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CHAPTER I 

INTRODUCTION 

Ivan Sergevich Turganav is recognized as one of 

the great writers of Russian literature during the nine

teenth century. Through his literary achievements he ef

fected social and political changes recognized in the eman

cipation of the serfs, and his literary art is sometimes 

overshadov/ed by his influence in these changes. Therefore, 

more attention as a creative writer whose magnificient 

ability captivates his readers should be awarded Turganav. 

Without this artistic ability as a writer, Turganav could 

have had little, if any, influence in the political aura 

or in the social structure of Russia, because he was not 

a man of action, nor did he live in Russia during the time 

his influence was felt. His exalted expressions through 

language create an image of the Russian way of life by ex

posing subtle aspects of that life which he found impor

tant. Catherine Radziwill makes this observation on 

Turgenev's finesse as a writer and a teacher: "He has 

taught without preaching, simply by pointing with his 

finger to the many things which he believed it his duty 

to set right, and he died as he had lived, loving Russia, 

and this Russian people he had been one of the very few 



to understand.'.' 

It is my aim in this study of Turgenev's novel 

Rudin to discover patterns of imagery v/hich he derives 

from nineteenth-century Russian society, -including his 

own philosophy of life. In defining patterns of imagery, 

I include those pictures of life and people and their re

lationships which Turgenev holds up to the reader by means 

of comparison or of allusions to some other aspect of 

life—in effect, that image he portrays of life and its 

meaning. Therefore, one may deduce from the patterns of 

imagery in Rudin themes which reveal Turgenev's partic

ular interests in the Russian way of life. 

Chekhov criticized Turgenev, and others, for ex

cessive use of metaphor and simile: "'To v/rite with 

talent is to write with brevity, to talk briefly about 
2 

things.'" Chekhov thus objects to one of Turgenev's su

preme talents: his impeccable ability to paint pictures 

with words. Turgenev conveys a subtle didactic theme while 

pleasing-and intriguing the reader, and while relating 

those significant values of life he found around him. The 

vrriter who is a real artist can effectively make use of 

-̂ Catherine Radziv/ill, "Ivan Turgenev," The Commonweal, 
XIV (August 1931), 362. Hereafter cited as Hadziwili. 

^Quoted by Ernest J. Simmons, Introduction to Russian 
Realism (Blooraington: Indiana University Press, 1965j, 
p. 155. 



figures of speech, especially the metaphor, because of 

their suggestiveness. Such a writer may create a lasting, 

grandiose work of art which relates to any age. Caroline 

Spurgeon recognizes that "great metaphor in great poetry 

moves and stirs us in a v/ay impossible to account for 

purely rationally and logically."^ Robert Heilman also 

supports my counterattack on Chekhov by stating that "the 

dramatist's basic metaphor is his plot. All of his meta

phors are valid parts of his total meaning, the search for 

which must include a study of the relationship among the 

parts. All the constituent metaphors must be related to 

the large metaphor which is the play itself." Heilman's 

statement about the significance of metaphor in drama, 

like Spurgeon's statement about metaphor in poetry, is 

applicable to the novel. Because of his ingenious employ

ment of metaphor and other literary devices yielding a 

vivid imagery pattern, Turgenev has the reputation of a 

classic writer. According to Janko Lavrin: "Despite the 

changing literary fashions, Turgenev can still face the 

test of severest revision without being in danger of 

Caroline Spurgeon, Shakespeare's Imagery and \Yhat It 
Tells Us (Boston: Beacon Press, 195^), p. 7. CPirst pub
lished in 1935 in Great Britain at the University Press, 
Cambridge.) Hereafter cited as Spurgeon. 

Robert Bechtold Heilman, This Great Stage; Image and 
Structure in "King Lear" (Seattle: University of Washington 
Press, 1963;, pp. 11-12. (First published in 1948 by 
Louisiana State University Press.) Hereafter cited as 
Heilman. 

file:///Yhat


forfeiting his acknowledged position—that of a world 

classic."^ 

An evaluation of Turgenev's language in Rudin yields 

patterns of imagery through symbols of nature and qualities 

of the characters. At the same time, he reflects an image 

of Russian society which frustrated him, and which he hoped 

to expose. According to Carolyn Spurgeon, an image connotes 

"any and every imaginative picture or other experience, 

drawn in every kind of way, which may have come to the poet, 

not only through any of his senses, but through his mind 

and emotions as well, and which he uses, in the forms of 

simile and metaphor in their widest sense, for the purposes 

of analogy." Turgenev evokes images of the Russian person

ality through recurring allusions to musical and literary 

selections; he exposes his characters through language, the 

complex characters more often using metaphor as an eloquent 

method of expression, the less complex characters usually 

being endowed with the simile as a means of expression. 

Turgenev is'quite concerned with the appearance of his char

acters, very often using color of hair and clothing as a 

symbolic revelation of personality. The recurring use of 

color words stirs the emotions and develops the various 

•̂ Janko Lavrin, Studies in European Literature (London: 
Constable and Co., Ltd., 1929J, p. 79. Hereafter cited as 
Lavrin. 

Spurgeon, p. 5. 
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moods of the story. Another devise, used to indicate 

change in mood, is Turgenev's landscape variations and 

weather changes. These changes often serve to reinforce 

the plot or enhance a situation or a character. Turgenev 

renders a pattern of thematic imagery by contrasting 

Rudin's philosophical viewpoints with those of stronger, 

but less philosophical characters. A contrast of these 

characters reveals Turgenev's concern for the intellectual 

but useless man, who finds no place in society—the super

fluous man. In determining the types of imagery predomi

nate in Rudin, I am concerned with imagery formed through 

recurring words of color, through the role of nature, 

through types and classes of people and their relationship 

to one another, and through various themes dealing with 

love, the superfluous man, and a useless society, themes 

which ultimately encompass a pattern of thematic imagery. 

Turgenev's childhood had a great bearing on the 

philosophical outlook expressed in his works of literary 

art. Because the thematic imagery pattern in Rudin re

flects his philosophy, it is requisite to recall some events 

in Turgenev's life as a child v/hich influenced him as a 

writer. His mother was capricious and merciless. His fa

ther was weak and inaccessible, prone to carousing in the 

company of disreputable women. Being almost entirely under 

the control of a domineering mother, Turgenev had little 

opportunity to develop independence. That he portrayed the 



strong woman in contrast to the weaker man is possibly a 

carry-over from his homelife. D. S. Mirsky observed that 

the majority of Turgenev's novels portray "the strong, 

pure, passionate, and virtuous woman, opposed to the weak, 

potentially generous, but ineffective and ultimately shal-
7 

low man." The pure, passionate, virtuous woman probably 

reflects his lifelong love for the singer Pauline Viradet 

and unfolds those equalities he would have desired in his 

mother. Edward Garnett points out the effects of repri

mands imposed on Turgenev: "The natural loathing of the 

soft, poetic, and impulsive boy for tyrannical harshness 

was accentuated by his parents', especially by his moth

er's, severity, unmerited whippings and punishment being 

his portion in the noble and opulent country house at 
o 

Spasskoe." And according to Bernard Guerney, more severe 

impressions v/ere left by Turgenev's grandmother, who 

"clubbed a serf to death with her own hands for having been 

too slow in fetching some trifle, and his mother thought 

nothing of personally knouting a serf or exiling him to a 

remote village and separating him from his v/ife and chil

dren, and never accorded any serf the dignity of his real 
^D. S. Mirsky, A History of Russian Literature, ed. 

Francis J. Y/liitfiald (New York: Alfred A. Kjiopf, 1949), 
pp. 192-193. Hereafter cited as riirsky, 

o 

Edv/ard Garnett, Turgenev, introd. Joseph Conrad (New 
York: Kennikat Press, 1924), p. 27. Hereafter cited 
as Garnett. 
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Christian name." One wonders at Turgenev's ability to 

write without bitterness after experiencing in his youth 

almost daily beatings and "scenes of uncurbed seigniorial 

despotism [which] left a lifelong mark on the soul of 

the future v/riter and were the cause of his hatred for 

and revulsion against serfdom." 

In 1837, Turgenev left Russia, after being gradu

ated from the University of St. Petersburg, to study 

philosophy in Berlin, where he became Westernized: "'At 

the risk of losing much that was dear to me . . .1 

plunged headlong into the "German-Sea" which I expected 

to purify and to regenerate me. V/hen I finally emerged 

from its waves I nevertheless found myself a Westerner, 

and a Westerner I have remained.'" 

The theme in Rudin of a man educated in Germany but 

living in a Russian society reflects Turgenev's ideas on 

Russian mores of the nineteenth century. He very subtly 

exposed his own feeling of superfluity through Rudin and 

has the Superfluous Man say in The Diary of a Superfluous 

Man; "'Between my feelings and my thoughts . . . there was 

^Bernard Guilbert Guerney, A Treasury of Russian 
Literature (New York: The Vanguard Press, 1943), pp. 
25I-252. Hereafter cited as Guerney. 

Guerney, p. 252. 

Quoted by A. Meyendorff, "Introduction," The Turgenev 
Family, Lime. V. Zhitova, trans. A. S. Mills. (New York: 
Roy Publishers, n.d.), p. 9. Ellipsis not mine. Here
after cited as Meyendorff. 
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a kind of senseless, ununderstandable, and unconquerable 
12 barrier.'" 

The types of imagery in Rudin suggest a need for 

educational upgrading in Russia. Turgenev went to Berlin 

to complete his studies, because he "'was convinced that 

in Russia one could obtain no more than a preliminary 

knowledge, but that real knov/ledge—its very source—was 

in the Y/est. Among the University teachers of those days 

there was not one who could have shaken me in that convic

tion. Indeed, it was v/hat they thought themselves.'" 

Turgenev's interests in the value of the Russian educa

tional system during the nineteenth century is seen in the 

contrast of Rudin, a man educated in Germany, with Daria, 

a character of high-flown society. In addition, a theme 

reflecting a need for educational upgrading is seen in the 

contrast of other characters both intellectû .1 and unedu

cated. And Turgenev reflects his interest in the role of 

the Russian peasant through the benevolent actions of the 

virtuous .and efficacious Alexandra, an indirect reference 

to his desire for educational as well as social upgrading. 

A lucid statement about Russian life confirms 

Turgenev's personal convictions and his supreme honesty 

portrayed in all his works; "'That particular phase and 

12 
Quoted by Helen LTuchnic, An I n t r o d u c t i o n t o Russ ian 

L i t e r a t u r e (Nev/ York: Double day and Company, I n c . , 1947) , 
p . 1 3 9 . I T e r e a f t e r c i t e d a s LIuchnic. 
•^^Meyendorff, p. 8. 



layer of it, the serf-ov>oiing country gentry, held nothing 

that could attract me. On the contrary, nearly everything 

I saw around me was embarrassing, irritating, even re

pugnant. '" To analyze Turgenev's v/ords is to understand 

the depth of the thematic imagery in Rudin. Catherine 

Radziwill adequately describes the imagery conveyed in 

Turgenev's novels: "Y/hat he observed he described in 

simple words, v/hich left their impress on all those who 

read them, burning thara like a red-hot iron. The dormant 

instincts of love of one's neighbor and sympathy for the 

v;oes of others, v/ere av/akened in the minds of the Russian 

15 intellectual classes." 

The characters combine charm, v/it, v/eakness, and 

strength to evoke an accurate image of human nature. And 

there is no character in Rudin v/ith v/hom the reader dees 

not at some time identify. There are those v/he deserve 

pity, those who deserve praise, and those v/ho arouse dis

gust and impatience. Yet Turgenev by the end of the novel 

rescues every character so that any built-up tension or 

disappointment within the reader is alleviated. Garnett 

observes that "Turgenev's character was . . . expressed in 

four dominant traits, viz. a generous tenderness of heart, 

an enthusiasm for the good, sensitivness to beauty of form 

^Meyendorff, p. 9. 

15 
-^Radziwill, p. 361. 
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and feeling, an infinite capacity for the passion of 

love." Garnett's description of Turgenev's character is 

aptly represented in Rudin, and his perception and careful 

observation of nature are skilfully and beautifully ex

hibited. One is compelled to agree v/ith Garnett in his 

praise of Rudin as "the most perfect in form, by the har

mony of its parts and absolute grace of modelling." ' 

Ford Madox Ford shov/s the image Turgenev uncovers of him

self through his ingenious gift as a writer; "Turgenev 

carried the rendering of the human soul one stage further 

than any v/riter v/ho preceded or has follov/ed him simply 

because he had supremely the gift of identifying himself 

with—of absolutely feeling—the passions of the characters 

with v/hom he found himself. . . . And then he had the gift 

of retiring and looking at his passion—the passion that 

he had made his . . . the gift of looking at it with calmed 

eyes."-^^ 

When Turgenev wrote Rudin in 1855, he v/as confined 

to his estate in Spasskoe because the government had 

frowned on a eulogy he had written of Gogol. During his 

confinement, he had an opportunity to reacquaint himself 

with Russian life. He had a chance to compare Russian 

Garnett, pp. 33-34. 

'Garnett, p. 62. 

Ford Madox Ford, "Turgenev, The Beautiful Genius," 
The American Mercury, X̂ CCIX (September 1936), 47. Ellipse; 
not mine. 
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society with that of the Western v/orld, v/hich had so 

strongly influenced him. Pie spent many idle days remi

niscing about his youthful days as a student in Berlin 

during this two-year period at Spasskoe. Comparing his 

then useless life in Russia v/ith his active life in Berlin, 

he surely considered his ovm superfluity in Russian society. 

He v/rote in a letter to Countess Elizaveta Egorovna Lambert 

on June 10, 1856; "When I look back at my past life, it 

seems that I have done nothing more than pursue trifles."^ 

It was during his state of idleness and reminiscence that 

he wrote his first novel, Rudin. In a letter to Pavel 

Vasil'evich Annenkov on July 25, 1855, he wrote: "As a 

result of having nothing to do, I set to work and yesterday 

finished a very long story [Rudin] over which I had labored 

as never before in my life. I have no idea v/hether I suc

ceeded. The idea is good, but the execution—that is the 

• 4- 1120 mam point." 

Rudin is the story of a young Russian who v/as edu

cated in 'Berlin. After his return to Russia, he tries to 

become a useful component of Russian society. His elo

quence attracts the attention of all the dinner guests at 

the country estate of Daria Mikhailovna Lasunskaya. During 

—j-g 
Ivan S. Turgenev, Turgenev's Letters: A Selection, ed. 

and trans. Edgar H. Lehrman (Nev/ York: Alfred A. Knopf, 
1961), p. 75. Hereafter cited as Letters. 
20 
Letters, p. 71. 
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his stay there, he falls in love with her daughter, 

Natalia. When he must prove his strength in opposing her 

mother, he is unable to cope with the problem. He finds 

that his philosophy, implying strength and wisdom, fails 

him. Being forced to flee from Natalia's love, he travels 

around trying various occupations, including business and 

teaching. Yet he can find no place for himself, because 

his ideas do not coincide with those of other Russians. 

It appears that Rudin will die poverty-stricken, but the 

author allows his superfluous man to reach, to some degree, 

a position of honor when he dies on a barricade in Paris 

in 1848. 

A contrast betv/een Rudin and each of the other 

characters exposes several problems existing in Russia, in

cluding Rudin's superfluity in such a society. Turgenev 

subtly and perhaps unconsciously evokes images of Russian 

life v/hich are not seen in the v/erks of ether writers of 

that period. Henry James writes about Turgenev's charac

ters, v/ho are integral components of his image of Russian 

life: 

Character, character expressed and exposed, is in all 
these things [his literary works] v/hat we inveterately 
find. Turgenieff's sense of it was the great light 
that artistically guided him. . . .No one has had a 
closer*vision, or a hand at once more ironic and more 
tender, for the individual figure. He sees it v/ith its 
minutest signs and tricks—all its heredity of idiosyn
crasies, all its particulars of v/eakness and strength, 
of ugliness and beauty, of oddity and charm; and yet 
it is of his essence that he sees it in the general 
flood of life, steeped in its relations and contacts, 
struggling or submerged, a hurried particle in the 
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stream. . . . He understands so much that we almost 
wonder he can express anything; and his expression is 
indeed v/holly in absolute projection, in illustration, 
in giving of everything the unexplained and irrespon
sible specimen. . . . The element of poetry in him is 
constant, and yet reality stares through it without 
the loss of a wrinkle. No one has more of that sign' 
of the born novelist which resides in a respect un
conditioned for the freedom and vitality, the abso
luteness when summoned, of the creatures he invokes; 
or is more superior to the strange and second-rate 
policy of explaining or presenting them by reprobation 
or apology—of taking the short cuts and anticipating 
the emotions and judgments about them that should be 
left, at the best, to the perhaps not most intelligent 
reader. ̂-'-

Turgenev was aware of his creative genius. In a 

letter to Elizabeth V L'vov in 1877, he implies self-

complacency; "Apparently you regret that you have fre

quently run into ideas that seem to be yours. A true 

creative writer, v/ho thinks in images, would never have 

22 felt any such thing." 

21 
Henry James, "Ivan Turgenieff," Russian Literature and 

Modern English Fiction; A Collection of Critical Essays, 
ed. and introd. Donald Davie (Chicago; The University of 
Chicago Press, 1965), p. 52. 

?? 
Letters, p. 302. 



CHAPTER II 

RECURRING COLOR IMGES 

The images in Rudin reflect Turgenev's profound 

perception through recurrent color words. He rarely omits 

color in describing the appearance of his characters or in 

painting a particular landscape scene. Very often color 

provides a means for setting a mood or stirring the emo

tions of the reader. Turgenev once made the statement; 

"'I am interested in one thing only; the physiognomy of 

life and its truthful representation and I am entirely in

different to mysticism in all its forms.'"^ Color is one 

of the various vehicles Turgenev employs to represent a 

true physiognomy of life, and it is of primary importance 

in evoking a particular image of his characters. 

In the first paragraph of Rudin, Alexandra Pavlovna 

Lipina's gown of "v/hite muslin" symbolizes very subtly, but 

accurately, her purity and humility. She takes her morning 

walk in an atmosphere of enchantment; "All around her, 

over the tall supple rye, long v/aves ran with a gentle 

rustle, speckling it with successive silvery-green and red-

24-dish patches," V/ith color Turgenev conveys the most 

2^ 
Quoted by Karl Stern, "Only A Genius," rev. of David 

Magarshack's Turgenev; A Life (llev/ York, 1954), The Co.Timon-
weal, LX (September 1954), 612-613. Hereafter cited as 
Stern. 

Ivan S. Turgenev, "Rudin," The Vintage Turgenev, trans. 
Harry Stevens (Nev/ York: Vintage Books, 1950j, II, 149. 
Hereafter cited as Rudin. 

14 
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serene time of the year, early summer, when the lye is 

beginning to ripen. 

Upon reaching the hut of the sick peasant woman, 

Alexandra is greeted by a senile peasant v/ith a "white 

beard." She goes inside a ramshackled hut to find a 

sickly old peasant woman with a "yellow and furrowed 

face." The words white and yellov/ elicit a vivid and ac

curate image of two people, one very old and the other 

25 

quite sickly. ^ After reading only two pages of Rudin, 

one is av/are of the depth of Turgenev's perception and 

of his awareness of the world around him. 

After taking leave of the old peasant, Alexandra 

encounters another important character, Mikhail Mikhailich 

Lezhniov, a rich, educated bachelor farmer of the neigh

borhood. He is dressed in "an old coat of coarse gray 

linen and a cap of the same material. . . . His face v/as 

broad and with no color in the cheeks, with its small, 

pale gray eyes and fair whiskers, it matched the hue of 
2fi 

his clothes." Lezhniov, with non-colored cheeks and 

prevailing gray on his back and in his eyes, evokes the 

image of a man who is conservative and independent. His 

appearance suggests that he has little need to be a part 

of society. He leaves Alexandra rather hurriedly after 

^^Rudin, pp. 149-150. 

Rudin, p. 151. 
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a short dialectical conversation. As he leaves, his ap

pearance reminds her of a sack of flour; "Hunched up, 

dusty, with his cap on the back of his head and strands 

of yellow hair poking untidily from under the cap, he 

certainly did look like a large sack of flour." ' 

Turgenev probably intends the yellov/ hair to evoke an 

image of a superior man both physically and mentally—a 

common belief in Europe for many centuries. 

Turgenev skilfully acquaints his readers with 

characters who live in the neighborhood while Alexandra 

fulfills her philanthropic mission to and from the peas

ants' hut. After leaving Lezhniov, she meets her brother 

(Volintsiev) and Konstantin Diumidich Pandalevsky, a mem

ber of her neighbor Daria's household. Konstantin v/ears 

"a light gray hat," which evokes a softer and more deli

cate appearance than Lezhniov's coarse gray linen cap. 

Konstantin has "thick crimson lips . . . [and] hair as 

black as pitch." Unlike Lezhniov's, Konstantin's appear

ance suggests his need to be a part of society. He is 

pleased to walk in a setting of a "dense green of old 

limes and maples" with a lady as beautiful as Alexandra, 

with "velvety hazel eyes" and "golden auburn hair." The 

image of Alexandra and Konstantin's v/alking in the dense 

^^Rudin, p/152. 

2S 
Rudin, p. 153. 
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green of limes and maples evokes a benign feeling, and a 

possible love affair is suggested when Alexandra keeps 

the "beautiful wild flower" offered her by Konstantin. '^ 

Turgenev's skill in creating an image by color descrip

tion, however, is no greater than his ability to achieve 

the element of surprise. 

In the second chapter, the other characters appear, 

with the exception of the protagonist, Rudin, The setting 

is the home of Daria, the social-minded figure of the 

story. Turgenev's long list of adjectives to describe 

Daria is not without his usual addition of color: "'Surely,' 

anyone who saw her for the first time involuntarily asked 

himself, 'surely that little, thin, yellowish, paaknosed, 

and still by no means old woman was never a beauty?'" 

Her garden, hov/ever, is a substitute for her lack of beauty 

in an atmosphere of "many old lime avenues, deep golden 

and scented, with emerald vistas at the ends, and many 

arbors of acacia and lilac. "-̂^ The suggestive value of 

color and fragrance creates multiple images by its unique 

effectiveness in appealing simultaneously to the optical 

and olfactory sensory organs. 

The intrinsic value of color to landscape and 

nature is no less intrinsic to Turgenev in his art. All 

^^Rudin, pp. 154-155. 

^^Rudin, p. 158. 

^ Rudin, p. 166. 



18 

his characters are sketched with color to symbolize a 

significant aspect of personality or emotional change. 

The French governess, I/Hle Boncourt, is a "withered old 

maid of sixty years, v/ith a wig of black hair under a 

varicolored mobcap." The wig signifies her vanity and 

perhaps a desire to be attractive to the gentlemen, A 

neighbor, Afrikan Semionich Pigasov, is a "gentleman of 

rather stocky build, with hair tousled and gray, a 

sv/arthy face, and black, shifty little eyes," His 

image is that of a middle-aged Russian whose shifty black 

eyes betray his sly and cunning habits. Finally, in the 

third chapter, appears Rudin, endov/ed with a "swarthy" 

complexion, "dark-blue eyes" and "large red hands, "-̂  

Even though Rudin's "descriptions lacked color, "-̂  his 

eloquence impresses the other characters. Color words 

describing Rudin's appearance combine with his eloquence 

to reflect a very complex individual. Because color is 

a significant part of Turgenev's descriptive language, he 

speaks of it even if he fails to indicate a specific 

color. As pointed out above, the French governess has a 

^^Rudin, p, 159. 

-^^Rudin, p. 159. 

^^Rudin, p. 169. 

^^Rudin, p. 175. 

^^Rudin, p. 178, 
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varicolored mobcap, Lezhniov has no color in his cheeks, 

and Rudin's descriptions lack color, 

Turgenev also employs color as a means of showing 

emotional changes within a character. Facial expression 

exposes Natalia's emotional reaction to Rudin's eloquent 

orations: "Natalia's face was tinged with a crimson 

flush and her eyes, fixed immutably on Rudin, now dark-

•37 

ened, now glittered,"-" During a rather heated dialec

tical discussion, Pigasov's expression evinces animosity; 

"Pigasov all but shrivelled with malice, and his yellowish 

face turned v/hite,"-̂  

Another use of color words is as a descriptive 

device to reinforce the plot. For example, during a dis

cussion of Rudin's character, Alexandra says to Lezhniov; 
39 "•You've gone quite red, you're quite agitated.'" 

Earlier, she had told him; "'You know you can paint the 

lives of the finest men in such terrible colors'"; this 

remark serves to prove that Turgenev was well aware of 

v/hat he v/as doing in using color v/ords to intensify the 

situation or to characterize the personages in his novels. 

As Rudin grows old, Turgenev intimates a feeling 

of hopelessness; Rudin's desire to become beneficial to 

^^Rudin, p. 174. 

^^Rudin, p. 175. 

^^Rudin, p. 201. 

^^Rudin, p. 194. 
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humanity was yet to be accomplished; "He had grov/n yellow 

during the past two years; threads of silver shone here 

and there among his curls, and his eyes, still handsome, 

seemed to have grov/n dim." The feeling of hopelessness 

becomes a reality in the end, even though Turgenev strives 

to alleviate Rudin's uselessness to society. He leaves 

the image of a man v/ho fought and died for his ideals: 

"On the shattered body of an overturned omnibus, appeared 

a tall man in an old coat belted v/ith a red scarf, and 

with a strav/ hat on his gray, disheveled hair. In one 

hand he held a red flag, in the other a blunt and crooked 

saber."^ The red scarf and the red flag symbolize a man 

who, even though old, remained courageous and v/illing to 

make the ultimate sacrifice for those things in which he 

believed. Rudin's death evokes a v/eeful atmosphere, but 

effects an heroic image. 

Closely related to color is its variance of light

ness and darkness. In a metaphorical and subtle expres

sion, Turgenev describes Natalia's disillusionment with 

love; "Natalia recalled her childhood, when on her eve

ning walk she had alv/ays tried to go in the direction of 

the lighted rim of the sky, tov/ard the spot where the 

sunset was burning, and not toward the dark side. Dark 

was the life that now lay before her, and she turned her 

^•^Rudin, p. 256. 

^^Rudin, p. 270. 
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back on the light. "^^ The light was Rudin, who had en

lightened her especially in the areas of literature and 

philosophy as well as love. 

Turgenev is especially effective in painting 

colorful landscapes, as seen in this unique picture of a 

sunset: "The sun had already set; in the west v/here it 

had gone down, a streak of pale golden lemon hue extended 

along the horizon. "^^ His description of the sunset with 

its "golden lemon hue" lacks the usual red or orange col

ors, and once again exemplifies Turgenev's unique effec

tiveness through language. 

His extraordinary language, especially with color 

words, may be observed by comparing his landscape des

criptions with those of the great classic writer Goethe, 

The following landscape scene in Leiden des Jungen Werthers 

lacks color; the effectiveness of his landscape, even 

though drawn with impeccable skill and perception, varies 

noticeably from Turgenev's; 

Eine .wunderbare Heiterkeit hat meine ganze Seele ein-
genommen, gleich den siissen Fruhlingsmergen, die ich 
mit ganzen Herzen geniessa, , , , Ich bin so gliicklich, 
main Bester, so ganz in dem Gefiihle von mihigem Dasein 
versunlcen, dass meine Kunst darunter leidet, Ich 
konnte jetzt nicht zeichnen, nicht einen Strich, und 
bin nie ein grosserer Maler gewesen als in diesen Au-
genblicken, Wenn das liebe Tal um mich dampft, und 
die hohe Sonne an der Oberflache der undurchdring-
lichen Finsternis meines Waldes ruht, und nur einzelne 

^•^Rudin, p, 243. 

^^Rudin, p, 246, 
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Stralilen sich in das innere Heiligtum stehlen, ich 
dann im hohen Grase am fallenden Bache liege, und 
naher^^an der Erde tausendmannigfaltige Graschen mir 
merkwiirdig werden; wenn ich das Wimmeln der kleinen 
Welt zwischen Halmen, die unzahligen unergriindlichen 
Gestalten der Wiirmchen, der Mckchen naher an meinem 
Herzen fiihle, und fiihle die Gegenv/art des Allmach-
tigen, , , .c-der uns in ewiger V/onne schv/ebend tragt 
und erhalt, ̂-̂  

Here Werther describes in a letter to his friend the 

beauty and serenity of the earth as he viev/s a valley in 

the morning. The landscape and beauty of the morning 

create a feeling within him v/hich could not be duplicated 

by the greatest artist in the world. V/hen the morning 

mist of the valley surrounds him and the sun pauses en 

the impenetrable darkness of the forest, he lies in the 

grass observing the countless blades and multitudes of 

insects so close to his heart. He experiences the morning 

with all its beauty and feels the presence of the Almighty, 

who keeps us a^spended in such an eternally blissful atmos

phere. Goethe's landscape description evokes primarily 

an image of Werther's rapture. V/erther's spirit is trans

formed by the exquisite beauty of the landscape, and the 

image of the landscape is subordinate to the image of 

Werther, Turgenev's landscape imagery is primary and 

transforms the spirit of the reader rather than of the 

characters in the novel. 

45 
^Johann V/olfgang von Goethe, "Die Leiden des Jungen 

Werthers," Goethes Romane Und Novellen, 16 vols. (Leipzig: 
[Hans Gerhard GrafJ, n.d.j, I, 10-11, 
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To achieve a more accurate image, to reinforce a 

particular scene, or to stimulate emotion, Turgenev's use 

of color words is unmatched. His colorful pictures of a 

sunset, a stormy day, an irritated character, or a pleas

ant morning are superb. His color descriptions create a 

more intense identification v/ith a character or cause an 

emotional reverberation within the reader, !*1uchnic recog

nizes the effects of Turgenev's expressions: "He leads 

them [things he mentions in his descriptions] forth with 

epithets to stir emotions and create a mood," Among the 

most commonly used adjectives in Turgenev's epithets, color 

words are the most prevalent, and certainly they lend more 

depth to his patterns of imagery. Color, as a part of 

Turgenev's poetic eloquence, unfolds a fresh and striking 

piece of art. 

^Sluchnic, p, 129 



CHAPTER III 

MUSICAL AI'TD LITERARY ALLUSIONS 

Musical and literary allusions in Rudin expose 

particular interests among certain segments of Russian 

society during the mid-nineteenth century. Turgenev si

multaneously reflects his own broad knowledge of litera

ture and his personal musical preferences. A knowledge 

of and interest in music and literature v/ere at that time 

and are still today a very significant sign of cultural 

background to European character. 

In Rudin Daria Mikhailovna frequently entertains 

people of the neighborhood and, whenever possible, figures 

from high society. Because music maintains a high posi

tion in society, she employs a full-time pianist, 

Konstantin Diumidich, who occupies himself solely with 

the preparation for and entertainment of Daria's guests. 

She, furthermore, determines the importance of her newly-

made acquaintances by their knov/ledga of and interest in 

music. On one occasion v/hen giving a dinner party, she 

describes an expected visiter, an educated baron: "One 

can recognize him at once as a man of the world. He 

talked of Beethoven v/ith such eloquence that even the old 

Prince went into raptures." 

^^Rudin, p, 155. 
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As a lady of high standing and material means, 

Daria requires her pianist to live in her home so that he 

is available at any time. He practices those pieces of 

music suited to her taste, V/hile chatting with Alexandra 

Pavlovna, he excuses himself because "'Daria Mikhailovna 

wishes to hear a new etude by Thalberg, so I must prepare 

and study it,'" Konstantin's musical preparation is a 

significant feature in providing a favorable impression 

among Daria's dinner guests. Occasionally music provides 

a means of calming a disturbed guest, Pigasov, a frequent 

visitor, is interested in dialectics, but he lacks the 

finesse necessary for persuasion. As a means of quieting 

him in a heated discussion in which he expresses his prej

udices against women, Daria requests Konstantin to play 

the ^tude of Thalberg; "'Perhaps the sounds of music will 

tame Afrikan Semineich. For Orpheus tamed wild beasts,'"49 

The ^tude of Thalberg, however, has little therapeutic 

effect on Pigasov, because he is unable to forget his irk

some thoughts on his misfortunes in love, 

Pigasov is no mere impressed by music than he is 

by literature, even though he professes to be a well-edu

cated man, Daria retorts to his indifference by "slightly 

twisting" an expression from one of Alexander Gribeyedov's 

^^Rudin, p. 156, 

^^Rudin, p, 163. 
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plays: "'Thou, father, I see, art incorrigible, so drop 

50 
it,'"^ She then suggests that, if he does not like 

music, he must surely like literature, Pigasov's reply 

in metaphorical terms exposes his lack of respect for 

writers; "'Others haul and do all the work, but it [the 

current literature] does the groaning, • "̂ -̂  Thus Turgenev 

portrays an image of two complete opposites in the char

acters Daria and Pigasov by exposing their differences in 

musical and literary appreciation. 

References to literary works are among the devices 

Turgenev employs to convey a specific image of his charac

ters. The setting is the same dinner party given by Daria 

to acquaint the neighbors v/ith her expected guest, the 

Baron, While the other guests are waiting for his arrival, 

Daria's daughter, Natalia, grows tired of listening to 

Pigasov's shallow arguments and turns to embroidery and 

reading. She is reading the history of the crusades, a 

52 very appropriate selection for a young beautiful girl.^ 

The type .of literature Natalia reads is carefully selected 

for a girl of her social standing. Idle Boncourt provides 

her with books en travel and history, in addition to 

French novels (except those of Dumas fils and the like). 

Rudin, p. 164. 

5lRudin, p. 164. 

52Rudin, p. 167. 
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Natalia's mother and Wile Boncourt are unaware that 

Natalia has read all of Pushkin and other books that were 

earlier censured by them. In her sly reading habits, 

Turgenev creates the image of a naturally inquisitive 

mind. At the same time he portrays a common mother-daugh

ter relationship. 

Daria, as a means to impress people whom she con

siders important, throws out names of popular and influ

ential foreign writers. And she is astonished to hear 

that her guest, the eloquent, well-educated Rudin, has not 

5^ read the works of the French writer de Tequeville. 

Rudin's interests lie in a philosophic vein, author's such 

as Hegel and Kant, along v/ith other German writers of whom 

Daria has little, if any, knov/ledge. Rudin dees have one 

common interest with Daria; he appreciates music. After 

she hears Rudin's req.uest to hear Schubert's Erlkonig, she 

relaxes and becomes mere certain that she will be able to 

54 prolong Rudin's stay.^ As a guest in her heme, he often 

suggests 'that Konstantin play Beethoven, further empha-

55 sizing his devotion to German culture.-^^ 

Rudin's knov/ledge of music and literature arouses 

the interest of Daria's guests. The eloq_uence of his 

^^Rudin, p. 174. 

^^Rudin, pp. 176-177. 

^^Rudin, p. 191. 
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metaphorical expressions especially intrigues Natalia; 

"'Poetry is the language of the gods. . . . But poetry 

is not to be found only in verse; it is spread every

where, it is all around us. . . . Look at these trees, 

this sky—all things breathe beauty and life; and where 

56 there is beauty and life, there is poetry.'"-^ Turgenev 

exposes his poetic ingenuity through Rudin's eloquence, 

for which Maurice Baring appropriately expresses his 

appreciation; "What time can never take away is the 

57 beauty of his language and the poetry in his v/ork." 

Again Turgenev metaphorically identifies Rudin's 

eloquence with fine music; ."Rudin possessed what is per

haps one of the highest secrets—the music of eloquence. 

By striking certain strings of the heart, he was able to 

58 
make all the others tremble and vaguely echo," Rudm's 

extended visit at Daria's estate provides him the oppor

tunity to become more intimately acquainted with the 

seventeen-year-old Natalia, whom he entertains by reading 

Goethe's -Faust, and selections from Hoffmann, Bettina von 

Arnim, and Novalis; "Rudin was thoroughly steeped 

in German poetry, in the German romantic and philosophical 

^ Rudin, p, 189. Last ellipsis not mine, 

^'Maurice Baring, Landmarks in Russian Literature 
(New York; Barnes and Noble, I960;, p,T4. Hereafter 
cited as Baring, 

^^Rudin, p, 178. 
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world, and drew her with him into those forbidden 

59 lands," As a student in Germany, Turganav himself had 

become thoroughly immersed in German literature and phi

losophy. There he became friendly with the Russian 

philosopher Bakunin, after v/hom he patterned his protag

onist, Rudin. 

While Natalia's relationship v/ith Rudin develops, 

Alexandra and Lezhniov become more intimately acquainted. 

Because Lezhniov, a neighboring rich area farmer, at 

first appears reticent, the intellectual exertion which 

he later displays in the form of metaphor astounds 

Alexandra. He explains to her his former talent as a 

lover; "'I v/ould embrace her [a young lime tree] slender 

and shapely trunk, and I felt that I v/as embracing all 

nature, and my heart would expand and would be moved as 

though all nature really v/ere pouring into it.'" He 

enhances the situation by telling her that he even wrote 

poetry and "a complete play, in imitation of Manfred." 

Turgenev -carefully endev/s his educated characters with a 

^^Rudin, p. 197. 

Avrahm Yarmelinsky, Turgenev; the Man, His Art, and 
His Age (New York; Collier Books, 1961), pp. 50-70. 
Hereafter cited as Yarmelinsky. 

•̂''Letters, p. 139. 

^^Rudin, pp. 206-207. 

^^Rudin, p. 207. 
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wide range of literary knowledge, often expressed meta

phorically, in order to create the image of a highly ed

ucated or v/ell-rounded individual. 

Alexandra learns from Lezhniov that he has at one 

time been not only a classmate, but a personal friend of 

Rudin. During their conversation, Lezhniov has another 

chance to expose himself as a well-read individual when 

he describes Rudin's mother; "'The gentlemen of the 

Pechorin school will tell you that we always love those 

who themselves have little capacity for love; but it seems 

to me that all mothers love their children.'"^ Lezhniov 

not only reflects his literary interests, but he shows an 

understanding of love and a compassion for people which 

Alexandra has not seen before. Turgenev utilizes the 

element of surprise by revealing the seemingly drab, reti

cent Lezhniov to be a former philosophical schoolmate of 

Rudin. 

Literature plays an important role in the lives 

of most of the characters in Rudin. Volintsiev, however, 

who competes with Rudin for Natalia's love, does not share 

this particular interest; "He felt no attraction to lit-

65 
erature and was simply afraid of poetry." -̂  He, never
theless, during the times of deep depression v/hen he is 

^^Rudin, pp. 193-194. Pechorin is the hero of Mikhail 
Lermontov's novel A Hero of Our Time. 

^^Rudin, p. 218. 
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convinced that he cannot reap the joys of Natalia's love, 

gives it- some thought. Y/hile revealing his fear and dis

appointment in his pursuit of Natalia, he ironically 

quotes lines from the minor Russian poet Aibulat: 

And to the end of the mournful days 
Neither proud experience nor prudence 
Will ever shatter with their hands rr 
The bloody lives of forget-me-nots. 

Because of Natalia's intrigue for and attraction to Rudin, 

Volintsiev feels frustration and despair. His despair, 

however, soon ends when Rudin cannot fulfill his intentions 

of love for Natalia, And it is a time of remorse for 

Natalia when she turns to Pushkin for condolence: 

He who has felt, who has been disturbed 
By the spectre of irrevocable days , . , 
For him no longer is there enchantment. 
He is gnav/ed by the serpent of recollection 
He is corroded by remorse, , . . ' 

These literary allusions ironically provide a means of 

escape for the built-up emotions of Natalia and Volintsiev. 

In order to connote a specific personality trait, 

Turgenev often compares his characters v/ith literary per

sonalities of the past. These allusions suggest a special 

image while avoiding blunt and lengthy descriptions. 

Turgenev commends Rudin for net "playing the Lovelace," 

the knave who seduces Clarissa by trickery in Samuel 

^^Rudin, p. 219. Aibulat was the pseudonym of K. II 
Rozen, 

67 Rudin, p, 243, Ellipses not mine. 
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Richardson's novel of 1747. On another occasion, Rudin 

compares his feelings with those of the sixteenth-century 

6Q 

Spanish hero, Don Quixote. ^ Pigasov exposes his igno

rance of philosophy by ridiculing Hegel and Kant.'^^ He 

states ironically that Rudin is "'the very image of a 

71 
character out of a Russian novel.'" Alexandra supposes 

that Lezhniov thinks Rudin a "Tartuffe," Moliere's relig

ious hypocrite. Lezhniov refers to Daria as a "female 

72 

Maecenas," the ancient patron of literature.' And he 

compares Rudin to "Demosthenes before a raging sea; . . . 

[and to] the tousle-haired poet Subbotin."'-^ These allu

sions support Miss Spurgeon's theory that imagery "gives 

quality, creates atmosphere, and conveys emotion in a way 

no precise description, however clear and accurate, can 
74-possibly do." 

In addition to those literary allusions occurring 

in the dialogue of the characters, Turgenev employs dra

matic allusions to provide appropriate material for a 

^^Rudin, 

^^Rudin, 

'^^Rudin, 

Rudin, 

72 
Rudin, 

'̂ R̂udin, 

74 ^Spurge 
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setting. No doubt he reflects a true image of Russian 

life through his artistic detail. Pictures from scenes 

representing two works of contemporary writers convey 

messages to newcomers at a local post station; "If the 

walls of the posthouse waiting-room are adorned with pic

tures representing scenes from [Pushkin's narrative poem, 

1822,] the Caucasian Prisoner or portraying Russian 

generals, you can get horses quickly; but if the pictures 

depict the life of the well-known gamester Georges Germany 

[hero of a melodrama by Victor Ducange, 1827], the trav

eler need not hope for an early departure."'^ In the pest 

station where Rudin by chance meets Lezhniov for the last 

time, Rudin observes the walls to determine v/hether there 

are horses available for rent; "The room Rudin entered 

was hung with these very pictures from Thirty Years, or 

The Life of a Gamester [Ducange's melodrama]," 

Allusions to musical and literary selections in 

Rudin, consequently, reflect an image of Russian life, 

particularly of Russian aristocratic society. These allu

sions were especially significant to Turgenev's contempo

rary nineteenth-century readers, because they could readily 

identify v/ith characters popular in their own day. And 

Turgenev's allusions can be appreciated by the twentieth 

^^Rudin, p. 255. 

^^Rudin, p. 256. 
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century historians, sociologists, and literati because 

he portrays a vivid and true picture of life in Russia. 

As Catherine Radziwill observes, "one can form [from the 

novel] a very true and real image of what life was in 
77 

the country in pre-war Russia." 

'̂ '̂ Radziwill, p. 362. 



CHAPTER IV 

LANDSCAPE AND NATURE 

As a painter of pictures with words, Turgenev is 

impeccable. His exquisite landscape descriptions and 

pictures of nature are so unique and vivid that one imag

ines them as real. That he was an artist is a t2ruth rec

ognized by many critics and authors. The novelist Joseph 

Conrad comments: "Turgenev's Russia is but a canvas on 

which the incomparable artist of humanity lays his colours 

and his forms in the great light and free air." Turgenev 

often utilizes various forms of nature to symbolize an 

ominous, anxious, felicitous, or harmonious meed. The 

significant role which nature plays in Turgenev's v/riting 

shows itself in the oscillation betv/een floating smoky or 

light clouds and masses of milky-colored clouds; betv/een 

arbors of acacia and lilac and clinging burs and blackened 

nettles; betv/een trees v/hich breathe beauty and life and 

and the apple tree broken dov.TL by the v/eight and quantity 

of its fruit; between singing skylarks and fussy twit

tering ladybirds; between whistling and howling v/inds and 

a breeze causing a gentle rustle of the rye; betv/een re

mote barren fields and fields of tall supple rye; betv/een 

the clear hot sun and the sun playing through glittery 

' Quoted by Garnett, p. vii. 
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traces of rain; between grass flooded with emerald and 

golden leaves and grass which drinks in moisture; and 

between the clear unveiled sky and the clouded or moonlit 

sky. Personification as exemplified through the grass' 

drinking moisture is characteristic of Turgenev's genius. 

Lavrin, aware of Turgenev's special talent, says: "He 

permeates his jottings with ease and grace, v/ith delicate 

simplicity and with descriptions of nature which are full 

of original touches even ŵ hen their subject matter is con

ventional. Turgenev's landscape is usually imbued with a 

tender personal intimacy. He has an eye for shades and 

for lyrical details which would escape an average ob-

79 server." 

Turgenev employs every aspect of nature to enrich 

the esthetic flow of language and to advance the intrigue 

of the plot. The image he creates of a summer morning 

during the opening paragraphs of Rudin is rich in sensory 

sensations. VThile Alexandra takes a leisurely walk, the 

sky is clear, the fields glisten with dew: "a fragrant 

freshness breathed from the recently awakened valleys, and 

in the forest, still damp and soundless, the little early 

birds were singing merrily. On the crest of a rolling 

hill, which was covered from crest to foot with newly 

ripened rye, was a small village. . . . All around her. 

70 
Lavrin, p. 62. 
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over the tall supple rye, long waves ran with a gentle 

rustle, speckling it with successive silvery-green and 

reddish patches; skylarks were singing av/ay high above 
80 

her." Recently awakened valleys breathing a fragrant 

freshness personify Alexandra's mood as she carries out 

her philanthropic errand. In addition, it suggests her 

calm, yet elated feeling combined with self-complacency, 

as she encounters other characters of the novel. 

The effects of nature's erratic habits in Rudin 

stir the emotions and symbolize an approaching love 

affair. Natalia's mood fluctuates upon her first thought 

of loving Rudin. Turgenev symbolizes her anxieties in 

his eloquent description of a sudden rain fall and the 

aftermath: 

The day was hot; it was a bright, a radiant day, 
though there had been a few fine shov/ers. Low, smoky 
clouds floated smoothly across the sky, net veiling 
the sun, and occasionally dropped the copious floods 
of a sudden and momentary downpour ever the fields. 
The large, glittering drops were scattered rapidly, 
with a dry patter, as though they v/ere diamonds; the 
sun played through their glittering tracery; the 
grass, "recently troubled by the v/ind, nev/ did not 
stir as it avidly drank in the moisture; the fresh
ened trees languidly rustled all their leaves; the 
birds did not cease singing, and it was a joy to 
hear their fussy twittering against the fresh roar 
and rattle of the onward speeding rain. The dusty 
roads smoked and were lightly speckled with the sharp 
blows of the frequent sprinkles. But nev/ the little 
cloud passed over, a breeze sprang up, the grass began 
to be flooded v/ith emerald and geld , , , clinging 
to one another, the leaves of the trees grew trans
lucent, . , , A pungent scent arose from everything. 

^^Rudin, p, 149. 
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The sky v/as almost clear when Natalia went into the 
garden. It was vivid with freshness and stillness, 
that modest and happy stillness to v/hich the heart of 
man responds v/ith a sv/eat languor of secret sympathy 
and indefinite desire. 

Nature's irregular changes suggest the vacillation of 

Natalia's mood. She at first feels anxious, then whim

sical, and then invigorated among the splendors of nature, 

but at no time does she have a secure feeling. In this 

tense setting, Turgenev prepares the reader for Rudin's 

sudden appearance in the garden. The great Russian critic 

Belinsky aptly "'praised Turgenev's precise observation, 

his capacity for grasping the essence and the peculiari

ties of each character, and his superb artistry in re

vealing, the causes and effects of human actions and in 
Op 

describing nature,'" 

While Turgenev symbolizes a pleasant day without 

discord by painting a clear sky, he inversely paints a 

cloudy sky to prepare the reader for a trying situation. 

He chooses a remote, wasted, and almost haunted area 

where Natalia meets Rudin in order to resolve the prob

lem arising from their contemplated marriage; 

The Avdiukhin Pond, v/here Natalia had proposed to 

me et Rudin, had long since ceased to be a pond. It 

^^Hudin, pp, 210-211, Ellipses not mine, 

^^Quoted by Marc Slonim, The Epic of Ru.ssian Literature; 
From Its Origin Through Tolstoy Uiew York: Oxford Univer
sity Press, 19^0),p, ^bj. Hereafter cited as Slonim. 
In Rudin, the character Pekorsky is based in part upon 
Belinsky (Yarmolinslcy, p. 85). 
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had burst its banks some thirty years before, and so 
it had fallen into neglect. Only by the flat and 
shallow bottom of the ravine, once covered v/ith oily 

. slime, and by the remnants of the dam, could one have 
guessed that a pond had once been there. . . . Two 
great pines stood as a reminder of the farmstead; the 
wind everlastingly roared and hov/led gloomily among 
their lofty, meager green. . . . Among the people of 
the district mysterious rumors circulated of a ter
rible crime that v/as said to have been committed at 
the feet of these pines . . . . It seemed even mere 
gloomy and lonely because of the proximity of a se
nile oak wood that had long since withered and died. 
The scanty gray shells of the enormous trees hovered 
like the despondent phantoms over the lew, bushy 
undergrowth. They were a dreary sight: they looked 
as though wicked old men had come together to ponder 
on some evil design. . . . 
The sun had long risen when Rudin arrived at the 

pond . . . . Compact masses of milky-colored cloud 
veiled all the sky; whistling and hov/ling, the wind 
drove them along rapidly. Rudin began to v/alk back
ward and forward over the dam, which was covered with 
clinging burs and blackened nettles."3 

In this apprehensive setting, Turgenev creates a feeling 

of awesome fear. Such a vivid image of the setting where 

Rudin meets Natalia suggests that their love affair can 

amount to no more than a stormy, clouded affair interrupted 

by intermittent stings from burs and nettles. Turgenev's 

aesthetic quality is superb; Belinsky accurately affirms 

that a "new master is in the field, 'a painter of reali

ties.'"^"^ 

Not only does Turgenev use nature to set the mood 

of the story, but to evoke an image of the characters' 

mental disposition. As the denouement approaches, Rudin's 

3Ruclin, p. 225. Second ellipsis not mine. 

^Quoted by Garnett, p. 32. 
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attempts to become a useful component of society are 

futile. Turgenev associates Rudin's disappointments and 

uselessness with the heat of the day (which implies a 

somewhat nagging futility); "In one of the remote prov

inces of Russia a shabby little basket wagonette, to 

which a troika of villagers' horses v/as harnessed, was 

dragging along a highv/ay in the heat of the day. On the 

driver's seat, with his feet resting sidev/ays en the shaft, 

was perched a gray-headed little peasant in a ragged 

coat . . , ; in the v/agonette, a tall man, in a forage cap 

and an old, dusty light coat, was sitting on a small, 

85 shabby trunk. This man was Rudin," ^ On this same day 

the situation is quite different at the heme of Alexandra 

Pavlovna, Pier calm and happy feeling at the expected 

homecoming of her husband, Lezhniov, is reflected through 

nature, Alexandra awaits his arrival in an atmosphere of 

tranquility: "The sun had already set; in the v/est v/here 

it had gone de\m, a streak of pale golden lemon hue ex

tended along the horizon; in the opposite quarter of the 

sky there were two such streaks; one, lower, doveblue, 

and the other, higher, crimson and lilac. Small, light 

clouds were melting in the zenith. Everything promised a 

spell of fine weather."^ Turgenev's discrimination in 

^^Rudin, p, 254. 

^^Rudin, p, 246. 
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relating the habits of nature to characters of different 

circumstances on the same day demonstrates his unique 

ability to evoke vivid and appropriate imagery to support 

the plot. 

Turgenev also employs nature to symbolize a pleas

ant or deplorable experience. He appropriately introduces 

Rudin in the early summer, the most pleasant and desirable 

season of the year in Russia. At this time the beauty of 

the earth unfolds her green coat and coils its arms around 

the most unexpected victim. It is such a vulnerable time 

of the year when Rudin intrigues his newly-made acquain

tances, and it is among the colorful fragrant flowers and 

shrubs that he falls in love v/ith Natalia. In a short 

time their disappointment comes midst a howling wind 

clothed with burs and nettles. As the unpleasantness of 

the summer heat creeps upon Rudin, his hopes for a happy 

life diminish. The summer heat relates to his futile 

attempts to become a part of Russian life. Rather than 

allow Rudin to continue a frustrated life while attempt

ing to find a place for himself, Turgenev chooses to make 

him a hero in battle. Moreover, he appropriately assigns 

the time of Rudin's courageous attempts to the heat of 

the day. Valiant Rudin falls "in the sultry noonday of 

June 26, 1848, in Paris." Can one imagine a more suit

able time for depicting a battle ending with a rather 

^^Rudin, p. 270. 
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dispassionate death? 

Not only do Turgenev's recurrent, striking nature 

descriptions support the various moods of the characters, 

but they enhance a happy situation or intensify the dis

cord of the characters in the story. Turgenev's creative 

reflections of nature and landscape exhibit his artistic 

and perceptive qualities. His artistic achievements as a 

v/riter reflect the trends among eighteenth-century artists 

in England. The famous English artist of that period, 

Sir Joshua Reynolds, in his discourse to students of the 

Royal Academy in 1770, stated that nature should net be 

copied too closely and "that a mere copier of nature can 

never produce any thing great, can never raise and enlarge 

the conceptions, or warm the heart of the spectator." 

Reynolds further proposed to his students that careful 

observations of nature expose flav/s and weaknesses and 
_ 88 

should be corrected to reflect nature m perfect form. 

Baring adequately expresses Turgenev's skill as an artist 

who paints pictures with words; "His landscapes are 

always orthodox Russian landscapes . . . . He seems never 

to get face to face with nature . . . ; but ha rings the 

changes on delicate arrangements of wood, cloud, mist and 

^^Sir Joshua Reynolds, "Discourse III," Eighteenth-
Century English Literature, ed. Geoffrey Tillotsen, et. 
al. (New York; Harcourt. Brace & World, Inc., 1969), 
pp. 1205-1206. 
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water, vague backgrounds and diaphanous figures." 

In another of Baring's observations on Turgenev's art, he 

extols a majestic and mysterious air in his works; "Pie 

has the magic that water gives to the reflected images of 

trees, hills and woods; he touches the ugly facts of life, 

softens and transfigures them so that they lose none of 

their reality, but gain a majesty and a mystery that 

comes from beyond the world, just as the moonlight softens 

and transfigures the wrinkled palaces and decaying por

ticos of Venice, hiding what is sordid, heightening the 

beauty line, and giving a quality of magic to every 

stately building, to the delicate pillar and chiselled 

arch."^^ 

A careful perusal of nature and landscape descrip

tions in Rudin v/ill expose Turgenev's art in affecting the 

various characters' meeds and mental dispositions. Nature 

and landscape descriptions are invaluable to Turgenev as 

a means of symbolism. 

^Baring, p. 69. 

Baring, p. 77. 



CHAPTER V 

REFLECTIONS OP THE CHARACTERS 

Turgenev's patterns of imagery in Rudin reflect 

many aspects of Russian life—Russian character, Prussian 

social ills, and Russian mores. Reflections through char

acter imagery are a vital part of Turgenev's patterns of 

imagery. Applicable to the development of character 

sketches in Rudin are the words of Caroline Spurgeon 

stated earlier; "The image . . . gives quality, creates 

atmosphere and conveys emotion in a way no precise desrip-

Ql tien, however clear and accurate, can possibly de."^ The 

characters in Rudin evoke so many varied images that it is 

impossible to point out all of them in such a short space. 

Among those significant images, however, are the outv/ard 

appearances of the characters and their contrasting per

sonalities, the ills of the society, and the portraits of 

the strong women, the peasant, and the superfluous man of 

the nineteenth century. 

Baring observes that Turgenev "has gifts of shrev/d 

characterization, the pov/er of creating delightful women, 

gifts of pathos and psychology, and artistic gifts of ob

servation and selection, the v/hole being alv/ays illumined 

and refined by the essential poetry of his temperament, 

and the magical manner in which, like an inspired conductor 

91 
Spurgeon, p. 9. 44 
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leading an orchestra of delicate wood and wind instru

ments, he handles the Russian language."^^ Like Turgenev, 

Baring, in his ov/n poetic way, uses metaphor and simile 

in such a v/ay as to relate image to theme. Turgenev's 

method of characterization may be compared to Sophocles' 

method, which is, says Heilman, to combine "into a body 

of symbolic meaning, actions of characters, qualities of 

characters, direct references to qualities of characters, 

and images and metaphors. Language harmonizes v/ith plot 

in such a way as to set loose a great suggestive force and 

make possible an imaginative experience v/hich extends v/ay 

beyond logical, literal, and immediate meanings." ̂  

The appearance of Turgenev's characters creates 

an emotional stir which yields a mere intricate image of 

life itself. Alexandra in the opening paragraphs of Rudin 

goes to visit the dying peasant woman. By disclosing her 

intention alone, Turgenev exposes the philanthropic nature 

of Alexandra and extols the position of the peasant. 

Alexandra shov/s her respect for the position of the peas

ant, when she reaches the hut by sending her page to in

quire about the sick v/oman. Only after she obtains per

mission does Alexandra go inside, where she sees that "a 

peasant's heavy overcoat covered her up to her neck; she 

had difficulty in getting her breath and moved her thin 

g^ ; 

Baring, p. 78. 

•̂ -Tleilman, p. 23. 
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arms feebly." The appearance of the sick peasant woman 

wrapped in an overcoat and burning v/ith fever evokes an 

intense image reflecting the depth of Alexandra's compas

sion. While touching her and finding her burning v/ith 

fever, Alexandra inquires about her state of health. The 

old woman replies: "'Bad, bad my dear! My time has come, 

my lady! . . . beautiful lady, don't leave my little or-

94-phan; our masters are far away.'" Shov/ing her compassion, 

Alexandra promises that everything will be cared for and 

offers her some tea. As Alexandra is about to leave, she 

reminds the sick woman to take her medicine and promises 

to come again soon. The old woman raises her head and 

asks for Alexandra's hand, but "Alexandra Pavlovna did net 

take her hand, she bent over her and kissed her on the 

forehead." The exchange of conversation between the peas

ant and Alexandra and Alexandra's shew of compassion re-

95 fleet Turgenev's respect for the position of the peasant. 

The image of the peasant v/oman and of the benevolent 

Alexandra exposes the I^ssian character which Turgenev 

wishes to reveal as a desirable part of IMssian society. 

According to Henry James, Turgenev stated once the ac

curacy v/ith v/hich he portrayed his characters: "he 

'had never attempted to create a type without having 

not an idea, but a living person, in v/hom the various 

^^Rudin, p, 150, 

^^Rudin, p. 151. 
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elements were harmonized together, to v/ork frem, ' "^^ 

The appearances of Turgenev's characters often 

symbolize an aspect of personality contrary to that which 

is expected. LezPmiov shows himself as "a man about 

thirty years of age, in an old coat of coarse gray linen 

and a cap of the same material . . . . His face was bread, 

and with no color in the cheeks, v/ith its small, pale gray 

eyes and fair whiskers, it matched the hue of his 

97 

clothes." ' Lezhniov's appearance, that of a poor, desti

tute man, older than thirty, stirs emotions within the 

reader. His image, hov/ever, changes almost abruptly with 

his complimentary words to Alexandra; "'Today you are as 

fresh and delightful as the morning.'" Alexandra's retal

iation evokes another image of Lezhniov: "'If you could 

see the limp and chilly manner in which you paid your 

compliment! My only wonder is that you didn't yavrn ever 

the last v/erd.'" Lezhniov metaphorically retorts: "'A 

chilly manner, , , , You're alv/ays looking for fire, but 

fire is good for nothing. It flames up, begins to smoke, 

98 and then goes out.'" His character begins to become 

more complex and to intrigue the reader. 

When Lezhniov first meets Rudin, he comes close 

to rudeness by ignoring him. The puzzle is solved when 

_ 

^ Quoted by Lavrin, p. 66, 

^^Rudin, p, 151. 

^ Rudin, p, 157. Ellipsis not mine. 
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Lezhniov eloquently reveals to Alexandra their hassles 

from former school days. His revelation erases the image 

of an aloof and reticent neighbor and produces one of a 

clever, imaginative, and educated man; Lezhniov says that 

Rudin 

"had read books of philosophy, and his head was so ar
ranged that he once extracted all the general purport 
from what he had read, seized the very root of the 
matter, and then from it deduced luminous, sound 
threads of thought in all directions; he opened up 
mental prospects. To tell the truth, our little 
circle consisted of beys . . . who had net yet com
pleted their education. Philosophy, art, science, 
even life itself—all these v/ere only v/ords to us, 
or perhaps even conceptions, alluring, beautiful, but 
scattered, disintegrated."99 

Lezhniov reveals that "Rudin would stand in the 

middle of the room and talk, talk eloquently, just like 

a yound Demosthenes before a raging sea . . . . They v/ere 

great times then, and I don't like to think that they 

went for nothing! Nor did they, not even for those v/ho 

afterv/ard v/ere vulgarized by life." Lezhniov tells 

Alexandra that he remembers "'to this day what a chaos I 

had in my head at the time; everything v/as simply going 

round and round, making me feel I v/as in a camera-obscura; 

white seemed to be black, black v/hite; falsehood seemed 

to be truth, imagination a duty. . . . Ah! even nev/ I am 

ashamed to think of it! Rudin—he never despaired—I 

should say not! And he used to soar amid all kinds of 

^^Rudin, p. 204. 

•^^^Rudin, pp. 205-206. 
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misunderstandings and entanglements like a sv/allov/ above 

a lake.'" Not only does LezPmiov reflect a new elevated 

image of himself, but he illuminates Rudin's complex char

acter. 

In the portrayal of Rudin's character, Turgenev 

fills the novel with up-and-dov/n situations, changing 

when Pludin is contrasted to other characters. Thus it is 

that P^din's image changes as he becomes acquainted v/ith 

each character in the story. He vacillates from the phil

osophic pedagogue to an impulsive, verbose orator, from 

the ecstacy of the lover to the desolation of the self-

loved, and from attempts to become a useful citizen to a 

dead hero. 

Rudin first appears in the novel as a substitute 

guest for Baron Ifiuffel at Daria's home. He is a master 

of eloquent language and conquers his hearers v/ith his 

brilliant talk. The impression he gives of his intellec

tual quality through his eloquent language sets the pace 

and roots of the story by exposing the interests, attitudes, 

and idiosyncrasies of the other characters. Turgenev's 

skill in drawing his characters is also seen in their un

conscious behavior. His picture of Rudin is that of a 

"man about thirty-five, tall, rather, stooping, curly-

haired, sv/arthy, with a face irregular but expressive and 

intelligent . , , , His clothes were not new and they 

•̂ -̂̂ Rudin, p, 208, Ellipsis not mine 
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fitted him tightly, as though he had outgrov/n them,""̂ ^̂  

Again, the appearance of a Turgenev character conveys a 

deceptive image which stirs a curious emotion within the 

reader. 

One immediately perceives that Rudin's person

ality and background contrast with the personality and 

background of Pigasov, the educated skeptic of the neigh

borhood, Turgenev symbolizes through these tv/e sup

posedly educated men the farce of education in Russia. 

Pigasov, "having gained a Bachelor's degree, . . . decided 

to devote himself to learning; he realized that in any 

other career he could net keep up with his companions . . . 

He had gained himself an education not because ha had any 

love of knov/ledge and fundamentally he knev/ toe little." -̂  

Because of mistakes as an official of the government, he 

had been forced to retire. He later married a rich, half-

educated landowner, but he lost her because of his "too 

splenetic and sour conduct." New living a lonely life 

in the country, he v/as v/allov/ing in pessimism while de

crying the opposite sex. He represents the opinionated 

and dogmatic individual v/he tolerates no opinion contrary 

to his own. His shallow dialectical habits are no match 

for P^din's philosophical eloquence: 

•^^^Rudin, p. 169. 

-^^^Rudin, p. 160. 

^Rudin, p. 161. 
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"How is it you have such a poor opinion of human
ity?" P^dm asked. 

"Probably through study of my own heart,*in which 
every day I discover more and more rubbish. I judge 
of others by myself. Maybe that is unjust and I am 
much worse than others, but v/hat am I to do*? It's 
just a habit! " '. 
"I understand you and sympathize with you," Rudin 

replied. "̂ Yhat noble soul has never experienced the 
thirst for self-abasement? But it is not wise to re
main in that hopeless state." 

"I humbly thank you for giving my soul a certificate 
of nobility," Pigasov retorted. "But my state isn't 
bad; in fact, it's quite good, so that even if there 
is a way out of it, who cares? I shan't bother to 
look for it!" 

"But that means—pardon my saying so—preferring 
the satisfaction of one's ov/n selfish ambition to the 
desire to be and live in truth." 
• • . . . . . . , 

"In my opinion it [truth] doesn't exist at all in 
this world," [observed Pigasov], 
. . . . . . , , , 

But Rudin began to talk about ambition, and talked 
very much to the point. He proved that without am
bition man is insignificant, that ambition is the 
Archimedean lever with v/hich the earth can be shifted 
from its place, but that at the same time only he is 
worthy to be called a man who knev/s hov/ to control 
his ambition as a rider does a horse, v/ho brings his 
personality in sacrifice to the common good. , , , 

"Self-love," he concluded, "is suicide. The self
ish man dries up like a lone, barren tree; but ambition, 
being an active striving for perfection, is the source 
of everything great, , , , Yes, man needs to overcome 
the obstinate egotism of his personality in order to 
give it the right to express itself!"^^p 

Pigasov, realizing that he is unable to support his argu

ments, "picked up his hat and, as he went out, had v/his-

pered mal.evolently to Pandalevsky, , , , 'I've had enough, 

I'm going off to the fools,'" Pigasov mellows in later 

105 
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Rudin, pp, 175-176, Last two ellipses net mine. 

Rudin, p. 179. 
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years and ironically marries a bourgeois women v/ho beats 

him.lO-^ 

Turgenev ridicules very subtly that superfluous 

society which Daria represents. She endeavors to enter

tain only the most noble and important people. When Rudin 

arrives instead of the important Baron LIuffel, Daria is 

disappointed until she becomes aware of P^din's educa

tional background. After Rudin passes the test of being 

an enlightened person and of sharing at least one interest 

(music) with her, she extends his visit. She must, how

ever, impress him in order to make his stay entertaining; 

She soon ceased to ply him v/ith questions, however; 
she began to tell him about herself, about her youth, 
and the people she had knov/n. Rudin listened sym
pathetically to her prolix chatter, though, strange 
to say, no matter whom Daria Mikhailovna spoke about, 
she, she alone, was always left in the foreground, 
while the other person seemed to steal away and dis
appear. On the other hand, he learned in detail that 
she had talked to a certain well-knov/n dignitary, 
that she had had a certain influence en a v/ell-knov/n 
poet. Judging from her stories, one v/ould have 
thought that all the remarkable people in the past 
twenty-five years had dreamed only of getting an 
opportunity to meet her and of v/inning her favor. . . . 
She talked of them and, like a rich setting to a pre
cious stone, their names v/ere built up into a bril
liant frame around the chief name—around Daria 
Mikhailovna. -̂ "̂ 

P^din listens politely until she grov/s tired of talking 

about herself. To change the topic of conversation, he 

remarks about the beauty of the countryside. Daria 

•^^^Rudin, p. 265. 

-^^^Rudin, pp. 180-181. 
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laments that the countryside lacks the types of people 

she enjoys, and she complains that Pigasov is the only 

intelligent man in the district. Rudin, observing the 

irony in her statement, contradicts her: "'He is net a 

stupid man, . . . but he is on a false road. . . . Deny 

everything and you may easily gain the reputation of a 

sage; that is a well-knov/n trick. . . . [D]irected only 

toward negation, your mind grov/s poorer and withers.'" 

Daria, aware that she has not the Imowledge to support 

P^din's philosophic viev/s, diverts his attention by 

showing her knov/ledge of French and by criticizing the 

area neighbors. She expresses her opinion first of their 

mutual acquaintance. Baron Bluff el, v/ho has v/ritten an 

article of interest to her, "'Entre Nous . . . cela a 

assez peu de fond.'" She goes on to expose her hopeless 

neighbors: "'They either put on airs, v/ith terrible af

fectations, or they are unsociable, or they're ridic

ulously free and easy. I never invite the young ladies, 

you knev/. We have one other neighbor; they say he is 

very well educated, and even a learned man, but he's a 

terrible eccentric, a visionary.'" The contrast of the 

interests and knowledge of Daria and of Rudin exposes Daria 

109 as a useless part of Russian society. 

The eccentric visionary, Lezhniov, intermpts their 

conversation by responding to Daria's .invitation to settle 

•̂ Rudin, pp. 181-182. Last ellipsis not mine. 
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some adjacent land problems. Lezhniov sarcastically 

reminds Daria that he has turned up for the personal 

interview she had requested. She reproves him by asking 

why he wants to live an unsociable life and why he 

wishes not to visit her home. His reply emphasizes 

Daria's interest in social graces and reveals a new image 

of himself: "'You have a very fine house; but, I confess 

to you frankly, I do not like formalities. I haven't 

even a decent frock coat; I have no gloves; and besides, 

I don't belong to your circle.'" Lezhniov's air of 

independence juxtaposed to Daria's need for recognition 

suggests the superficiality of her position. 

Daria has no use for anyone who does net fulfill 

her psychological needs. Y/hen she finds Rudin's company 

no longer desirable, she simply v/ishes him a good journey 

and says good-bye. As he leaves her, Rudin feels that 

"now he knev/ by experience hew society people do not even 

throw out, but simply drop anyone who has become unneces

sary for'them, like a glove after a ball, like a bag 

emptied of sweets, like an out-of-date lottery ticket." 

Rudin's analogy symbolizes Daria's shallow position as 

well as her empty character, Evan though Daria reflects 

an undesirable part of society, she does net lack the 

•"-•̂ R̂udin, p. 185. 

•̂ •̂ -̂ Rudin, p. 239. 
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strong will common among Turgenev's female characters. 

Not only Daria, but all the women in the novel, 

including the peasant, are strong, S, P, B, Mais comments 

about Turgenev's female characters; "The foundation of 

his [Turgenev's] art lies in his portraits of women, , , , 

Over the creation of these Turgenev showed himself to be 

deeply sensitive, responsive to all that is best in the 

feminine mind, of shrewd insight, unfailingly generous, 

112 

absolutely sane and level-headed," The outstanding 

strong female in Rudin unsuspectingly appears as Daria's 

seventeen-year-old daughter, Natalia, Her mother has edu

cated her with the most proper reading materials, yet 

Daria sees her as a sweat innocent daughter and fails to 

recognize the depth of understanding in her complex nature. 

Thinking Natalia is incapable of serious thoughts or of 

communicating effectively with Rudin, Daria ignores the 

possibility of a relationship developing between them; she 

thinks; 
"Let her chatter away with him in the country. As a 

girl she amuses him. There's no great harm done, and 
she will learn a little in any case. . . . In Peters
burg I shall change all that. . . . " 
Daria Mikhailovna was mistaken. Not as a girl did 

Natalia talk to Rudin: she greedily drank in his 
words, she tried to get to the heart of their meaning; 
she submitted her own thought, her doubts, to his 
judgment; he was her preceptor, her leader. For the 
time being, only her head seethed, but a young little 

•̂ •̂ Ŝ. P. B. Mais, Why We Should Read (1921; rpt. New 
York; Books for Libraries Press, Inc., 1967), p. 266. 
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head does not seeth alone for long."̂ "̂ -̂  

Because Natalia is anxious to learn from Rudin 

and because he feels useful in teaching her, a mutual 

attraction develops betv/een them. They share the same 

interest in literature, which enables Rudin to win her 

admiration and to impress her with his philosophy. Daria 

supposes that a love affair betv/een them appears irreso

lute because P̂ idin has no means of supporting her. 

Natalia, nevertheless, is ready to make the supreme sac

rifice by rejecting her mother's v/ishes for Rudin's love. 

Phidin fascinates Natalia v/ith eloquent metaphorical ex

pressions, v/hich again exhibits Turgenev's unique artis

tic skill; 

"Have you ever noticed," he said, turning sharply 
on his heels, "that on an oak—and the oak is a strong 
tree—the old leaves only fall off v/hen the young 
leaves are beginning to break through?" 

"Yes," Natalia slev/ly replied, "I have." 
"Exactly the same thing happens with old love in a 

strong heart; it has died right out, but it still 
holds on; only another, nev/ love can revive it." 
Natalia made no ansv/er. 

He stood for a moment, shook back his hair, and 
walked av/ay. 
But Natalia went to her own room. Long she sat in 

bewilderment en her bed, long she pondered over Rudin's 
last v/ords, then suddenly clenched her fists and fell 
to bitter weeping, V/hat she was weeping about, God 
knov/sl"̂  4 

The next day, when Rudin sees Natalia, he tells her that 

the story of the oak tree is applicable to his own life. 

•̂ •'-3Rudin, pp. 196-197. Ellipses not mine. 

-̂ -̂ R̂udin, p. 199. 
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But young Natalia does not understand the implication 

of this remark in reference to his love for her. Later, 

he impulsively decides to proclaim his love to her, a 

decision which he has given no prior consideration; 

"•I must tell you what I did not suspect, what I did not 

confess to myself even this morning; I love you!'" 

Natalia is astonished, but admits that she thinks she 

loves him. P^din then ironically explains; "'Now noth

ing whatever will separate us!'" ̂  It is only tv/o days 

later when he finds himself unprepared to oppose the 

rejection of Natalia's mother. Nor has he been av/are of 

Natalia's resolute and intellectual capacity. Her con

cept of life has a deeper meaning than Rudin's, v/hich she 

exposes v/hile chiding him because of his v/eakness: 

"'What hurts me is that I have been deceived in you. . . . 

And how much! I come to you for advice, and at such a 

moment, and your first v/erd is: submit—submit! So that 

is hov/ you put into practice your talk of freedom, of 

sacrifices that—. • "-̂•̂'̂  As she goes en to exhibit her 

strength of character, Rudin is dumbfounded; her words 

sting Rudin's self-esteem, another of Turgenev's clever 

surprises: 

"You have spoken so often of self-sacrifice," she 
interrupted; "but, do you knov/, if you were to say 

•̂ -̂ R̂udin, p. 217. 

Rudin, p. 228. Ellipsis not mine. 
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to me today, this minute; 'I leve you, but I cannot 
marry you, I will not answer for the future, give me 
your hand and come with me,' do you know, I would 
follow you, do you knew that I v/ould be ready for all 
things? But, truly, it is a long v/ay from words to 
deeds, and you are new shov/ing cowardice . . . . When 
I told you, I love you, I knew what that word meant: 
I was ready for anything. . . . New it remains for me 
to thank you for the lesson—and to say goed-by."117 

This contrast between a naive young girl and a learned 

thirty-five-year-old man exposes the levels of power and 

strength with which Turgenev endows his heroine. Mirsky 

says of Turgenev's women: "Moral force and courage are 

the keynote to Turgenev's heroine—the pov/er to sacrifice 

all worldly considerations to passion (Natalia in 

Rudin)."^^^ 

Rudin's pathetic character reveals the misfortunes 

of a superfluous man living in Russia during the nine

teenth century. His education in Germany yields him noth

ing more than frustration when he tries to apply his 

philosophy in Russia. Rufus Mathev/son recognizes that 

"the superfluous man, it must be kept in mind, dees net 

represent retrogressive values; rather, he opposes them 

119 inadequately; he is their victim, not their advocate." 

Rudin realizes that he is in a position of leadership 

when he charms his hearers, but he does not know hov/ to 

•̂ •''̂ Rudin, pp. 229-230. Last ellipsis net mine. 

•̂ -̂ M̂irsky, p. 193. 

•'""̂ R̂ufus W. Mathev/son, Jr., The Positive Hero in Russian 
Literature (New York: Columbia University Press, 195oj, 
p. 17. Hereafter cited as Mathewson. 
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communicate or to lead his followers. Because his mas

terly eloquence is so far above them, net only does he 

fail to communicate, but he does net understand their way 

of life. His greatest misfortune comes when he is able 

to communicate as he does v/ith Natalia, but is unable to 

carry out his intentions. Lezhniov describes Rudin as 

he sees him from previous experiences; "'The trouble is 

that he is not honorable. . . . [H]e ought to know the 

value of his ov/n words; but he says them as though they 

really do cost him something. . . . There is no denying 

the fact that he is eloquent; only his eloquence is not 

Prussian. . . . The v/hole point is that P^din's words re

main only words and never become deeds; and yet those very 

120 words can disturb, can ruin, a youthful heart.'" 

P^din does in fact appear honorable, yet he shov/s 

no consideration for his interference v/ith Volintsiev's 

pursuit of Natalia. On the other hand, duty inspires him 

to offer benevolence and respect to Volintsiev after he 

has gained Natalia's love for himself. Volintsiev, how

ever, resents P^din's intiiAsion: "'I haven't any need 

whatever of your respect.'" But Rudin interjects v/ith 

sincerity; "'I want you to understand me. . . .1 hope 

that now you can no longer have any doubt of my sincerity. 

I want us to part friends.'" Volintsiev comprehends none 

120 
Rudin, p. 200. Second ellipsis not mine. 
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of Phidin's expressed sincerity, and he shows the great 

abyss which exists between their tv/o worlds in his reply: 

"I am ready to do full justice to your intentions; 
this is all very fine, shall we say, even exalted. 
But we are simple people, v/e eat our cake without 
icing, v/e are not in a condition to follow the strug
gle of such great minds as yours. , , , V/liat seems 
sincere to you seems obtrusive and immodest to us, 
. , , You boast of that which v/e conceal; so hov/ can 
we understand you? Pardon me! I cannot regard you 
as a friend, nor can I give you my hand. That IDer-
haps, is petty, but then, I myself am petty,"^^1 

Leaving Volintsiev, Rudin is "annoyed v/ith himself, 

and upbraid[s] himself for his unforgivable impetuosity, 

for his childishness. Not v/ithout reason has someone said: 

there is nothing more oppressive than the realization of a 

122 stupidity just committed." The contrast betv/een the 

uneducated and supposedly simple-minded Volintsiev and the 

learned Rudin again implants the element of surprise v/hen 

Volintsiev embarrasses Rudin by shov/ing an ability to rea

son and think rationally, 

Rudin's frustration increases v/hen he feels that 

he cannot cope v/ith Daria's opposition to his love for her 

daughter. He finds that he has not the necessary strength 

nor v/ill to oppose her or to arrest Natalia's reproof of 

his weaknesses. Leo V/iener observes that Rudin v/as a man of 

high and noble tendencies, but that he "not only could not 

grasp the necessity, but could not even imagine the near 

1 PI 
Rudin, pp. 221-222. Ellipses not mine. 

1 22 
•̂  Rudin, p. 223, 
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possibility of a terrible, mortal conflict with actu

alities that oppressed" him,"̂ ^̂  

Rudin confirms Wiener's observation by his in

difference upon leaving Daria and Natalia, As he drives 

away, he says to Basistov; "'Do you remember what Don 

Quixote says to his man as they drive out of the Duchess's 

palace? "Freedom, my friend Sancho, , , , is one of man's 

most precious gifts and happy is he whom heaven has given 

a piece of bread, v/he dees net need to be indebted to an

other for it," What Den Quixote felt then, I feel 

124 

now,'" ^ Rudin's image almost reaches that of an in

different and passive individual when he compares his 

feelings to those of Don Quixote, 

Because Rudin suddenly appears indifferent to the 

termination of his leve affair v/ith Natalia and of his 

friendship with Daria, his image as a man of integrity is 

now entirely dissipated, Turgenev, however, in effecting 

his up-and-down situations, once again raises him in 

esteem. And it is once again Lezhniov who reflects this 

change in Rudin's image. After Rudin leaves and Lezhniov 

sees that he can offer no interference in his life, he 

rationalizes Rudin's position in Russia: 

— _ _ 

"̂ Leo Wiener, Anthology of Russian Literature, 2 parts 
(New York: The Knickerbocker Press, 1903), Part II, 
p. 272, 

•̂ "̂̂ Rudin, pp, 239-240. 
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"Philosophic v/ord-spinning and nonsense can't be in
culcated in the Russian; he has too much common sense 
for that; but on the other hand one cannot allow 
honest striving for the truth and for conscience to 
be attacked under the name of philosophy. Rudin's 
misfortune consists in the fact that he does net know 
Russia, and that is indeed a great misfortune. Russia 
can manage without each of us, but not one of us can 
manage without her. Woe to him who thinks he can, 
woe twice over to him who actually does manage without 
her. Cosmopolitanism is nonsense; the cosmopolite is 
a cipher, and worse than a cipher; apart from nation
ality there is neither art nor truth, nor life; there 
is nothing. V/itheut a distinctive physiognomy there 
is no such thing as even an ideal face; only a banal 
face is conceivable without a distinctive physiognomy. 
But again I say that that is not Rudin's fault; that 
is his fate, a bitter and heavy fate, and we can't 
reproach him with that. It would carry us very far 
if we tried to analyze why we have the P^din's among 
us. But for what there is good in him, let us be 
grateful to him. That is easier than to be unjust to 
him—and v/e have been unjust to him. To punish him 
is not our business, nor is it necessary: he has 
punished himself far more harshly than he deserved. 
. . . And God grant that misfortune may eradicate all 
the evil from him and leave behind only the good! I 
drink to P̂ idin's health! I drink to the health of 
the comrade of my finest years, I drink to youth, to 
its hopes, to its strivings, to its trustfulness and 
honesty, to all that made our hearts beat at the age 
of twenty. After all, we have never known anything 
better, and never shall. . . . I drink to thee, golden 
time, I drink to the health of Rudin! "-̂ -̂̂  

Through Lezhniov's eloquence Turgenev continues to esteem 

his protagonist; he adds in the Epilogue a new image of 

Ptudin.' There Rudin accidentally meets Lezliniov, to' whom 

he relates all his endeavors to become a part of society. 

During a period of several years, after leaving Natalia, 

he made attempts in agriculture, in business, and as a 

•^^^Rudin, pp. 252-253. Ellipses not mine 
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teacher. But the barriers were too great for him to 

ascend the height of his ambitions. Now he is old and 

tired. He realizes that v/ords have ruined him and that 

only death can reconcile him. Lezhniov, feeling love and 

pity for Rudin, tries to encourage him by exposing his 

own weaknesses and by pointing out Rudin's strengths; 

"Tired! Another man would have died long ago. . . . 
You have done v/hat you could, have fought as long as 
you could. . . . Our roads parted.. . . perhaps just 
because, owing to my position, my cold bleed, and 
other fortunate circumstances, nothing prevented my 
sitting at home and remaining a spectator, v/ith folded 
arms; but you had to go out into the field, with your 
sleeves rolled up, to toil, to v/ork. Our roads 
parted—but see how close we are to each ether. . . . 
[W]e understand each'other at the slightest hint; we 
have grown up v/ith the same feelings. . . . [N]ow 
that the crowd is growing thin around us, when the 
new generations are going past us and not even toward 
our aims, we need to held on firmly to each ether."126 

P̂ jidin, nevertheless, feels that his efforts have 

been so futile that he had to come to a bad end. To vin

dicate P̂ adin's position, Turgenev rescues his protagonist 

by allowing him to die on a barricade in Paris as a hero. 

P^din's last image is one of a man v/ho never gave up, but 

died fighting for those principles he hoped to convey to 

his fellow men. Garnett says that Pludin is "the portrait 

of the hero v/ho typifies the failure of the P^ssian 

intelligentsia of the ''forties'. . . . In him Turgenev 

creates a fresh variety of idealist, the orator sapped 

-^^^Rudin, pp. 268-269. 
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by the love of his own words." ' 

In the Epilogue, Turgenev shov/s his sympathy for 

I^din through Lezhniov, who points out Rudin's admirable 

character traits. Lavrin points to the logic behind 

Turgenev's sympathy for his superfluous protagonist: 

"Being a representative of that gentry culture which be

gan to sense already its own blind-alley, he [Turgenev] 

looked with tender melancholy both on the traditions and 

128 the 'superfluous' types of his ov/n class." 

Through the characters in Rudin, Turgenev exposes 

many problems v/hich existed in Russia during the nine

teenth century. The images elicited by the appearance of 

the characters and by their words and actions portray pic

tures of that part of P^ssian life v/hich Turgenev wanted 

to expose: the position of the peasant, the strength of 

female character, a society useless to humanity, a weak 

educational system, and the nature of the superfluous man. 

These components of Russian society, no doubt gone forever, 

make Turgenev's image of nineteenth-century Russian life 

especially intriguing to twentieth-century readers. 

•̂ '̂̂ Garnett, pp. 60-61, 

Lavrin, pp. 67-68, 



CHAPTER VI 

THEMTIC IMGERY 

Literary critics of the nineteenth century criti

cize Turgenev because he "ventures to touch en the mud-

died, the psychologically complicated, the morbid, that 

lies below the surface of society, ""̂ ^̂  Turgenev attempts 

to show that the phenomena of speculative, preconceived 

ideas are as susceptible of being represented "in images" 

as are those of external nature. His reply to the critics 

suggest his attempts to expose certain ills of Russian 

society: 

"The fact that what you v/ill net accept—in images, 
mind you; in images—exists in the soul of the writer 
is no reason for impugning his intention. , . , Be
lieve me, a genuine talent never serves any alien 
ends, and it finds satisfaction in itself; its content 
is supplied by the life about it—it is a concentrated 
reflection of this; and it is as little capable of a 
panegyric as it is of a pasquinade. The point is that 
that kind of thing is beneath it. To subordinate one
self to a given thesis or to carry out a program— 
this is possible only for those v/ho cannot do anything 
different and better, "-̂ 30 

The phenomena of Turgenev's "speculative, preconceived 

ideas"and of "the psychologically complicated" that lies 

beneath the surface suggest various themes in Rudin and 

Edmund Y/ilson, "Turgenev and the Life-Giving Drop," 
in Literary Reminiscences and Autobiographical Fragments, 
by Ivan Turgenev, trans, and introd, David Magarshack 
(New York: Grove Press, Inc., 1959), p. 30. Hereafter 
cited as V/ilson. 

•̂  Quoted by V/ilson, p. 31. Ellipsis not mine. 
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ultimately form a pattern of thematic imagery. The indi

vidual reader must of course determine the subtle and psy

chological themes reflected through Turgenev's language. 

By employing the devices of metaphor, simile, symbols, 

images, and aphorisms, Turgenev suggests his own philo

sophical and didactical intentions. These intentions 

inclusively form the pattern of thematic imagery in 

Rudin. 

Metaphorical expression is by far the most subtle 

means of conveying imagery, and as Heilman suggested, the 

big metaphor is the plot itself. Turgenev's plot, evolv

ing through Rudin's attempts and failures in contrast to 

those of the other characters, produces a variety of im

pressions concerning Turgenev's interests in humanity 

and in Phissian society. 

Through the v/ords of his characters Turgenev ex

poses the foibles of humanity in general. He reveals his 

attitude tov/ard the cynic through Rudin's opinion of 

Pigasov; "'Pigasov pretends to be Mephistopheles . . . . 

In such people there is much egotism, much self-esteem, 

and little truth, little love.'"̂ -̂ "̂  Rudin's statement is 

ironic because he himself is a cynic. Turgenev's concept 

of parent and child relationships applies to any genera

tion; "It is a rare mother who understands her ov/n 

-̂ -̂̂ Rudin, p. 186 
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daughter." By means of metaphor Turgenev exposes the 

pressures a genius suffers in society. Rudin says to 

Natalia when they are getting acquainted; "'Do you see 

that apple tree? It is broken dov/n with the weight and 

quantity of its own fruit. A faithful emblem of genius.'" 

Natalia retorts: "'It is broken down because it didn't 

have any support,'""^33 R̂ (iin»s reply that it is not easy 

for a man to find support symbolizes Turgenev's sympathy 

for the genius and perhaps his ov/n frustrations in life 

as a some v/hat superfluous man, 

Turgenev's efforts to create a true representation 

of life are recognized by Henry James, Embodied in James' 

awareness of Turgenev's genius are the physiological and 

psychological approaches to characterization; 

"To describe him in the f ev/est terms, he is a story
teller who has taken notes. If we are net mistaken, 
he notes down an idiosyncrasy of character, a fragment 
of talk, an attitude, a feature, a gesture, and keeps 
it, if need be, for twenty years, till just the moment 
for using it comes. . . .He has no recognition of un-
embodied ideas; an idea, v/ith him, is such and such an 
individual, with such and such a nose and chin, such 
and such a hat and waistcoat, bearing the same rela
tion to it as the look of the printed v/ord does to 
its meaning. "-̂ 34 

The idiosyncrasies of Daria's character represent a useless 

part of Russian society, v/hich Turgenev reflects through 

-^3^Rudin, p. 188. 

•^^^Rudin, p. 197. 

34Q̂ o-ted by P. D. Reeve, The Russian Novel (Nev/ York: 
McGrav/-Hill Book Company, 1966), p. 153. Ellipsis not 
mine. 
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Lezhniov's description of her; "'She regards herself as 

a female Maecenas, and a clever woman, and God knows 

what else; but in reality she is no more than an old 

society dame.'" 35 

Turgenev sometimes ascribes to his characters his 

own philosophy. By carefully avoiding identification 

with a particular character, he avoids extreme subjec

tivity. He arbitrarily injects bits of his philosophy 

into the conversations of all the characters. A maxim 

of La Rochefoucauld provides Turgenev the opportunity to 

ridicule despotism and so-called intelligent people. To 

Pigasov's declaration that unsuccessful men lack self-

confidence, Rudin quotes the maxim; "'Have confidence 

in yourself and others will believe you.'" Turgenev 

effectively expresses himself not only through La Roche

foucauld, but through lesser characters. Volintsiev, 

having grov/n tired of their dispute, remarks sharply: 

"•Please let everyone express himself as he thinks best. 

Talk of despotism—in my viev/ there is no worse despotism 

than that of the so-called intelligent people. The devil 

take them all! ' ""̂ ^̂  

An aphorism to alleviate Natalia's unhappy situ

ation in love possibly exposes Turgenev's ov/n experiences 

•^^^Rudin, p. 201. 

•^36R^din, p. 215. 
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"No matter what blow may fall on a man, he will eat some

thing that very same day, and a great deal the next day-

forgive the coarseness of my expression—and there you 

have the first consolation. . . . Natalia suffered tor

ments, she was suffering for the first time. . . .But 

the first sufferings like first love, are not repeated.'^37 

Another aphorism suggests that Turgenev had more than one 

unhappy love experience; he reveals his depth of under

standing through Pigasov's confession to Alexandra: 

"•There can be nothing worse and more insulting than hap

piness that comes too late. It cannot give you any satis

faction in any case, and on the ether hand it deprives you 

of the right, the most precious right, to rail and curse 

your fate. Yes, madame, it is a bitter and shameful 
1 TO 

thing, is belated happiness.'" -̂  Only experience and a 

thorough appreciation for life's blessings could evoke 

such expression of subtle lamentation. 

An examination of types of imagery in Rudin sug-

gests various themes reflecting Turgenev's own philosophy. 

Actually the settings, the language, and the actions of 

Turgenev's characters convey several themes. The image 

he reflects of Russian landscape and of the Russian people 

indicates a depth of perception uncommon in many v/riters. 

1^7 
Rudin, p. 245. Ellipses net mine. 

-̂ ^̂ Ptudin, p. 247. 
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an image v/hich exposes his desires to elevate the social 

and educational standards of nineteenth-century Russia. 

In P^din, however, Turgenev's ultimate theme indicates 

the depth of his consideration for the individual. The 

principle underlying theme points to the good qualities 

in each of his characters and to their psychological need 

of being accepted by their compatriots regardless of their 

station in life. Muchnic is among those critics who note 

Turgenev's concern with love and the psychological problem 

represented in Rudin. -^^ 

Turgenev's characters take on a new outlook as 

they become the recipient of love or understanding: the 

peasant woman dies in peace after Alexandra promises to 

care for her granddaughter; Lezhniov, who appears hostile 

and indifferent to society until he married Alexandra, 

then shows a true love and understanding for Rudin, v/hich 

in turn encourages Rudin with new hopes for the future; 

Volintsiev, ready at one time to engage in a duel in order 

to gain Natalia's love, recovers his humble and benevolent 

nature when he is able to resume his" pursuit of her; 

Pigasov emphatically hates women until he has a chance to 

remarry. Slonim remarks: "The actual work of psycho

logical penetration is dene behind the scenes of the 

•'-̂ l̂uchnic, pp. 136-138. 
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novel, by the highly intelligent author v/ho allov/s only 

the ultimate results of his exploration to appear in his 

writings. This method is responsible for the kind of 

psychological impressionism or imagism v/e always find in 

Turgenev's novels and stories." Henry James says that 

Turgenev's superiority lies in his giving "'absolutely a 

greater amount of information about the human mind [than 

any other writer].'" 

Turgenev v/as no doubt interested in moral issues 

£Lnd conflicts in society, because his stories are about 

the landed gentry, the peasants, and the students of 

Prussia. Karl Stern remarks about the concept of life 

v/hich Turgenev exhibits in his stories: "Since 'truthful 

representation' was his artistic ideal he conveyed the 

moral conflicts and the prophetic sense of his time—mere 

so than if he had been intentionally moralizing." A 

moral issue v/hich concerned Turgenev v/as man's intolerance 

of the foibles of human nature. He implies that every 

human creature usually holds some traits of character 

worthy of respect. Even though Turgenev exposes the good 

and bad qualities of his characters, never does he condemn 

one for his shortcomings. He manages to overshadev; the 

4 Slonim, p. 263. 

^^Voted by Royal A. Gettmann, Tur̂ ĉ enav in En.̂ land and 
America (Urbana: The University of Illinois Press, 1941), 
p. 69. 

•̂ "̂ Ŝtern, p. 613. 
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less admirable with the more desirable traits of charac

ter, and he shov/s the importance of one's being accepted 

by his fellow man, regardless of his shortcomings and 

failures. Lezhniov reflects Turgenev's attitude regard

ing acceptable values when he relates some of Rudin's 

attributes; 

"There is a touch of genius in him, . . . but nature— 
That is all his trouble, that he really has no 
nature. . . . But that's not the point at the moment. 
I want to talk of what is good in him, and rare. He 
has enthusiasm; and that, believe me, v/ho am a phleg
matic kind of man, is the most precious quality in 
our time. We have all become intolerably judicious, 
imperturbable, and flabby; we have dozed off to sleep, 
v/e have gone cold, and our thanks to anyone who can 
move us and warm us for even a moment! And high time 
too! Do you remember, Alexandra, I once talked to 
you about him and accused him of being cold? Well, I 
was both right and v/rong. That coldness of his is in 
his blood—that is not his fault—but not in his head. 
He is not an actor, as I called him, not a v/indbag, 
not a cheat; he lives on others not like a pushing 
parasite, but like a child. . . . Yes, he certainly 
will die somev/here in poverty and need; but is that 
really anything to justify us in throv/ing stones? He 
himself will never achieve anything just because 
there is no nature, no bleed in him; but v/ho is justi
fied in saying that he will not bring, has not al
ready brought benefit to others? That his words have 
not scattered many good seeds in youthful souls to 
whom' nature has not denied, as it has to him, the 
strength of activity, the ability to exploit their 
designs?"143 

Mathewson refers to Rudin's fatal eloquence; "The men 

of hope and good intentions [like Rudin] fail, in spite 

Of themselves, to live as they plan to." His statement 

•̂ "̂ R̂udin, p, 251. Last tv/o ellipses not mine. 

^ %ath ev/s on, p. 16. 
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supports my contention that Turgenev recognized P^din's 

psychological needs to be accepted, to be loved, and to 

be understood by Russian society. The images of the 

other characters in Rudin also reflect underlying psy

chological needs. Also, by attempts to rehabilitate 

Pludin, Turgenev suggests that partial responsibility of 

his failures lay in the hands of the backv/ard, indif

ferent, uneducated, and superficial characters of Russian 

society. 



CPLA.PTER VII 

CONCLUSION 

The v/orks of Ivan Sergevich Turgenev, Russian 

novelist, dramatist, and short-story writer of the nine

teenth century, are considered world classics. The 

themes of his literary achievements were inspired by the 

despotic environment which he experienced as a child. 

His mother ruled her serfs and her sons v/ith an iron hand, 

resulting in Turgenev's depth of perception and his sen

sitivity to human nature. His ingenious creativity as a 

v/riter significantly influenced the emancipation of serf

dom in nineteenth-century Russia. His literary works are 

read today throughout the world, and he stills holds a 

high place in Russia in the field of literature. 

The subject of this study is the patterns of im

agery in Turgenev's short novel Rudin. His artistic skill 

in painting vivid pictures of landscapes, in employing 

color words, and in alluding to musical and literary se

lections evokes images of intrigue and beauty. The 

language and the situations of his characters reflect 

various themes, which inclusively form a pattern of the

matic imagery. The pattern of thematic imagery exposes 

Turgenev's recognition and respect for the psychological 

needs of the individual. Rudin reveals Turgenev's .re-

spect for the peasant and his talent for depicting strong 

female characters. At the same time, he shows sympathy 
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for the maladjusted or unfortunate person affected by 

the ills of society. In Rudin he shov/s concern for the 

useless society which Daria represents; for educational 

upgrading, which he exposes through a contrast of so-

called educated people and those of little education; 

and for the superfluous man, v/ho finds no useful purpose 

in society. 

Problems of prejudice, misunderstanding, and mal

adjustment were of primary concern to Turgenev, and his 

exposition of these problems and the beauty of his lan

guage established his reputation of being among the 

world's classic writers. 
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