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EQMHCTBO YyBCTBEHHbIX BOCNPUATUNA. NMo3TnKa npo3bl U.A. ByHuHa

AHHoTauumA. CTatbA A0NONHAET 6oNbLWON pAg NybAUKaLMAi IMTEPaTOPOB-NPeALECTBEHHUKOB,
pasragblBaBLUNX 3aragku GYHMHCKOro MacTepcTBa, CeKpeTbl 06asiHMA ero Nposbl, No3snun. Nx nogxoasbl

M OTKPbITUSA 34€eck ¢ 6aaro4apHOCTbIO NPUHATLI BO BHMMAHKWeE. [MnoTe3a aBTopa BblHECEHa B 3arnasume
paboTbl, B HEM [N1TAaBHOE C/I0BO — 4MHCTBO — YKa3bIBAaeT Ha HEOObIYHO BbICOKUIA CUHTE3UPYHOLLLNIA
XapaKkTep obpasHOro mbiwaeHua nucatens. NpuHUMNMaNbHOE 3HAYeHWe A1a A0Ka3aTeNbCTBA YKa3aHHOM
rMnoTesbl MMEEeT NPAMOI U KOCBEHHbIN BbIXOA, K NPOA0IKUTENbHOMY HernacHomy crnopy U. ByHWHa

1 M. PeMn30Ba 0 XyA0KEeCTBEHHOM MaCTePCTBE, CNOPY, KOTOPbIA UMEN MECTO 0 UX SMUTPaLUK

13 Poccum 1 npoaosiKuaca nocne Hee Bo ®paHumn. ABTOp CTaTbM NO-CBOEMY O0OBbACHSET
NPUBNEKATENbHOCTb /INLLIEHHbIX OCTPOCIOMKETHOCTU BYHUHCKUX PacCKa3oB — KapTUH 0bbIAEHHOrO TeYeHUn
¥KM3HU, COObITUI TPUBMANbHbIX, U3 Pa3pAaa U3BEYHbIX, KaK C TOJIMKOM yamuBneHus nucan B. Bepecaes,
«LWeneBpoB», 0 KOTOPbIX KFOBOPUTD... PELLUUTENIbHO HEYero», PasBA3KM KOHP/IMKTOB KOTOPbIX, Kak
npasuIo0, APaMaTUYHbIX NN TPArMYECcKMX, NErko NpPeacKasbiBaloTCA, IEXKAT Ha NOBEPXHOCTH
NOBECTBOBAHMUM yiKe B 3KCNO3ULMAX. ABTOP CnenyeT COBETaM M3BECTHOTO Ny6aAnumMCcTa 1 antepaTopa

®. CtenyHa, KOTOPbIN BPAL 1M HE NEPBbIM NOHAN CEKPETbl BYHMHCKOro 06anaHuA, peEKOMEHA0BaBLIEro
ynTaTb ByHWMHa «MeAIeHHO U NOTrPY»KEHHO, BCMaTPUBAsACh B KaXablh 06pas 1 BCAYLIMBASACH B KaXK bl
puTM». TaKk pacKkpbiBaeTca cneundmrKa XyL0KeCcTBEHHON MaHepbl NUcaTens, CTUPABLUErO FPAHULbI MeXay
npo3oi 1 noasueit. Takum obpasom, ByHMHY, Kak Masio KOMY U3 NUcaTeNEeN, yAaeTCa aKTUBU3MPOBaTb
BOObGparkeHne ynTaTena, «BHYTPEHHEe 3peHme», HaCTPOMTb ero BUAETb KaPTUHBbI, XapaKTepbl,
POXKAEHHbIE aBTOPCKMM BOOBPAXKEHNEM, CNbILWATb CONYTCTBYIOLWME UM LLYMbl, YYBCTBOBATb 3aMaxu
0b03peBaemMoro NPoCTPaHCTBa, M BCE 3TO KaK bl MHTErpupyeT HecneLH bl ryxoBaTblii ronoc
paccKasumKa.

KnioueBble cnoea: M306pasntesibHOCTb BYHUHCKOM NPO3bl, YyBCTBEHHOE BOCNPUATME MUPA BYHWUHbIM,
XY/ZLOXKECTBEHHbIN CUHTE3, 3Kdpacuc, NposBAeHUA M306Ppa3nTENbHOCTM B C/IOBECHOCTM, CPeaCcTBa
KMHOMO3TUKM B IMTEPATYPHOM TEKCTE
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The unity of sensual perceptions. Poetics of lvan Bunin’s prose

Abstract. This article contributes to a large number of publications by literary predecessors, who have
unravelled the mysteries of Bunin’s skill, the secrets of the charm of his prose and poetry. These
approaches and the predecessors’ discoveries are gratefully acknowledged here. The author’s hypothesis
is presented in the title of the work, in which the main word — unity — indicates the unusually high
synthesizing character of the writer’s figurative thinking. Of principal importance for the proof

of the above hypothesis is the direct and indirect access to the long-unspoken dispute between I. Bunin
and M. Remizov about artistic skill, a dispute which took place before their emigration from Russia and
continued after it in France. In his own way, the author of the article explains the attractiveness of Bunin’s
short stories, devoid of action, — pictures of the ordinary course of life, trivial events, from the category
of eternal, as V. Veresaev wrote with a bit of surprise, “masterpieces” about which “there is absolutely
nothing to talk about”, the denouements of conflicts of which, as a rule, dramatic or tragic, are easily



predicted and lie on the surfaces of the narratives already in the expositions. The author follows

the advice of the famous publicist and writer F. Stepun, who was hardly the first to understand the secrets
of Bunin’s charm and who recommended reading Bunin “slowly and intently, peering into every image
and listening to every rhythm”. This reveals the specifics of the writer’s artistic manner which erased

the boundaries between prose and poetry. Thus, Bunin, like few of his fellow writers, manages to activate
the reader’s imagination, their “inner vision”, sets them up to see pictures and characters, born

of the author’s imagination, to hear the accompanying noises, to feel the smells of the visual space, and
all this, as it were, integrates the unhurried, muffled voice of the narrator.
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