ha HET KaresibkaMH, MeJIKHM BOASHHBIM KHITEHHEM? Het, apysbs
MOH, He TaK JOJDKHbI Bbl NOrH6HyTh! HeTl lipuauTe ko MHe, st Hayuy
Bac.

BopoTa 3aKkphiBalOTCS. CIBILIMTE JIM Bl WHIIEHHE CTBOpPOK? He
pBHTECh. He cTpeMHTeCh NPOHHKHYTH 3a nopor! OcTaHOBHTECH!
OcraHoBka — ropzoctb. Byante ropasi (Olesa 1982: 57-58).

Ivan Babigev, together with Nikolaj Kavalerov, represents the
conspiracy of feelings, an ending world. Ivan is ideally linked to a
passed historically time; whose sentimental transgressions and ex-
cesses he maintains as symbols of his choice, or individuality.
Olesa’s characters mark the difficult relationship between the indivi-
dual and community, between a subjective and objective sense of
time.

The engineer Ivan, inventing Ophelia the machine of all machines,
the universal machine which can do everything, preacher in the ta-
verns, unsuccessful father, is the sign of a dying world, since it is
not ready to accept the new course of history; but this dying world,
before fading away will give rise to a wonderful, fleeting flash of li-
ght. Ivan Babi€ev chooses the old world, his brother Andrej he Di-
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rector of the Organization for the Alimentary Industry; great sausage
maker, confectioner and cook is a figure of transition between the two
periods; Volodja Makarov, the young footballer, Andrej’s favourite,
is the sign of the new world, where physical culture and engineering
will be very important; Nikolaj Kavalerov, unsuccessful man of let-
ters, would like to reject the old time and space in order to enter the
new ones, but he cannot move a step and can only envy the others;
this latter is the one completely narrowminded character of the novel.

In Envy we see, how modification and coexistence are not phe-
nomena which exclude each other, but rather strictly linked. There is
always a period when the old and the new, whatever field of human
activity and knowing we may consider, cohexist until the new suc-
ceeds in obtaining the supremacy. As R. Jakobson said conceming
linguistic modifications, thus formulating a much more general theory:

Any modification takes place first at the syncronic level and is thus a part
of the system, while only the results of the modifications are imported o
the diacronic dimension (Jakobson-Pomorska 1985).

In this way, the ideas of past, present and future are dialectically
linked to criteria of contemporaneity.

"During Kavalerov's first encounter with Ivan Babi¢ev, of course
in a tavern, Ivan says:

. MOA APYT, Hac IA0XET 3aBHCTb. Mbl 3aBUAYEM rpsayuen
anoxe. EC/IH XOTHTe, TYT 3aBHCTb CTAPOCTH. TYT 3aBHCTb BlEpBbIE
COCTapHBLIETOCSl YEJIOBEUECKOTr O NOKOJIEHHUS. [IOrOBOPHM O 3aBHCTH.
JaATe HaM elle NHBaA...

... a 3aBHCTb. TYT AOJIXKHA pPa3birpaTthCa ApaMa, oaHa H3 TPEX
rpaHAHO3HbIX APAM Ha TeaTpe HCTOPHH, KOTOPbi€ JOJIIO Bbi3bIBAIOT
NJay, BOCTOPIH, COXaJIEHNA Y 'HEB UEJIOBEYECTBA. Bot, CAMH TOro He
MoHHWMasi, ABJsSieTECh HOCHTEJIEM HCTOPHUECKOA MHUCCHH. B, Tak
CKa3aTb, CTYCTOK. Bbl CrycToK 3aBHCTH NOrHGalomel 3MOXH.
TMoru6aoias aAnoxa 3aBUAYET TOMY, UTO HAET €A Ha CMEHY.

0, Kak NnpekpaceH noagHMMaIWHACS MHP! O, Kak pa3binCcTaeTcs
Nnpa3gHHK, Ky4a Hac He nycTsit! Bce HaeT oT Hee, OT HOBOH 3MOXH, BCe
CTArHBAETCA K HEf, JIyuline aphi H BOCTOPTH NOJYYHT OHa. 5 moGio
€ro, 3TOT MHP, HaJBHIaIOUMACS Ha MeH S, 6oJiblie XKH3HH, NOKJIOHAKCH
€MY M BCEMH CHJIAMH HEHAaBHXY erol Sl 3ax1e6biBaloCh, CJie3bi KATATCA
M3 MOHX I'JIa3 I'paJoM, HO Sl XO4YY 3aMyCTHTb NaJiblbl B €ro oaexay,
pasoapaTh. He 3aTHpanl He 3a6Hpal TOro, UTo MOXET NpHHALNIEXATh
mHe... (Olesa 1982: 68-71).
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A digression is now necessary in order to consider tavern and
street spaces;, where Nikolaj Kavalerov and Ivan Babi€ev are most
frequently to be found. We can affirm, that all their dialogues, evi-
dencing the leading themes of the book, take place in a tavern or on
the street.

They are both horizontal spaces, making impossible all further
moral and social ascent or descent. The tavern is an inner space; on
the contrary, the street is an outer one. In spite of this, they are not in
opposition to each other; they present common characteristics and
functions. They are both modelling signs of our two characters’inner
spaces. It is obvious, that it is the street space which permits Andrej
Babi¢ev’s first casual encounter with Nikolaj Kavalerov and then Ka-
valerov’s with Ivan Babifev. The street space permits the meeting of
men, who belong to completely different worlds and thus allows the
development of the plot. We may also notice, that Ole$a’s street has
negative connotations (Bachtin 1975).

To retum to the point in hand, Ivan Babi&ev’s words show that
his love for the old world does not exclude his admiration for the new
historical turn of events; his only desire is not to be forgotten, to
continue living in memory of others. Once more, memory, as it does
not permit the disintegration of the past, is the means of defeating de-
ath. Passing time has two aspects: from the negative point of view it
registers the end of youth and of all expectations of what could have
been; from the positive point of view only passing time can create
memory which will breed immortality. Also Nikolaj Kavalerov says:

Torpa ycJsisiman s BriepBbi€ I'yJi BpeMeHH. BpeMeHa HeC/IMCh HaZlo
MHOI0. 5 T/I0TaJ1 BOCTOP)KEHHbIE CJIE3bL. S PEWHJT CTATh 3HAMEHHKTHIM,
4YTOGB HEKOrja Mo#i BOCKOBOH ABOMHMK, HallOJNHEHHKN I'yIeHHEM
BEKOB, KOTOpOe ycCJinllaTh NAaHO JIHIIb HEMHOIHM, BOT TakK Xe€
KpacoBaJicsi B 3esieHoBaToM KyOBe (Olesa 1982: 21).

Nikolaj Kavalerov wants to gain immortality through fame, in or-
der to defeath death, nothingness and his envy too. Ivan Babidev will
show him the way: to become the hero of a tale. After having been ar-
rested for the verbal attack against his brother, Ivan Babi¢ev smiles
and says:

310 noXb. Jlerenaa. [IpocTo B NHBHON MeHs 3azepxkany . [lonaraio,
YTO AaBHO yxe Obino 3a MHOH HaGsoaeHne. Ho, 04Hako, XOpollo, YTo
YXe COMHMHAIOTCS Jierenabl. KOHEL afloXH, nepexoaHoe BpeMs, TpeSyeT
CBOHX JiereH[ ¥ CKa3ok. UTo xe, i cuactiius, yTo 6yay repoeM ogHOHR
H3 TaKHX cKa3ok. H 6yaeT eue oaHa sereHga: 0 MallHHE, HOCHBIIEH
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nMs OdesinA ...

Jnoxa yMpeT ¢ MOMM HMEHEM Ha ycTax. K TOMy H TPpAJIaraio si CBOH
crapanns (Olesa 1982: 62-63).

The historical space, diachronic and objective, mingles with the
unreal and often mythical space of a tale. Immortality appears to be
linked with being the hero of a tale, of the most fantastic work of folk
literature. Space, where the action of the tale takes place, is cha-
racterized by ease of movement and the weak resistance, which the
environment puts up to the succession of the events, in such a way as
to extend the poetic space itself.¢ In a time of transition between two
epochs, when conflictuality has reached its height, the historical
space acts like that of the tale: it offers a very weak resistance to the
most absurd actions. In their turn, time and space of memory are
comparable to those of a tale; since they are characterized by a very
low degree of resistance.

The chronotope of history would have no reason to exist without
the prevailing element of time passing by (which meaning on earth
could have a static history?). If this element, as it seems through Ivan
Babigev's words, loses its categorial significance, then we must give
in to the fact that history too may in effect not exist in as much as it
represents a state of becoming, but rather in as much as it rapresents a
state of being.

CONCLUSIONS

~1 don’t understand you —, said Alice. — It’s dreadfully confusing!

— That’s the effect of living backwards, — the Queen said kindly. — It
always makes one a little giddy at first.

— Living backwards! — Alice repeated in great astonishment. — I never he-
ard of such a thing!

— But there’s one great advantage in it, that one’s memory works both
ways.

— You can just sce a little peep of the passage in Looking-Glass House, if
you leave the door of our drawing room wide open: and it’s very like our
passage as far as you can see, only you know it may be quite different on
beyond. Oh, Kitty, how nice it would be if we could only get through into
Looking-Glass House!

These passages from Alice in Wonderland, particularly from the
chapter Through the Looking-Glass, might serve as epigraphs of

6 For the use and concept of space in a tale, see V1. Ja. Propp’s many works, and
Lichagev 1973.
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Olesa’s novel; where Ivan Babi¢ev and Nikolaj Kavalerov wish o live
backwards. The narrator’s time of memory, which characterizes Ka-
valerov-narrator’s skaz in the first part of the novel, gives a proof of
it. The connection with the past is always rehestablished by memory;
this connection becomes stronger as the future, turned into actuality,
almost always succeeds in betraying illusions and hopes of the past
and the present.

Ivan Babi¢ev’s and Nikolaj Kavalerov’s memories form a hipo-
thetical temporal plane, since the idealized past lies in a very difficult
relationship with the plane of real time.

Envy emphasizes the contrast between the time of memory, which
is private and personal, and the time of history, which is public. The
first constitutes a category of the interior, the second of the exterior.

In a situation of standstill (even entropy), or at least of un-
disruptive progress, public and private categories may coexist and in-
dividualize common purposes; but they are generally irreconcilable,
the more so during epochs of essential changes. At such a moment the
relations between time and guilt, time and responsability, memory and
a new creation, life and death, partecipation and indifference as an
alternative variant of death itself, come to the fore.

Often, this basic irreconcilability realizes itself in the archetypal
motif of the clash of generations; to which is also frequently asso-
ciated the motif of the failure of return to an illusorily idyllic past.
Olesa has not avoided this rule.

Nikolaj Kavalerov’s and Ivan Babigev's errors, that predestine
them to a defeat, consist in the fact that they do not perceive the
objective temporal order of events, to which we have sometimes to re-
fer independently to our. personal experience of time. What is happe-
ning in the present works to make man'’s time of experience. On the
contrary, the series of past and future events are organized in accor-
dance with the psychological categories of memory and expectation:
the past is the present memory of something which has already been;
future is the present expectation of something which has not yet been.

Artists express their personal experience of time, which privileges
the qualitative rather the quantitative aspect of it.
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