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There are some prominent works and traditions overlooked by this study that
would have enriched Brunson’s discussion of aesthetics in connection with the visual
arts and narrative. For example, her presentation of the road neglects to mention the
crossroad in Oedipus Rex or its extensive conception as diabolic in the Russian folk
tradition. Brunson accepts too readily George Lukacs admittedly simplistic reading
of Gustave Flaubert’s passive aesthetic as akin to a still life by ignoring Flaubert’s
celebrated use of style indirect libre. The frequency with which art is linked in both
Dostoevskii and Tolstoi to pleasure and temptation would have been explored more
thoroughly, if Brunson had considered the significance of Tolstoi’s “What is Art.” All
the same, Brunson’s analysis of the visual and verbal in nineteenth-century Russian
Realism elaborately exposes the expression of creative anxiety over a fragile and
diverse interart dialogue representing a range of realists like Dostoevskii, Perov,
Repin, Tolstoi, and Turgenev, whose works of art and literature attest to a productive
cross-fertilization of realisms conscious of their representational limitations.
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When comparing Anna Karenina with War and Peace, we know that in the latter
several storylines are spliced together, with characters interacting in wartime and
peacetime, whereas Anna Karenina offers two separate stories connected by one brief
meeting between Karenina and Levin. This has never stopped anyone, casual or eru-
dite, from enjoying the later novel. Despite its drawbacks, many people prefer this
shorter work. So, Anna Karenina works in practice, but does it work in theory?

Much ink has been spent in saying yes. Hidden correspondences linking the two
narratives of Anna Karenina, announced by the author himself (post factum) as a
“labyrinth of linkages,” have been followed up by teachers as vindication of the liter-
ary quality they instinctively know to be there. It was never easy to work out whether
the linking omens, contrasts, hints, and symbols had been deliberately hidden by
the author, placing responsibility for recognition on readers, or whether they were
unconscious alluvia uncovered by acute commentators. But they were there.

This volume achieves further amplification of this helpful school of criticism. Its
purpose is to “explore the dynamics of Tolstoi’s multi-plot novel . . .” (9) by calling up
similar or contrasting devices and methods in the previous Russian literary tradition,
in the English novel, and in Pascal’s Pensées, all of which contribute to “a compre-
hensive understanding of human life,” with much emphasis on vengeance, brotherly
love, and religious experience.

Liza Knapp displays her own irrepressible love of the written word, which has
turned her style into a quiet flow of eloquence. She has also developed an eye for
forensic detail dating back to her graduate days at Columbia. She is now adept at spot-
ting minutiae, and you will read her revelations with a thrill of shared serendipity.

Two examples will suffice. Introducing Hawthorne’s The Scarlet Letter in her
second chapter, she suddenly produces this remarkable assertion: “Tolstoy . . . sig-
nals the kinship with Hester Prynne. .. when the narrator announces that Anna
‘was experiencing the feelings of a person on display at the pillory’” (58). This is just
the right image for Anna’s plight at the opera, and it does seem to have come from
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America. In her last chapter she leaps into the twentieth century with a suggestion
that Levin’s indifference to the fate of the Serbs (Slavic bothers) finds a response in
Virginia Woolf’s denial of feeling for the Armenians.

These are specific examples, but most of the book is more generalized, con-
sidering correspondences in broader terms of morality (Who is my brother?), love,
vengeance, conscience, religious exploration (plenty of dispiriting Pascalian philoso-
phy), and, returning to formal properties, the question of indeterminacy. This can be
seen as a fault (not linking things that should be connected) or a particularly Russian
virtue (reflecting the open-endedness of experience).

This study confirms my opinion of the two great novels. War and Peace is a sunny
experience born in the only period of the author’s life when he was, briefly, a happy
man. Anna Karenina is a vindictive work created after the disastrous summer of 1869,
when the author, misguided by Afanasii Fet, soaked himself in Schopenhauer. No
one can do that and ever smile again; you can easily distinguish between a person
who has been reading Schopenhauer and a sunbeam. For the rest of his life Tolstoi
would require us to suffer for his sins.

I have been puzzled by the arbitrariness with which Liza Knapp’s texts and
subjects were chosen and accorded, or not accorded, detailed treatment. Why these
writers in particular? Why not Jean-Jacques Rousseau, Samuel Richardson, William
Faulkner, Theodor Fontane (think of all the potential in Effi Briest), or a dozen others?
This magpie visitation, incorporating material from four centuries, different forms of
writing, different themes for discussion, minutely formalist and broadly hermeneu-
tic examination, is itself an exemplar of open-ended indeterminacy. It is not clear
whether this is good or bad, deliberate or incidental, but I have certainly taken plea-
sure in reading it all.

Within these pages Liza Knapp has confirmed some truths of intertextuality—
no book is an island, no story unique, no scrutiny unrewarded, no issue exhausted.
Above all, she reasserts the joy of reading, comparing impressions, thinking and
building attitudes and arguments on an expanding awareness of the world through
what has been written about it.
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When filmmakers choose to “adapt” (for lack of a better word) a work of literature
for the screen, they cross a border not unlike the work of composers or sculptors who
create a ballet or sculpture based on literary texts. The filmmakers face many chal-
lenges, including some that arise from economic and cultural constraints that may
drive artistic decisions: expectations of the production and distribution companies
determine budgets that have an impact on every subsequent decision, including time
for production and length of the final film. Within these parameters, filmmakers
choose which of the literary fabula events, characters, motifs, and so forth they can
and cannot include. They must also choose how to convey information encoded in the
literary text in the narrator’s discourse and the internal monologues of characters, all
of which in turn may have aesthetic features such as sound play, imagery, symbol-
ism, metaphor, and so forth. Filmmakers must contend also with that which authors
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