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Preface

Over fifty years have passed since the death of Mixail Kuzmin on 1 March
1936 in Leningrad. After decades of neglect, he is finally receiving recognition as
one of Russia's greatest poets and a cultural figure of singular diversity and
importance during the first thirty years of our century. There is again talk of an
edition of his verse for the series "Biblioteka poéta” (one such plan was scuttled in
the late sixties with the purge of the editorial board headed by Vladimir Orlov),
and one hopes that its preparation will be assigned to the young scholars, such as
Roman Timencik, Aleksandr Lavrov or Nikolaj Bogomolov, who know and
admire Kuzmin's verse and the culture of the period, rather than to some
timeserver trying to scramble on board the "paroxod perestrojki”. Until it appears,
the three-volume collected verse issued in 1977 by the Munich Wilhelm Fink
Verlag (Gesammelte Gedichte / Sobranie stixov) under the editorship of Vladimir
Markov and myself remains the only complete edition. Markov is also
supervising a ten-volume edition of the complete prose, which has reached seven
volumes to date (Berkeley Slavic Specialities, in the series "Modern Russian
Literature and Culture. Studies and Texts"). We have reprints of several of
Kuzmin's plays (and individual volumes of verse), but no collected edition.

When scholars from Europe and the United States (invited Soviet colleagues
could not attend) met in Paris on 23-26 June 1986 at a Colloque international sur
la poésie russe aprés le Symbolisme, organized by Jean-Claude Marcad€é and
myself and held at the headquarters of CNRS under the auspices of IMSECO
(Institut du monde soviétique et de I'Europe centrale et orientale), the two sessions
devoted to Kuzmin represented the first time since 1925 that scholars and critics
had gathered to address his art. (Panelists at other sessions spoke on Gumilev,
Kru¢enyx, Liv3ic and Xodasevi¢, the centenary of whose births fell in 1986.) All
but one of the papers about Kuzmin presented on that occasion are published here
with the kind permission of the directorship of IMSECO. I have added a section
of unpublished materials ("Archivum") by or about Kuzmin and one piece by
Xodasevi¢. It helps fill in our picture of pre-revolutionary Russian theater life to
which Kuzmin contributed so much; I hope that the Xodasevi¢ play will not,
therefore, be out of place in this volume otherwise devoted exclusively to Kuzmin.
A list of the major misprints marring the Fink edition, rounds out this volume, the
first book of critical essays about Kuzmin ever published. All the contributors join
me in expressing gratitude to the editors of the Wiener Slawistischer Almanach
for offering its pages to us.

A final word about one of our contributors. No one did more, often under the
most difficult conditions, for the rediscovery of Kuzmin than Gennady Smakov,
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who was to have edited the "Biblioteka poéta" volume commissioned in the
nineteen sixties. When I resided in Leningrad in 1966-67 it was he who kindled
my own slumbering interest in the poet and who encouraged me to write his
biography. (Unbeknownst to me, Vladimir Markov was starting work at the same
time on the edition of Kuzmin's verse on which we would later join forces.)
During that long visit and a subsequent short stay in 1969 Gena selflessly shared
with me the fruits of his own research and introduced me to many of Kuzmin's
contemporaries still living in Leningrad. He managed to publish only precious
fragments from his own work on the writer before his death in New York City on
21 August 1988 after a long illness. (See the obituary in Russkaja Mysl’, No.
3736, 26 August.) Many of the contributors to this volume knew him personally,
some of us loved him deeply, all of us value his pioneering efforts in the study of
Kuzmin. We mourn his death and dedicate this volume to his memory with love
and respect. "Cayunrcsa Bce, 4TO npeaHasHaueHo, | Boxkarwut Hac Bener. | 3a Te
4achl, 4TO 3xeCh yTpaueHsl, | HeGecHont Bkycym men” (M.A. Ky3muH).

John E. Malmstad
Harvard University
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John A. Bamstead

STYLIZATION AS RENEWAL:
THE FUNCTION OF CHRONOLOGICAL DISCREPANCIES
IN TWO STORIES BY MIXAIL KUZMIN.

As is by now well known, Kuzmin from time to time lied about his age. The
lying was neither constant nor consistent, but lying it remains. This curious fact
was pointed out as a conjecture in the early 1970s by Gennadij Smakov, later
further elaborated by John Malmstad.! In her article "Arxivist i3¢et datu” K. N.

Suvorova writes of her successful search for final proof of Kuzmin's exact date of
birth:

V literature vstrecaetsja tri daty roZzdenija Mixaila Alekseevita
Kuzmina. Bol'$instvo izdanij, v tom ¢isle i poslednjaja "Literaturnaja
enciklopedija”, ukazyvajut god rozdenija Kuzmina - 1875. Odnako, v
avtobiografiteskoj zametke, napisannoj v 1907 godu po pros’be M. A,
Gofmana dlja sbornika "Kniga o poétax poslednego desjatiletija”,
Kuzmin skazal o sebe "30 let on Zil, pel, smotrel, ljubil i ulybalsja”.
Etim utverzdeniem on kak by priznal godom svoego rozdenija - 1877.
Etu datu i povtoril Enciklopedi¢eskij slovar' izd. Granat, vyxodiv3ij pri
2izni Kuzmina. V poslednee vremja v nau¢nyj oborot byla vvedena
eS¢e odna data - 1872 god ("Blokovskij sbornik"”. Tartu, 1972, str.
359). Eta data stoit i na ankete, kotoraja xranitsja v CGALIL. Anketa
priloZena k zajavleniju Kuzmina v 1928 godu vo Vserosijskij sojuz
pisatelej s pros'boj ob ustanovlenii emu personal'noj pensii. Takim
obrazom iz trex dat rozdenija Kuzmina nado bylo vybrat' odnu.
Poskol'ku literatumye isto¢niki i daZe svidetel'stva samogo Kuzmina
protivoredili drug drugu, sledovalo iskat' dokument, to¢no udo-
stoverjajui¢ij vremja rozdenija poeta. Takoj dokument otyskalsja v
arxive Peterburgskoj konservatorii, gde u¢ilsja Kuzmin. V li¢nom dele
studenta Kuzmina soxranilas' kopija svidetel'stva o rozdenii, vydan-
naja jaroslavskoj Xristorozdestvenskoj cerkov'ju. Etot dokument i
podtvzcrdil, ¢to M. A. Kuzmin rodilsja v Jaroslavle 6 oktjabrja 1872
goda.

However interesting all this might be to the biographer, it could have remained
beyond the purview of the literary critic, had not Kuzmin himself applied similar
temporal incongruities and inconsistent dates as a literary device in his work. In
describing the function of this device, especial attention needs to be devoted first
to its connection with poetry insertion in Kuzmin's prose, and second to the role
of intertextual ties in the creation of a peculiarly Kuzminian world of avatars, in
which individual archetypal characters seem to be reincarnated from work to
work, with the result that the boundaries between texts, as well as those between

7
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literature and reality, are attenuated. The first of these points is especially inter-
esting, in that the post- revolutionary period is marked by a significant change in
the roles played by Kuzmin's poetry and his prose. Before 1916 (a "perelomnyj
god" in Russian literature in general, as Etkind has characterized it), if Kuzmin
treated a particular subject in both poetry and prose, it was the poetic text which
was produced first. This can be seen in such works as "Povest' ob Elevsippe,
rasskazannaja im samim" (1906), which incorporates elements of the 1904 poem
“Xarikl iz Milety" and of the "Aleksandrijskie pesni"3; or in the poem cycle
“Prervannaja povest™, which was composed prior to the prose treatment of the
same events, the interrupted povest’' "Kartonnyj domik".4 But beginning in 1916
the picture changes. Both poetry and prose come increasingly to draw on
Kuzmin's early prose for imagery and plot components, a process symbolized by
the title of Kuzmin's last published volume of verse, Forel' razbivaet led, which is
derived from a passage in the 1909 novel NeZnyj Iosif:

Pereskakivaja ¢erez rutej, provalilsja, i melkaja serebrjanaja forel'
bilas', vybrodennaja vodoju na led. Mokryj, stoja v vode, lovil on
[Otec Petr] rybu rukami i snova pixal ostoroZno tolstymi pal’cami pod
neZnyj led.’

This is accompanied by a striking shift in the relative functions of poetry and
prose. If before 1916 poetry insertions were a common trait of Kuzmin's prose,
after that date they become much rarer. Instead, we have the "ob"jasnitel'naja
proza" of Kuzmin's rococo Lesok, in which the commentary function given to
prose is that which was formerly assigned to poetry.

Another example of this is the way in which Kuzmin elaborated imagery from
the end of Kryl’jain his difficult 1921 poem "Plamen' Fedry".6 There he equated
the death of Icarus with the destruction of Gomorrah - both brought about by
willful concentration of the rays of the sun (identified with the Holy Trinity) in the
concave mirror of passion. This expansion of the syncretism advocated in Kryl'ja
marks a further stage in Kuzmin's reconciliation of Christianity with Classical
mythology. accomplished through rhetorical juxtapositioning of their imagery in
his poetry and prose. The process as it affects the figures in Ugo Orsini's play in
the penultimate section of Krylja is also exemplified by Kuzmin's use of Pasiphae
as an object of comparison in his cantata Sv. Georgij, a theme dear to his heart and
one especially liable to a syncretic interpretation thanks to its similarities with the
myth of Perseus rescuing Andromeda.” Such identifications, at once frivolous and
profound, find their Kuzminian archetype in Kryl'ja, where the Old Believer
Mar'ja Dmitrievna, herself a recasting of a character from Tolstoj's Vojna i mir,
mistakes Romeo and Juliet for the Prolog.® The tensions established by these
correspondences tend to fragment the formerly unified, symmetrical surface
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structures of Kuzmin's work, but this breakup should be viewed as baring of
devices already long present rather than as a fundamental innovation.

Of course, full examination of these structural dynamics would require more
than a single article. Here I would like to discuss in detail two examples, one pre-
revolutionary, one post-revolutionary, to demonstrate the underlying continuity
provided by the use of chronological discrepancy as an artistic device. If nothing
else, they will show once again that beyond the surface "prostota” and "jasnost™
so often noted by critics, there is large and subtle complexity: as Verlaine once
said of Mallarm¢é -

Qu'est-ce qu'il y a de plus mystérieux que la clarté?

The interplay of stylization, poetry embedding, prose intertextuality and
nedoskazannost'is beautifully illustrated by one of Kuzmin's earliest short stories,
the exquisite miniature "Iz pisem devicy Klary Val'mon k Rozalii Tjutel'majer"”,
Submitted under the device "Ja ljubovnikov s¢astlivyx uznaju po ix glazam” (a
line from an embedded poem in Pudkin's prose fragment "Cezar' pute3estvoval")
to the Zolotoe runo contest for the best story on the theme "D'javol" in the autumn
of 1906, it was awarded a first prize of 100 rubles and published in the January,
1907 issue.?

The story is in epistolary form, revealing in progressive stages the seduction of
its putative author Klara by her father's shoemaking apprentice Jacques Mobert.
The hapless girl is abandoned by her lover after she becomes pregnant, and in due
course is delivered of a monstrous son, eyeless, homed, and covered with fur,
When the priests try to baptize it, the holy water bursts into steam and the baby
vanishes, to be replaced by a large black horseradish. The local religious authority
recommends that Klara's organism be cleansed of the evil seed, and the
townspeople also eradicate the remaining traces of the infernal by burning the
shoes that Mobert manufactured for them. The only person who refuses to
contribute to the holocaust of footgear is the old clockmaker Limozius, who says
that stout shoes are more important to him than silly superstition. But as Klara
notes at the end of her final letter to her aunt, "kone¢no, on byl evrej i bezboZnik,
ne zabotjas¢ijsja o spasenii bessmertnoj dusi."10

Onomastics emphasize the function of the story as a stylization of the
eighteenth century epistolary novel: Klara's surname recalls the wicked Valmont
of Laclos's 1782 novel Les liaisons dangereuses.!! On the basis of his theory that
the supernatural trappings of the story were invented by Klara under pressure
from her family to cover up the shame of her debauch and to justify infanticide by
insisting on the baby s infernal origin, Neil Granoien makes a further connection
with Puskin's unfinished "Mar'ja Soning".12 This view, which insists on a natural
explanation for the story's plot, must be rejected in light of evidence of Klara's
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own ties with the supernatural as revealed by interplay between prose and poetry
in the text.

In fact, "Iz pisem devicy Klary Val'mon" is closer in conception to another
unfinished Puskin work, "Roman v pis'max". Both stories are constructed to
undermine the conventions of the epistolary form. Pudkin accomplishes this
through his heroine's criticism of Clarissa Harlowe and Adolphe, comparing the
development of the epistolary hero with the static portrayal of his female
counterpart. Since these enlightened views are themselves aired in letter form by a
new, dynamic type of heroine, Puskin achieves the renewal he sought through
creating a kind of "meta-epistolary” story, the structure of which corrects the
faults of the genre. Kuzmin is concerned with a different aspect of the genre, but
one which also pervades characterization: temporality. Richardson used the
personal immediacy of the form to reveal the inner self of his characters through
their direct reactions to the events they describe; Kuzmin's letters, in contrast,
reveal Klara's true character by their retrospective inconsistencies. By giving only
Klara's half of the correspondence Kuzmin places his story in the tradition
exemplified by Smollett's Humphrey Clinker more than by Clarissa, but his
miniature frame requires certain simplifications of the narrative structure, and
Klara's concern is never turned fully outward to description of externals.!3 If
Humphrey Clinker can be thought of as a travel novel in epistolary form, "Iz
pisem devicy Klary Val'mon" reduces this aspect of its genre to Klara's briefly-
described move to a new village, and multiple recipients of the letters in
Humpbhrey Clinker are replaced by a single figure. But Kuzmin's story still
achieves the polyphony of its eighteenth century prototypes, although it can do so
only by using devices compatible with its brevity.

Two details which seem meaningless as plot elements acquire significance
when viewed metatextually (i. e. as comments on the structuring of the text) as
signals of these devices. Why should Rozalija send Klara a winter coat in the
summer? Why should a clockmaker be the only person to reject the diabolical
origins of Jacques Mobert? Anachronism and control over time are the common
principle, a hint to the reader that throughout the story Kuzmin will use time
distortion to obtain a depth of characterization and a complexity of plot which
require close attention to detail to become perceptible.

The most obvious of such details has already been noted by previous critics.
Klara gives birth on 22 May, implying that she became pregnant some three
months earlier than she sees fit to hint at in her letters to her aunt.14 No one has
yet noticed, however, the intertextual significance of her date of conception. If one
assumes a normal term of 38 weeks, this would have been on or about 16 August,
the day after the Feast of the Assumption, a date which apparently had mystical
associations for Kuzmin: consider the following enigmatic exchange in the novel
Plavajuicie putesestvujustie:

10
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Lavrik mol¢a pozal ruku Lavrent'eva i potom uZe skazal:
-Kakoe segodnja ¢islo?

-Sestnadcatoe avgusta.

-Segodnja sdelany dva Saga.

-A mozet byt'i tri, Lavrik.15

Embedded poetry is also used to complicate the chronology of the story and the
characterization of its heroine. Two lines are inserted in the text at the end of the
third letter, thus occupying a central position in the series of six:

Ljubvi utexi dljatsja mig edinyj,
Ljubvi stradan‘ja dljatsja dolgij vek16

No one has drawn attention to the fact that these are the opening lines of
Kuzmin's poem "Ljubvi utexi”, written in November, 1906 to be used as a song in
Sergej Auslender's short story "Veger u g-na de-Seviraz".17 They translate the
opening of a song drawn from the 1784 nouvelle "Celestine, Nouvelle Espagnole™
by Jean Pierre Claris de Florian (1755-1794), for which, as Vladimir Markov and
John Malmstad have pointed out, music was later written by Giovanni Paolo
Martini (1741-1816).18 Thus, in addition to serving as a link both with Kuzmin's
poetry and with the prose of his nephew, the lines emphasize the diabolical
underpinnings of "Iz pisem devicy Klary Val'mon” itself, for Klara Val'mon
writing in the 1720s could not have been aware of a song written no earlier than
1784 by any natural means. It cannot be assumed that the anachronism was just a
slip on Kuzmin's part: he knew both the music and the literature of the period too
well, and the device of time distortion through poetry insertion or by other means
is too widespread in his work. Rather, the use of the poetry calls into question the
chronology of the story as a whole, while suggesting that Klara may have known
more about Jacques Mobert than she is willing to tell her aunt, that she is herself a
servant of the devil.

Further temporal ambiguity is generated by a comparison of the various
editions of the story. It was published three times: in Zolotoe runo, in Pervaja
kniga rasskazov, and in Devstvennyj Viktor. A collation of the three editions
reveals the curious fact that the dates of two of the letters vary: the fourth letter
was written on 6 December in Zolotoe runo and Pervaja kniga rasskazov, but on 8
December in Devstvennyj Viktor, the last letter was written on the 15 of June in
Zolotoe runo and Pervaja kniga rasskazov, but on 12 June in Devstvennyj
Viktor.1? This could be due to simple misprints in a late reprinting, except for the
fact that Devstvennyj Viktor is comparatively free of them in other reprinted
stories. Another, perhaps more attractive possibility is that Kuzmin himself

11
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changed the dates to introduce yet another layer of uncertainty into the text,
perhaps modelling a similar discrepancy in dating found in Puskin's epistolary
fragment "Mar'ja Soning".20 Such speculation is additionnaly supported by the
structure of the Devstvennyj Viktor collection: it concludes with four early tales of
the supernatural concerned with the circular nature of time, and with problems of
metempsychosis and immortality. By closing his last book of stories with the
stories he wrote first, Kuzmin himself closed the circle of his narrative time,
questioning the nature of temporal sequence, as he did in "Iz pisem devicy Klary
Val'mon”.

A last measure of temporal layering is provided by the title of the story. "Iz
pisemn devicy Klary Val'mon k Rozalii Tjutel'majer” implies that an editor has
intervened between the original correspondence and the reader: a selection has
been made. This is evidenced also by the expurgation of two lines in the fifth
letter, immediately following the priest's advice that Klara's organism be cleansed
of the evil seed presumably a description of the purification rite. The speculations
to which the omission gives rise are, no doubt, the intentional product of this form
of Kuzminian nedoskazannost'.

Tynjanov once held that the epistolary form is poorly adapted to developing a
complicated sjuZet, while traditional for constructions with an attenuated sjuZet.
But the claims he made for Dostoevskij's use of it in Bednye ljudi depend on the
fact that there the correspondence is two-sided. The various devices Kuzmin uses
in "Iz pisem Klary Val'mon" show that narrative in letters is admirably suited to
representing a complex plot in the most compact fashion, albeit with several
elements only implicit.

By distorting time in the story and distancing the reader from a supposed
"original” version of the letters, Kuzmin accomplishes the renewal of the
epistolary form through undermining the conventions traditionally associated with
it. This is the basic function of stylization: not just the simplified evocation of the
spirit of a bygone age, but its resurrection through assigning new semantic
properties to old structural patterns.

The 1919 short story "Dva ¢uda”, published in the Xar'kov journal Tvorcestvo,
can be taken as another example of the principle.2! Belonging to what might be
labelled the "Alexandrinian” cluster of narratives, it relates a simple incident which
could well have been drawn from the Prolog or some similar collection of saints'
lives, but which resonates with structures drawn from earlier works in the cycle,
and echoes a theme developed some twenty years earlier by Valerij Brjusov.

Nonna, a nun in an Egyptian desert monastery, has been possessed by a demon
who forces her to eat incessantly. The prayers of the other sisters are to no avail
until an old abbot named Pamva appears at the convent gates. The abbess of the
convent washes the dust from his feet. The resulting tincture, carried to Nonna by
the Ethiopian servant Muza, effects her miraculous cure. Father Pamva, noticeably

12
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agitated during these proceedings, confesses that he is actually Paisij, a runaway
slave and robber, who had been planning to plunder the convent. Nonna's cure
results in his conversion, apparently the second miracle of the title.

The story reveals a second level of meaning, however, when it is read against
the background of Church history. Abbot Pamva was a contemporary of Anthony
the Great who worked in the Nitrian desert in Egypt. He died in 386 A. D. Paisij,
supposedly a runaway slave and robber, is none other than the famous Egyptian
abbot Paisij the Great, who left Alexandra for the desert as a young man and
became a hermit monk under the guidance of Abbot Pamva; subsequently he
chose complete isolation in the desert, living in a cave he had dug for himself. He
died in 400 A.D. Thus, Paisij must have already been a disciple of Pamva when
he visited Nonna's monastery! As in Kuzmin's earlier story "Sekret 0. Gervasija",
a deception has been practiced in the name of "higher truth”: the sisters’' faith has
been reinforced by the second, ersatz miracle.22 This use of chronological
distortion to generate a hidden layer of meaning continues the device found in
"Pis'ma devicy Klary Val'mon", as well as such early Kuzmin stories as "Ku3etka
ted Soni", "Necajannyj proviant”, and "Ten' Fillidy". To the uninitiated reader the
story is an amusing stylization of early church literature; to the reader aware of
Church history, it is a cynical depiction of manipulation of the naive devout.

This dual-directed narrative contrasts sharply with Valerij Brjusov's
straightforward development of the same theme in his 1898 poem "Skazanie o
razbojnike".23 In Brjusov's work the fact of the deception is revealed at the very
beginning and the water is used to cure a nun of blindness. Written in the standard
form of the literary bylina, "Skazanie o razbojnike" contains none of the elements
of parody or the complex interplay of legend with historical reality which are
present in Kuzmin's version. The criticism of stylization simply for the sake of
stylization, without higher motivation, which is implicit in Kuzmin's technique, is
similar to Kuzmin's explicit criticism of Ognennyj Angel, which he admired for its
use of hidden meaning.24

Like much of Kuzmin's post-revolutionary writing, his story may also be read
as commentary on the creative process, a function that was largely left implicit in
the pre-revolutionary prose.2> This line of interpretation is initiated by the name
"Muza" given to the Ethiopian servant who carries the water (inspiration?) from
Paisij's feet (even the humblest material can serve as a source for art) to Nonna's
grotesquely enlarged belly, accomplishing her deliverance.

While "Iz pisem devicy Klary Val'mon" and "Dva ¢uda"” belong to different
periods in Kuzmin's literary career, they illustrate the continuity of his creative
technique. The device of chronological discrepancy may be taken as a model of
Kuzmin's general structuring of his prose universe: the element of autobiography
at its root is ultimately subordinated to the larger perspectives of art; the boundary

13
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between art and life is dissolved; Klara's monstrous pregnancy and Nonna's
ersatz, parodic one are equally emblematic of the process.

Notes

1 Gennadij Smakov, "Blok i Kuzmin (Novye materialy)", Blokovskij sbornik II,
(Tartu, 1972), p. 359; John E. Malmstad, "Mixail Kuzmin: A Chronicle of his
Life and Times", in Mixail Kuzmin, Gesammelte Gedichte, (Munich, 1977),
vol. 3, pp. 17-18, 27, 64-65n. S.
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1910), pp. 81-131. On the poem "Xarikl iz Mileta" see Mixail Kuzmin,
Gesammelte Gedichte, vol. 3, pp. 441-444 [text], 708-709 [notes]; a variant
(erroneously labelled "previously unpublished") appears in Den’ poézii, (Mos-
cow, 1979), pp. 202-205. The story also incorporates the figure of Evlogij
from Kuzmin's opera libretto "Evlogij i Ada, komedija iz Aleksandrijskoj
Zizni" (1904) and his poem "Ne vo sne li ¢to bylo"”, one of the Aleksandrijskie
pesni unpublished during Kuzmin's lifetime: on the libretto see George Cheron,
The Drama of Mixail Kuzmin [unpublished UCLA dissertation], (Los
Angeles, 1982), pp. 6, 116, 119-122, 173 nn. 18-24; on the poem see Mixail
Kuzmin, Gesammelte Gedichte, vol. 3, p. 445; this figure was highly signi-
ficant for Kuzmin both as a link character and as the embodiment of one of
three distinct personalities Kuzmin perceived in himself: see Imakov, op. cit., p.
348.

4 Mixail Kuzmin, "Prervannaja povest', Belye noci (Saint Petersburg, 1907),
pp. 210-219, where it is dated simply “1907", but reprinted in Mixail Kuzmin,
Seti (Moscow, 1908), pp. 31-44, with the date "1906-1907. Nojabr'-Janvar".
"Kartonnyj domik", Belye noci, pp. 112-151 was never reprinted and must be
dated after January, 1907 on internal grounds.

5 Mixail Kuzmin, Ne2nyj Iosif, Vtoraja kniga rasskazov (Moscow, 1910), p
155.

6 Mixail Kuzmin, "Plamen’ Fedry", Paraboly (Peterburg-Berlin, 1923), pp. 61-
68, drawing the images of Icarus and Pasiphae from the penultimate section of

Kryl'ja.
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20

Mixail Kuzmin, "Sv. Georgij", Nezdednie vecera (Peterburg-Berlin, 1921), pp.
63-73.

I am grateful to Professor Ieva Vitins, Dalhousie University, for pointing out
the interesting connection with Vojna i mir.

See Zolotoe runo, No. 1 (1907), p. 74, for an outline of the contest results.

Mixail Kuzmin, "Iz pisem devicy Klary Val'mon k Rozalii Tjutel'majer”,
Devstvennyj Viktor, p. 161. Deviations of this edition from the Zolotoe runo
text are noted below.

First established by Neil Granoien, Mixail Kuzmin: An Aesthete's Prose
[unpublished UCLA dissertation], (Los Angeles, 1981), p. 323.

Ibid.

For a discussion of this view of Humphrey Clinker, see Wolfgang Iser, The
Implied Reader (Baltimore, 1974), pp. 57-80. Kuzmin's story takes the form of
Humphrey Clinker in miniature, but the outlook of its main character is a
transformation wrought on Clarissa; perhaps the correspondence Klara:
Clarissa is not an accidental one, but represents her nature as an abbreviated
avatar of Richardson's heroine?

Granoien is mistaken when he claims (op.cit., pp. 324-5) that Klara was
already pregnant before she began wrnting the letters. Her date of conception
may be calculated as around 16 August, i. . between the first and second letter.

Mixail Kuzmin, Plavajus¢ie putesestvujueCie (Saint Petersburg, 1915), p. 233.
The exchange is the culmination of Lavrik's confrontation with his double
Lavrent'ev, in which he comes to a largely unspoken understanding of his
homosexuality.

"Iz pisem devicy Klary Val'mon", p. 160.
Mixail Kuzmin, Seti (Moscow, 1908), p. 48.
Mixail Kuzmin, Gesammelte Gedichte, vol. 3, p. 622.

See Vladimir Markov's note to the story in Mixail Kuzmin, Proza (Berkeley,
1984), vol. 1, p. 324,

The opening lines of the second letter, from Mar'ja foning to Anna Garlin dated
28 April, cannot be reconciled with the date 25 April assigned by Puskin to the
first letter.
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21 Mixail Kuzmin, "Dva ¢uda", Tvoréestvo, nos. 5-6 (1919), pp. 9-12.

22 Mixail Kuzmin, "Sekret 0. Gervasija", Antrakt v ovrage (Petrograd, 1916), pp.
26-37.

23 I am grateful to Professor Joan Delaney Grossman, University of California,
Berkeley, for drawing my attention to the Brjusov poem.

24 Cf, Mixail Kuzmin, "XudozZestvennaja proza 'Vesov'', Apollon, no. 9 (1910),
p. 39:
Nam kaZetsja, ¢to my ne oSibemsja, predpoloZiv za vncSncj i psixolo-
giéeskOJ povestju soderzanie e3¢e bolee glubokoe i tajnoe dlja 'imejuslix usi
slySat”, no ustupim Zelaniju avtora, ¢toby eta tajna tol'’ko predpolagalas’,
tol'ko vejala i tainstvenno uglubljala s izbytkom ispolnennyj vsjateskogo
soderzanija roman.

25 There are individual exceptions, notably the 1910 story ""Vysokoe iskusstvo',
Tretja kniga rasskazov (Moscow, 1913), pp. 105-141.
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Simon Karlinsky

KUZMIN, GUMILEV AND CVETAEVA
AS NEO-ROMANTIC PLAYWRIGHTS

I. Russian Realist and Symbolist Drama

Historically speaking, the first Russian symbolist playwright was probably
Konstantin Treplev in Cexov's The Seagull. His poetic play about the Soul of the
World and her enemy, the Devil, has occasionally been read by critics as Cexov's
satire on Russian symbolist drama. However, in 1895, when The Seagull was
first staged, there were no Russian symbolist playwrights to satirize.l The earliest
significant Russian symbolist plays, such as Alma by Nikolaj Minskij, Sacred
Blood (Svjataja krov’) by Zinaida Gippius and the first verse tragedies on Greek
mythological themes by Innokentij Annenskij all date from the first five years of
the 20th century.

Symbolist drama was preceded by the period traditionally characterized by
Russian literary historians as that of Critical Realism. It encompasses the time
between the play of Nikolaj Gogol' in the 1830s and those of Anton Cexov and
Maksim Gor'kij that were contemporary with the early symbolist drama of 1900-
1905. Although the term "realism"” does not really suffice to describe the plays of
either Gogol' or Cexov, it does provide a convenient handle to characterize the
playwrights who were active in the interim between them: Aleksandr Ostrovskij,
Aleksej Potexin, Ivan Turgenev, Aleksei Pisemskij, Lev Tolstoj and Aleksandr
Suxovo-Kobylin. All these playwrights, including Gogol', Cexov and Gor'kij,
complied with three uncodified rules of Russian realist drama that were observed
as rigidly as the three famous unities of 17th and 18th century neo-classicism. All
serious realist plays 1. were written in prose; 2. their action took place in Russia;
and 3. they were set in the present. The exceptions we find in the 19th century
serve only to confirm the prevalence of these rules. There was some neo-Shakes-
pearean historical drama written by A. K. Tolstoj, Ostrovskij and a few others in
iambic penatameter in imitation of Puskin's Boris Godunov; there were a few
prose plays by Pisemskij set in the 18th century; and there were at least two poetic
fantasy plays in verse: A. K. Tolstoj's remarkable Don Juan and Ostrovskij's
pseudo-mythological The Snowmaiden. Remote history, mythology, fantasy and
stories set in non-Russian cultures were relegated to opera and ballet.

Symbolist drama of the early 20th century was written by poets, such as
Annenskij, Gippius, Sologub and Blok. They felt free to write drama in verse, in
prose and in a mixture of both. This new drama could be set in Russia or in any
other country, real or imaginary; in the present or in any period of the past. It
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could (and did) treat contemporary social issues, as the realists had done. But it
also brought back fantasy, mythology, religion, Christian and pre-Christian
mysticism - areas that were dealt with by playwrights of the Renaissance, of the
Baroque and of the Romantic Age, but which were largely disregarded in realist
drama.

Inherent in symbolist drama was a view of life as a juxtaposition of two or
more realities, as a simultaneous presence of other worlds in the experience of the
play's characters. Such duality of existence could be treated seriously, as in Blok's
Incognita and The Rose and the Cross, Gippius's The Sacred Blood and Annen-
skij's Thamyris Kitharodos (Famira-kifared); or it could be presented ironically
and even comically, as in Blok's Fairground Booth and Sologub's Nocturnal
Dances and Van'ka the Butler and the Page Jehan. The absence of this symbolist
multiple and mystical perspective in the plays of the three poets that [ propose to
discuss in this paper, Mixail Kuzmin, Nikolaj Gumilev and Marina Cvetaeva, is
what gives us the right to speak of their plays as post-symbolist. The symbolist
world view is present in the plays of these three poets only minimally. Far more
dominant is a sensibility that goes back to the Romatic Age. This allows us to
speak of some of these poets' plays as not only post-symbolist, but also as neo-
romantic.

Another thing that unites the dramatic work of Kuzmin, Gumilev and Cvetaeva
is their resolute rejection of the usages of Russian realist drama that were formu-
lated above. None of the plays by Gumilev or Cvetaeva is in prose, none is set in
Russia and, with the exception of Gumilev's Don Juan in Egypt, none is set in the
present time. In the case of Kuzmin, his last important play, The Death of Nero
(1929), is in prose and is set in part in 20th century Russia. But his other plays are
written in a mixture of prose and verse and they all have foreign, pre-20th century
settings. The plays of these three poets do not concern themselves with the fate of
Russia, with either the revolutionary or the mystical transformation of the world in
the proximate future, and the texts of their plays (with the exception of Kuzmin's
The Death of Nero and Cvetaeva's The Snowstorm) do not confront their reader
or spectator with any veiled or arcane meanings. Therefore, even though Kuzmin's
plays coincided chronologically with the heyday of symbolist drama in Russia,
they are not a part of the symbolist movement, as Blok authoritatively pointed out
in one of his letters to Andrej Bely;j.2

II. Romantic and Symbolist Drama
At this point we should establish the neo-romantic corpus of plays to be dis-
cussed. Michael Green's tabulation of Kuzmin's works for the theater lists almost

forty items.3 But the majority of these were cabaret skits, ballet scenarios and texts
for ephemeral operettas. Most of them disappeared or were never published. For
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our purposes, we can restrict Kuzmin's output for the theater to the dramatic poem
(possibly meant to be an opera libretto), The History of the Knight d'Alessio
(Istorija rycarja d’Alessio), published in 1905; three brief one-act plays brought
out in one volume in 1907; the three plays that are dramatizations of the vitae of
Orthodox saints, published as Three comedies in 1909; the comedy Venetian
Madcaps (Venecianskie bezymcy), performed in 1914; a brief one-act comedy A
Prince from the Farm (Princ s myzy), 1914, and the posthumous The Death of
Nero.4

Gumilev's three one-act verse plays written in 1911-13, Don Juan in Egypt,
Actaeon, and The Card Game (Igra) and his three longer plays dating from 1916-
18, Gondla, The Child of Allah, and The Poisoned Tunic, are all conveniently
available in Volume Three of Gumilev's collected works published by Gleb
Struve and Boris Filippov in 1966. Marina Cvetaeva's dramatic output consists of
the cycle of six verse plays she wrote in 1918-19, during the time of her asso-
ciation with the actors of the Third Studio of the Moscow Art Theater.? The plays
of this cycle, which the poet herself qualified as "romantic", are, in the order of
writing, The Jack of Hearts, The Snowstorm, Fortuna, An Adventure, The Stone
Angel, and The Phoenix (a section of which was also published separately as
Casanova's End).% In the 1920s, Tsvetaeva wrote two neo-classical verse trage-
dies, Ariadne and Phaedra, which were intended as a part of a trilogy, the last play
of which was never written.

Since the aim of this paper is to search for romantic features in this group of
plays, it would be best to exclude the final plays of all three poets from our dis-
cussion. Kuzmin's The Death of Nero happens to be the only authentically sym-
bolist play this poet ever wrote, built on a complex series of correspondences
between the lives of Nero as discribed by Suetonius and of a twentieth-century
Russian playwright who is writing a play about Nero.

It would also be hard to find truly romantic features in Gumilev's The Poisoned
Tunic because this play is a neo-classical tragedy as it was practiced in the 17th
and 18th centuries, with careful observance of the unities of time, place and action.
Cvetaeva's neo-classical tragedies of the 1920s are couched in the manner of
modernist neo-classicism in the drama and music of the 1920s and 30s. Like
Cocteau, Giraudoux and Stravinskij, Tsvetaeva borrowed the themes and gestures
of antiquity to convey a new, 20th century conception of the classical myths.

Thus, romantic features will have to be sought in the remainder of the plays
mentioned. These features may be classified under the following four categories:
1. The romantic revival of the genre of medieval mystery and miracle plays; 2.
Romantic orientalism; 3. Romantic androgyny and reversal of sex roles; and, 4.
Romantic idealization and poectization of the past. The earliest play on our list,
Kuzmin's The History of the Knight d'Alessio, happens to be a work that offers
examples of all four of these categories.
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II1. Romantic Revival of Medieval Mystery and Miracle Plays

Critics were not kind to The History of the Knight d'Alessio, either at the time
of its first publication in 1905 or during the recent revival of interest in Kuzmin in
the English-speaking coutries. As John Malmstad indicated in his biography of
Kuzmin, both the utilitarian hack Nikolaj Korobka of the Gogolian name (his
specialty was baiting the symbolists) and the great poet Aleksandr Blok agreed
that Kuzmin's dramatic poem was an imitation of Faust and A. K. Tolstoj's Don
Juan.?” Michael Green in his indispensable study of Kuzmin and the theater also
sees this work as "immature", "derivative", and "poorly constructed".® To my
mind, the qualities that these commentators saw as imitative are actually inherent
in this work's genre. In both its theme and structure The History of the Knight
d'Alessio belongs to the romantic variant of the medieval mystery play. The revi-
val of this genre was initiated in modern times by Goethe's Faust, whose progeny
included Byron's Manfred and Cain, Shelley's Prometheus Unbound, Mickie-
wicz's Forefathers' Eve and, in Russian literature, the insufficiently valued IZorskiy
by Wilhelm Kiichelbecker.?

All these works are dramatic poems (Kuzmin listed his characters not as dra-
matis personae, but as poematis personae). Their central character is always a man
who moves through various environments on a personal quest for knowledge, for
redemption, or, as in Kuzmin, for identity and self-understanding. Supernatural
characters who communicate with the protagonist are the rule in this genre of dra-
matic poems. Kuzmin's Astorre d'Alessio leaves his ancestral castle and the pre-
ceptor who educated him and sets off on a journey under the influence of his
guardian spirit, who appears to him as a handsome, green-eyed youth. His travels,
which take place in the age of the crusades, bring him into contact with three
women: Helena, an English novice in an Italian nunnery; a sultana in Turkey; and
the fickle courtesan Bianca in Venice. Each time, just as Astorre is about to
succumb to the woman's charms, the guardian spirit intervenes and removes either
the woman or Astorre from the scene. In two later scenes we see the failures of
two of Astorre's friends who chose other options for fulfillment, one in military
glory and the other in monastic self-mortification in the Thebaid. In the final
scene, patterned on the finale of Mozart's opera Die Zauberflite, Astorre d'Alessio
enters a Masonic lodge that is also some kind of all-male heaven, the kind that
was much later described by Cvetaeva in a poem written in 1922:

Pomni zakon:
Zdes' ne vladej!
Ctoby potom -
V Grade Druze;:
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V étom pustom,

V étom krutom

Nebe muzskom

- Splo§’ zolotom -

V mire, gde reki vspjat’,
Na beregu - reki,

V mnimuju ruku vzjat'
Mnimost’ drugoj ruki...

Those who have studied Kuzmin's work know that his eroticism is exclusively
male. Commentators have repeatedly pointed out that the Knight d'Alessio's
search for identity is a poetic restatement of the similar but realistically depicted
search of the protagonist in Kuzmin's semi-autobiographical novel Wings. This
early mystery play is thus a deeply personal work. But Kuzmin also wrote plays
patterned on earlier forms of religious drama where the personal element was not
quite so prominent.

This is the case with three plays in prose and verse, styled "comedies”, written
in 1908 and published in 1909. They are modem versions of the earlier religious
miracle plays, a genre otherwise not known in Russia in the 19th and 20th cen-
turies, except possibly the moralizing plays for peasant audiences by Lev Tolstoj
and the unclassifiable plays of Aleksej Remizov. In France, however, this genre
recurred steadily in the 19th century, e. g., in Théophile Gautier's Une Larme du
Diable, 1839 (a slightly blasphemous story about an averted seduction by Satan of
two pious sisters, with Virgo Immaculata, Christus, Othello, Desdemona and a
chorus of rabbits among the characters); in Flaubert's dramatized novel La Ten-
tation de Saint-Antoine, 1874; in Auguste Villiers de |' Isle-Adam's mystical Axel,
1890; and all the way to Edmond Rostand's neo-romantic La Samaritaine, 1897.

Kuzmin's three miracle plays are The Comedy of Eudoxia of Heliopolis, or The
Converted Courtsan, The Comedy of Alexis the Man of God, or The Lost and
Converted Son, and The Comedy of Martinian. The term "comedy" is used in the
sense it had in Russian school drama of the 17th and 18th centuries, meaning "a
religious and edifying play”, the meaning it had in The Comedy-Parable of the
Prodigal Son by Simeon of Polock, published in 1685 or The Christmas Comedy
(Komedija na den' RoZdestva Xristova) by St. Dimitrij of Rostov. In all three
plays, Kuzmin followed scrupulously the accounts found in the Orthodox calen-
dar of saints (Nasol'naja kniga). But Blok was quite right when he described The
Comedy of Eudoxia as a "sacred farce", a judgment that applies to all three of
these plays. In the same review, Blok also wrote:

Melodija misterii zvenit, kak serebrjannyj kolokol'¢ik, v osvezennom
veC¢ernem vozduxe. Eto - naibolee sover$ennoe sozdanie v oblasti
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45

liri¢eskoi dramy v Rossii, proniknutoe kakoj-to o¢arovatel'noj grust'ju
i napitannoe ton¢ajsSimi jadami toj ironii, kotoraja tak svojstvenna
tvoréestvu Kuzmina.10

The Comedy of Eudoxia treats a theme that was popularized at the end of the
19th century in Thais, both the novella by Anatole France and the opera that Jules
Massenet based on it - the courtesan who becomes a saint. The vita of Eudoxia is
the story of a woman who begins by selling her love and ends up by converting a
young man in love with her to the ways of chastity. Saint Martinian is obsessed
by a desire for women and mortifies his flesh so as to resist the temptation. In the
course of his varous adventures he manages to convert two women who attract
him and they become saints in their own right. One of the episodes of his vita and
of Kuzmin's play based on it corresponds closely to an episode in Lev Tolstoj's
story "Father Sergius".

The vita of Saint Alexis the Man of God enjoyed tremendous popularity in
both the Catholic and Russian Orthodox traditions. Unlike Eudoxia and Marti-
nian, Alexis was not tempted by the flesh or, apparently, by anything else. He was
married so as not to disobey his parents' wishes, but he walked out on his wife
and parents the same day, leaving all of them bereaved for many years. He became
a saint simply for abandoning his wealthy family. He survived by begging for
alms. His is a story hard to sympathize with in the 20th century. As the well-
known American writer Eleanor Clark put it, "the virtues of solitude and self-
abnegation have never had a more grotesque embodiment.” She called this saint a
"hero of personal filth and general uselessness".!! But Eleanor Clark also wrote
that the "self-centeredness of Sth century Christianity” may be grasped only
through revelation, not reason. This, surely, was Kuzmin's own attitude to the
protagonist of his miracle play.

In the remarkable prayer written in 1916 and included in Kuzmin's collection
The Guide (VoZzatyj), we read:

E3¢e mne sku¢no byt' spravedlivym, -
Velikodud'em xocu goret'.

It is this kind of magnanimity that we find in Kuzmin's treatment of both Alexis
and the situation of his parents and wife, forced to pay for his saintliness by years
of anxiety and pain. One can't help feeling some sympathy for the final outcry of
the wife, Mastridia, "Ne xo¢u! Ne xo¢u!”, when she learns that the man who
ruined her life and deprived her of the joys of love and motherhood has now
become a saint. Nor can one agree with the noted Kuzmin expert, Michael Green
when he writes that Mastridia is "the dreadful Nata3a of [Cexov's] Three Sisters
in Roman garb."12
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Features of romantic reinterpretation of a miracle play are also present in Mari-
na Cvetaeva's The Stone Angel, written in June and July of 1919. Like most of
the plays of her romantic cycle, this play was intended to provide roles for her
actor-friends, Jurij Zavadskij and Sophia Holliday. In her memoir "The Tale of
Sonecka", Cvetaeva mentioned that many women were drawn to the tall and ex-
ceptionally handsome Zavadskij and that she wrote for him a play in which he
would be shown as a stone angel, indifferent to all this female adulation. This is
indeed the situation in the first scene of the play, set in Germany in the 16th
century. But as the play proceeds, its main theme turns out to be the battle between
good and evil forces for the soul of the heroine, Aurora, who was meant to be
played by Holliday. The play is a highly idiosyncratic superimposition of the myth
of Psyche and Eros upon the final scenes of both Part One and Part Two of
Goethe's Faust.

The evil is represented here by Venus, shown as an evil witch, a hypocritical
abbess, and a procuress. Her son, Eros, unlike his earlier incarnations in La
Fontaine or, in Russia, in Bogdanovi¢'s Dusen’ka, appears as a spoiled mama's
boy and a heartless seducer. Eros puts a spell on Aurora, causing her to think that
the stone angel she loves has become human. She yields to Eros and bears his
baby, after which he casts out both her and the child. The stone angel does come
to life and tries to protect Aurora, but fails. But when Venus, in her guise as the
procuress, tries to turn Aurora into a prostitute, the Mother of God intervenes.
She encloses Venus in a mountain on the bank of the Rhine for eternity and pro-
mises to Aurora to remove her and her child to paradise, where her beloved stone
angel will await her.

The Stone Angel has so far been published from a defective copy, with gaps
and alternate readings of many passages.!3 When the fifth volume of the currently
appearing complete edition of Cvetaeva's lyric and narrative poetry and plays is
published, we might get a better conception of this unusual play.

IV. Romantic Orientalism

Scenes 4, 5, and 6 of Kuzmin's The History of the Knight d’Alessio, set in
Smyrna, Turkey, and Gumilev's The Child of Allah exemplify the revival of Ro-
mantic Age orientalism in 20th century poetry and art. The fashion for depicting
the Near East, made internationally popular by Byron and Chateaubriand in the
early 19th century, was unselective to the point of eclecticism. In his wonderfully
informative dissertation Les Ballets de Théophile Gautier, Edwin Binney, 3rd,
showed that by the early 1840s, when Gautier put together the scenario for his
highly successful ballet La Péri, European poets and playwrights who depicted the
Near East piled up together and with no discrimination elements from Arabian,
Persian, Egyptian, Turkish, Greek and Moorish (prior to their expulsion from
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Spain) cultures.!4 Pugkin seemed to be aware, when writing "The Fountain of
Baxcisaraj", that the tradition he was following existed more in the imagination of
Western poets than in the real Near East, when he introduced into his verse tale
settings and words popularized by Byron: harem, eunuch, fakir, sherbet and
chibouque. Adam Mickiewicz, travelling in the mid-1820s in the Crimea, where
he could observe the impoverished and poorly educated Crimean Tatars, nonethe-
less wrote in his Crimean Sonnets of djinnis, caravans, harems and the wells of
Cairo.15

By the time of Kuzmin and Gumilev, this synthetic Near East was a well-
established convention. The Smyrna scenes in History of the Knight d’Alessio,
with their unfaithful sultana who bribes a eunuch to smuggle a man she covets
into the harem, dances seductively before the man and is then punished by the
jealous sultan, are remarkably close to the plot of the Fokin-Bakst ballet done for
the Diaghilev troupe, Scheharezade, 1910, a plot that was allegedly derived from
the Thousand and One Nights.

As for Gumilev's The Child of Allah, possibly his most beautifully written
work in dramatic form, with its mixture of humor, fantasy and elegant stylization,
one should perhaps not ask for autheticity from a play intended for a puppet
theater. But the subtitle is "An Arabian Folk Tale in Three Tableaux". The action
is set first in the desert, where caravans move toward Baghdad. That city is pre-
sumably the place of action in the second and third scenes. The protagonist is a
Peri, a Persian angelic being, popularized in Europe by Thomas Moore's poetry
and Gauthier's ballet. Hafiz, whose wife the Peri becomes after her various
adventures, was a Persian poet who actually lived in the 14th century. A unicom,
which is also prominent in the action of the play, is a Western European creation
that resulted from artists’ trying to depict a rhinoceros from verbal descriptions
only. Some of the verse dialogue is couched in the form of pantoum, which ori-
ginated in Malayan poetry; other parts of the text are ghazals, a verse structure
common with mediaeval Persian poets. What are they all doing in an Arabian folk
tale? Should anyone wish to know what comes from where, I would recommend
that they re-read The Child of Allah with Edwin Binney's chapter on the sources
of Gauthier's La Péri open in front of them.

V. Romantic Androgyn

In 1979, Olga Matich published two valuable articles, "Androgyny and the
Russian Religious Renaissance" and "Androgyny and the Russian Silver Age."16
In them, she cited considerable material from the religious writings of Vladimir
Solov'ev, Nikolaj Berdjaev and Dmitrij Merezkovskij and from poetry and novels
of Fedor Sologub, Zinaida Gippius and Andrej Belyj. She showed that they were
all interested in either a mystical fusion of the male and the female to form one
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person, presumably a hermaphrodite; or in situations where the male and the
female exchange their expected functions or at least put on clothing appropriate for
the other sex (like, e. g., Sa3a Pyl'nikov disguising himself as a geisha in the cos-
tume ball section of Sologub's The Petty Demon). Particularly striking is Profes-
sor Matich's analysis of the poem "Ty" by Gippius, where the two words of dif-
fernt gender for moon, mesjac and Iuna, enable the poem's persona to be simul-
taneously in love with a male and with a female. The essays also point out the
antiquity of the notion of androgyny in literature as well as in religious thought.

Androgyny was an important theme in French literature of the Romantic Age.
In 1835 Honoré de Balzac published his mystical novel Séraphita, where the title
character, an angelic being, is perceived by some as a young man and by others as
a woman. One year later came the best-known 19th century treatment of the
androgynous theme in French literature, Mademoiselle de Maupin by Gauthier.
Gautier wrote this novel on a commission and he did not dare to do full justice to
the historical prototype on which his book was based. The real-life Mademoiselle
Maupin (no particule nobiliaire) was born Mademoiselle d'Aubigny. She was a
singer at the Paris Opéra, who lived from approximately 1673 to 1707. She liked
to dress as a man, fought many duels and abducted a nun from a convent and a
wife away from her husband.!”? All this was too much for Gautier to handle in a
19th century novel. He reduced the situation of the historical Maupin to a comedy
of disguises in the manner of Shakespeare's As You Like It, the text of which is
featured prominently in Gautier's novel.

In his essay on Théophile Gautier and his Acmeist manifesto of 1913,18 Nj-
kolaj Gumilev told us how much Gautier's poetry and novels meant to him. He
further demonstrated his devotion by his translation of Gautier's collection of
poems Emaux et camées (1914). Gennadij Smakov's study of Kuzmin's relation-
ship to Blok mentions at several points Kuzmin's fondness for Gautier.1? Yet, it is
in plays by Kuzmin and Cvetaeva and not by Gumilev, that we find instances of
cross-dressing, similar to those in Shakespeare's comedies and Gautier's novel.
The closest we come to role reversal in a Gumilev play is the contrast in Gondla
between the weak male protagonist, a hunchbaked poet who disdains war and
hunting, and the woman he marries, an Amazon longing for power and violence
in her daytime personality as Lera (but soft and compassionate at night, when her
name is Laic).

But Gumilev was by no means indifferent to the idea of androgyny and to
conditions tangential to it such as hermaphroditism and homosexuality. In his
verse collection Pearls (Zemcuga), 1907-10, we find the poem "Single Combat"
("Poedinok”, possibly inspired by the battle between Tancredi and Clorinda in
Tasso) where one of the combatants is a woman who kills her male opponent and
then tells him that she will be his forever. Also included in Pearls is "The Andro-
gyne", in which two lovers, a man and a woman, perform an ancient rite that will
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fuse their bodies into one androgynous being. A similar androgyne made up of a
male and a female body appears in Gumilev's short story "Journey into the Land
of Ether". In Gumilev's next collection, The Alien Sky (CuZoe nebo), there are
two adjacent poems, "To a Cruel Woman" ("Zestokoj") and "Love"” ("Ljubov™).
In the first of them, a man pleads in vain for reciprocity from one of Sappho's fe-
male disciples on the island of Lesbos; the second is about a man who against his
will falls under the spell of a mannered and perfumed dandy.20 Finally, in his
Russian version of Gautier's Emaux et camées, Gumilev translated with great vir-
tuosity Gautier's poem "Contralto”, a paean to the timbre of a woman's low-pit-
ched voice, which Gautier likens to ancient statues of hermaphrodites to which
both woman and men could be attracted.

The androgyne, both in the poem of that name and in the sory, is related to the
religious symbolism of androgyny, which Olga Matich found in Solov'ev and
Berdjaev. But the themes and imagery in the other cited Gumilev poems were
explored earlier by Gautier and Baudelaire and revived by Russian symbolists. If,
despite his interest in this entire thematic complex, Gumilev did not use transves-
tite situations in any of his plays, there are striking instances of them in plays by
Kuzmin and Cvetaeva.

In the first play of Kuzmin's 1907 volume of three dramatic miniatures, The
Dangerous Precaution (Opasnaja predostoroZnost’), set, as Michael Green sug-
gested, not too far from Shakespeare's forrest of Arden, a young man falls in love
with Prince Floridal thinking that the prince is a woman in disguise. Shown that
his love is really a man, he is prepared to go on loving him just the same. The one
change he asks for is that the musicians play in the finale not the gavotte he
requested when he thought he was in love with a disguised woman but a jig, as
being more suitable to be danced by two men.

A sly touch of androgyny is present in the last scene of Kuzmin's brief prose
comedy A Prince from a Farm. The rustic upbringing of the title character makes
him uncomfortable at the refined, quasi-Shakespearean court over which he is
unexpectedly called to preside. He refuses to take an interest in woman or to
marry his cousin Arsinoe, as had been arraged by his family. In an effort to win
him over, the enamored Arsinoe offers to dress as a man and to learn to be a ma-
ster huntsman. The prince agrees to accept her on these terms, but with a proviso:
"But even so, promise that you will never try to kiss me."

Cvetaeva's verse comedy An Adventure (Prikljucenie) is based on an episode
from the memoirs of Casanova (as was her play The Phoenix). In her source, she
found the character of a modest young Frenchwoman, Henriette, who wore male
attire to escape form the custody of her repressive family. Cvetaeva turned Hen-
riette into one of the most thoroughly androgynous characters in the whole of
Russian literature, who reminds one of the historical Mademoiselle Maupin far
more than the heroine of Gautier's novel does. Cvetaeva's heroine is called Henri-
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Henriette, described as "lunar ice” ("lunnyj led"). In the first scene she is a male, a
brawling young hussar who has just fought a duel over another woman and who
speaks of himslef in the masculine gender. Later, smitten by love for Casanova,
Henri-Henriette becomes feminine and reveals herself as a virtouso musician.
After she leaves Casanova, he mourns losing her with the words:

Moja ljubov'! Moj lunnyj mal'¢ik!2!
V1. Romantic Idealization of the Past

The Romantic Age in the early 19th century had a great deal to do with re-
discovery and reevaluation of the past. Periods previously considered cruel and
barbarous, especially the early and late middle ages, came to be seen in a new
light: exciting, picturesque and, yes, romantic. Russian writers of the realist period
were not particularly interested in the past. The great exception was, of course,
Lev Tolstoj, who invariably saw the past as superior to the present. The redisco-
very of the past in the early 20th century was due to the work of the World of A,
both the journal of that name (whose work in that area was later taken up by the
journal Starye gody) and the cultural figures associated with that group.

After the impact of the World of Art, the 18th century and the Romantic Age,
so despised by the Russian utilitarian critics of the 19th century, became them-
selves objects of retrospective idealization. Kuzmin's Venetian Madcaps, with its
colorful action and its sudden tragic denouement, brings to life, as the poet himself
wrote, the 18th century Venice "of Goldoni, Gozzi and Longhi". Gumilev's Don
Juan in Egypt modernizes one of the favorite myths of the Romantic Age. His
brief play The Card Game, with its entwined themes of gambling and death, takes
us back to Puskin's "The Shot" and "The Queen of Spades"”. His Gondia, as Vse-
volod Setchkarev pointed out, has a great deal to do "with Ossian, with the music
dramas of Richard Wagner and with such works of symbolist theater as Blok's
The Rose and the Cross.'2

The Rose and the Cross, odd as this may sound, may have served as the pro-
totype for the first play of Cvetaeva's romantic cycle, The Jack of Hearts. All the
characters are face cards (including the somewhat androgynous Jack of Dia-
monds, who introduces himself with the words: Ja i juno$a i deva).23 Their inter-
actions seem to anticipate such ballets of the 1930s as Igor’ Stravinskij's Jeu de
cartes (1936) and Arthur Bliss's Checkmate (1937). But the love drama, where the
Queen of Hearts betrays her elderly husband with the unworthy King of Spades
and does not notice the selfless service of the Jack of Hearts, who loses his life
while guarding her secret - all this has unmistakable parallels with the faithful
Gaetan and the faithless Isaure of Blok's play. Cvetaeva's next play, The Snow-
storm, was also a variaton in a theme by Blok. This time the model is The Incog-
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nita, even though the play is set in the forests of Bohemia and the action takes
place in 1830. The situations of the male and female protagonists are reversed, so
that in place of Blok's fallen star Maria we have the Prince of the Moon. But his
foreordained encounter with a unique clairvoyant woman has clear corresponden-
ces with Maria's non-encounter with the poet in Blok.

The eulogies to the 18th century, voiced in The Snowstorm by the character
called the Old Woman (much in the manner of the Countess in Modest Cajkov-
skij's libretto for his brother's opera The Queen of Spades), are the first instance in
Cvetaeva's play cycle of the poetic idealization of that century. It becomes central
in the three plays that Cvetaeva based on historical sources: the two Casanova
plays, An Adventure and The Phoenix, and the best play of the sequence, For-
tuna, a dramatization of the memoirs of the Duc de Lauzun. The taste for the ro-
coco elegance of the 18th century was, of course, very much in the air in all
Russian arts in the pre-revolutionary decades. But Cvetaeva, writing her verse
plays that glorified the spirit and style of that century during the Russian civil war,
had a clear contemporary purpose. Just as the memoirs of Casanova and Lauzun
passed on to posterity a seductive view of the Age of Enlightenment, so did Cve-
taeva strive in her plays to show the value of the past to her contemporaries of
1918-19 who proclaimed as their aim the oblivion of all earlier ages and the de-
struction of all traditional cultural values.

Notes

1 George Kalbouss, The Plays of Russian Symbolists (East Lansing, 1982),
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2 Aleksandr Blok, Sobranie soc¢inenij, Volume 8 (Moscow and Leningrad,
1963), p. 386.

3 Russian Literature Triquarterly, No. 7, Winter 1974 (Ann Arbor), pp. 285-86.

4 Ibid., for publication data on the mentioned plays by Kuzmin. The Death of
Nero was not yet published at the time Green drafted his list; it appeared
subseqeuently in M. A. Kuzmin, Sobranie stixov, John E. Malmstad and
Vladimir Markov, eds. (Munich, 1977, Volume 3, pp. 569-613.
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IFennagui I1IMmaxkos

MHUXAHUI KY3MHH U PHUXAPJ BATHEP

Muxaun Ky3amMuH 61 CTOEK B CBOMX MPUCTPACTUSAX - JIMTCPATYPHLIX M
MY3bIKAJIbHBIX-, (M KOMITO3UTOP M JIKTEPATOP B HEM CUACTIIMBO Y XKMBAJMCL):
®paHuuck Accu3ckui ¢ ero Fioretti 1 oco6eHHO (PpaHUMCKAHCKHME M'MMHBI,
rHOCTMKHM, Mouapt, 106aXxoBCKHUi repHOI B MY3bIKE, HEMELIKUEC POMAHTHUKH,
B ocobeHHocTH N'odhbmanH. OH MX 3HAN ROCKOHANBLHO, M BIIMSAHHUE MX, U pe-
MUHECLIEHLIMM Y€TKO MPOCTYNAOT M B KYSMUHCKON npo3e u ctuxax.! O cso-
Ux npucrpacTusx Ky3MHUH rOBOpUII OTKPBITO, HE Helas U3 HUX HHUKAKOH
TaiHbI, ¥ TOBKO O CBOEH NM06BU K Barnepy Ky3sMuH He roBopui Tak orpe-
IneNeHHo, kak 0 Mouapre, Je6occu mim Pasene B ero s»usuu. JIpy3ss u mno-
yurarend KysmuHa, kotoprle B wiectunecstsie roasl B JIeHMHrpane menpo
OEJIUIUCh CO MHOM CBOMMM BOCNTOMMHaHMsAMU 0 HeM (M.A. JIuxauen, A.H.
Erynos, H.5. bepkosckuit, O.H. Ap6euuna-I'mabnebparnr, B.H. Ilerpos,
B.H. Opsog, A.H. H3epruna, A.M. lllagpun) uame BcioMuHanu KysmuHa
UIpaoLIEM Ha CBOEM YMBILIJIEHHO PAaCCTPOEHHOM posinie (4To6Bl 3BydYal Kak
KnaBuKopael) Je6ioccu nnu ropmMaHoBCKy0 "YHIMHY" U penko Barxepa.
Bnpouem, xena I0.U. I0OpkyHa, O.H. 'mmene6pannr, sBnoesmas KysmuHa B
NBaALAThIE-TPHUALIATHIE IOIbI, TOYTHU UTO €XKEIAHEBHO, PACCKAa3kIBAJla MHE, UTO
"Muxaun AneKceeBHU 4YACTO OAMH MIIM NMPU I'OCTAX Mrpal I1accaXv M3
"Banekupun" unm "3urcdpuaa”’, oco6eHHo koBKy Meua Hotynra, Ilenecr
neca wnnu Ilyremecrsue 3urcpuna no PeitHy, u BooG1e KOHUEMUHUIO
"Konbua Hubenyura" nouuran, rno ero cjoBaM, "OenapolLieil 3roxy M rpasi-
auo3sHoi". "TpucraHa" >Ke OH MOUTHM He Urpajn HUKOr[a, CUMTasA, UTO Ha
posiie OH TEpPAET CBOIO MOLIbL M 3ByuMT nnocko."2 ITo ceunerensctey B.H.
IleTpoBa, "cBoero ckpsrroro npucrpacTus K Baruepy KyaMmuH Kak-ToO CTbI-
IMICA, KaK, BIIPOUEM, MMPEANOUYMTAN YMANUUMBaTh O cBoelt mobBu k I'AH-
HYHUMO, C KHUramu Kotoporo KysMuH He paccrasancs."3 U.A. JIuxaues
BCIIOMMHaN, yTO "BarHepoBckoe "Koussuo" u "Tpucrana" Ky3aMuH nouuran
TaKVM e cOObITUEM B MY3BIKE KaK Ornepsl Moliapra ¥ 4acTo roBOPMII, YTO
"6e3 Barnepa Tyro npuinnocs 61 1 Huxonao AnapeeBuuy (Pumcxkomy-
KopcakoBy) u UaitkoBckoMy ¥ JTI06MJI CPaBHUBaTh yBEpPTIOpPY K "JleTyuemy
ronnanguy” ¢ "Jle6benuHbM 03epoM” (6U30CTH OCHOBHOIO JIEHTMOTHUBA)
MJIK OpKeCTpoBble naccaXku B "3urdpune” u "Cka3aHue 0 HEBUIMMOM rpajue
Kurexe u nese Pesponun”.4

Paccyxnennsmu o Barnepe nonuurca nepenucka I'. Unuepuna u Kys-
MHHA (UnueprH ObLT MEHTOPOM KOHBIX KY3MHUHCKHX BKYCOB, KOTODLIA €My M
oTKpeUT U Barxepa, n Huuwe, 1 lonenrayspa ¥ coirpajl rpoMagsyio poJib B
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CEKCYaJIbHOM CaMOOTMNPEAENCHUH MO3TA), M KYSMHUHCKMIA IHEBHMK, I'le OH
roopuT 0 BarHepe kak opurmHaibHenleM nosre: "3amMevarembHbl CTUXM B
"3urdpune”! YU Boobie Kakas MOuIbL B 310 peTopHke."S U ewe Gonee TOH-
Koe 3aMeuaHme: "B pycckoM riepenoxxeHun BarHepoBCKMI TEKCT, HaBEPHOE,
ROJIKEH 3By4aTh Kak Bsauecnas (Msanos - I'.111.)".6 Ha nmpoTsxenue Bceii
>XU3HM Ky3muH ucnerreiBan K Baruepy uto-to Bpone mo6BH-HEHABUCTH-
NMPEKJIOHEHUSA repes MeHWalbHbBIM MY3bIKaJIbHBIM HOBAaTOPOM M OIHOBpeE-
MEHHO OTBPAlIEHHUA K "YENIOBEKY MOHCTPY" C €ro 300J0rHUECKUM 3rou3-
MoM, 1onocgobctBoM U hoHOOepueit, 6€3rpaHUUYHOr0 BOCXHMUIEHMA BarHe-
POBCKMMH MMUCTHUECKUMH AIPO3PEHHSMM UM MPOHMH I10 NoBoay ero nobpo-
BOJILHOT'O M HaBA3UMBOI0O MeCCHMaHCTBAa. M BeCh OpPKECTp 3TUX CMATEHHbIX
YYBCTB, Pa3yMEETCs, OTO3BAJCA B 11033UH U npoze Kyamuna.”

ITompaueHHe BarHepoOBCKOI0 Maona ObiNo BhI3ZBAHO €llE€ U TEMM MM30-
repMaHCKMMM HaCTPOEHMAMH, KOTOpble 6POCUMINCE B IOJIOBLI MHOIMM pycC-
CKHMM MHTEJUIMI€HTaM B rOlbl nepBoit MupoBoi BOMHbL. XoTa KysamuH
pasmens)s 3amall LBETAaeBCKOro Bhi3oBa: "['epmanmus, moe Geaymue! INep-
MaHus, Mo ni060Bb!", TeM HEe MeHee B CTUXOTBOPEHUH " T AXKEJIOBECHBIM
rpO3bIHM WIOPOXOM" B 3-eii cTpoche unTaem:d

Onymaerca s ['epmanus
Ocrasuts nary6GHeIil MappyT,
Kyna sener cMelHas MaHuA

U B KacKke BarHEPOBCKMI 1IyT.?

B 3-eit kHure ansmaHaxa "[lerporpanckue Beuepa", roe 6bLIIO BREPBbIE
Hane4YyaTaHO 3TO CTHXOTBOpeHMe, Ky3MMH noMelaeT CBOKX CTAaTbIO, MpO-
rpaMMHYIO I8 ero aCTeTuKku Boobuie, "Paznymba M HemoymeHus Ilerpa
OtwensHuka", roe oH OonAThL HanamaeT Ha Baruepa: "Hacrtosmasa rpaHan-
O3Has M BhICOKAas KOHLEMLMUSA MAPA ¥ BO3BLILIEHHOE MUPOBO33PEHHUE MOYTH
BCEraa MpPHUBOMAT K YMHUIIEHHOCTH cBaToro ®panumcka ("Cecrpuua-soma"),
KOMHUYECKHUM onepaM Mouapra ¥ 6e3o6nauHeiM catpam OpaHca. Hemopas-
BUTbIE MM NYPHO MOHATHIE K GpsAuaHuIo, poMaHTuaMy U Barhepy."19 B
pasrap BOJiHbI B pa3roBope ¢ ['eopruem ApmamoBuuem Kysmun 3ameuaer:
"Baruep? Onsate Bei o Hem?... [locnywasire, BoT 1 Bam 06 bsacH0: ['enunans-
HO? N'enmansHo. ['panauno3Ho? [panamozno. Hoso? Hoso. lla, na, Heo6bl-
yanHo, U ewe Pumckuin-KopcakoB MHE HacueT 3TON MeHMasibHOR HOBM3HbI
Bce ymu npoxyxxan. Ho 6Gecuenoseuno. M a 3anbixaioch ot ckyku. Koe-
yTO, Koe-rae B "Tpucrane”... DToT aHr IMACKHUI POXKOK Yy nlactyxa... Ila, He3a-
6bmaeMo. Ho, B uenom, 6ecuenobeuHo. Kak 6ynro BeuHbIi Kakoi-ToO COJI-
nmaTckmit napanx Ha Kaisep-nnaue."!!
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B Hauane mBanuareix ronoB KyamMuH Bo3sBpamaercs K BarHepy mo pas-
HbIM IMTpHYMHaM - Manbit TeaTp npemnaraer emy nepesecty "JlosHrpuHa", u
Ky3MuH norpy>aercs B U3yuecHHe naprurypul. B "JIHeBHHKe" BO3HMUKaer
xapakTepHasa 3anucek: "B "JlosHrpune”, He ropopsa yxe o "Tpucrane”, 601b-
me ¢punococpun mobBH N punocodun Boobine, yeM B MIOO0OH M3 KHHXKEK
Huuuwe. OH-TO nyman, yto nuuetr punocodMo, a Ha CAMOM ReEJe IMPOCTO
npenasancsa ctuimcTuke."12 O Barxvepe KyaMuH npocTpaHHO pacCy>XXaeT B
cratbe "['mawara#t npaBabl” (He BOlIERIHEN BIIOCJIEACTBHE B €ro COOPHMK
crareft "YcnopHocTi"'13 B cBA3M ¢ poMaHTH3MOM TpeThelt yeTBepTH XIX Beka
npermyiectseHHoO B ["'epmanun: "Haubonee sapkum npencraBureneM (Heo-
pomanTiama - [.11.) 6s11 Puxapa Baruep. CBofcTBa €ro JIMUHOrO TaJIaHTA,
npoby>KNeHHEe HAUMOHANBLHOrO 4YBCTBa BO BCeEil CTpaHe mnocie (hppaHKo-
NMpPYCCKOW BONHHBI (KaKk poMaHTU3M nochae 1815 roxa), rpaHOnO3HLIE UIEO-
JTOrM4YECKHE MEYTAHHA O HOBOM TEaTpe, OrpOMHbIe MacinTaGhlI - BCE ITO A0
TAKOM CTEIEHH BHIABMHYJIO BArHEPOBCKOE TBOPUYECTBO Ha MEPBOE MECTO, YTO
HOJI'O€ BPEMS Ra>Ke IO CHIO MOpY MY3bIKANbHAg M nuTepaTrypHas [epMmauns
OEeACTBYET IMOX 3TON KOJIOCCAILHON MY3LIKANBLHOR 3BE3N0IN.

HuTepecHo, ¥To My3bIKalbHaA CTOpOHA BarHepoBckoro BIMAHMUA CKa3a-
JiaCh Ha YMCTO JIMTEPATYpPHLIX Npou3BeneHnax ["apara, ®okmesnepa, CtyxeHa,
PuTtHepa M Apyrux npencraBuTene#i HOBO-pomaHTH3Ma. MXx mpamsel - mo
Gonwlue yacTu - NouTH onepHele MOpeTTO 63 My3biku. KoHeuHo, mubper-
TO B BarHEpOBCKOM 1yXe, HO TEM HE MeHee - TuGperTO..."

IIpenomneHue BarHepa B Ky3MHKHCKOH IMO33UM IMPOTEKAIIO M0 Pa3HOMY -
OMOCPEINCTBOBAHHO, a MOPOI0 BNpsaMylo. Tak uukn "Mopckue uagunauu” B
"[ITapaGonax” MOYTH LENMKOM HaBEsSH BarHepoBCKUM "TpuctaHoMm u H3o0ib-
noit" - tax "dnerns Tpucrana" nmoropser MoTuBbl loit cuensr Illro axra
onepel: CMEpPTENLHO paHeHHb! Menotom Tpucran HaxomuTcs B bperaHu B
CBOEM pPOINOBOM MMEHMM Kapeonb M JIEXHT MON TEHLIO JMITLI B OXKHAAHHUH
H3omnel. B ronosax y Hero cuaur ero apyr M HanepcHMK KypBeHan, Heor-
PLIBHO CIERAINMA 32 IbIxaHUEeM ymupawillero TpucranHa. 3a orpanoit cana

NnacTyX, BBICMaTpHMBAKOLIMA B MOPCKO# nanu xopabmps U30nbabI, BLIBOOTUT Ha
OKapHHe rnevyaabHbO HareB:

Cenoro Mops ConeHbI# nyXx,
3a MbBICOM 3€JIEHbIM 3aKaT MOoTYyX,
Tpu3zHo# TpUcTaHy noeT nmacryx.

JIio6onbrTHa pechpeHOM NMpoXoafas TPUXK LI MOBTOPEHHAN CTPOKaA-

O cepnue! One-onaite!
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IO ymaercs, 3TH "one-onaite” M B 0COGEHHOCTH "2003y MO3#" B npyrom
CTHXOTBOPEHHM 3TOro 1Mkia "be3serpue” CMONENHUPOBAHLI MO AHAIOIHY C
AUKAPCKMMHM BBIKPHKAMH B COJIBHBIX NMapTUAX BarHEPOBCKHMX I'€POMHDb -
"uosi" kpuuut 3enTa B "Jleryuem romnanaue”, "umoys” ponsr bpyHrunsna u
ee cectpul B "Bamskupun”. B cruxorBopenun "CyMepku” TOro e u4kia (Ha
nonsax pykonucu y KysmuHa kapannamsas nomera - Gotterddimmerung -
"I'n6Gens Goros") MOTHB BarHepoBCKoOro "TpucraHa" 3BYYHT NMPUKPOBEHHO.
CTUXOTBOpEHHE TOJIKYET O >KEHE MOPSAKa, XIAYIEl My>Ka A0OMO U3 MOpH.
BriosiHe BO3MO>CHO, YTO CTMXOTBOpPEHHME Kak Obl INpeareya LIECTOro yaapa
13 "®openu pa3zbuBaeT nen”, 6annansl 0 BEPHYBLIEMCA MEPTBOM MOpsKe,
KOTOpasi BO MHOT'OM ITUTAETCA JIMTEPATYPHOM namATeIO noara o Kompumxe,
TennucoHe u onars xe "JleryueM romnannue” Baruepa.l4 B "Cymepkax" Ha
MepBLI BIrJNAA BO3HUKAET HEOXHUIaHHLIHA o6pa3 "KenbTHuecKo# Spocna-
BHLI"}S - xxena Mopsaka ynonobnsercs u Spocnashe, U Uzomne (kensTckas
H30omnaa - o6pa3 caMbil IpeBHMIt) - 06pa3, MOKA3aBIIMACS, CKaXEM, pelaKk-
topaM CO6GpaHMs CTUXOTBOPEHMI HEMOHSATHBIM, TaK Kak, MO HX CJIOBaM,
"M30nL0a HY € KaKMX CKan He rnakana."16 3to He BnonHe Tak: Bo chparMmeHTe
M3 Ky3MHHCKOro umkna "Tpucran”, momeninero no Hac He MOJIHOCTBIO, MBI
qUTaEM:

M BoT npopocuiu no nbna
1 OO paTHMBILUIMCS B JIeq,
HacKaybHas HM3onbna
ropoue cie3si er.l?

Barneposckas onepa "Tpucran u M3onena” sunenacr Kyamuny rpaHon-
03HOM MeTachopoit CTPacTH M MOGBH, ONEPOi O HEYTONIMMOCTH CTPacTH nbo
"CTPaCTb MMEET MHTEJLIEKTYabHY10 npupony 18, xak on rmcan B "JIHeBHMKe"
1934 r. 1 0 HenpexoaAUECTH MOOOBHOIO TOMAEHHUSA U TOCKM IO IMOJIHOTE
o6nanaHus, MOJIHOTE DPOTHUUECKOro M JMIO60BHOrO nepeXxuBaHus. "ToONbKO
B ""cMepTH NI06BU" - MONHOTA - pleroma - OTkyna oo 3Hain der alte W.? YUuran
rHoctuxos? IIpo 3ro HMKTO He nucan."1®

Barneposckuit "TpucraH" oTkpuiBaer 1biit, sHBapckuii ynap "dopemm pa3-
6mBaeT nexn’, camMoro 3penoro npousesencHus nosnHero KysmusHa v wenes-
pa pyccko# nmoasuu XX Beka. "Crosau xonona, ¥ men Tpucran”.

M B aBeHanuaTH 3MM30IaX [MO3MbI MTO-CBOEMY MMPEJIOMIIAETCS BarHEpPOB-
ckas KoHuenuus Liebestod, koropast o6pacraer no xony neACTBHS CMEXXHDI-
MM KYJIbTYPHBIMH aCCOLMALIMAMM, YbS aMIUIMTYIA WKXpOKa - oT IlnoTrHa M
rHOCTHMKOB N0 HEMELIKMX poMaHTHKOB M ["amana.20

"®opens pa3buBaer jJen" HacKBO3b My3biKaibHas, U A. H. EryHoB BbicKa-
3bIBaJI Ja>Ke MMPENIONIOXEHHUE, UTO CTPYKTYpa MO3Mbl KakK 6b1 MOACKAa3aHA M
CMOJEIMPOBaHa Mo o6pa3uy 3HaMeHUTOro my6eproBckoro kBuHreta "do-
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pemn”. Llly6eproBckuit pomanc Die Forelle 3ByuuT B METPMKE BTOPOIO BCTYI-
JIEHUS, U B ABMXKCHHMHU yIIapOB MO3MbI €CTh TOHKME nepexons! or Ily6epra Kk
Baruepy u 6erxoBeHCKo# 90i1 cuMdoOHMH BKYIE ¢ IIMILIEPOBCKOR "Onoit Kk
pamoctu” -- o6e NMPMKPOBEHHO 3ByuaT B 120M ynape, rae TpuyMdupyer
6naras, Mo4YTy CrIMpUTyanbHas nio60Bb, TA CaMasd, KOTOpas TaK BOCXMINANa
Bnoka B Ky3MHMHCKMX uMknax "BoxaTeiit" M "I'nmuHsaHbie rony6xku”.2! Or
TAXKEJION, HEYTOJIEHHO! BarHepoBCKO#U crpactu meramopdo3sl M06BU B
121 ynmapax "dopenu" OBMXKYTCHA B CTOPOHY MOJHOIO CIIMPHUTYalIbHOrO
Tpuymda.

B "IlepBoM BCTyruieHMH" 3aKUTIOUEHBI TeMbI ¥ CMBICT "®openu”. Ileitzax ,
3MMHAS 3apHCOBKaA, HaBESTHHAas YOGEPTOBCKMM POMAHCOM M €ro BOKAJILHEIM
LMKJIOM "3HMMHHHA nyTh" - Popenb, KOTOPOH HaZOENO BUIOETh CKBO3b TOJIIY
JIbJla aKBAMAapPHHOBOE COJIHUE (HE HOPMAJIbHOC KPACHOE MIM OPAaHXEBOE) H
JIMIOb TEHH PEIOLIMX IMTHUL, POopenb, HEUCTOBO NMPOGHBAIOIIAACA CKBO3b JIIOT-
HEBbIM 3BOHOM 3BCHSIIUNA JIEX, M KPECTbAHMH, CTOSALIMI HAd HEIO - 3TO
KapTMHKA CPOXHM CPEIHEBEKOBOM amieropuu. Briomie BO3MOXHO, 3Ta Kap-
TMHKA - OITHAa U3 TeX, U3 KOTOopeIX ans Ky3mHuHa cnarancs ero nuuHbii orbis
pictus - MMp B KapTHMHKaX, ¥ BCA KHHra "®opem" - 310 Cpe3 Ky3MHHCKOro
orbis pictus. (Cp. B "HoBom I'yne"” - " Bce ransaxy, u orbis pictus Haxoxy").

Bonpekn kokersmBomy 3asBneHnio Kyamuna B 8oMm ynape -

Belb, HaOOHO NpHU3HaTLCA, Ob110 6 rayno
YNPAMO YTBEP>KIaTh, UTO 33 CIIOBAMM
CKPLIBACTCA KAKON-TO BBHICUIHIA CMBICIL.

3puMbIe 00pa3bl nen3a’)ka IMOJHLI aBTOPCKOro 1ndgpa ¥ ¢ My3bIKaJILHOMR
HE€PACUJICHEHHOCTBIO BBOOAT OCHOBHYIO CUMrHaTypy "®openu" - meradopy
n06BH, yNnonoOGNeHHOH MpPoOBOpHOK pbi6e, ynapom xBocTa ("ueM Kpyue
CXXMMaelIbCs, 3BYK peaue”) mpo6uBaollas iel, MHaue ropops, TpuyMdupy-
omas B o6iuube HOBOK mo6Bu (“Bo3BpaT mpyxO6b1"). 3ToT MeTachopHue-
CKHMHA PO MOXET YUTaThCA U Gosiee 06061meHHO: dopensb-mo6oBs, COBMEIIIA-
1owas B cebe ee Meramopdo3bl, "TAMHCTBEHHbI! OOMEH" NylLIaMM, U ee Ipe-
06pa>KeHHe -- MPOPLIB U3-TIOA TOJILM JIbAA, H3 KOCHONU OGONOUKH B MMUP C
ero COJHUEM M 3UMHHUM, GOAPALIMM BO3MYXOM, B MUP PEalIbHbIA, HUYEM HE
ONMOCpenCTBOBaHHbIN. "BTOpoe BcTymiueHne" 6osee OTKPOBEHHO MONXBATHI-
BaeT TeMy y6epTOBCKOro poOMaHCa: TPEXCTOMHbIE, pa3pelalolInecs nepu-
XMAMH AMOBI, 3ByYaT NMOATEKCTOBKON K Myasike HlyGepra (HamoiTe M
npoBepbTe!) U BBOAAT HOBYIO TEMY -- TEMY "HEMPOIICHHBIX rocreit”, npu-
IIEeIIIMX HAa YAaCIIMTHUE K MO3ITY (3HAMEHUTHIE KY3MHUHCKHKE "(atBOKIOKH"
KBaILAThIX-TPUAUATHIX rOA0B)22, TeMy "MepTBBIX Hpy3eit”, "MEpPTBLIX JIO-
6OBHMKOB", CMBIKAIOLIMXCSA C TEMON MaMATH.
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Cpeny Hux Hukonait CanyHoB ("XyROXHMK YTOHYBIIMA"), BceBonon
KHusazes ("rycapcxkuit manbuuk”) u I0puit FOpkyH ("Mucrep Jopnan”, ero no-
MAUIHAA KJIM4Ka), NMOCHenHAA M000Bb, €lle HE CTaBllIasA BOCIIOMHHAHHEM.
Crporo roBops, 3HaHKE 3THX MMEH MAJIO YTO JAeT U1 MOHMMAHHUA CMLICINA
M NO3THUYECKKUX OTKphITUHA B "®openu”. OHM MHTEPECHBI M Ba>KHKI JIMIIb KaK
3BEHbLA MaMATH, BEXH B 6MorpapnueckoM Marepuane, o6pociieM KyJbTyp-
HLIMH aCCOLMALIMAMM M nepepaboTaHHOM B MUd.

"TIaM ATh-PKOHOMKA" BO3HHMKAET JIMIIIL MOTOMY, YTO M3 €€ KJIadOBOH uep-
MaloTCA 3aracsl, FrOASUIKECS IUIA MO3ITHUUECKOH BO3rOHKH, KOTOpas y>Xe€ Ha
norneyeHrm BooGpaxkeHus. U oHo, kak boy, Kak ManmbsYMK Ha noberylukax,
NMOCAYIIHO NMIIbL BOJe noata. M 310 KOKeTIMBOE "HY" M IIYTIMBas yrposa
"He Mponyuly BaM OapoM MMpPOIEJIKM A Takoi" B OOpailleHHM K MaMATH M
cdpanTazuu kak 6Bl BHILUENALIMM M3 MOBMHOBEHUS MO3TY, ayKalOTCA CO
CTpoKaMi "3aKioueHus -

H Tak BCE nepenyTanoch, YTO A
M caM He pall, 4TO BCE ITO 3aTe,

CJIOBHO MO3THUYECKAA peaNbHOCTh B "®openu” TBOPHUTCS HE3aBHUCUMO OT
Ky3MHHa no usefi-To BEICLIEH BOJIE.

B "ITlepeoM ynmape" llly6epr cMbIKaeTcsi ¢ BarHepoM - ynap OTKphIBaeT
NEepBYI® CTPAaHMUY KaleHIaps, MPaHMIIAMHM KOTOPOro CTAHYTAa BCA MHOTIO-
CJIOMHAA CTPYKTYpa MO3MBI: "Belb 4 XOTEN JNBEHANLATL MECALEB H306pas3uTs,
/M Ka>XAOMY NPHMIyMaTh Ha3HayeHbe/ CPElM 3aHATHHA JIErKMX M BIIOGJEH-
HBIX", KaK C PacrnoyaraioliMM K TOBEPUTEILHOCTH MPOCTONYLINEM 06 bACHA-
eT cBoIX0 3amauy KysmuH B "3akumoueHun”.

"ITepsbiit ynap" sHBapCKMii - NEPBLIi MECAL rONa, B TEUEHHE KOTOPOro
Pa3BMBAETCA ApPaMa HEOGLIYHOrO JIOGOBHOIO TPEYroJIbHUKA (HEOGLIYHOTO
BO BCAKOM Cllydae U pycckoi cioBecHoctH) - OH, OH, OHa, B KOTOpOH RO-
CTAaTOYHO YETKO MPOCMATPUBAIOTCA DKCMO3ULIMA, 3aBA3KA, KYJIbMHUHALIMA U
pa3BA3Ka.

JI1060MbITHO, UTO SMOPHOHANIBHO 1bIA yOap BOCXOIOMT K CLIEHE M3 KY3-
MMHCKMX "KpbuibeB", €ro HeynaBLIErocsA M CKaHXaJbHOTO PUIOCOGCKOro
pOMaHa O MpPaBe YEJIOBEKA Ha CBOM NYXOBHBIA M CEKCYaJNbHLIA NMyTh, O NMpaBe
AYIUIX Ha CaMOYCOBEPILEHCTBOBaHME -- TaM repoit Bans Cmypos, B u3secT-
HOM cMaiIciie alter ego 1oHoro KysmuHa u ["'eoprusa Unuepuna, 3aXBaYeHHBIHA
BarHepPOBCKOM My3bIKOH "TpucTaHa", MEPEeXXKMUBAET €llIe OCTpee OT Hee ApaMmy
CBOEro CEeKCyalbHOro camoonpeneneHus. Bokpyr Hero ny6imkKa CKydaer,
IaMbI CUIAT MOYTH CITMHOM K CLIEHE, KaBaJlephl ¢ 6yTOHbEPKaMH, "CKYYHbBIE U
KOPPEKTHbIE", COBEPIIAIOT BU3MTHI M3 JIOXKH B JIOXY -- BaHs e "He cibinan
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IIOMOTA M LIYMA BOKPYr, BEChb NOrJOMIEHHbIA mbicnbio 06 U3onene, koro-
PO YUyIMIMCh POKKHM OXOThI B IIEJIECTE JIMCTHEB.

-- Bor anodgeos nwb6eu! bes Houn U cMmepTH 210 ObLNa 6bI BEJIMUANILIAA
MeCHb CTPacTH, M CAMHM OUECPTAHMUSA MEJIOOMM M BCEH CUEHBI KAK PHUTYAJbHbI,
Kak nmonoO6Hel ruMHaM! "HainenTemBaeT ¥ ro OpcuHH, alter ego yxxe 3penoro
KysmuHna, Bane, no6nenHesuiemMy or BonHeHUA. M TOT crenom 3ameuaeT:
"Benb BOT MueanbHOe n3o6parkeHune, anodeos crpactu...” TaM >xe 3CKM3HO
BO3HHUKAET Y IMPOTOTHN "KpacaBMLbI, KaK NMosoTHo bploswiosa” -- ">xeHuvHa
- Bepounka Uu60 - ¢ ApKO-YEPHBIMM BOJXHMCTLIMH BOJIOCAMH, CTOAYUMH
6enecoBaTbIMH, OrPOMHBIMH I'JIa3aMHU Ha 6JIeXHOM, HE HAPYMAHEHHOM JIHLIE,
C I'yCTO KpacHbIM O6OJIBLIMM PTOM, B APKO->XKEJITOM, BBILIMTOM 30JIOTOM
MnjarTbe, 3aMEeTHas, NMPETEHUMO3HaA U C NMOX6OPOAKOM BYNbLIapHLIM M Pellin-
TeJbHBIM 10 6e3ymus.” OHa yBOOWUT OT APYro# >KEHLIHHbI GEJIOKYpOro
XYIOXHHMKA, MU UX OTBHE3I BOCIIPUHMMAETCA MPOTArQHUCTAMHU KaK IpElIBe-
pue ero rubenn.

Tema "HenpoleHHBIX rocTER” norpy>kaerca B armoccepy "cMepTeLHON
mobBuY"”, BCEnoraomamuie, HUUEM He YTOJMMOM, BCKMMaIoOLe#A U B3ObI-
MaplIenCcs, KaKk MOpe, CTPaCTH, He 3HAIOLIEA NepenomMa, Kak 3TO 3BYUMUT B
BarHEpOBCKOA yBepTiope. B 3TOM CMbICHE - "paHeHOe MOpe" - NMOuTH 3pUMas
MeTtacdopa 3Toro 6€CKOHEYHOr0 ¥ MYUYMTENBHOIO TOMIICHUA. "3eNeHbI Kpaii
3a nMapoM rosy6nm" BhIFIAONAT KaK BarHEPOBCKas PEMHUHECLIEHLIUA TOXE --
310 Kophyoin, Kyna rmuasiByT Tpucran ¢ M3onsnoit, BoTuMHa kopons Mapka,
roe, rno cnoBam bpeHreHs:, "Blaue Streifen steigen im Osten auf, Kornwals
griinen Fluren (Tristan, Act I, Scene I) uym, kak noer cam Tpucrad, "wo dort die
griinen Fluren / dem Blick noch blau sich firben (Act I, Scene I).

"3eneHbt Kpait" - MECTO, "¢ 3aKUITAT POKOBLIE CTPACTH MEXRY JoGOoB-
HMKaMH, KopoieM MapkoM M €ro BEpOJOMHBIM IBOPOM, I'le HEOMOJIMMASA
mo6oBb SyaeT OMTLCA 33 CBOM MpaBa ¢ 3arpeTaMu YCIOBHOCTEH M 3THKETA.
3TO cTpaHa CTpacTed, rySalMX YENIOBEUECKYIO NYLY, ONEPKHMYIO JIO-
60BbLIO, U3 KOTOPOH! BLIXOI OIMH - B CMEPTh.

IloaBneHne KpacaBHMLBI B JOXE MONXBaThiBaeT TeMy crpactu. Iloprper
SKEHINMHBI, HATTOMMHAOWER OPIOJIIOBCKMX HaM M €€ XapakTepUCTHKA C YIIOo-
POM Ha KpOBaBble KMHeMaTorpacuueckue npamsi ('3a HUX CBEPIIAKT KPaXKH,
MPECTYNJEHbA...") - BTO MOPTPET XEHCKON pa3pylLIMTENBLHON KpacoThbl, Kpaco-
Tl HacTtacen OununnosHsl, la beaute du Diable. Coppemenunku Kysmuna
y3HaBaJIM B 3TOM KpacaBMlle, KyTaoeh cBoM 6aCHOCIOBHLIE TUIEYHU B ANYIO
mwans (LBET KPOBHM M cTpacTH) AHHY PagnoBy, BTOPOCTENEHHYIO MO3TECCY,
TANAHTIUBYIO M 6e€3yMHyI0 nepeBonunuy lllekcrimpa, 6 MM3KYO NMPUATELHHU-
uy Kysmunna, koropoit u nocsuieHa "Popens pazbupaer nen." BoamoxHo,
€€ HECKOJIbKO LIbIMaHCKas, C OTTEHKOM BYJIbIapHOCTH KPacoTa M 3aredariieHa
B 3TOM IMOPTPETE -- BO BCAKOM cnyuae HU ¢ Omro#n I"'neGosoit-CyneiikuHon,
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HH TeM Gonee ¢ Omro#t Ap6enunoi, cepacpuueckumn Konom6uno# m Ilcn-
xeell meCATHIX-IBaJLaThiX MOMOB, OHA HMKAaK He BAXerca. 23 Kak 6n1 To HM
OBIJIO, 3TO LIEKCNHMpPOBCcKas woman colored ill u3 144ro coxera, 310 Kpacora
paspyluMTensHas miA nywd. OHa eme He ConepHMla MoaTa, OHA MMIUbL yIrpo-
3a CTPacTH, KOTOpas MOXeT B MoOYyI0 MMHYTY BTOPrHYTbCS B €r0 XXM3Hb.
IlpencraByienue "TpucraHa" ynonoOaseTcs CIUPUTUMECKOMY CEAHCYy rae
MY3bIKa, TOYHO MEIMYM, BLIBLIBACT B MAMSATH M03TA YMEPUIYIO JIIOOGO0BL -- OHA
elle He KOHKPETH3UPOBaHa - M My3bIKa BarHepa, KoTopo#t ynpasiser IMpu-
sKep "3a6uThii uex",24 oxpy>kaer rnosra nepeHswen armocepost cMepTH.

B muMpokoe okHO JMiIcA ¢cBOGOAHO
roxy6oBaTsIit JIeIEHALIHWIA CBET,
JIyHa Kak GynTo ¢ ceBepa CBeTHia:
Hcnaummsa, 'pennannus u Tyors,
3eJICHBIA Kpait 3a [MapoM ronyOniM.

DTH ceBepHble XOJOIHBIE KPaCKH, CEBEPHbIE OpPHMEHTHpPHI - MicnaHaus,
pennannaus, cea3anHble ¢ "TpucraHom” Barvepa u Tyms (Mudonoruueckas
Thule, MecTO Ha 3eMie, CaMO€ yOANEHHOE OT XXMBLIX, [TOYTH paBHO3HaYHOE
Auny, UaPCTBY MEPTBLIX) - 3TO HE TOJLKO AHBAapCKMil KojopuT "ynapa"“. 3to
M aTTpUOYThI "3€JIeHOro Kpasa”, KOTOPLIA B ITOM KOHTEKCTE Yy>K€ He CTpaHa
MEPTBAIMX NYL1Yy CTpacTeM -- 370 CTpaHa MEPTBLIX, OTKYIa M ITPUXOIOMUT nep-
BB [pUILJIEL - MEPBOE BOCIIOMMHAHME - MEPBLIA BO3MOOIEHHBIA [103TA,
"qeJIoBEK JIET ABAJLIATH C 3€JICHLIMYU r'na3aMu’’. Ero nossnexsue npensapsaercs
IIECThI0 CTPOYKAaMM, OMMUCHLIBAIOLIMMH CEPHUI0 CMATEHHBIX YYBCTB B AYyllie
MO3Ta, BLI3BBAHHBIX MY3bIKONA "TpucTana".Z> D10 HEe MPOCTO MCHUXOJIOTHYEC-
Kasi OOCTOBEpHas KAapTMHA IOMOCEKCYalbHbIX YYBCTB I103Ta, MJIM BEpHeEe
reposa 1ro ymapa, ero tocka no mo6su ("oxunaHbe" ¥ "oTBpalleHbe") Kak
HEKOE ITPOTHUBJIEHHE NYIIH Iepel HEYMOJINMO HaIBUIAIOLIMMCS 3aIpeTHLIM
BJIEUEHHEM, U "MOCIETHMIA CThIN", KOI'1a PLIBKOM AYLUM M BOIM OoTOpachBa-
IOTCA BCE 3aNpeThl M HAcTynaer "nojHoe 6aaXkeHCTBO". B 3TO onucaHue
Bropraercsa o6pa3 openy, Gbiowiest xBocToM © nen (Merachopa nywu, pBy-
leicsa U3 TENIECHOIO IJIEHa K eIMHEHHUIO C IPYro#i MoJOBMHKOM); 6onee To-
ro, CMATEHHME YYBCTB 03Ta YrNonoGJieHo "J1erkoMy CTyky", ¢ Kotopemm tho-
pess nmpo6uBaeTCs CKBO3b TOJNIY Nbaa. IlepBblt ynap peiObl BLI3LIBAET MOSB-
JICHUE IEPBOro JMPUYECKOrO0 reposa B MO3ME -- "H3 aBaHJIOXKHW BhILIEN
YeJIOBEK / IET IBaILATH C 3¢JIeHbIMHM ria3aMu..." 3To eme He3Hakomel (“'me-
HS OH NpHHAN 6yATO 3a APYroro"), KOTOpbIf Cpa3y BOBJIEKAETCA B CIOXKET-
HOE IBHXXEHME POMaHa B CTHUXaX.

Ckopee BCcero peanbHbIM MPOTOTHUINOM IBANUATHIECTHErO MOJIONOIO
yeoBeKa 31ech BhicTynaer BeceBonox KHazeB (Cyns Mo OIHEBHUKOBLIM 3ary-
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cam Kyamuna, oHn BcTpervimucs B Pure, B Tearpe, B 1910 r, ¥ pemMuHecuen-
UMeEN 3TON BCTPEYM OCTANIOCH CTUXOTBOpPeHME "MEI CHMIeNHM pAOOM B JIoXKe", B
KOTOPOM 3aleyaTtieHa Ta e atMoctepa "oxxunaHba" M NpeaBKymeHUs TO-
ro, 4YT0 BCTPEUYEHHBIA KM B TeaTpe MOJOOOA IOCMOAMH OTBETHT €MY Ha
YyBCTBA - "HM POl A HE UMEIO - BOPYT anTsiH..."26), Ho 3naHue TOro, 4ro
3aech CKpeBaeTca Kusa3es, He CYIIECTBEHHO: €ro peaJsibHbIe NTPUMEThI U3Me-
HEHBI (KaK HM NERAHTUYHO 3TO 3BYUUT, HO NpH BcTpeue ¢ Ky3MHHBIM eMy
6bu10 17-18 1 rnasa y Hero cepsie, He pa3 BCIUILIBAIOIINME B "KHA3EBCKHUX"
umknax M3 "[imusaasx rony6ok” u "Bosxxartoro”). CyiecTBeHHO TO, YTO y
HEero “"3ejieHble rja3a’ - OH MpMineyiell U3 "3eNeHOro Kpas', CTpaHsbl, YpeBa-
TOM B3pbIBAaMH CTpacTei, crparnl Tpucrana v Mzomsabl, cTpaHsl MeprebiXx. Tak
CTPacTb M CMEPTL [MO-BArHEPOBCKU MOABOIMTCA Ky3MHMHBIM 1NMoa OaMH 3Ha-
MEHATEJIb. |

ITocne "Qopenn" Tema TpucTaHa CHOBA 3pEET B MMOITHUECKOM CO3HAHMHM
Ky3amunna. Tomy cBuperenscTso - unkn "Tpucran”, nucasmuitcsa criopanm-
4yeCKM ¢ cepenuHbl 20x n B Havae 30x ronos, coxpaHuiacs cparMeHTapHoO
(MpMMEpPHO MOJIOBMH2 BCEro LIMKIA), U HEKOTOPbIE CTUXOTBOpeHUA (Bonx-
BosaHue, Cymepkn, Hackanenasa Msomaa, "YU Gombiue Het Gensl, U Het Bpen-
re’sr"), no ceunerenscTy B.H. ITerpoBa, 6611 YaCTHYHO HABEAHBI BEYAT-
JEHUsIMH OT AcpeTnueckoro cobopuuka "Tpuctan U U3omeaa” non penakumesn
O.M. ®peitnenbepr u U.HU. Opanka-Kameneukoro.?’ Cxopee Bcero, MOTHBLI
BarHepoBckoro "TpucraHa" u jereHas! 0 HEM BoOOOIUE CPALLIMBAIIUCH IO M3-
mobneHHomy Ky3MuHbIM MeTONy "KOCBIX COOTBETCTBHM", KAK OH BLIPAa3MJICH
B "[lapabGonax”, HHBIMH CIOBAMH, UYEePe3 aCCOUMATUBHOE COMNPSAXEHUE naje-
KHUX MOHATUA M NPEIMETOB C €ro KYJbTYPHBIMM aHAJIOrUAMM (KEJIbTCKMMU
BapHaHTaMHM JIEr€HAbl MM NPYIrMMM €€ BapuaHTaMM). Tak, nymMaercs, BO3-
HHUKJIO BO MHOI'OM I'€PMETHUYECKOE, COMPOTHBIAIILIEECS TOJKOBAHUIO CTH-
xorpopenue "Onens Uzonbasl”, ony6amkopantoe KyamMunsiM B O1HOM M3
ajbMaHaxoB 1926r.

ITOCKONBbKY CTHXOTBOPEHHE M3BECTHO OUEHb HEGOJILUIOMY KPYryY "Ky3Mu-
HHUCTOB", 1 €ro NpUBOXY 3M0ECh UCIMKOM, YTOGBI MOM COOBpakeHUs HE Io-
BMCJIM B BO3LYXE.

OJIEHBb N30JIb bl

OneHb KOMEIBLCKHNA, COTHUK GJIarOouecTHsIN,
yJyCcaM JIEHb Ka3aTh JICOAHLIA por,

HO CBET 3¢JEHOBATBIN 30Pb MOJHOYHBIX

B CBOMX 3paykax Thl U Terneps cbeper.
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Crnosa "mo60Bb M uecTs". OHH - CMEpPTENbHBI!
2KuBoe cepaie KpoBbIO UCTEKIIO...

A NIECOBBIC KPYTJbI€ IMPOCTOPHI,
a 3MMHEe, IOMallHee Tero!

Bamoimnca 0 maymHOBOM pyfaluke,
a 30pH pPBYT MAIMHOBLII MOpO3...
YMmeim nacts nonpyObiieHHble 6paTsA,
M ThI TAKOMN >K€ pOOMIICA M POC.

A cuHMA cof0Mb, OrHEHHAs MTHUA

y MeYeHH ¥ BLETCA, ¥ 30BET:

"CMoTpH, CMOTPH, TPHUCTaH 3E€NEHOr 1a3bliA,
Kakoe 3eme ¢ppay Uzomna meer!”

O, 3ror ronoc! leBouka ¢ ucnyry
3arnesyia B HEIOCTPOCHHOM JIOMY.
Iloer, MpOpoOYHT, BOPOXXHT M IJIAYET,
M IrOJIOC HETOHATEH HUKOMY.

ITpuayT >HUnbLibl, OHA 3a0yOeT CTpaxy,
KaK MMAHMHHMLUA MTOANET NpPHIIEYb,
CepaLua >e€ MOMHSAT, YTO B YaChl HOYHBIE

OHHU CTYYaJlM B rOpAYHA Meu.
(Cob. crux., 111, 505)

3necs BarHepoBckuit TpucTaH, npuiey U3 "3eJIeHON cTpaHbl" MEPTBbLIX
CpalueH C MONIOABIM PACKOJBHMKOM M "GrnarouectnBbriM coTtHMKOoM" EBcCra-
duem IMnakunoit, >xurre koroporo KyaMuH xopouio 3Hanu (ero ro3HaHUA B
MCHTHUHHON NHUTEepaType ObLAM NMOMCTUHE OrpoMHbI). COrjiacHO >XXHUTHIO, COT-
HUK EBcrachuit Ilnakmuna ysuaen B necy 6e3pororo (KOMOJIOro Uiy KoMelb-
CKOI'0, €CJIM CJIeIOBaTb CEBEPHOMY BapHMaHTY CJIOBa) OJIEHS, Y KOTOpOro
BMecTO poros ropei kpecT.28 JKurne Ky3aMuH 4HTan B €ro CEBEPHOI BEpCUH,
YTO, BO3MO>XXHO, AKTUBM3MPOBAJIO €0 BOCMIOMMHAHHUSA O CTPAaHCTBHUAX MO
CEBEPHLIM PAaCKOJILHMUBMM MecTam2? M BHIBEJNIO HA HOPOry 3€NEHOr1a3oro
Tpucrana. B cruxorsopenun Tpucrad ¥ Usonbaa BricTynamoT B paCKOJILHH-
YbeM OOJIMULE: OH - ""C 3€JICHOBAThIM CBETOM 30Pb MOJHOUYHBLIX" B I'j1a3ax Bbl-
poc cpenu "noapy6ieHHbIX 6paTheB” (HAMEK Ha MPECIENOBAHUS PACKOJILHH-
KOB M crapoBepoB). MHTepeceH 3mecs o6pa3 cobons, "OrHEHHOM MTHULIbL",
CHMMBOJIa CTPaCTH, M3BECTHLIM MO PNy CEBEPHBIX CKa3aHMit M nerenn.30
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Muorue o6pa3sl CTUXOTBOPECHMSA HAlOMMHAIOT KPHITOrpamMmy, Kak,
Bripo4eM, Boob1ue crao xapakrepHo mns Ky3MuHa IBanuaTeIX-TPUMALIATHIX
ronos, rMepuoaa "repmMerusma’: ckaxkeM, byMHam CTUXOTBOPEHUA (HENOHAT-
HO, KTO 3Ta NEBOYKA B HENOCTPOEHHOM nomy, [Icmnxesn?). UHTEepecHO 3mech
ynorpeGieHue 3ruTeTa "MaIUHOBLTA": "B3MONMICS O MaJIKHOBO# pyObauke"
(pe4b MUIET, MO-BUOIMMOMY, O PACKOJIbHUYBEM KOCTPE) M 30pH, PBYIlHE ''Ma-
JIMHOBBIA MOPO3", KOTOPbIE MOXHO BOCIPHHMMATh KaK NpUMep "MaHIEHb-
ITaMOBCKOM MeTadopsl” - MOpPO3 MAaNMHOBBIA, TaK KaK OT HEro pHEIoT,
OENaloTCsA MAJTMHOBLIMM LIeKH (XxapakKTepHbi A MaHnensuirama rnepeHoc
NMpU3HaKa Ha MpPEIMET, C KOTOPhLIM TOT CBA3aH MO aCCOLMaTHMBHOM Kaca-
TEJILHOM - THMA "BOJIOCAHAA MY3bIKa BOObI" - MY3bIKa TUXas, TOHKasd, KaK BO-
JI0C, CTaJIO OBITH BOJIOCSAHAA).

B uuxne "Tpucran", koTopelil TpebyeT ny6iMkaumMu U nNogpo6GHOro KoMm-
MeHTapHs B OyaylIeM, OTpa3suiioch rnocuenHee 3Hanue Kyamuua o nyamuame
CTPacTH u JMIO6BH, KOTOPHIA BCIO >KM3Hb MHTEPECOBAJ MO3Ta; ¥ MBICIIM O
HEBO3MOXXHOCTH NOCTHUbL IOJIHOTHI B CTPACTH M JIOOBU MOIKPENISINCH
ropeusio MocjaenHux ysieueHui nosra (JIes Pakos, repoit "Hosoro I'ynsa",
¥ Buxrop ITandunos3!l). B arom ceete urypsl Barueposckoro TpucraHa
BarHEpOBCKMX JNIOG0BHMKOB npuobperanu nnsa Ky3smuHa oco6ylo IpoH3U-
TEJNLHOCTb ¥ OO PEYEHHOCTD, (PUrypbl, MEUEHBIE POKOM CO BCEMH OTTEHKAMH B
CMIEXTPE TEMBI - OT TOCKM M BEUHOTIO TOMJEHMS MO JTO6BH IO MECCHMUCTH-
YEeCKOro OILIYUIEHUS €€ HEBO3MOXHOCTH M PEAJLHOCTH IMOTEPL U CMEPTH.
DTHUMM YYBCTBAMM MPOHHU3AHO MOCJHEIHEe CTUXOTBOpPeHHE B 1LMKne "Tpu-
CTaH", 3aKpbLIBAIOLICE TEMY M HAIMCAHHOE IMECTHIECATHIIETHHUM IO3TOM,
CMOTPSALIMM B ria3a cMepTi. CTUXOTBOpeHHE MMySIMKYEeTCsl BIIEpBLIE.

B Havane 6bUIO T2K - U MY3bIKa, ¥ CJIOBO,
M Thbl, M s - OOMH KpbUIATbIA 4ac,

M BCE B 3CJICHOM CBETE CHOBaA,

M HAYMHAJIOCh MY3bIKOM NI HaC.
Mir erkoren, mir verloren,

"Euridice"”, yxHYyJ BOpOH,

Tbl, APYXKOK, HE 0becCyb...
BuHouepnuit I'tonucrana,

yTO e Memmiues? Kius Tpucrana.
Ham nopa. CkIOHNChL Ha I'py Ob.
Konu npassT Hac K Banranne,

ThI YCTaN, ¥ Mbl YCTaJIH,

ronybee JIbHa U CTaAJIN

rjia3 KOCHT JICHUB M BSiJI.

A C KOHAMM HETy ciagy...
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Xoueinns receHKy B Harpany?
Winterreise...neHHsD Ba.
(uoHb 1934r.)

CTuxoTBOpeHHE TOJIKYET O MocienHel noe3axke nosra B Banranny, us
4ero CJenyeT, YTO OH CaM M ero asa cryTHuka (TpuctaH U npyroit, ceoero
poma BOCTOuUHbIN [MaHHMMen, mMmeHyembiit "BHHOueprieM [Mionmcrana'3?2)
MEpPTBLI, HOO TOJMBKO MEPTBBIM I'EpOSM OTKPLIBAKIOTCA, 1O MUYy, ABOPLIOBLIE
sopora Banramsl C xpyrost croponsl, Banraja - nopyka 6eccMeprus Bcex
TPOMX Cpeoy HeOOKHUTENEN,

B ctuxorBopeHMH, Kak B (poKyce, COLIJIMCh MHOI'ME CKBO3HBIE 0Gpa3sbl
KY3MHHCKON mupuky: H3onbna, o6o3HaueHHas npsAMOAA uMTaToll U3 ee
MOHOJIOra B 10M aKkTe BarHepoBCKO# onephl - "MHOI0 U30paHHBIA, MHOKO
yTpadeHHbU1", DBpUIMKa M3 BeyHO Jo6umoit Kyasmuuemm oneps! "Opdeir”
["moxa (ramenraumn Opdpes, apus J 'ai perdu mon Euridice) u BopoH D arapa
ITo, BO3HMKIIMA MO acCOLMATUBHON OM30CTH Kak CUMBOJI HEOOPaTUMOCTH
yTPaThl, ¥ CBETJIOOKMI CITYTHHK, Y>XK€ He BOX b victor, dux ¥ He "pamoCTHBIA
CITyTHMK", a y>K€ CMOTPAIIMHA I'1a3aMH, TPOHYTHIMU CMEPTENLHOM ApeMoit. Y,
HAaKOHEL, B MNMOCNenHEeNH CTpouke - nmociaeaHUi oT3Byk llly6epra (y>xe He
nukyiomet "®openun”, a ero 3MMHero, rMOUTH CKOp6HOro nyTH, unkiaa Win-
terreise) ¥ B3XbLIMAIOIUIUXCA BAJOB "paHEHOro Mops" BarHEPOBCKON YBEPTIO-
pel Kk "Tpucrany"”, B kotopoit KysmuHy Buaenaces spuaitinass mertadopa Beu-
HOM HEYTONEHHOCTH CTPACTH ¥ HEOGOPUMOCTH CyIbObI.

IlIpumMmeuvuaunmns

! B.H. Ilerpos. "KammocTpo. BocnmoMuHaHMs M pasMBILLIEHUA 0 M.A,
Kyamune", HoBo# sxxypHain, xH. 163, 1986, 98-99.

2 W3 3anucu 6ecenst ¢ Onbroit HukonaepHo#t ApGennuon-InasneGpanr
(1897-1980), 14 anp. 1968 B JIeHuHrpane.

¥ M3 3anmucwu pasrosopa ¢ B. H. IlerposeM, 15 HOs6Gpa 1970 r. B Jlenun-
rpaine.

4+ W3 zanucu 6ecensl ¢ UBaHoM AnekceeBnuem JIuxaueBwiMm (1901-1971),
Mmait, 1965 r. B JlenuHrpane.

5 M.A. KysmuH, IHeBHMK, 19 okTa6psa 1909 (MawinHonucs), Apxus A.M.
IlTanpuna.

¢ Tam xe - Oynymemy uccnenoBarenmio Kyamuna 6s110 661 MHTEPECHO CpaB-
HHTb MMO3THYECKYIO AMKLMIO B "Ilnamenn @enpel” ¥ narernueckuit cTunb
MoHosnoros bpyHrwmast B "3urdpune” u "I'nbenu 6oros.”
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19

John E. Malmstad and Gennady Shmakov, "Kuzmin's "The Trout Breaking
Through the Ice" in Russian Modernism, Comnell University Press, 1976.

Ilerporpanckwme Beuepa, kH. 3, 1914, c. 216.

BarHepoBCKHi YT - IIYTOB, KaK M3BECTHO, Y Barxuepa B orimune, Cka-
xeM, oT lllekcrmpa, HeT. KyaMuH ynorpe6isier cioso "wyT" B Xapakrep-
HOM IUJIS HEro CEMaHTHYECKOM ITPENOMIICHHMH - "IpoBUAcH" - CM. 06 ITOM
ero crarsio "Tparemmio myra" B XKuann Hckycersa, 1921, 21 mas, c. 4.

M.A. KyamuH. "Paznymesa u HegoymeHus Ilerpa OrmensHuka”, Ilerpo-
rpaackwue Begepa, xH. 3, CIIG, 1914, c. 216.

Teoprnit Apamosmnu, "Bectu ¢ dponra”, bupxxeBsieé BEXZOMOCTH, HOMED
15786- cenrabpp 25/oxTa6ps 4, 1916.

M.A. KyamuH, JTHeBHUK, 3anmuch 18 mas 1934 rona, B wactHoM apxuse O,
H. Mo ae6pannr. JanmbHeknas cyns6a ero MHe HEM3BECTHA MOCHE KOH-
YMHBI BIAIEIbLIA,

XKnsHe uckycerna, 1920, okrabps, Homep 571-572-573,c. 1
John Malmstad and Gennady Shmakov, op.cit., p. 151-153.

CM. nmpHMeuaHHe PedakTOpPOB K CTHMXOTBOpeHMO B Muxaumn Kysmuh,
Co6panne cruxorsopeunst, Tom IIT, 679.

W3 mucsMma B. MapkoBa ko mHe - 18 auBaps 1986 rona.

Coxpanusuamiics pparmeHrapHo Mk "Tpucran”, oTKyna B JaJIbHEHLIEM
U CNeRyIloT uTaThl, XxpaHuica B apxuse O.H. IM'mimbne6pannr; Briocnencr-
BHHM Ob1n mepenaH Ha xpaHeHue A.M. IllanpuHy, koTOpeIt MOG6E3HO Oan
MHE CrucaTth TeKCT. Bo3mMoxxHO, Ky3MHH 3Hanm OGpEeTOHCKYIO BEPCHIO
nereHnsl, rae Y3ompna ¥ ckana - TOXXIECTBEHHBI; 3TO PpEMHHECUEHUMEN
ocranock B ctapoM ¢duisme ToBuBhe "Beunoe Bo3BpauieHue”, rue Mo-
OepHU3UpOBaHHbIEe TpyucTaH ¥ M30maa npespaiialoTcs B KaMEHHOE Hal-
rpobue.

M. KysMmuH, IHeBHHK, 3armmch 26 aHBaps 1934 roma. Apxus O.H. Muis-
nebpaHnar.

Tam xe.
John Malmstad and Gennady Shmakov, op. cit., p. 149-160.

IMonpo6Guee - cMm, I, IlImakos. "biok ¥ Kyamun", birokoBckui cO60pHHK,
II, TapTycxkuit rocy napcTBeHHLI yHMBepcuTeT, Tapry, 1972, 346-347.

MonpoGHee - B. [Terpos, "Kamuoctpo", uwr. cou., 96-97.
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B n11060BHOM TpeyromHuuke "dopenn"” mpesIoMUIMCh peaibHuie TPeyrolb-
HUKHK B XXM3HM Ky3muHa - cHauana BeceBoson KHsazes - Kyamun - O.A.
I'ne6opa-CyneiknHa B necsaTsie rons! ¥ 3ateM KOpuit OpkyH, KyamuH u
Om.ra Ap6eHuHa - MupreGpaHar.

ITo npennonoxeHuio Hunnt BepGeposBoit non "3a6UThIM uexoM" CKpbI-
Baercs Dnyapn Ppanuesuu Hampasuuk (1839-1916), nocpeacrBeHHbIA
KOMMNO3UTOP M CTOJb >XXE MOCPEACTBEHHBIA aupymxep MapuMHCKOro
Teatpa c 1863 r.

"Tpucran" BarHepa Gnaromaps ocTpore JOO0BHOIO TOMJIEHHUS M OTCYTCT-
BHIO €r0o peaju3alMM MIM BepHee, Giaromaps HEMONHOTE €ro peau-
3aLMH, CTOJIb MEHHANBHO BbIPa>XEHHLIX B MY3hIKe, 00JIafan BCEraga oco-
60t MPUTATaTENBHOCTLIO IJIA FOMOCEKCYAIbHOIO CO3HAaHMSA HE TOJLKO
Kyamuna, Ho KaBachn u Oarunesa. Cm. 06 stom - Richard Buckle,
Diaghilev, Atheneum, New York, 1979, p. 537.

H3 Heony6amkoBaHHOroO MONHOCTHIO UMKIA "[Ipumep BaOGIECHBIM",
Koropet KHsazeB u KyamuH mucanu Bmecre. Ilocie cmepru B. KHsaszesa
€ro pOICTBEHHHKH, HE >KEJIaBIIMEe OrJIaCKM MOMOCEKCYaJIbHbIM OTHOlLLe-
HusAM Bcesponona ¢ Ky3MuHbIM, noMemanu nySiuMKallMM LMKJIA, U B
NMOCMEPTHOM H3XAaHHOM c6opHuKe cTuxoB KHsazeBa (BceBonon KHsazes,
CruxorBopenns, CII6, 1914) BbITpaBHIM IOMO3POTHYECKHE HAMEKH B
CTHMXOTBOPEHUAX, MOCBAUIEHHbIX Ky3MuHy TeM Xe nyreM, kakum Camymnn
Mapinak nepeBoamII INEKCIMTMPOBCKHUE COHETHI.

HOBooponHasa cecrpa bopuca IlacrepHaka Onbra MuxaiinosHa ®Opeitnen-
6epr (1890-1955), ubu nmucema k IlacTepHaky OTKpBUIM MHUPY €€ rpoOMaxn-
HBIA JIUTEPATYPHBIA TaNaHT (KaK CBEPXTAJIAHTJIMBBLIA MCTOPHUK KYJbTPYHI
oHa OblIa OLIEHEeHAa NaBHO), 6bLiIa CTPACTHON NOYMTATENbHULICH MO33UM
Ky3muHa (kak, BmpoueM, ¥ [TacTepHak), ecny Cy IMTh MO HaIITHMCH HA MIPH-
CJIaHHOM MO3TY B noxapok sdernueckom c6opuuxke Tpucraw v Hconsna.
Ot repounuu no68u ¢eonansHON! EBponsl 1o 60rMHM MaTpHapxajlbHOMH
AdpeBpasun. KonnexrnBHeit Tpyn Cexropa cemaHTHKM Muda U ons-
Knopa, noxn pexn. akanemuka H.51. Mappa, JI, 1932 (Tpyas: HHcTHTYTA A3BI-
Ka ¥ mpiuieHuss AH CCCP): "Muxaunny AnexceeBuuy Kysmuny - nocnen-
HeMy 13 MorukaH. C BocxuumeHueM Onsra ®pettnenbepr” (B co6paHun
Bcesonona Hukonaesuua Ilerposa).

Busantuiickuit BapuaHT xutusa EBcrachusa Ilnakuael npeBOCXORHO nepe-
BeneH C.B. INonsakoBoi B kuure BuzanTuiickue nererasi, JIntepaTypHble
naMsaTHHUKH, JI 1971.

Cwm. B Ilapabonax -

Hemsarcsa cpyOnl, TyHOpH 6e3 nopor,
o BbIra He 0OOPaTLCS NOMULIEHCKHM,
INonnomHNKH, XJABICTHI U 6EryHbI

U B manbHMX NiIaBHAX 3a>KHBO MOT MBI
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3

OrseprxeHHadA, MpeCBATas parTh
Csob6onnoro u boxeckoro Oyxa! (Kysmun, II, c. 319)

Pierre Legrange, "Les Betes de la passion”, La Revue antropologique, Paris,
1958, vol. 613, p. 154-158.

Buxrop INancdunos (xaTsl >XM3HM HEM3BECTHBI) - cornacHo B. Bepuruse -
XYIOO>KHMK, paboran AN TeaTpa, NeJiajl MPUYYIUIMBbIE NEKOPALIMH, Haro-
muHaoinne Campanopa ami. XXun 6e3 nacrnopra, nmponan B CepeIrHe
TPUIOLATBIX FOXOB M, OUEBUAHO, KOHUMN nHM B ['ynare. KysmuH 6but M
OYE€Hb YBJICUEH.

"BuHouepnuit [NosmcraHa" - BO3MOXHO, MOI HUM CKpLIBaeTcs BHKTOp

IMancdunos, y koroporo, no cnosaM B. IleTtposa, "6bL1M MMHIANEBUAHLIE,
BOCTOUHBIE I'y1a3a”.
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Satho Tchimichkian-Jennergren

L'ART EN TANT QUE RESURRECTION DANS LA POESIE
DE M.KUZMIN

Nous connaissons la répugnance que Kuzmin a manifestée a I'égard des
théories et des formules artistiques et littéraires auxquelles il reprochait leur
abstraction et nous savons aussi le peu d'importance qu'il attribuait aux écoles et
courants littéraires, leur déniant toute influence dans le domaine de la création a
proprement parler. Les quelques rares manifestes qu'il a publiés pourraient nous
faire croire qu'il s'est lui-méme abstenu; ou en tout cas qu'il n'a fait que réaffirmer
certaines évidences, comme il le craignait tant lui-méme, lorsqu'il déclarait par
exemple:

"BbIno GBI NMPECTYIMTHBIM JIMLIEMEPHUEM M HEMTOHSATHLIM CHOGH3MOM
YMa4YMBaTh 06 OCHOBHBIX TMOJIOXEHHUAX XYNOXECTBEHHONW MIECOJIO-
rul U3 GOSA3HH, KaK 6bI OHM HE OKa3aJNCh OOIEUIBECTHRIMH, TEM
6onee, uTO, 6€pA 32 TOYKY OTIIPABIIEHUSA IMOJOXKEHHE, BCEMH TIPHU3-
HAaHHOE, BLIBOALI MO>KHO CIeNaTh HAJIEKO HE IJsA BCEX IpHEMIIE-
meIMHU. CoJHEUHas TeruioTa - SBJIEHHE NOCTAaTOYHO HM3BECTHOE, HO
NPUMEHEHUS M CIENCTBUA €€ MOrYT OTJMUYATLCA HEOXMIAHHLIM
pa3Hoo6pasuem.”!

On peut dire que les conclusions que Kuzmin a tirées des effets de la chaleur
solaire (il n'a pas choisi arbitrairement cet exemple) sont pour le moins originales.
Les textes théoriques sont peu nombreux chez Kuzmin, certes. Mais l'ceuvre
poétique entiére est 1'élaboration lente, méthodique et acharnée d'un syst¢me
artistique ou les theéses et les formules ne manquent pas. Simplement, ces
"formules" ne sont pas données & priori: elles sont le résultat de 'expérience de
l'artiste, expérience qui va du niveau de la sensation pure 2 celle de la révélation
mystique et en tant que telles ces formules échappent 2 'abstraction car chacune
d'entre-elles n'est en fait qu'une condensation d'images: ces formules sont
magiques tant que le lien entre les images reste obscur; elles le sont aussi dans la
mesure ou elles renferment le secret de la création artistique. Kuzmin - théoricien
de l'art, cela n'est paradoxal qu'en apparence: il faut croire que si les théories des
autres le laissaient indifférent c'est parce qu'elles passaient a coté de la question:
"La littérature n'est pas l'art"2 dira-t-il. Mais quelle est la question? Laissons
Kuzmin répondre pour nous dire qu'il faut remonter aux origines de la création:

"Brnipouem, 3TO 3aBeyio 6Bl MEHS OYEHb XANEKO, 3aCTaBMIIO Obl
rOBOPHUTH O Belllax, CeAYac OUeHb HE MONHBIX, Bpoue 60rocnoBus u
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IIPOUCXOXICHHUA YeNOoBeYecTBa, 9TO BOOOINE COBCEM HE BXOIMT B
MOM IJIAHEL "3

Lire l'ceuvre poétique de Kuzmin, c'est aussi reconstituer, pierre par pierre,
I'édifice qu'ill a paiemment érigé. Cette lecture, cette reconstitution sont parfois
malaisées a cause de la densité des images et de leur imbrication; elle est
néanmoins possible car tout se tient: le "syst¢me" Kuzminien est logique et rien
dans son €laboration n'a été laissé au hasard:

"HeuagaHHOCTEN HET NMPEJECTHLIX,
K KOTOpLIM HeKoraa BiexJio."4

Tout tend chez Kuzmin a démontrer que l'ceuvre artistique s'identifie 2 la création
originelle et qu'elle conduit A la résurrection, a une deuxiéme naissance du monde
et de I'hnomme et que par conséquent elle met en échec la mort, seule loi que
Kuzmin et son syst¢me aient jamais admis. En posant avec Kuzmin I'équation Vie
= Art, nous allons suivre les €tapes qui ménent 2 la résurrection et pour cela, il
nous faut, nous aussi, commencer par les origines de la vie et de I'art, en espérant
que ces questions sont moins démodées que ne le craignait Kuzmin!

Dans la cosmogonie Kuzminienne, & l'origine était le soleil; le soleil que
Kuzmin a célébré d'une fagon rien moins que métaphorique dans ses premiers
recueils: le soleil qui dispense 2 la terre sa lumiére et sa chaleur. Il cédera la place
dans les recueils suivants A un astre dont les bienfaits ne se font plus sentir sur
terre mais dans le ciel, ou plus exactement dans l'espace interplanétaire: c'est le
soleil des astronomes, le centre du systéme qui porte son nom. L'éther, dans Les
Paraboles, vibre, frémit et briile: voild un des effets de la chaleur solaire, comme le
dirait Kuzmin:

"3oamMakaimsHBIM MMIAMEHEM
[Mons newawT, kunuT agup."s

Si nous passons maintenant A un autre plan, celui de la mythologie, nous
voyons qu'Hélios est pour Kuzmin le premier dieu; mais Hélios c'est aussi
Apollon, le dieu des arts, le principe organisateur: ils ne font qu'un; ils dispensent
tous deux clarté et harmonie. La "belle clarté” a pour origine cette syncrétisation.
L'évolution personnelle du poete le conduit d'une étape premiére ou la terre sous le
signe du soleil lui parait belle et ot donc la mission de I'artiste est de transmettre
cette vision d'harmonie et de beauté a une deuxie¢me étape ou cette beauté et cette
harmonie sont perdues et la lumiére du soleil obscurcie et voilée. Mais comme il a
connaissance et souvenir de son existence, tous les efforts de sa recherche
tendront 2 le retrouver:

"SI BMIenN ceT, ero 8 BCnomMuHao".6
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En effet, les ombres qui s'étendent sur Les soirées de I'au-deld sont celles de la
mort. Le paysage que nous décrit Kuzmin est celui que d'apres lui la terre devait
avoir avant le partage entre la terre et les eaux; ce n'est pas le néant mais la terre
avant que la vie n'y apparaisse, 1'état qui précede la création et la naissance, ce qui
n'a pas ét€ mais qui sera:

"Takol Bcerma ABCTpaTMa MHE CHMIACh
Wy BceneHHasa no pasneneHbA
Boxe! ot cyum".7

Le theme de l'eau I'emporte sur celui du feu et ses profondeurs abritent le royaume
de la mort:

"Bce, 4TO OT CMEPTH, JAr Ha auo".8

Aucun mouvement ne doit animer la surface de ces eaux mortes:

"CTosAuMX BOIX NMPO3PaduHO HUKH
benecosarsie nons”.

Le paysage se couvre de lacs et de marais. Ces eaux seront bient6t prises par la
glace: la sensation de froid et de stagnation s'en trouvera accrue; c'est cette glace
que la truite rompra un jour. Ce monde est, bien siir, placé sous le signe de la lune,
Hécate, Astarté ou Isis et c'est 12 que régnent en maitres Dionysos, le dieu
démembré par les titans ainsi que les divinités qui ont connu un sort semblable
comme Osiris et Orphée:

"2Knuua mm, nog3aemMHas b Lapuua

B nynHoMm Hune coSupaer poxs?

Y nnoTtHH nopa oCTAaHOBHUTLCA, -

Pyky 3aToHyB11YIO Hailneuib

A ruievo B Ipyrom noimaews Mecre,
Y11 B TPEThEM ... CITMHY M Genpo ..."10

Aussi le monde dans ce chaos originel est-il divisé et morcellé en une multitude de
fragments qui sont le plus souvent de verre, de glace, de miroir et de cristal qui
peuvent refléter ou réfracter les rayons lumineux mais ne peuvent que renvoyer les
muldaples reflets d'une lumiére désormais verte:

"Ha 3eneHs na>kureit HeGeCHBIX
CMOTDI0 CKBO3B JTLOHCTOE CTeko". 11

Le po¢me La nuit blanche est caractéristique a cet égard:

"3aropu30HTHOE CBETHJIO
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U 3ByKOB 3By4YHO€ OTCYTCTBHE
3epkanbHOMA 3€JIEHBIO ITPOHINUIIO
OcrexisHeoe NpeAYyBCTBME -
H npemner MeaneHHas BOJA, -
CexyHAbI HaBCErna oTcTyKana'.12

La conclusion 2 tirer sur le plan des principes esthétiques est la suivante:
1'artiste doit toujours chercher de nouvelles sources d'inspiration, 1'art ne supporte
pas la stagnation. Le sommeil, tout état de somnolence ou de 1€thargie, sont freéres
de la mort: c'est la fameuse "paresse verte".13

L'amour seul, d'aprés Kuzmin, peut tirer 'hnomme de la 1éthargie ou le confine
la vie quotidienne, provoquer l'exaltation et l'enthousiasme sacrés et donner a
l'artiste une nouvelle impulsion créatrice:

"TIo6y>XIaeT K TBOPUECTBY - aKTMBHasA, HEOTBJIEUeHHAs NIOOOBSL,
KOTOpasi He MOXET He GLITh TBOPUECTBOM. "4

D'ol I'image fréquente de la source vive, du jet d'eau, du puits artésien dans
Les poémes sur I'art en particulier.

De la théorie du chaos et de la fragmentation de 1'univers découle la conviction
que la vérité et la réalité ne peuvent étre pergues par I'homme qu'a 1'état
fragmentaire. L'artiste sera donc le rassembleur des éléments épars: il n'est pas
surprenant qu'il apparaisse sous les traits du pécheur qui jette ses filets dans les
flots, du cueilleur de rosée, du collecteur de s¢ve etc. Nous reconnaissons les deux
constantes métaphoriques de cette quéte: 1'eau et la fragmentation des objets et de
1a lumiére.

Une pareille conception du monde ameéne peu a peu Kuzmin & mettre en place
un dispositif particulier de vision esthétique: 1l utilise la transparence du verre,
puis se sert des miroirs qui réfractent et disloquent les rayons lumineux ainsi
soumis 2 la polarisation, enfin il s'empare, tel un magicien, d'une boule de cristal:
ainst il peut capter une infinité de facettes possibles d'une méme réalité. Une goutte
d'eau peut bien refléter un monde:

"Benb B KaXXIOH NYXHLUE - OCKOJIKH
CrexSHHO-aNbIX o6nakos”13

Kuzmin ne risquait guére d'étre compris: les critiques s'empresseraient
probablement de voir 12 un essai de "miniaturisation” de la vie et de l'art! On
trouve dans Un nouveau Hull un auto-portrait du poete tenant dans les mains un
prisme de cristal (ou une caméral):

"Iep>Xy HEBUAAHHBIA KPUCTAILI

Kak 6yIaro MHO>ECTBO 3epKalt
CoeanHnno rpaHu
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Oco0bInt B KAXXA0M KNETKE CBET:
To 3010TO rpsamyLUMX JIET,
To 6n1ecK BOCMTOMMHaAHMHA.

Pyka sonme6HO HaBena
Ha npaBummHbLIA KBaIpaT CTeKna
Y 30pHbIe (DUTrYpLI:
Mops, neca u ropoaia,
Iloroxu, panyra, 3Be3na,
Bce "TaMHCTBA HaTyphI'.

PasnuuHbX JMu teTyunit poh:
ITosr, oTIIENBHUK ¥ repoit,
M 3ByxH M nbIXaHbs
W xa>x bt HOBLII MOBOPOT
Bce HoBYIO € cOOOM HeceT
HUrpy u coyeranse. [...]16

Mais ce jeu est un jeu diabolique, dans la mesure ou 'image ainsi reconstituée
est prisonniére du verre et en 'occurence d'une illusion d'optique, donc d'un
truquage; il faut atteindre la reconstitution dans le réel et I'incarnation totale: nous
voila désormais proches de l'instant ou la réalité qui a €té ainsi cernée de toutes
parts va s'incarner: c'est la résurrection.

Apres la séparation de la terre et des eaux, la vie est apparue sur terre. L'inter-
action feu-eau a provoqué la fécondation; celle-ci s'est donc accomplie 2 la surface
des eaux. Aphrodite est née de la vague, toute naissance s'y accomplit:

"Bna>kHy 0 BhIBEJT BOJHOM KonuiGem"17

La naissance est impossible sans mort au préalable, elle s'identifie donc 2 la vie et
a la mort:

"YT06 BHOBbL POOMTLCS, HAO yMepeTs."18

Le ventre de la mére est qualifi€ de "cercueil natal” et de "chaud tombeau"19:
nous nous trouvons en présence d'un cycle ininterrompu dans lequel la vie et la
mort ne sont pas des contraires mais des complémentaires.

Les éléments mythologiques comme toujours interviennent pour apporter un
surcroit de "preuves": Kuzmin identifie le dieu de I'amour et de la naissance, Eros,
au dieu du soleil, Hélios; puis il fait de Dionysos non seulement son frére, mais
son frére jumeau:

"Bpoc, N'e;mmoc, Iuoumc, Ilax,
Bnuanewnl, 6nuaHens". 20
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Si le théme du jumeau, du double de soi-méme acquiert une importance
essentielle pour la définition et 'explication du sentiment amoureux et de I'amour,
il n'en reste pas moins qu'il affecte aussi et trés profondément la vision artistique.
De méme qu'il existe syncrétisation totale entre le démembrement du dieu et
I'appréhension par l'artiste d'une réalité disloquée, de méme il y a syncrétisation
totale entre le mythe des dieux jumeaux et l'interprétation par l'artiste des
"correspondances obliques".21 Les "paraboles” nous livrent en effet le message
suivant: 'homme n'est pas au centre du monde, une puissance créatrice supréme et
on dirait aujourd'hui duelle, préside a toute destinée. La vie et la mort, dans ce
contexte, sont complémentaires, nous I'avons vu: par conséquent l'artiste doit aller
a la recherche de la dualité de chaque chose et dégager les deux composantes
conventionnellement appelées contraires d'une méme réalité; c'est 12 aussi que les
paraboles entrent en jeu. L'espace Kuzminien est dans Les parapoles surtout
sillonné de courbes paraboliques (cometes, météores, étoiles filantes), courbes qui
dans ce cas particulier ont le soleil pour foyer. Nous savons que tous les points
d'une telle courbe sont équidistants du foyer et de la directrice: ils se
correspondent par homothétie; il ne faut pas oublier non plus que ces points sont
mouvants A double titre: ils se meuvent sur une trajectoire, dans un espace qui est
aussi en mouvement. Le rapport de similitude, par référence toujours a une
troisiéme dimension, de quelques points particuliers de cette trajectoire a été
développé et poussé A un tel point chez Kuzmin (rapports homothétiques dans
I'espace entre la barque et le croissant de lune, I'arc-en-ciel et le pont, l'oiseau et le
poisson) que, lorsque nous trouvons mentionné 'un d'eux, aussitot se greffe sur
I'image de 1'objet évoqué celle de son double ou mieux de son "jumeau”. Dans un
monde double et reversible, les mots sont A double sens, les sons se répondent, les
pensées ont leur contrepartie et les vérités leur contrepoids.22 L'emploi fréquent
d'antonymes qualificatifs dans le langage poétique témoigne du désir de
transmettre une réalité duelle composée de deux "contraires”, la trouvaille la plus
audacieuse €tant A notre avis I'emploi du mot "jumeau” au singulier, car méme au
singulier ce mot a une signification plurielle: on est toujours le jumeau de
quelqu'un! La force émotionelle du mot éclate lorsque 1'on découvre le corps du
noyé dans La truite rompt la glace: ce jumeau est tout seul!23

Sur un plan plus général, cette vision "parabolique” du monde a pour consé-
quence la théorie du mouvement. Kuzmin insiste toujours sur I'aspect dynamique
de l'art dans ses textes théoriques:24 l'artiste doit se garder de laisser la vérité€ se
figer dans les conventions et y demeurer comme emprisonnée. L'artiste ne doit pas
oublier la dimension dynamique que l'espace et le temps conferent a toute chose:
c'est en essayant de saisir les rapports entre les objets, les sensations et les
émotions humaines qu'il y atteindra le plus siirement. Cette réalité en mouvement
sera alors réalité dans le passé et réalité en devenir. On peut tirer de cette théorie
une lecon encore et non la moindre: ressusciter la vie, c'est d'abord ressusciter le
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passé: ce sont les morts qui viennent frapper a la porte du po2te.25 Le souvenir est
donc un des moyens essentiels pour l'artiste de connaitre sa propre vie et de la
réanimer. Mais la mémoire ne doit pas envisager le passé comme une donnée
immuable, en dehors du temps: car le passé et le présent n'existent pas 'un sans
'autre et ils coexistent dans le phénoméne du souvenir. Le passé, qui a été€ présent
un jour, n'existe en tant que tel que par rapport au présent qu'il a été et au présent
actuel et le souvenir n'existe que par rapport au présent actuel: aussitot déclenché,
il appartient lui aussi au passé! Les émotions jouent un grand rdle dans le
déclenchement du souvenir: Kuzmin a consacré de nombreux poémes a 1'étude des
rapports entre les émotions et le souvenir. Il a aussi tenté de saisir le mécanisme de
la mémoire en mouvement et en devenir et il ne serait pas hors de mise de dire
qu'avec La truite rompt la glace nous abordons le dernier chapitre, celui du
"Temps retrouvé”. Qu'importe que Kuzmin n'ait pas apprécié Proust; il a, tout
comme lui, remplacé ce qu'ils appelaient tous deux "la connaissance con-
ventionnelle du monde"26 par une connaissance émotionelle basée sur le souvenir.

Tout est en place dans le monde Kuzminien pour que la résurrection se
produise et la fagon dont elle se produit ne nous surprend plus car nous savons
que tout ce qui est vie ou vie en puissance doit obligatoirement sortir de 1'eau et
doit pouvoir se mouvoir a la surface de I'eau: le poisson répond a ces criteres! 11
est de surcroit le symbole de la déesse Hator et le signe de ralliement des
chrétiens, mais surtout c'est une créature qui peut se mouvoir et dans un espace et
sur une surface, comme l'oiseau. En donnant un coup de queue hors de 1'eau, il
témoigne de la vie dans les profondeurs:

"Cepe6pHcTbM pp162 MaXHYJIa XBOCTOM,
3Be3na 3axenrena B HeGe nycrom - 27

C'est un "messager de vie" comme la petite fille qui dans La mort de Néron?8
sort elle aussi de 1'eau. Quant aux couleurs du poisson, elles ne peuvent étre que
vertes, argentées et mordorées! La truite donc. Elle sera dans une prison de verre
(I'aquarium) ou de glace (la riviere gelée) qu'elle devra briser pour se libérer: le
theme sonore de la résurrection sera composé par le craquement de la glace, le
tintement du cristal:

"K pecTHnbHLIM 3BOHOM 3aJpOXan Xpycram".29

En brisant la glace qui ne laissait passer que les rayons de la lune et ne faisait
que réfracter la lumiére du soleil, la truite abolit le "pays vert": Le soleil n'est plus
un pile et vert reflet de lui-méme; sa lumigre ne rencontre plus d'obstacles, elle
inonde & nouveau le monde de 1'or de ses rayons. Dans le cycle Lazare, tout est en

or depuis le ciel, les arbres et le pain jusqu'au héros lui-méme: "Tul 6paTeu, Becs
nozonoren" 30
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Le phénix renait de ses cendres, la transmutation alchimique a abouti, serait-ce
a dire que l'ceuvre d'art est aussi le grand-ceuvre?

Kuzmin avait 1'élégance de ne pas se prendre entitrement au sérieux et il prenait
volontiers un ton railleur dans ses épilogues: dans La truite rompt la glace, il
prétend que tout s'est embrouillé dans son esprit et qu'aucun dessein précongu n'a
présidé A I'élaboration du pome, si I'on excepte le désir frivole d'entretenir le
lecteur de la pluie et du beau temps durant les douze mois d'une année! Personne
n'est dupe de cette affectation de trivialité, et plus Kuzmin se défend d'avoir voulu
montrer ou démontrer quelque chose, plus il s'accuse lui-méme!

L'ceuvre poétique de Kuzmin répond admirablement aux critéres qu'il a lui-
méme établis. Il part toujours de situations et d'éléments concrets: la truite n'est pas
une métaphore; elle s'integre néanmoins dans un ensemble et fait partie d'une vaste
démonstration. Kuzmin amasse et organise les arguments qui lui permettront de
constituer une thése. Le fait qu'il élabore sa thése en méme temps ne I'empéche pas
de faire finalement ceuvre de théoricien méme si chez lui l'application précede la
théorie. Nous avons parlé des plans d'application métaphysiques et esthétiques qui
simbriquent les uns dans les autres et qui tous contiennent les preuves du salut.
On pourrait dire aussi que dans cet étrange combat contre la mort, ce sont autant
d'armes et autant de renforts. Ce n'est pas seulement la foi qui est en cause chez
Kuzmin lorsqu'il s'agit de la résurrection, car elle suffirait alors. Il lui faut avant
tout faire coincider la vision du monde de 'homme avec celle de l'artiste. Le mythe
du dieu démembré puis reconstitué le hante pour des raisons plus esthétiques que
mystiques: il voit dans ce mythe de la résurrection une parabole sur la création
artistique et ce n'est pas en mystagogue qu'il réagit, mais en artiste qui découvre le
"mystere” de la création. Son ceuvre est l'interprétation de ce mysteére: la vision et
le langage poétiques se soumettront A un rituel qui s'y conformera le plus possible.

L'art est le "frére jumeau” de la vie et ses origines divines le destinent a
triompher de la mort:

"I BUXXEeHUE U TBOPUECTBO - KHU3Hb,
Ona xe nmo60oBb 30BeTCA."31

Notes
1 M. Kuzmin, "Emocional’nost’ kak osnovnoj element iskusstva”, in: Arena,
Peterbourg, Vremja, 1924, 9.

2 M. Kuzmin, Uslovnost, stat’i ob iskusstve. (Petrograd, Poljarnaja Zvezda,
1923), 173.

3 Ibid., 13.
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Sodlis’ ko mne na &aj."
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Hpunna IlanepHo

IBOAHHUYECTBO M JIIOBOBHBIA TPEVYIOJBHHK:
IIOBTHYECKHHA MHU® KY3MHUHA H EIr'O IIYIIKHHCKASA
ITPOEKI1IN A

Muxauna Kysmuna - napany ¢ Ocunom MaHaensimiTaMOM U AHHON
AXMaTOBOI - MO>XHO IO NMpPaBy CUMTATL ONHHMM M3 CO3HATENEN UEJIOCTHOM
BCTETUUECKON CUCTEMEI, NTPUILIENIUIEH HAa CMEHY PYCCKOMY CUMBOJM3MY. Kak
OTMEYa M UCCJIENOBATEIH, BT 3CTETUKA UCXOOUT U3 NMPEICTABJIEHUSA O CMBIC-
JIOBOM €IMHCTBE MMPa, KOTOPOE PEAIM3YETCA B TOCTPOEHUH BCETO TBOPUECT-
Ba ¥ BCEM >XU3HU MO3TA KAK €IMHOI0 "'CMBICIIOBOIO MPOCTPAHCTBA" - €IMHO-
ro, XOTA ¥ NPUHLIMITHAIBHO OTKPBITOIO TEKCTa, COOTHECEHHOI0 C MUMPOBO
KYJLTYPOi B LIEJIOM (C "MUPOBBIM MO3THYECKUM TekcToM")!. OnuH u3 nep-
BbIX uccnenoparenei Kysmuna, I'.I'. llImakoB, Tak onucan oCHOBHOM NMPHH-
UMIT KY3MHUHCKOM NMo3THKH: "... PeansHbil MUD ¥ ero "sjieMeHTsI" He3aMen-
JIUTEJILHO MOPOX NAIOT KYJILbTYPHBIX IBOWHUKOB, ny6epoB, mono6us, BCTY-
NalpT C HUMH B CJIO>KHEHAIUKe "ceMaHTUYeckue 6110kHn", KOTOpbIe "TrepMeTHY-
HbI", MO0 PaCCUMTAHBbI HA BBICOKYIO YMTATEJILCKYIO NMOAMOTOBKY, Ha CIIOCO6-
HOCTh UMTaTENs K OemwndpoBKe "KyNsTYPHOro koxa", pa3ragka KOToporo
06 yCNIaBIMBACT CMBICI MMOITHUECKOrO MPOMU3BENEHUA "2

MOXHO IpPeNnoN0X1Th, YTO B OCHOBE ITOM MO3TUKM JIEXKUT XapaxTep-
Hoe nna Cepe6psaHoro Beka MUGOJIOrUUECKOE TPEACTABIEHHE O "BO3IBpAT-
HOCTH" - O BEUHOM NMOBTOPSEMOCTH MIX "BO3BpallaeMoOCTH" COGBLITUA, NMLIA,
cnoBa. Ilpy 3TOM NMpOMCXODUT B3aMMHas MPOEKLIMS U COBMEIUEHMUE Tpex
MJaHOB: MO3THUYECKOro TekcTta, 6uorpachuu U KynbTypbl. Takum o6pa3om,
cOOBITHE HIIM IIEPCOoHAX MNOITUUECCKOIrO IHPDOMUIBCACHH BOCIIDUHHMMACTCA KakK
"BO3BpalleHUe" Hekoero npoobpasa, Kak peansHO-OUOrpaddHUyYeCcKoro, Tak U
"TeKCTOBOro" (y><e BCcTpeuaBlerocs B apyrom rekcre Kyamuna) unu obiue-
KYJBbTYPHOI O (y>Xe BCTpEuUaBLIErocs B IPYroM KyJbTYpHOM TekcTe). JIio6o#
CMBICJIOBOH BIIEMEHT MPONU3BENEHMA, OyIb TO CIOMETHBIM XOI, NMEpPCOHaX
HUIIK CIIOBECHBIA KOMIUJIEKC, OTOXXAECTBIACTCA C yXe "ObIBUIMM" CO6bLITHEM,
JIMLIOM, CJIOBOM. DTOT O6IUMA NMPUHLIMIT MMONYYaET KOHKPETHYIO PEaM3alLMIo
B LIEJIOM pAlle XYIOXECTBEHHbIX NMPpUEMOB. Tak, CIOXKET CTUXOTBOPEHUSA MITH
uMkina Ky3aMuHa 4acTO pa3BOpPauMBaeTCA 3a cYeT "y3HaBaHMA" BO MHOTIMX
MPOUCIIECTBUAX ONHOro cobbITus; nNpu pa3paboTKe CUCTEMBI MEPCOHAXEN
Ky3muH npuberaer Kk npueMy "yIaBoeHUA" repos, NMPHYEM repoi O06LIUHO
CBA3BIBAETCA C 6MOrpahPuyUeCKNM IMPOTOTUIIOM (T.€. dKHUIHECHHLIM " JXBOMAHHU-
KoM")3. DTOT NMPMHUMI, KOTOPLIA MOXHO Ha3BaTh "IBOKHUYECTBOM", CTa-
HOBUTCA OCHOBHbLIM KOHCTPYKTMBHBLIM ITPHHLIUIIOM, OPraHU3YyIOIIUM TEKCT.
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Mue npencraBnsercs, YTO ABOMHUYECTBO (M HaNbHElIee pa3BUTHE ITOM
CXEMBI) BLICTYMNAaeT B TBopuecTBe Ky3ammHa He TONMBKO Kak o6muit KOHCTPYK-
THBHBIA MPUHLIMI, HO ¥ KaK CBOeOOpa3HbLIA rMo3THUECKHi MUD - CUMMBOJIH-
YECKMIi CIOXKET, HAalpaBJeHHbII HA MHOIUBUIYaNbHOE paspellieHue riodan.-
HBIX KyNbTYPHbIX TpO6JieM: STOT MMP ¥ MHOI MMD, TOO0OBL U CMEPTh, CMEPTH
M BOCKpECEHHME. DTOT CUMBOJIMYECKHI CIOXKET (MIJIM cxema) nonpobHO pa3pa-
OaTeBaercs B paHHen mipuke KyaMuyHa 1 nonyuaer 3aTteM NMONHYIO peanusa-
IIMIO B €rO0 MTOrOBOM TIpo3BeNeHuu - nosme "dopens paszbusaer nen”
(1927). Ananu3 nostuueckoro Muda o ABOIWHUYECTBE M €r0 JajbHEeHIIero
pa3BUTHUA B MU O JTIO6G0BHOM TPEYIrOJNLHUKE ABIAETCA 3anaueit HACTOALIEH
paboThI.

Y mupuueckoro repos paHHero KysmMMHa ecTh NBONWHHUK; IBOMHHK - 3TO
SABNAOMIMUHACA €My BECTHUK U3 NMOTYCTOPOHHEI O MYpa, KOTOPLI#A CTAHOBUTCA
"Bo>KaTbiM"” M MPOBOIHMKOM repos (o6pas, HaBesHHbIH Hanre). BecTHHK
BpYYaeT repoio "4YymecHblil map” - 3epkayo, B KOTOPOM 3arieyaTJieHbl ero
yeprsl: "... MHe 3epKaJio BpyumMJ1 BoXarbiif; / TaMm oTpa>kancs OH Kak TeHb...".
3epKano - 3TO 3aJIOr BEYHOM M HEM3MEHHOHN CBA3M MEXIY HMMM M 3HaK
OXpaHbI OT MPEBPATHOCTEN 3NELIHEr0 MMPA. 3EPKANO ABIACTCSH TAKXE 3aJI0-
roM NMPHUYACTHOCTHM FEPOs K MOTYCTOPOHHeMY Mupy: "Boxarbit MHe: "o
Ipyr, cMOTpH - / Mbl o6penu cTpady apyryo..." (1908, uukn "Boxarsiit",
c6opHuk "Cern"”). 3ra cxeMa, B e¢ NOJIHOM BapMaHTE MM B BUJE OTHEIbHBIX
KOMIMOHEHTOB, MHOI'OKPAaTHO BoOroinaercsa B nupuke KysmmnHa B nepuon,
npenuwecryowmmit "Popenn". Tak, oHa BOCrpou3BeneHa B CTUXOTBOPEHUH
Toro e umnkia "C tex nop Bcerga g He OOUH'"

C Tex nmop Bcernaa s HE OAVH,
Mowu maru Bceraa nBoiiHbIE,
H 3HaKy MMIIOCTH NMPOCTHIE
daer MHe Boxnp u "'ocrmonuH.
C Tex nmop Bcerna s HE OOMH.

Ilyckan He By 6yecka nar,
Bcerna T80t 06pa3 3pers HE CMEIO -
A B 3epkane ero Umelo,

OH Tax>xe CBETEN Y KpbLIaT.

Ilyckait He BMXKy 6necka jar.

Tbl caM BpYYHJI MHE 3TOT 1ap,

U TBOM ABONHMK HEe CaMO3BaHEH,

H >xpe6uit Hall a1 HAC HE CTPaHEH -
O Ty 6pOHIO CKOJIL3HET ylap.

Ts1 caM BpyuMII MHE 3TOT Hap.
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ITocTosHHBEIMM aTpUbyTaMM ABOMHMKA-BOXKATOrO ABNAIOTCA ONecTAUIMe
KPbUIbA (TIPHMYEM IBa KPbLIAa MHTEPNPETHPYIOTCA KaK CHMBOJI IBYEIWHCTBA),
CBEpKamolue naTthl (BApUaHT 3epKaia), Medb MIIM KOIbe, KOHb MIIM KOHHHUIIA.
OueBHIHO, YTO KYJIbTYPHBIH Mpoo6pa3 BOXKATOrO - STO aHrE€JI-XPaHUTENb U
cBOEro pona HeOeCHuIM nBOMHMK Muxamna KyamuHa: ApxaHren Mwuxaun
(cornaCHo araaMyecko#l Tpamuuuy, ApxaHren Mwuxaun, TpeIBOOUTENL
HeGEeCHOro BOMHCTBA, BLICTYMNAET TAaK>Xe B POJIM 3aCTYMHUKA U 3aLIMTHMUKA).
O6pa3 Apxanrena Muxauna wacro BcTpeuaercs B IUpHke Ky3MuHa; npuuem
o6pa3 HebeCHOro IBOMHMKA JIMPUYECKOrO repos Tak>Xe YIXBaHWBaECTCA:
OMUpAaACh Ha TPAIMLIMIO X pUCTHAHCKON MUdonorun, KyaMuH npupaBHUBaeT
o6pa3bl ApxaHrena Muxauna u Cesaroro [eoprusa (nmocieaHuit 3aHUMaeT
Ba>XCHOE MeCTO B ero Teopuectse)?. CripoeuMpoBaHHOe B niaH Suorpacuue-
cKoro muda, IBOHHUYECTBO ApxaHresna Muxauna u Cesaroro I'eoprus npo-
ABJIAETCA KaK OTHOLHEHME NBOHHHMYeCTBa MexXxny "Mwuxamnom KyamMuHbIM"
(rmpnyeckuM repoeM nos3nu KyamMuHa) 1 Ka>kK IbIM U3 ABYX JIMILL, U PaBLIXX
HUCKJIIOUMHTEINIBHYIO POJIb B €r0 XXU3HK: ['eopruem UnuepuHsIM, 4EJTOBEKOM, C
KOTOPBIM CBA3aHO NYXOBHOE camoornpenencHue Kyamuna, u XOpuem (Bapu-
aHT umenu ["eopruit) OpkyHOM, BO3MOONEHHBIM MU MHOIOJIETHMM CITyTHHU-
KOM I103Ta.

I BOMHHMK-BOXAaTBINA, "UyNeCHbUI IMOCTh" U3 MOTYCTOPOHHEr0 MHUpA, YacTo
BBICTYIIAET B POJIM BO3MOGICHHOr0 JIMpHUUECKOro repos. Tak, Harpumep, B
CTUXOTBOpeHMM "TpuKAbl B TEMHBI#A cknen cTtpactreit Tomsaumx" (1910,
c6opnuk "OceHHue o3¢epa”), MOCBAUICHHOM Bo3nwOneHHOMY KyamnHa Bee-
Bonony KHs3eBy, puUrypupyer "BECTHUMK MEUEHOCHBI" - ">keHHUX" n "6pat”
reposi, MaHsS LM €ro B 'CTpaHy MHYKO'", Mau "Kpal CBMOAHMH"; ero yxon
NMepe>XKMBaeTCA Kak yrtpara Bo3anwbneHHoro. Ta xe cucrema o6pa3oB ¢ Ux
CHUMBOJIMYECKMMH 3HAYECHUAMH NOsABiAeTCa B cOopHuKe "' nnHsAHBIE rOny6-
k" (1923). Tak, B CTUXOTBOPEHHHU "MBbl OyManM, KOHYMIOCH BCe" (LIMKI
"Becenbiit myTs"), "rocTh” (MM ">KHneL MHOrO MMpa') BbICTYMAET B CHHAMKEH-
HOM BapvaHTe - B of6pa3e¢e KOHKPETHOI'O, 3€MHOro BO3II06JIEHHOI0; NMpH
ITOM 3EMHOMN XKEHUX HANECNEH TEMH € CUMBOJIMYECKUMHU aTPUOyTaMH, UTO
Y ero HeGeCHBI MBOMHMK: B PYKax €0 Nnajka - BApMaHT Meda MIIM KOIbS.

Bomnomenne upen nBorHUuYecTBa B O00pa3e uyeNOBEKa, CMOTPALIETO B
3epKano, coobuiaer ocoboe 3HAUECHHUE CAMOMY 3€EPKANy - MOCTOAHHOMY
aTpUubyTy 3TOA CMMBOJMYECKONI cxeMbl. 3epkano (1 mobas oTpakalouias
MOBEPXHOCTDh) OKA3LIBACTCA NpErpanoi, pasnendouen repos U ero XBOAHMU-
Ka (BO3MOONEHHOr0), rocTs U3 MHOro Mupa. BeTpeua U coenrHenre (a Tou-
Hee, CIIMAHNE) repos C BO3MOGJIEHHBIM [TIPOUCXONUT B pPE3YJILTAaTE MPeonoe-
HMUA 3TOH nperpanbl. B mupuke 1910-x - 1920-x ronos nperpana BLICTYNMAET B
BMAE 3epKaja, ABEpLibl 3epKanbHOro wkadga, T.e. ABEPH, 32 KOTOPOH CTOUT
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"yynecHsl#t rocts" ("Mbl XyMaiM KOHUMIOCH Bce"), "CKBO3HOro 3KpaHa'
(" BbI - MOTHATMBO-HEXHOE OUTA"), JILAA UM MOBEPXHOCTH BONBL.S

O6pa3 NoBepxXHOCTHU BOIbI, Pa3AeAsAIOLIEH repos ¥ ero BoO3a06JIeHHOr o,
orcbutaer K Mudy o Hapumcce. IIpsMble M KOCBeHHbIe YToOMUMHaHKA Haprmc-
ca 4acTo BCTPevaloTCs B TBopuecTBe Ky3mMuHa (CM., Hanpumep, c6OpHMK
"Dxo0", 1921, Ha o6noxke koToporo nlobpaxeHsl Hapuucc n 3xo0). Mud o
Hapuucce cTouT M 3a ucTopueit AHTHHOSA, K KOTOPOM HEOMHOKPATHO obpa-
maercas Kyamun.b Tak, npekpacHulit 10HOmAa AHTHHONM, KOTOPLI, COrJIaCHO
JereHne, yroHya B Hune Bo BpeMs KynaHus, NMpPeaCTaBiIeH YyTOMUBIUMMCH,
nono6Ho Hapumccy, Bmo6neHHOMY B cBoe oTpaxKeHue B npyny (cMm. "Ecnn
6b1 1 6bLI IPEeBHHUM MMONKOBOALIEM", LMK "AnekcaHapuiickue necHn”, 1907,
"Baszunun", uukn "Cocpus", 1917-1918, c6opunk "HeanewiHue Beuepa').
Ba>xxHasa neTanb UCTOPMM AHTHHOA - 3TO TO, YTO MNMOCJ]E CMEPTHU AHTHHON
6BLI TPHUYHMCIIEH K JIMKY 60roB. 3Tta nerans MPOACHAET CMBICI COBMEIICHMS
nByX MHQPONOrUYECKUX CIOXETOB: NMOINKPEIJIEHHE aCCOLMALIMM MEX Y
COCIMHEHHUEM C NBOMHMKOM-BO3MOOIIEHHBIM U TOCTUXXEHUEM BeccMepTHS.

B camoM nene, QBOMHMUK - '">KUiIELl MHOro Mupa', a CJIenoBaTENbHO CIM-
AHME C HMM NMOXOOHO NPEOMOJICHMIO MNMperpanbl MEXIy 3TUM MUPOM H
MHBIM MHPOM. ACCOLMAUMA MEXIY CIMUSHUEM C NBOWHMKOM-BO3NIOONEH-
HBIM K TMPEONOJIEHUEM CMEPTHU CTAHOBHUTCHA eillle 6oJjiee OUEBHMIOHON B Tex
cnyuvasax, Koria CMMBOJIMYECKMil 06pa3 nperpansl NpeacTaeT B BULE MMOBEPX-
HOCTH NbHa. Tak, B cTuxorBopeHuH "Crnezamu cepaue s omow” (umkn "Bece-
neih nyTs", 1914) BcTpeua repos ¢ BO3nMw0OIEHHbIM ("MOM rOCTb HEXIAH-
HbIN") MeTadpopuueCkn ynomoSiseTCsa BCTPEUYE 3UMMbI ¢ BECHOM M BOMINO-
maercsa B o6pase nomaouerocsa ronyboro asna. Yacto B nupuke Ky3smuHa
o6pa3sl TOMAOLIErocs JbIa, JIEAOXO0NAa, NMPOPLIBA BONBI CKBO3b JIEASAHYIO
nperpany CBA3bIBAIOTCA C BECHOM, ¢ Ilacxoi u ¢ BockpeceHueM XpHUcTa:

H Hebo, erkoe, KaKk IbIMBbI,
U nemoxonma KpeCcTHBIA X0
TaMHCTBEHHO HEU3BACHHMBI,
Kaxk BockpeceHbe rpoOHbIX BOL.
"Kakas rripenects B [Tacxe panHeit” (1919)

XapakTepHsl B TOM OTHOWIEHUHU CTHXOTBOPEHHUs "BHHU3Y HeInBHUXeEH
kpyrasi#t npya" (1912-1913; unkn "Cepaue 3epkansHoe"), "CHer comger,
npocoxHeT nyxuua” (1915), "Ewe HexHe#s, eme npenectHein” (unkn “Bo-
xaTbei" 1916).7 OTMeTHM, UTO B LIEJIOM pANE ClyyaeB JieAsHas Iperpana
pa3pyliaeTcs ¢ MOMOLIUbBIO yaapa Jy4OM-KOMbeM MIIM MeuoM: "BecHa ckopeit
nyuoM ynaps” ("Kakas npenects B [Tacxe panneit'"); "MU3 nacxamsHoi U3 o6u-
Te / Boxuit nyu, kak Meu, etur” ("CHer coiger, npocoxHeTr nyxuua"). B
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NPYroM cCiyvae "BOCKpeCeHbE BOL" HEIMOCPEICTBEHHO CBA3aHO C SABJICHHEM
"4y NECHOr 0O rocTAa", KOTOpbIl COBEPIIAET UyNO "OTKPbIBAHHUA BOOLI":

Kamens xonwem npoGonas,

Ber3osu BORY,

YTo6bl TEKIIA, 30N10TAA,

BHoBb Ha cBoGony!

"CnapoctHoli Beps cBarsHe" ("OceHHue o3epa”, 1912).8

Hrak, B nmupuke KyamuHa cknanbmaeTcsa yCTOMUMBLIA CUMBOJNHMUYECKUHA
CIOXKET: ABJICHHWE Fepol0 INBOMHMKA (BECTHMKA U3 IMOTYCTOPOHHEIO MMpa H
BO3MIO6JIEHHOI 0) M CIMAHME C HUM ITyTeM IMPEONOJICHUS Pa3AeNAIoWen ux
nperpansl. CKIanbBaeTCs U YCTORUYMBAsA CUCTEMa OTOXAECTBJICHUS pOJIEH
(XBOMHHUK=BECTHUK=BOXAaTbI{=6paT=>KEHUX) U BaXKHEHILINX IJIEMEHTOB CH-
TyauMH (3e€pKano=3KPaH=BOAA=JIEX). DTAa CUMBOJIHUECKAA CXEMa JNEXHT B
ocHoBe nosmel "®opens pazbupaer nen”.

Tax, HeHTpaBsHBEA, OPraHU3YIOLIHI 06pa3-CUMBOJ NMO3MBI - popens, pas-
OMBalOIIas JIEN - 3AKIOYAET B ce6e MOCI0 BOCKPECEHU A U3 MEPTBLIX, TECHO
CBA3aHHYIO C COEAIMHEHMEM I'epOs MO3MbI C BO3NMIO0 IEHHBIM - BECTHUKOM U3
MOTYCTOPOHHEr0 MHMpa, €ro Ha3BaHHBIM 6paToM MM 6paToM-O6IM3IHELIOM
(T.e. IBOAHUKOM), "®opens" BRICTYNAET KakK elle OXUH BapHaHT OpyIHA Iipe-
onosieHUA (pa36uBaHMs) Mperpansl; NPpUYEM MCMOIB30BaHUE 06pas3a phIOHI,
PaHHEXPHUCTHAHCKOI O CMMBOJIA XPHUCTA, IOMOJHUTENLHO MOAKPEIIAET UAEIO
BOCKpeCEHHUS (C Ipyron CTOpoHsl, 06pa3 hopen KMEeT ¥ SPOTHUYECKHUE KOH-
HoTtaumnu). Cnoso "ymap" (KOoTopoe HEONHOKPATHO BCTPEYAJIOCh B JIMpHUUe-
CKMX CTMXOTBOPEHHSAX, CBA3aHHLIX C TEMOM IBONHMYECTBA) 3ala€T KOMIIO-
3ULUMOHHOE HENEeHHE MO3MbI HA "MABhI-yIaphl - CUMBON IMOCNEAOBATENBHBIX
MONBITOK NMPOGMBAHUS CUMBOJIMUECKON MNMperpansl, KOTopas pa3beXHUHSAET
BO3MIOGJIEHHBIX M, ONHOBPEMEHHO, pa3feiseT 3TOT MUP U MHOM MMUp, Npo-
CTPaHCTBO CMEPTHBIX M NMpPOCTpaHCTBO 6eccMepTHbIXx. O6pa3 nperpansl Bbi-
CTYMaeT B [MO3ME BO MHOXECTBE BAPHUAHTOB: ITO U JIe[l, U MOBEPXHOCTH BOALI
(B cBA3M C yeM BO3HMKaeT o6pa3 Kynamsmuka-Hapuucca), u crekno (Jecs-
TbIA ynap), u neeps (Ilepsbit ynap), u nBepua cteHHoro wkada (decaroii
ynap), ¥ "rony6o# nap” (Ilepsuiit ynap u JlecAThiit ynap: "3eneHbiit Kpah 3a
napom rony6sm"9),

OnHako B npenenax "®openn" CUMBONMYECKAA CX€Ma, ONTMCAHHAS BhILIE,
3HauMTENbHBIM O6pa30M BMAOH3MEHAECTCA. E€ N3MEHEHHE CBA3aHO C TPAHC-
NMO3MLUMENR CXEMbI NBOMHUUECTBA M3 >KaHpa TMPHKH B XaHp noamel. HecMmo-
TPS Ha BBLICOKYIO HOJIO Pa3MLITOCTH M HAa SIBHYIO 6JM30CTh K JINPUUECKOMY
MKy, "Popens” npenacraBnseT co6oit noBecTBOBaTeNbHLIM TekCT. (O6pas-
IIOM 3TOro >aHpa Ina Ky3MuHa OueBMOHO IOCIY>XMN POMaH B CTHUXax
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MywkrHa "EBrennit Onerun”.19) B cootBeTrcTBMM ¢ TPeGOBaHUAMM XaHpa,
noapasyMmenaoero 6onee UeTKyo pa3paboTKy [EpCOHAXKel M CIOXKETa,
MU ONIOrMUeCKas CXeMa COEIMHEHHUS C IBOMHMKOM-BO3JIOGJIEHHBIM, HE
TEpAs CBOMX CHMMBOJNMUYECKHMX KOHHOTALIMI, BOIMJIOLIAETCS B MMEPCOHaXax
TPaXIULIMOHHOIO POMAHHOroO JI0O60BHOIO TpEeyrojbHMUKA. TpeyrojbHUK Co-
CTaBNAIOT repoi (MpHueckoe "a"), I0HOWa-BO3MIO6NeHHbIN (6paT-6MK3HeL,
T.e. aGcomoTHOE nonobue, MM ABOMHMK Iepos) M >XEHIIWHA, pa3jyvalouas
repos ¢ Bo3nmob6neHHbIM. O6pa3 >KEeHIIMHBI-Pa3JyYHHULIB! FIPEACTABIAET CO-
60t npecoHndHUKaALNIO DIEMEHTA U3HAYANLHON CXeMbl, 2 UMEHHO CHMBOJIH-
4ecKOoi nperpansl Mexay mob6osHukamu.ll B "®openn” Kyamuu paspaba-
THIBAE€T CBOM MHIMBMIYAILHBIM BapuaHT Muda 0 TI060BHOM TPEYroJibHUKE,
ONHOI0 U3 LEHTPANBHBIX KYJIbTYPHLIX MU(OB.

KyaMuHckuit MU co3pmaercsa 3a CUET MHOMOUMCIIEHHBIX ¥ MHOIOCJION-
HbIX MPOEKLIUHA CUTYalLIMH TPEeYroyibHUKa Ha 6uorpapuuecKyo peajlbHOCTb, €
OIHOM CTOPOHBI, ¥ HA U3BECTHbIC KYNLTYPHO-JIMTEPATYPHBIE BaPUAHTHI JIIO-
6O0BHOI'0 TpeyroJjbHuKa, ¢ aApyroi. Ilpu srom 6uorpacpuueckue U nurepa-
TYPHBIE MPOEKLMHU MMEPENNETAIOTCA U 06pa3yIoT CHNOXHbIE "CEMAaHTUYECKHE
6noxku". Ilpexxne Bcero, pacCMOTpUM 6Morpacpuueckne MOOTEKCTHI MTO3MBI.

O6paz BO3n100EHHOr0 BOCXOIUT K HECKOJILKMUM pEeaNibHBIM MPOTOTUIAM;
riaBHble cpeay HUX - Becesonon KHaszes u IOpuit FOpkyH. O6a oHM CBA3aHbI
C cuTyaumeil MoGOBHOrO TPeyroJbHUKA. B rnepBoM ciiyuae 3TO OTHOLIEHUA
mexny Kyamunem, Kusaszesbsim 1 Omsroit I'ne6oBoit-CyneifkMHOA, oTHOCH-
munecs K 1913 rony (rak HazsiBaeMas "ucropus 1913 roma”, koropas npous-
BeJla OrpOMHOE BIIievaTiieHHe Ha cOBpeMeHHUMKOB Ky3muHa u npuobpena B
HUX ria3ax CUMBOJMUECKUI cMbICH). Bo BTOpOM - OoTHOwIEHUA mexny Kya-
MuHbIM, OpkyHOM ¥ Onbroit ApGeHuHoi, oTHocsAmMecs K 1921 romy.1?
PaanuuHele nuactel 6Morpadpmueckoro NMOATEKCTa HAXOMATCA B CJOMNCHOM
B3aMMOIEUCTBHU. B uenom, curyaumsa ¢ FOpkyHOM 1 ApGEHMHONA MEpeXKHU-
BAa€TCA KaK BO3BpalllcHUE, MM OyO6IeT, yxe nepe>XxuToi curyaunu ¢ Kusase-
BbIM M Cyne#kuHoNi. OrTChIIKM K O06CTOATENBCTBAM poMaHa ¢ KHA3EBbIM
MEepeneTaloTCs C OTChUIKAMM K o6cTosTenbcTBaM pomMaHa ¢ IOpkyHoM; nipu
3TOM [MPOUCXOAMT HaAKalUIMBaHUE M COBMeEINeHMe OMorpadnyecKux Mnomu-
TEeKCTOB. B peanbHOM >XM3HU OTHOLIEHNA ¢ KHA3€BHIM 3aKOHUMIIKUCHL M-
6empio KHszeBa, KOTOpPBIA, B pe3yJsbTaTe HecuacTHOH nio6BK K CyneAkuHON,
MOKOHYMJI >XHM3Hb camoy6uitictBoM. Mcropusa ¢ IOpkyHOM paspelimiach
Bo3BpaluieHueM HOpkyHa K Ky3MuHy (B pe3ynsTaTe uero o6pa3oBascs CBoe-
o6pa3HbiA ménage A trois). Paspsaska rpeyrosesHuka B "Qopean” peanuayer
o6a 3THU BapMaHTa OJJHOBPEMEHHO: BO3NIOONEHHbIA repost TMOHET B pe3ylb-
TaTe CONMMMEHNSA € XEHINMHOMA; ONHAKO, OH 3aTEM BO3BpALNACTCS K repoio
BOCKpecas U3 MepTBbIX. (JII060MbITHO, YTO €ro CMEpPTh HOCHT MeTacdhopHuec-
KMt xapakrep: " - "YToHYNnH? - B nepeHOCHOM CMbICNE".) DTOT CIOKETHLIA
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X0, BO3HMKIIMA 3a CUET COBMELIEHMSA IBYX Pa3NMMUYHLIX M, Ha IEPBbLIA
B3 JIA X, HECOBMECTUMBIX CUTYalLIMH, MONy4aeT MeTapU3UUECKY 10 UHTEPIIpe-
TaMIO B TEPMMHAX U3HAYAJIBHON KY3MHHCKONH CHMBOJIMYECKON CXEMBI, CO-
rJIaCHO KOTOPOH COEIMHEHME C BO3NMIOOJIEHHBIM ABJIAETCS AKTOM IPEOao-
JIECHUS CMEPTH.

Bo BTopoM BCTyIIeHMM K MMOBME MMEIOTCA ACHBIE YKa3aHMA Ha Ouorpa-
dHuecKre NMPOTOTHUINLI BO3NIONeHHOro. ['epoio aBNaA0TCA "HENpPOUIEHHbIE
rocty” (M3 MMpa MEpTBHIX): "XyIOXXHHUK YTOHYBIUHMI", "r'yCapCKui MabuMK
C MpOCTpeNeHHbLIM BUCKOM", "MucTep opuaH". IlepBoiit - 310, 6€3 COMHE-
Hust, KHs13eB, CIy>XMBIUMIA B 'yCapCKOM MONKY ¥ YOMBIIMI ce6G BHICTPENIOM
U3 nucronera. Bo3MOXHO, YTO "MpOCTpeNeHHbIA BUCOK" - BTO HE TOJBKO
OTChLIKA K KOHKPeTHbIM O6cToaTenscTBaM rubeim KHsazepa, HO U CHMBONH-
yeCKUit o6pa3 cMepTH B pe3yibTare npo6uUBaHMA "'mperpankl” - YeperHoi
KOCTH - ynapoMm nyiu. (Cp. o6pa3 u3 lecsaroro ymapa, B KOTOPOM repoi
BHOBL O6peTaeT yTpaueHHOro BO3NIOOJIEHHOro: "M 6MNack BEHa Ha CyXOM
BMCKe"'; M0 BCel BUIMMOCTH BapHaHT o6pa3a dopeim, Gbioleiics o yei.)

"XynoxHuK yroHyBmMi" - 310 Hukonai CanyHoB, 61u3kuit npyr Kys-
MMHA, YTOHYBILIMHA BO BpPEMS COBMECTHOM NMPOryskKH Mo Mopio jetom 1912
roga. 3ro ynsoeHue O6uorpadunueckoro npororuna obpasa Bo3mwwOieH-
HOIO BEPOSATHO CBA3aHO ¢ oco6brmMu obcrosaTrenscTBaMu rubenn CanyHosa.
CanyHOB yTOHYJI BO BpEMs KaTaHMA Ha JIOOKE; €ro CNyrHUMKamu ObLIM caM
Ky3MHH ¥ Tpoe npy3ei->KeHIIUH, ITpuueM, o cnyxam, CanyHoB 6bu1 BITIO-
6yeH B onHy M3 Hux. Henoskoe nBuxenmne KyamuHa (cornacHo omHoit u3
BEPCHIil) OMNPOKHMHYIIO JIOAKY; BCe kpome CanyHoOBa, KOTOPbIA HE YMeJ Iuia-
BaTh, 661 criaceHsl. Oco6bIit IpaMaTU3M 3ITOM CUTYalUM Npuaan 1ot ¢gaxr,
yto CanyHoBy 6bUla MpelncKa3aHa ragajikoi CMepTs B Bome. DTU o6CTOoA-
TeJbCTBA (OHM NOAPOOHO OMUCAHBI COBPEMEHHUKAMM U HEOHOKPATHO YIIO-
muHanuce camum Kyamuuemm!3) pesator ruGens CailyHoBa MaTepHasiom,
KOTOpPbI €CTECTBEHHO BKJIIOUAETCA B CUMBOJIMUECKUIA CIOXET, JIEXKALUHUI B
ocHoBe "Qopenn". 3aeck ¥ HaMeK Ha JIOOOBHBIT TPEYrONbLHUK, U UAESA MPO-
pouectBa o0 6ynyuieMm (cp. cueHy Bopoxx6sl B [leBATOM ynape), M, rJIaBHOE,
curyaums rub6enm IOHOLIM B BOAE, KOTOpas B MO3THYeCKOM MHUpe Kysmuua
sBasercsa peanu3auuent mucga o Hapuncce - AHrHHoe (o6pa3 Hapuucca no-
asnsercs B CenqsMoM ynape).14

"Jopuan" - npo3suine KOpkyHa (OHO CBH3aHO C €0 MOJIOXKABOCTLIO
"BEYHOr0 IOHOLUN" - CBOACTBO, OTMEUEHHOE B MEMYapHBIX MCTOYHHKAX). Bo
BpeMsa HanucaHus "®opemmn” KOpkyH (€IMHCTBEHHBIA U3 TPeX YKa3aHHBIX
FIPOTOTHUIOB) 6b1 >KUB. Ppazy "a Bbl M HE POXKIANMCE" CIENYET UMTATh: "'a BhI
Y He ymupanu" (fipuem, No-BMIMMOMY, MOTMBMPOBAHHBIA TEMOH 3epKana,
T.€. O6palllEeHHOCTH).
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K ucropum rubenu npyseil OTCbUIAET U MOTUB HOBOIOOHEH HOUM, 3aHHU-
MalolIKi BaxkHoe Mecto B "Popenn”. U3BecTHo, uTto BCTpeua Hosoro 1913-
roroga B bponsue# cobake (coBnasias C MepBOl NONOBUIMHOM OTKPBLITHS
Kabapa) mpoluia NMox 3HakKoM NMoMuHaHus CanyHoBa (XapakTepHO B 3TOM
oTHolueHMM cTuxoTBopeHme [lerpa [ToremkuHa, wieHa TOro xe kpyra, obpa-
meHHoe K CanyHoBy: "Bcrans! BosasMmu Gokan BuHa U npomMonBu: C HOBBIM
ronom!".15 PetpocnexrusHo, s moneit Cepe6GpsHoro Beka rubens nByx
YJICHOB IPY>XECKOro Kpyra rosToB M XYI0>XHMKOB B 1912 u 1913 rony cas-
3a5ach ¢ Uueen "'nociearHero rona” nepen obuen rubesnnlo, nepen HavanroM
ITepBOit MHPOBOH BOAHEI M 3aTeM peBomouMH. OnHako s KysmuHa cury-
aua HoBoro rona Ber3niBasia ¥ JOMOJNHUTENBHBIE TUYHBIE acCoLMaltnM. Tak,
cBa3b OpkyHa ¢ ApGeHMHON cTana o61ueU3BeCTHIM PAKTOM MOCTE UX COB-
MECTHOTO MOABJIEHUs Ha KOCTIOMUpoBaHHOM Gany 11 ausapsa 1921 rona.lé
ITpruem 1921 roxn - 3To ewre oauH CMMBON "KOHLA"; rol KoHua ['paxknaH-
CKOM BOMHBI, MAaCCOBBIX CMepTeit B 3uMHeM [lerporpane, ron cmepty I'ymu-
neBa 1 bnoka. DTy accoumaunm - rubens npy3ei U KpylueHne NoOBH, HEOT-
nenauMble oT rubenu Mmupa - CTOAT 3a cueHoi Bctpeun HoBoro ronma B
I BenanuaromM ynape: "2Kussl Mb1? M Bce >kuBble. / Mbl MepTBbI? 3aBUIOHLIA
rpo6! .... Bxoaut B nBepu 6enokypsiit, / Cymacwienuinit Hosbiit roa!”
BrioJyiHe BEpPOATHO, UTO IBEHAALATH INIABOK-YINAPOB - 3TO HE TOJLKO ABEHAl-
11aTh MECSALEB, HO M ABEHAaILIATh YAApOB YaCOB B HOBOrogHIoo Houb (Cp. "He
cnewna nBeHanuats 6eet" B IBEeHanUAaTOM yanape).

Bbuorpacdnueckne npoobpasasl, o6pa3yomme Lens IBOAHUKOB, HMEIOTCA
M y 3KEHCKOr0 MEepCOHaXa MO3MbL. Y Ka3biBaJIOCh, YTO CPENM BO3MOXHBIX
npoToTUNOB o6pa3a "6piosuloBCckoi KpacaBuubl" - Onsra I'ne6osa-Cy neit-
kuHa, Onsra Ap6eunna, Auna Pannosa.l? K stomy cnucky mMoxHo noba-
BUTh U AHHY AxmaroBy. lllam, cnion3aiouias ¢ rnieya - xapakrepHas IpUMeTa
AxmatoBoit B KynbType Cepelpsanoro Bexa (Cp. CTpoku Manaensiurama:
"Cnamas ¢ ruied, okameHena / JIoxkHo-knaccuueckas wmane'). Cyiuecrsosan B
ITO BpEMA M YCTOHUMBLIA Oo6pa3 AXMATOBOH - LL@PCTBEHHON KpPacaBMLIBI.
OrmerMm, uTto 06pa3 AXMaTOBO, KaK ObIJIO YCTAHOBJIEHO, JIEr B OCHOBY OJI-
HOIO U3 XKEHCKHUX MnpecoHa>ken pomaHa Kyammuna "IlnaBsaiomme - nyreuecr-
Byioiue", KoTtophifi, kak 1 "®openb”, nepeurpoiBaeT coObITHS poOMaHa C
KHsazeBsiM. 18 XapakTepHo, uTO B KynbTypHOM co3HanuK Kyamuna (4 Cepe-
6pAHOro BEKa B LIEJIOM) pa3fiMuyHble NMPOTOTHNBI repouHn "®opemn” npupas-
HUBAJIMCh OPYT K OpYyry. Brllue y>ke ropopuaocs O NpuMpaBHUBAHUM B MHIH-
BunyansHoit mMudponornm Kyamuna Oneru I'ne6osoit-Cyneikuroit 1 Osnb-
ru Ap6eHHnHON|, IBYX €ro COMEpHUL,, HOCUBIIMX OXHO MMA. CyneAKHHA U
AxmMaToBa GbUTM HEpa3NyuHbIMU Apy3bamH; B "I[losme 6e3 repos"” AxmartoBsa
o6pamaercs k Cyneikunoi: "Thl - onnH M3 Moux nBoHHUKOB". CooTHece-
Hbl ¥ 00pa3bl IBYX MMO3TECC, HOCUBIIMX UM AHHa (06e OoHM, AHHA Axma-
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TOBa U AHHa PannoBa, Monb30BamChs B HavYalle CBOER MOITHUECKOMN Kaphepsl
nokposurenscTBOM KyamuHa); B BocnomuHanuax H.S5. Maunensiorram Pan-
noBa uMeHyeTcs "Apyras AHHa",19

Ykaxem Ha emme ooMH BO3MOXHBIA OMorpadpunueckmit nmpoobpas xeH-
ckoro nepcoHaxka "®opemu”. Dto nmobmmas cecrpa KysmMuHa, HoCUBLIAs
MMs AHHA, KOTOpas, Mo CBUAETENLCTBY camoro KyaMuHa, chirpana uckimo-
YUTENbHO BAXKHYIO POJIb B €r0 NyXOBHOM M SMOLIMOHAJLHOM pa3sBuTuu.20 B
OIMUCAHMUU cecTpul AHHBI B nucbMe OT 18 uions 1893 ropa ects mopasure -
HbI€ COBMAINEHUSA CO CLIEHON MOABJICHUWS KpacaBMLLI B OMIEPHOM TeaTpe B
ITepsoM ynape "®openu’:

" a 6e3ymHo mobun cecrpy... OHa Oblna MO3TMUYECKas U OPH-
rMHanbHas Hatypa. 'oBOpHMIIM, 4TO OHA CTpaHHasA M NMpPUYY IJIMBas
IEBYIIKA; [T0-MOEMY, OHa ITpocTo 6bL1a ¢ uckpoit boxxbeit ¥ 3Hana
o rony6om userke. ¥ Hee O6bLN TANAHT OJIA CUEHBI, U Pa3 A CILILIY
HOYbIO, UTO OHA IF'OBOPHT, S THXO MOAOIIEN K IBEPU M BUXY, UTO
AHA CTOMT C THXOH ynbIOKO# B MAHTHU U3 KPACHOIO IJaTKa M
roBOpvT ciaoBa ['epMHMOHBI B MpeANoOCiIeXHeM akKTe "3UMHeH
cka3ku" Ilexkcrmpa. Tuxo#, cuHed oTpanof nmosessio Ha MEHS.
YTpoM s Hauan et rOBOPHUTH, YTO 3alIOMHMJI U3 BUEPAILHErO; KO-
HEYHO, JOJIXKEH Obl1 NPU3HATLCA, UTO s noncayinan. Torma oHa
nana mHe llexkcrimpa. Tsl 3Haeub 1M 4achl HOYLIO, KOr'Ia BECh B
Xapy M Tpernere, Mo>Xupaelllp 3anpeueHHble CTPAHULIbI, TONHBIE
KPOBHM, NM06BH, CMEPTH U 31b¢POB, 2 HOUb, UEpHAS JIEHTA, TAHETCSA
nonaro, gonro? IToToM CKOpPO MHE TMO3BOJHIM UHUTaTh. TeMHbIE
3¥MHME Beuepa Yy MeuKu, Korja g 3auutemsancsa [opmanom. 2!

K "®openn"” Benyr u ueHrpanbHbiit 00pa3 cecTpsl AHHBI "B MaHTUM U3
KpacHoro nnarka" (otmMeTtum, uto B IlepBoM ymape MCMONMBL30BAaHO CIOBO
"nnarouek’), CBA3aHHLIAA C MOEECH TEATPAJILHOIO NMPEACTABJICHHA, U UMEHa
[Hlexcriupa u F'opmaHa (BaXkKHas 4acTh KYJNBTYPHOIrO KOIOA MO3MBbI), H aTMO-
cthbepa HouHoro BuaeHus (cp. B Ilepsom ymape: "... TeNo MHe ckoBaina /
Kaxas-to npemora”...).22

3tot 6norpachuuecknit npoodpas "dopenu” 3aknovaeT B cebe M ykasa-
HME Ha OOMH M3 JMUTEPATYPHBIX NMpoo6pa30B: 310 "3MMHAA cka3ka" llexc-
nupa (KOTOpyw mekinamupyer cectpa AHs). B uenrpe "3umuedt ckaskn” -
OTHOLIEHMA ABYX Ha3BaHHbIX 6paTbeB, koponsa Cuuummu u kopois boremun
(rMpuueM 4acThL NEACTBUA NMPOMCXOOMUT B boremun - Tonoc, yroMuHaeMsrt B
"®openu"). PazneneHHsie 3eMae#t U MOpeM, OHM CBA3aHbl 6e3rpaHUUHON
MOGOBLI0 U MOPA3UTENLHBIM NOROo6HeM ("cxoxXxn kak SamnzHeust"). CBA3b
MEXIY HUMHU Pa3pyLIAeTCA U3-3a BMELIATEILCTBA XXEHUIMHbI - XXEHbI CULIN-
nuiickoro kopons, 'epmuoHbl. MyunMBIii peBHOCTBIO, CULMITMICKMIA KOPOIb
ry6uT >XeHLIMHY Y COBEpIIAeT NMONLITKy "6paroybuitcraa”. B chuHane neecol
MPOUCXOAMT BO3BpalllCHUE - BOCKpeceHMe I epMMOHBI, "MOXMIIEHHON Yy
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cMepTH". Maruueckuit KpUCTAILI - 3epKaio - o6pauiaetT BpeMs. DT MOTUBBI
"3umHen cka3ku" Hlekcrnupa, B NpUUyIIMBOM NEPEIUIETEHHH, HALUIN OTpa-
xeHue B "Gopenn” Kysmuna.

Otchuiky K 6Morpacdpnueck KOHKPETHBIM COOBITUAM M JIMLIAM [10CJIENO-
BaTeJbLHO CMEILIMBAIOTCA M rneperneranTcsa B "Popean” ¢ MHOTOCTONHBIMU
OTCBLUIKAMM K JIMTEPAaTYPHLIM M KYJIBTY PHbBIM TEKCTaM, B KOTOPBIX TPaKTYIOTCH
TeMbl "KPOBH, NIO6BH, CMEPTH" M MO60BHOro TpeyronbHuka. Cpenu Hux
"Tpucran u Uzonbaa" Baruepa, Mmuc o Hapumcce, conerer lllekcnupa, "EB-
re’uit OHerun" u apyrue npousBeneHus IlymkuHa, etc. Pa3nuuHbIe NIacTsl
JINTEPATYPHOrO MOXTEKCTAa BCTYMAIOT B CIOXXHBIE B3aUMOOTHOIIEHUA. Pac-
CMOTPHM HEKOTOPbLIE M3 ITHX [TOXTEKCTOB.

ITepBrIi ynap, Kak U3BECTHO, OTCBLIAET YKUTATEN A K BLICOKOMY NMpoolbpa3y
CHTYaLMH, OTIMCHIBAEMON B nosMme - K "Tpucrany u Usonsne”. Berpeua repos
¢ 6ynyuuM BO3JIOGNIEHHBIM U C COMEPHUILIEA NTPOUCXOAUT B TEATPE, BO Bpe-
Ms npencrasiieHus onepsl Barxepa. Bo Bropom ynape rnmpoucXonuT CBOCOG-
pa3HOE yIBOEHME MCTOYHMKA; CUTYALMs MEPEKIIOYAETCS U3 "BBICOKOro” B
"HU3KUHA" peructp. Bropo# ynap nocTpoeH Ha MHOTOYHCIEHHBIX OTChUIKAX K
CLIEHAaM M MOTHMBaM LILIMAHCKOro TeaTpa-Kabaps, orepeTThl M KuHeMaTorpada.
(MO>KHO MpeNIoJOXHUTh, YTO GLITOBas CUTYyalus, jJexauas B oCHose Bro-
poro ynapa - noe3aKka K HbIraHaM MocJie TeaTpa; 3To, KaK U MOoCeUleHHe one-
pb! Baruepa, - xapakrepHas npumera 3n0xu.) OIMH U3 TaKMX TEKCTOB NPAMO
Ha3BaH BO BropoMm ynape: "INafiga, Mapuua!" - 3To npunes 3akiioYHTENILHON
apuu u3 oneperrl UMpe Kanbmana "I'pachuns Mapuua” (1924), koropas
6bL1a OU€Hb MOMYJNAPHA B ABAaALIaThie rofbl (M3BeCTHO, YTO Ky3muH Gbin
nobureneM xaHpa onepertsl). JIio6oneTHO, uTo "Mapuua” COXEep>KHT, B
CHU>XEHHOM BapHaHTe, T€ BArHEPOBCKUE MOTHBBI, KOTODbIE [TPOMI PLIBAIOTCS
B "®openn"; MOTUBBI JIIOG0BHOIO TPeYrONbHHKA, XKEHCKOI0 KOBApCTBa, Gec-
cMmepTHO# NI06GBHU, CMEPTH M Bo3poxaeHus. JeicTeue npoucxonur B BeH-
rpvm (BeHrepckue Kaprartsl - TPaIMIIMOHHBINA ""NOKaJh" LLIFAHLIUHBI B KY JIb-
Type Hauana BEKa) U COMPOBOKIAETCS KaTaHUEM BJIIOOJIEHHBIX HA JOwWAnX,
NMoe3AKOoM B LbIraHCKOe Kabapa, ranaHueM o 6ynymem.

OnHako ubIraHui¥Ha B "Popenu” BOCXOOUT U K INPYroMy, BLICOKOMY
UCTOYHUKY - K "LIsiranam” Ilymknna. K "llsiranam” orcoulaer npeanociuen-
Has crpoda "Broporo ynapa":

A 3aKOHbI Y Hac B OCTpOre, MbI OMKH, HET Y HaC 3aKOHOB,
AXx, MPUBOJILHBI OHU U CTPOTrHU: Mbl He Tep3aeM, HE Ka3HUM,
KpoBh 32 KpoBb, 3a N11000Bb JIIO60Bb. He Hy>XHO KPOBM HaM U CTOHOB...
M1 6epeM U aeM 110 YECTH, "Ibiraser”

Ham He Hanmo KpoBaBOH MECTM:
Ot 3apoka pa3Bsxer 6or...
"®opem”
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K "Hsranam" BeposSTHO BOCXOIMT M o6pa3 U3 Havuana Tpersero ymapa:
"Kak Heno6uroe kpoino, / Bucur monens...". Cp. nywxuHckuit o6pa3 pase-
HOIO X YPaBJis, OCTABJICHHOrO B YY>KOM Kpaw: "OIHUH nevansHO OCTaercs, /
IToBUCHYB paHEHbIM KpLUIOM".

JIntepaTypHble MOATEKCTHI, B MX B3aMMOHAJIOXXEHMHU U B3aUMONENCTBUH,
MIPAIOT B TEKCTE Ba>KHYIO OPraHM3YIOIYIO poib. JIpoekus Tekcra Ha LHenyo
MapagurmMy JUTEPATYPHbIX TEKCTOB O0ECNEeUMBaET CIOXKETHYIO U TEMaTHUEC-
KYy10 CBSI3HOCTh. Ha nepBruill B3rnsan npencraBnsercs, 4To BTOPOi ynap no-
CTPOEH IO MPHHLHKIY aCCOLIMAaTUBHOI'O CLEMJIEHUA OOGPa30B U JIMIUEH CIO-
SXETHOH opranu3auun. OXHAKO OTCHUIKH K APYTHM JIMTEPATyPHbIM TEKCTaM,
3aKJIIOYeHHbIE BO BTOpoM ynape, BBOOAT B nMoaMy uensiit HAGOp NMOTEHLM-
aNbHBIX CIOXETHBIX XONOB M BO3MOXHOCTH MX COCXMHEHHSA B LEJOCTHYIO
CTPYKTYpY. Tak orcbuxm K "Llpiranam", a MMEHHO K 3aKNIOUUTELHOMY SITH-
300y MYIUIKMHCKON MO3Mbl, MOACKA3bIBAIOT OOHY M3 BO3MOXHBLIX peann3a-
UMA TeMBI "KPOBH, NIO6BM, cMEPTH": yOMACTBO COnepHMKa U BO3IO0 IEHHOM,
COBEPIIAEMOE HU3 PEBHOCTH. YMHO>XEHHE M KOHTAMHHALMSA MOITEKCTOB
MPHBOIUT K TOMY, YTO B TEKCTE COMPUCYTCTBYIOT M APYTrHe CIOXETHLIE BO3-
MO>XHOCTH. PaccMOTpHUM HEKOTOpBIE M3 HUX. MoTuB "KpoBonponutusa" BO
BTopoM ymape cooTHeceH C LENbIM PAXOM (POJNLKIOPHBLIX CIOXKETOB M
TeKCTOB. OIIMH U3 TaKMX CIOXETOB - "06MeH KpoBH" B 3HAK "KPOBHOro"
poncrsa (T.e. HEpa3pLIBHON CBA3M), KOTOPbIA BOCXOIMT K 6GanKaHCKOMY pH-
Tyany GpaTraHus. DTOT PUTYyaJl YCTaHABJIMBACT OTHOLUEHUS 6paTcTBa MEX Y
repoeM M ero Bo3nioG6ieHHbIM. IIpy 3TOM nOGpOBONBLHBIN O6MEH KpPOBM
(6paranue) cMemmBaercs Bo Bropom ynape ¢ apyrum oNbKIIOPHBIM MOTH-
BOM, BaMITUPU3MOM, T.€. YOMACTBOM 4epes MornoineHue KpoBH (J06O0MBIT-
HO, YTO 3TOT aKT obecneunBaer ybuiue-BaMnupy, a Mopoit U ero >Keprae,
6eccmeptne?d),

He 6oremckux necoB BaMITUPOM -
CMmepTHBIM 6paToM Mpen LeNXbIM MUPOM
Tsi Ha3Bancs, Tak 6ynb e 6par!

ELET]

Cam ce6a ocyxnmaer KauH...
ITo6nenHen MONOAONA XO3AMH,
Pe3sanyn no namoHu BKOCS...
THxo Kanaer KpoBb B CTaKaHBI:
3Hak o6MeHa ¥ 3HaK OXPaHBL...

Camo ormmcanne o6psanma 6parauus ("THXo xanaeT KpoBb B CTaKaHh!"), BU-
N¥MO, OTCBLIAET K CLIEHE W3 MIBECTHOr0 KMHO(hUibMa o Bamnupax, “"Hocde-
pary" ®. Mypnao (1921).24 ¥Ynomunanue umenn Kauna B Hauane Toit XKe
CLIEHBI BBOIMT €L0€ ONMH MOTEHUMAIbHBIA CIOXKETHBLIA 3JNEeMEHT - GpaTo-
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y6uitcTBo. (B KOHTEKCTE ITUX accolualmii, opMyina "cMepTHbINA 6pat” BOC-
NMPUHUMAETCA KaK MCKa>XeHHue ObI1leA3bIKOBOM MIMOMBI "CMEDPTHBIA Bpar”,
MOTHBHPOBAHHOE COBMelIIeHHEM "6paT - Bpar".)

AccouunaTuBHbI Xxon "GpaTaHue - OpaToyOMIACTBO" TMOOKPENIAETCA 3a
CUeT ellle OJHOTO BO3MOXHOI'0 MyUIKMHCKOIO MONOTEKCTa, 'IlecHeH 3aman-
HbIX CJIaBSAH", a KIMEHHO NecHHU "SAHko MapHasuu". I'epoit 3T0M NMecHKH oKa-
3bIBaeTCA HEBOJILHBIM yOuiiuei cBoero "m3bpaHHoro 6para” ("Opara no
Gory'") M, KaK CJIENCTBHUE ITOro, rMOGHET OT PYKH HEKHX MHUCTHUECKHUX CHUII
("kpoBomineHsa"). HeBonbHoe 6paToy6MACTBO COBEPIIAETCH CJENY IOLIUM
o6pa3oM: "SHKO BLICTpENNI U3 cBoero nucroius, / Ho pyka ero nesHas npo-
xana, / B cynporupHMka cBOEro He nonai oH, / A nmonaji B CBOEro apyra”.

IMpeacraBnserca BO3MOXHBIM CJIOXUTh BCE 3TH MOTEHUMANBHBIC CIOXKET-
HBIE XOIBI U BJIEMEHTHI B HEKYIO LIEJIOCTHYIO CIOXKETHYIO CTPYKTYPY, CBA3aH-
HYIO C MOIEJMPOBAaHHEM BO3MOXHBIX MYTEN Pa3BUTUA U Pa3peUICHUA MH-
¢oNIOruuecKoit CUTyaumy JIOOGOBHOIO TPEyroJibHUKA: MOMbITKa YOUACTBa
corepHUKa 000payMBaeTCs HEBOJNbHBIM YOMACTBOM BO3NIOGJIEHHOrO M,
OIHOBpPEMEHHO, OpaToy6uiicrBoM; NMorubaer U caM repon, HEBOJIbHLIA BH-
HOBHHK "6GparoybuiicTa". Takum o6pa3om, nemudpoBKa KyJabTyPHOIrO KO-
na o6 yCNaBIMBAET pa3ranky, a BEpHee, peKOHCTPYKUMIO CMBICIIA [TO3MBI.

DTOT cBOEOGpa3HLIA CIOXET, JIEXKALIWA 32 NpenesiaMHU TEKCTa MO3Mbl, CTa-
HOBHUTCA 4acThIO co3naBaemMoro B "dopenn” Ky3MHMHCKOIO MO3THYECKOrO
Muda o 160BHOM TPEYIrOJNbHUKE.

B camoM neine, YyGMACTBO conepHHKa, ofopaunBaplueecs OpaTtoy6uitcr-
BOM, - 3TO Pe3yJIbTaT CMEIUECHUA M NMEePECTPAaUBAHKA TPAIULIMOHHON PONEBOMA
CTPYKTYpPhl TPEYIOJIbHUKA, KOTOPOE BLI3BAHO TEM, YTO pedb MAECT O NIOOBH
MY>KUYHHBI K MY>X4YMHE. TpanvMiMOHHO "IpyromMy My>KUMHE" OTBOIUTCA
pPOJIb COTMEPHHUKA Ieposi; UMEHHO OH SABJISETCS MOTEHLMANbHBIM OO BLEKTOM
y6uiicTBa M3 peBHOCTH. OHAKO B KOHTEKCTE KY3MHHCKOIO TPEyrojibiiuKa
"Ipyroi My>Xu4uHa" SBISAETCA HE COMEPHUKOM, a BO3NMIOONEHHBIM repos M
ero yOMACTBO HEBOJIBHO M HEM30E>XXHO OKa3biBaeTcA ybuicTBoM BO3MIO6-
JIeHHOTO - 6paTa. [Tepudpasupys cruxorBopenme IlymkrnHa MOXHO CKa3aTh,
YTO LENACH B "CYNMPOTHMBHMKA", repoit nonanaer B "6parta”. (3amerum, UTO
TaKUM 06 pa30M TMOJHOCTHIO PEAIM3YETCA CUTyauMs NMyWKUHCKuX "Lpiran”,
T.¢. yOUTHIM OKa3bIBAETCA U COMEPHUK, M MpeamMeT nio6BH, TONBKO B AAHHOM
CJIy4ae OHM COBMEIIEHBI B OJIHOM JIHIIE.)

HNCKIIOUMTENBHYIO POJIb B PEanu3allMM STUX CMBICJIOBBIX XOIOB HMIPaiOT
orcbutkH K [1ymkuHy. OTchIIKM K pasimuHbIM TekcTaMm IlyiukuHa, MHOrHe U3
KOTOPBIX y>Xe€ ObLIM yKa3aHbl UCCIIENOBATENAMH, 6YKBAJIbLHO MPOHUIBIBAIOT
TekcT NMoaMbL2 K ITymiKMHY BOCXONAT, BUOMMO, TAKUE KIIIOYEBbIE 06pas3bl
"@openn", Kak ABJICHUE HEMPOLIEHHBIX rocTe#t (Cp. "HE3pUMBIR poit rocTen”
B "Ocenn" 1833) u o6pa3 cpocmiuxcsa 6JIU3HEUOB (KOTOPBIA BOCXOOMT K
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ctuxorBopeHuo "Ioxpaxanue apabekomy” (1835)26). Kak 6b1510 oTMEUEHO
BbILIE, CAMbIA BLIGOP >KaHpPAa M TE€MbI YKA3bIBAET HA OPMEHTALIMIO Ha MICAJIb-
HbIA TpooGpa3 3TOro >KaHpa B pyccko# smreparype - "EBrenunit Onerun”. B
ITOM KOHTEKCTE, LEIbIE PANLI CJIOB, O0pa30B, CUTYALIMHA, TPUEMOB HAUNHAIOT
BOCIIPMHMMATLCA KaK IMYHIKMHCKME - HATIPUMEP, 3MMHHE MEeH3a>XH, KATAHUE B
caHsax, Bopox6a, atmoccepa YENMHEHHON >XM3HM B HEPEeBHE, TOCEUICHKE
TeaTpa M npou.2’ B uenom, BOZHMKAET OLUYILIEHUE COMPUCYTCTBUS B IMO3ME
MYUWIKMHCKOIr'O CNOA, 2 B CBA3M C 3TUM BO3HMKAET BO3MO>KHOCThL MPOEKLIMU
BCEro CIOXKETa U BCEN cUTyaluy "QopesM” Ha CIOXETh! U CUTYALMM, CBA3AH-
Hble ¢ iMeHeM [lymkuHa.

"IlyIKHMHHMAHCTBO" - CO3HATEJIbHAA M MOCJENOBAaTEIbHAA OPUEHTALIMA Ha
MO3TUYECKHA CTHIIL U UeNoBeueckuit 0o6pa3 IlymkurHa - Ob1na BaXXHOHR uep-
TOH TBOpYECTBA M CaMOCO3HaHMA Ky3MMmHa, KOTOpas HEONHOKPATHO OTMe-
Yanach B MEMYapPHBIX MCTOUHHMKAX M MCCIIENOBATENLCKON nuTepaType.28 Dra
YepTa ABJSAETCSA HEOTBEMIIEMOM YacThIO KYJbTYphl Cepe6psaHOro Beka B lie-
JIOM: COBPEMEHHbIe COOBITUA U NHUA (M COBpPEMEHHAas MO33Ms) MOCTOAHHO
COOTHOCHIIMCEH C COOBLITUSMM JIMLAMM M MO3TUUECKUMH TEKCTAMH CTOJIETHEH
NaBHOCTHU ¥ BOCNPMHHUMANUCL KakK MUonormuueckoe "BosspaineHue” 3oJ0-
TOr0 BEKa - MYIKHUHCKON 3roxu.29

[Ipoekurs COBpPEMEHHBIX COOBITHMA Ha MYUIKMHCKYIO 3MOXY Chirpana
60onb1YIO PONIb B XYNOXECTBEHHOM OCMBICJICHMHM TaK Ha3bIBaeMOH "HCTOpUH
1913 roma” (rubenu Kusaszena). JInda nmoHUMaHMs CMBICTA ¥ 3HAYEHMUA MyLI-
KMHCKOA mnpoexkumu "uctopun 1913 roma” (u ee "Bo3BpamenHusa” B 1921
rony, B ucropum ¢ JOpkyHoM ¥ ApGEeHMHOM) B TBOPUECKOM Co3HaHMHK Ky3-
MHHa HEOOXOIMMO 06paTHTLCA K KYJIbTYpHON Mucgonorum amnoxu. Perpo-
criekTuBHO, rubens KHaszera npuobpena B riasax COBpeMEHHMKOB CHUMBO-
JIMYECKKUA CMBICI: Tparuuyeckas U 6eCCMBICIIEHHAA CMEPTh MOJIONOIO MO3Ta B
1913 rony, nepen Ha4aJOM UCTOPHUYECKMX KaTacTpod), CTana BOCIIPUHUMATLCSA
KaK npensecTue "Hauana koHua". M'nbens KHa3eBa Brucanacs B LENBI# pAR
cMepreit noaToB Cepe6psaHOro Beka; OHa CTajna YacTbhlO OJHOIO U3 LIEHTPalIb-
HbIX KYJbTYpPHbIX MUOB nepBoii Tpet XX Beka - "cMmepty nosra". Cmeprs
bnoka B 1921 rony, paccrpen 'ymuneBa B TOM 3Ke roany, cMeprs XJIeGHMKOBA
B 1922, camoy6buitcrBo Ecennna B 1925, u, HakoHeu, camoy6uitctso Mas-
koBckoro B 1930 rony - ara cepus cMmepreit MOITOB Ha NMOPOre HOBOM IMOXHU
B UCTOpMHU Poccum cnoxkunacek B CBOeOo6pa3HbIl 06pa3 enMHOro, "U3 BEKa B
BeK nosropsiowerocsa” (ITacrepHak) co6brrusa raobansHoro mudonoruuec-
Koro 3HaueHus. CormacHo hopmynupoBke Ilacrepnaka (B "OxpaHHo# rpa-
More"), KOHel NMo3Ta, "MHOrAa HaCHJILCTBEHHBINA, Yallue €CTECTBEHHLIR, HO U
TOr 1a, MO HE>XXEJIAHUIO 3aLUMILATLCHA, OYEHb MOXO0XHH Ha camMoy6GmitcTBO",
3HaMeHyeT coboit yxon ¥ yMHUpaHue KynsTypHO# 3noxu. [Ipu atom rubens
noarta CepeOpAHOro BeKa OCO3HABaJIaChb KaK "CTOJETHEe BO3BpallcHUe"
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mudonornueckoro npoobpaza - cmepru IlyiukuHa, a KOHKpeTHbIe 06CTOS-
TENLCTBA, CONMYTCTBOBaBUINE rHbemm [lymkiHa, BOCIPHMHUMAIIMCEL KaK 3HAKH
3TOM CHMBOJAMUYECKON cuTyauuu.3? B 3TOM KOHTEKCTE BO3HHMK OCOLBIM
HHTEpeC K UCTOPHM TOCIERHUX JIeT >ku3HM JlylnkuHa, o6CTOSTENLCTBAM €10
x«eHuTrOb1 Ha Hatanse Hukonaesie ["'oHuapoBo# u, B oco6eHHOCTH, K 06-
CTOATENLCTBAM, NMpUBEAIINMM K ny3im IlymkuHa ¢ Jaurecom.3! Dror kyms-
TYPHBIA KOHTEKCT OITPeAEIINUI CO3HATENLHY IO MIPOEKLIMIO CHTyaumH " dopemn”,
a Tak>Ke Onorpadpmuecknx CoOOLITHIA, JIeKalnuX B €€ OCHOBE, HA UCTOPHIO I'i-
6enu Ilymmkuna.

Bo Bropom BcTynnennu K nosme U B [IleppoM ynape BBORHUTCS TeEMa MpPo-
XOXIIEHUA CKBO3b BPEMEHHOM 6apbep M BbISLIBAHMSA TEHEH M3 MPOLIIOro
("51 6BLT HAa CITUPUTHUYECKOM CeaHce"); B KaueCTBE MEIMYMa BLICTYITAET Orepa.
DTa cuTyaums, BepOATHO, oTchlnaeT K pacckadzy 3. T.A. [odmana "Ilon
XKyaH", repo#i KOTOpOro, BXOas B JIOXY Tearpa, 'ie UIET MpeIcTaBlIeHHe
onepsl Mouapta "loH 2KyaH", BBIXOAMT B MHYIO peasbHOCTb. OIHKMM M3
BOTUJIOLIEHUH MHOHA peansHOCTHU B "Qopean” ABNAETCS MHaA UCTOpHYECKas
3roxa - Mucurueckoe BpeMs 30N0TOro BeKa pyccKod rnos»s3umn. ['epomHs,
MOABJNAIOLIANACSA B 3TOM CLIEHE, KaK Ol CXOIMUT ¢ NoNoTHA Bplosnosa, cospe-
meHHMKa [lyumikuHa ("Hukro He Buaen, Kak B Tearp Bouwna / M okazanace y>x
cunawmei B noxe / KpacaBnua, kak noyiotHo bpionnosa"). 3tor ke MoTHUB
nosABsisAerca B pomaHe "[lnaBaioime-nyTeliecTBYOIME", CIOXKET KOTOPOTO
nepeurpoiBacT "ucropuio 1913 roma”. 'eponnsa pomana, Mpanna JIbBoBHA
BepbunHa (omMrepaTypHbift IBOAHMK CyneAKMHON) BENET >XU3Hb XKEHIIMHBI
TPHMOUATBIX FONOB IEBATHANLIATOIO BEKa; BHYTPEHHEE YCTPORCTBO €€ KBap-
THUPHI "COXPaHAJIO MOXMUHHBIA xapakrep 30-x romoB", a cama Bep6una "He
TOJILKO B O6CTAaHOBKE, HO ¥ B KOCTIOMaxX CTapanach COXPaHWTh XapaKTep CTa-
PHHHOCTH, KOTOPbI/A OUEHb IIEJN K €€ BLICOKOM, NMOJIHONK durype, Harnommu-
HaBuie#t BplonnoBckue MOPTPETHI: MOKATHIE NIIEYM, BLICOKMHA 106 C NpAMbIM
npo6opomM, 6onbinne, TeMHbIe, 6€3 0cOB0ro BHIPAXEHMSA Iia3a, YIJIMHCH-
HBLIA OBaJl ¥ ManeHLKUH pOT GaHTHKOM..."32 B cBeTe 3T10r0 BEChMa BEPOATHO,
4YTO CpeoM MPOTOTHUNOB OPIONNOBCKON KpacaBHIlbI MMEETCA KOHKpPETHas
>XKEHIIIMHA TPUALATHIX MOJOB NEBSTHAaXLIATOrO Beka ¥ 4To Ky3MuH nmeer B
BHIY Kakoi-TO peanbHbll noprpeT bplonnosa. CyiecTByeTr 3HaAMEHMTBHIN
noprper Hatansn Hukonaesus! IlymknHoit pa6orsr Bprososa (1831), xoro-
PBIA BIOJIHE COOTBETCTBYET OIMMCAHUIO, KaHHOMY B "IlnaBaioumx-mnyreiecr-
Bylomux". BpIOJJIOB - HE TONLKO COBPEMEHHHK, HO U npuATenb IlymikuHa,
OCTAaBMBIIMHA JIIOGONLITHOE CBUACTENLCTBO O €r0 CeMEMHON XU3HM (M Hera-
THUBHYIO ee ouLeHKY). O6pa3 Harammn HukonaeBHb! B TPMALATHIE IOAbI - 3TO
MMEHHO 06pa3 yOMBHUTENLHON KpacaBHUbL IlpekpacHbie mieuH, NOXYEPKHY-
Thie Ha rnoprpere bpromnora, - xapakTepHas YepTa €€ KpacoThl; W1ajb, Hebpex-
HO HaOpoleHHas Ha IUIeYH, - NEeTanb TOrNamHe# Monbl (B OTHOM M3 MEMY-
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apHBIX OMMMCaHUI Mononmoi >keHwl [IylIKMHA OHA MpEACTaBlieHa C KpacHOM
1ATHIO Ha revax33),

Ipencrasnsercsa BO3MOXHbIM CBA3aTh 06pa3 Haramu Hukonaesus! Iy1u-
KHMHOM M y>XK€ YCTAHOBJIEHHLIC INMPOTOTUNHI "6PIOJUIIOBCKME KpacaBullel'. B
cBeTckoM o6uectse Haransio Huxonaesuy npossanu "Tlcuxeeir”.34 "Tlcuxe-
eit" Ha3emBanu B apyxXeckoM kpyry Onery Cynefixuny (Tak o6pamaercs K
He#t Kyamun B ctuxorsopeHuu 1918 rona); "Ilcuxeeit” B momaiHeM o6HUX0-
ne Kyamunua npossany Onbry ApGeHuHy (CM., HanmpuMep, O0pailleHHOoe K
ApGennton cruxorBopenue Kyamuua 1930 rompa, "Ckonbko net tebe, cka-
xH, [Tcuxes?"). JIwo6onsrTHo, uto M CyneiikuHa M Ap6eHnHa 6bLM aKTpH-
CaMH; U3BECTHO KY3MHMHCKOE BOCIIPMATHE aKTepCcKoi nesrenbHocTH Cynei-
KHHOM KakK CIOCOOGHOCTHM OXHBJIATH B €€ PONAX MEPCOHAXH M COOLITHA
CTONETHEN NaBHOCTHM, BOCKpEWIaTs "3nu3nuyM TeHei".35 B cBere 3T0Or0, MOX-
HO TIPEOIOJIOXXHTD, UTO CLIEHA B JIOXKE onepsl ("CIIMPUTHYECKHIT ceanc”) n3o-
6paxcaeT U coBpeMeHHUKOB Ky3MKHa, cinymalommux npeacrasieHune "Tpucra-
Ha 1 U30mas1", U, OXHOBpEeMEHHO, COBpeMeHHMKOB [lyllIKHHa, Cny1uaoimx
npencrasiaeHue "HJon 2Kyana" Mouapra.

Eciu "6proyuiosckas xpacaBuua' B noxe - Haramss Hukonaesna Ilymxu-
Ha, TO BXOISIUHA B JIOXY "UENOBEK JIET IBAALIATH C 3CJIEHBIMM I'Ta3aMH’ (OH
Genokyp; cp. "BxoauT B nBepy Genokypent, / Cymaciuenunit Hoseiit ron!”) -
Hantec. YcrouuBerl MeMyapHsIit o6pa3 JlaHTeca - 3TO KpacHBsIN GeJOKY-
pbI4 MOJIONO# UYENIOBEK, "NEeT ABAAUATH", CO "CTEKJIAHHLIMM riaaszamu”.36 Ta-
KMM 06pa3oM, JMpHueckui repoit "dopenu” oka3bIBa€TCs B POJIM I'JIABHOIO
Y4aCTHMKA 3HAMEHUTOr0 TPEyronbHMKa - B posiu camoro [Tymkuna.

Tema ‘IlymxkuH HakaHyHe rubeny’, BKIIOYAKOIIAA BAEMEHT CAMOOTOX-
nectBaeHus ¢ IIylnkuHBIM, aKTMBM3MpoBanaces B TBopuecTBe KyamuHa B
Hauane 1920-x ronos, B CBA3M C cEpHelt TpaypPHLIX TOPXECTB, MOCBALUIEHHBIX
[Tywikuny. B 1921 rony B Ilerporpane Top>KeCTBEHHO oTMeuvasach 84 ro-
OOBIIMHA CO nHs cMepTH ITyimkuHa. Ky3MuH npuHsan yvactue B 06 MAEAHOM
3acenaHun 11 chespans B Jlome nuTepaTOpOB; OH MNPOYES HANHCAHHOE K
ITOMY Ciayuaio ctuxorBopeHue "[Ilymknu" (Ha aTOoM 3acenaHrMu bioxk nmpous-
HEC CBOXO 3HAMEHHUTYIO peub 'O Ha3zHaueHuM Mnosra”, cBoeobpa3Hoe Npopo-
YecTBO O cO6CTBEHHON rubGenu). Tema 3TOro CrMXOTBOPEHMsA - HeccmepTHe
MNywxuHa: "Ox xuB! ¥ Bcex nyuwa HerxeHHa, / Ho oH oco6eHHo ><uBeT!"
BeccmepTye ITyumikMHa NMpencTaBieHO KaK BO3BPAlIEHHME U3 MOTYCTOPOHHETO
Mupa ¥ 6paTtaHne C COBpPEMEHHLIM IMOITOM!

M3 cTpaH, oTKyna HeT BO3Bpara,
Yepes roga oH 6pocua MOCT,
U ecmu B HemM npu3HaeM Gpara,
OH He o6MaHUTCA: OH - MPOCT.
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B deBpane 1927 rona, B 90-nerne co aHa rubemm IlymkuHa, Ky3aMuH
BBICTYITMJI C elle OOHMUM MYIKHWHCKHUM cTuxorBoperneM - "TIyinkuH ener Ha
Oy3ib". B 9TOM CTMXOTBOPEHMM MPUCYTCTBYIOT MHOrMe o0pa3bkl U MOTHBBI,
poumenuapue B "Popens”, RaTUPOBaHHYIO TeM Xe 1927 ronoM. 310 M 3UMHHR
neis3asx, CXoxuit ¢ neitzaxxeM IlepBoro BCrynieHHs K nosMe:

["'po3HbDA OeHb HaBMC, KaK TEHb,
XoNnonHO, TYMaHHO.

OH 511 e MOPO3HBIA NeHb?
HenoHaTHoO, cTpaHHo!

BTO M ABJNIEHHE IMPUUECKOMY I'epoI0 YMEPIINUX ApYy3eit:

H npen HuM co Bcex CTOPOH
TEHM, TEHH, TCHH -

ITywmunH, Kioxns 1 6apoH,
OrxeHHbd KaTeHuH.

3T10 M MmoboBHasA u3MeHa (Bo-nepBbx, Hatanbn HukonaesHsbl, a BO-BTOPSLIX, -
€e JIMTepaTypHoro asoHuka, Haraim, nepcoHaxa "Apana Ilerpa Benuko-
ro"); ¥ KapThl KaKk CMMBOJI KalIpU3HOCTH CBOell 6ynywmeit cyas6bl; H "Ciaus-
HMe" npy3eit u Bparos ("KTo npy3esa u k1o Bparu? / Bce cxmmiach B Konoae").
ITon cruxoTBOpEeHMEM CTOMT nBoAHasA mata: 11 cheBpans 1837 - 11 cespansa
1927 (mara cmMeptv IlyumikuHa B rmepeBone Ha HOBLIM CTHIIL). B KOHTEKCTE MU-
ca o cMepTH no3Ta ITA ABONHAA AATa - HE MPOCTOE YKa3aHHWE Ha 106 MIIeHbL
XapakTep CTUXOTBOPEHHSA, & OTCHIJIKA K HIEe CHMBOJIHMUYECKOro "CTONETHEr o
Bo3BpalneHus" cMepru [Tymkuna.

OTchUIKH K TeMe RySiH U cMepTH TTyIKmHA CTaHOBATCA BaXKHOM 4acThio
"Popemu”. [Ipuuem obcrosrenscTea ay>nu [Iyuwknua ¢ [laHrecom cnmMBawTcs
c arpmbyramu ny3au OHeruHa ¢ JIeHCKHMM; 3TU OTCBIJIKH HEHU3MEHHO
COTPOBOXXAAIOTCA NETANAMM 3MMHEro neilaxa. [Iepsoe BCTyruieHHe pucyer
3UMHBIA Nef3aX, MCMONMHEHHBIA NMYIWKMHCKUMHU accounaunamu.’’ Tak,
nepsas CTpoka (OTKpHIBaOllasi rMosMy B UENoM) - "Pyuelt cranm nakom ao
abaa” - no-sMaOMMOMYy oTtchinaer K "EBrenuio Oheruny” ("OnpsartHeit
MonHoro napkera / biucraer peuka, abaom oxmera"). HauvanbHbie cTpokn
Broporo ymapa - 3T70 sBHas peMMHucUueHuMsa u3 "EBrenus OHermua",
OTChINIaKoINas K cueHe nysnu OHeruHa U JleHckoro:

Komn 6b10TCH, XpansaT B MCITyre... ITouys MepTBOro, XpansT
"Popens” H 6b10TCA KOHH...
"EBreunit OHerun"

[nasa VI, crpocdha XXXV
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Ilpuuem, cormacHo ofiueit moee romoBoro LHMKiIa, Bropoi ymap - 3TO
despans, T.e. Mecau nysmu Ilymkuna ¢ Jaurecom. K teme nyamm OHermnna u
JleHCKOro OoTChUIAET M 3aKimouMTebHas crpoda Tpersero ynapa.38

Kak Taer CHe>HOe 1UNThE, "OHMMBI BELTHHMMH Ty YaMH,

BeceHHMMM OHACH JIyuaMHy, C okpecTHbIX IrOp y>Ke CHera

Tak 10HOIIECKOE XXHUThE C6e>xamt MyTHBIMM PYUYbsIMH

HUner xanpu3HeIMM NyTIMH! Ha noronneHHbIe nyra.

"dopens" "EBreunit Onermnn”, I'masa VII,
crpoda L.

HeTpynHo 3aMeTUTD, YTO 3TH CTPOKHM COREPXKAT OCHOBHLIC BJIEMEHTHI LICH-
TPajibHOM CHMMBOJIMUECKON cxeMbl Ky3MHHA: OTKpbIBaHME BOAbI (TasHbe
CHEXCHOI'0 TMOKpOBa), TOHMMOMR JyyamMu conHua (06pa3, COOTHECCHHBIA C
yIapOM KOIbA-rocoxa-nyya). CMepTb Ha Tal0LIEM CHEr'y Ui JibAY Mpeacras-
naer coboil MIeaNbHYIO PEANM3aLMI0 KY3MHUHCKON MIEHM CMEpPTH-BOCKpece-
HHRA: TaKas CMEPTh HEOTIEJIMMA OT aKTa CIIMAHMUA r'epos CO CBOMM 3epKalb-
HBIM OTPa>XXE€HHEM (MACANLHBIM OBOMHMKOM) M INMPOHMKHOBEHMA CKBO3b
rperpany, pasaeasouylo IBAa MMpa; TaKas CMEPTh HEOTIEIMMA OT BECEHHEI O
BOCKPECEHHM R MPHUPOILI.

O6pa3 cmepTH Ha CHEry (B HEMOCPEACTBEHHOH CBA3H C 00Pa30M PEKH; CM.
puchMy "Oper-cHer") urpaer BaXKHYIO poiib MU B CTUXOTBOpeHMH "IlyiukuH
eneT Ha Ny3is':

Konuen nyrs. Ilocnenunh Gper.
Yen-Tto kpuk: "Haunure!"

M 6e3 uyBCTB ynan Ha CHer
Mymxuu, counnurens.3?

OrMeTuM, uto nysmb Ilymkuna ¢ Jaurecom npoucxoamna "Ha UepHoi
peuke”; B KY3MHMHCKOM KOHTEKCTE BO3MOXXHO OyKBaJIbHOE IPOYTEHHUE ITOM
HIMOMBI: NY3JIb HA peKe (B 3T0 BpeMs OoHa ObLIa MOKPLITA JIbOOM). B pe3yns-
TaTe€ BBEACHMR B CHTYalUKIO rHGEM Ha NMOEeOIMHKE ACTANEH BECEHHE-3UMHETQ
nei3axa, mmeromnx y KyamuHa ocobbsle CMMBOJMMUECKHME 3HAUEHMSA, BTA
CUTyauMs - rubesib repos Ha NMOEIMHKE MEXXNY NMPOTUBHMUKAMM-IPY3bAMH
(mm1 "6parbaAMU”), MPOUCXONAINEM U3-32 JKEHILMHLI, - CBA3LIBAETCA C UAEEH
CMEPTH -BOCKPECEHMA.

O6pa3 cMepTH (HACUIILCTBEHHOM CMEPTH) HAa TAKOLIEM CHET'Y BO3HMKAET B
eumie OMHOM, paHHEM cTuxoTBopeHuu Ky3mmua - "4 3Haw, 8 6yny your"
(uukn "Mask nmo6su”, 1911-12, c6opuux "OceHHne ozepa”). Beuny ocobon
Ba>XHOCTH 3TOr'0 MAJIOM3BECTHOIO CTUXOTBOPEHMSA NS Hallleil TeMEI, NpH-
BEIEM €r0 TMOJIHOCTHIO:
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A 3naw0, 1 6yny y6ur

BecHol0, Ha TANIOM CHEre...

Kak nyTHMK ycTanbmi CIIT,
CorpeBinch B TEIJIOM HOYJIEre,
Tax 6yny nexars, JIe>XKaTh,
[MpursoxnenHsbt K Te6e, 0 MaTh.

A cam 310 3HAIO, CaM,

He MmHe rapana raganka,

Ho ub¥M-TO MUIBIM yCTaM

Moux 6yner Xanko...

U 6yny ne>xars, nexxars,
IMpureoxxneHHb K Te6e, O MaTh.

U 6yner MHe BCe paBHO,
HaxnoHuTCA JIb KTO HA10 MHOIO,
Ho B HeGec ronyboe nHO
BarnsHy A ¢ ynsI6KoN 3¢MHOIO.
Y 6yny ne>xkarsb, nexxars,
IIpureo>x neHHbIk K Tebe, 0 MaTh.

DTO CTUXOTBOPEHHE MHOI'MMH HUTSIMHY CBS3aHO C TEMOW Ny3JIM U CMEPTH
Nywkunaa u ¢ "Oopensio”. ['epoit 3Haer, YTO yMpeT "4y>Ko# cMepThiO" -
CMEpThIO, NMpenckKaszaHHoW apyromy ("He MHe ramana raganka"); oH 6yner
y6ur Ha cHere. CMEpPTh MPOMUCXOAUT "BECHOIO"; B MO3TUUECKOM KaJIeHIape
Ky3MuHa nepBbit BeceHHUA MecAL - 3710 eBpass ("Bemy B Beommit Tennom
¢espans / Becha Bcrpevaercs ¢ 3umoio”; "Cnesamu cepaue s omon', 1914),
Bo3HUKAIOIIMA B 3TOM CTHUXOTBOpeHMM 0O6pa3 nHa He6eC BBOIOMT HAEKO
06palIeHHOCTH ITOrO0 MMPa M MHOTIO MMpa (3TOT 06pa3 NOATBEPIKAAET, UTO
TAOIMUA CHEr - 3TO BAPHaHT JIOMAIOLIEroCcs JIEASHOr O MMOKPOBA PeKH). MHue
NPEeACTaBJISAETCA, YTO 3TO CTUXOTBOPEHHE BOCIPOM3BOIMT MHUD O CMEpPTH
MoaTa: CMepTh Mo3ta (JIMpHUUECKoro "a" 3Toro CTUXOTBOPEHHUSA) MOBTOPAET
rubens I[IymxuHa (u3BectHo, urto rubens IlymkuHa, "or 6enoit ronossl”,
6bU1a npenckazaHa ranankoi). Hpuuem KysMuH 3anonHseT KapTUHY 3TOHA
CMEPTH CBOMMM MHIMBMOYaJbHLIMKM CHMMBOJNaMu 6eccMepTHUA: CMEpPTbL Ha
TAIOLIEM CHEry.

[TogBeneM HMTOrM aHaJKU3y MPOEKUMHU COOLITHI, OTPa>KeHHBIX B "dope-
an", Ha MYUWKHHCKYIO 3M0XYy. MO>XHO yTBep>XnaTh, YTO MCTOPUA rUbenu
ITyuikuHa COCTABIAET OOHY M3 BaXKHEHIIMX IATEPATYPHLIX Mapajienei CUTy-
aunu Mo6oBHOIO TpeyronsHuka B nosme Kysmuna. bes comHenus, nym-
KMHCKMIA MOXTEKCT JAJIEKO HE OUEBUIEH; OH HYXKIAETCA B PEKOHCTPYKLMH H
BOCCTaHABNMBACTCSA JIMLIb B PE3YJIbTaTe PacllyThIBAHUS LIEJION CETH accoLMa-
THUBHBIX CBA3€H, MOAKPEIUIAEMbIX anesuisimMeil K KyJbTYpPHO# MUQONOruU
anoxu KyamuHa. KakoBa >xe ¢hpyHKUMSA 3TOro NMyWKHUHCKOro MOATEKCTA B
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nosme? MHe npencrasasercs, YTO PYHKIUA €ro ABOAKA: B pe3yJbTaTe B3a-
HMHOI npoekumM cioxera "®openu”, ¢ ero 6uorpadpHuecKuM acrieKToM
(ucropusa 1913/1921 rona), u ucropmm >sxeHuTsOn1 M rubenu Ilymkuna, Kys-
MMH, C OXHON CTOPOHBI, O6OralaeT CO3NaBAEMbll B INMO3ME [MO3THYECKHHA
mud. C apyro#i CTopoHbl, OH PEIIAracT CBOEC MPOUTEHUE OOHOIO U3 LIEH-
TpaimbHBIX MU(OB 311oXy: MHca 0 cMepTH no3Ta - cMepTH IlylnkuHa.

OTOXOECTBNASA CBOEIro JIMPUUECKOro repos (aupuueckoe "sa") ¢ Iymku-
HbIM, Ky3MuH Kak Obl nepeurpoieaer ucropmio rubemm IlymkuHa Ha "6uo-
rpadpuueckoM"” Matepuaie (Ha Matepuane cBoero Suorpacuueckoro muda).
OcMemMoCH NMPpeUIOXKHUTDL CAEAYIOINYI0 PEKOHCTYKLMIO KY3MHUHCKOIO rpogre-
HHUA uctopuu rubenn Ilymkuna: IlymkuH ru6Her B pe3ynbTare BMeElla-
TEJbLCTBA B €ro Cyab0y HENMOCTOAHHOM M BETPEHON >XXEHINHHLI - "GPIOIJUIOB-
CKOH KpacaBHIIbl" (OTMETHMM, UTO MMEHHO TaKYI0 MHTEPIpPETALMIO "UCTOPHUH
1913 rona"” KyamuH npennaraer B pomaHe "llnaBaoinue-nyTemiecTBYyIO-
mme"40), Bokpyr >KeHIIMHBI, CKIaNbIBAeTCA CUTYalMs HI0G0BHOIO TPEYrOMb-
HuKa. "JIpyro# Mmy>xuuHa" B 3T7oM TpeyronbHuke (JlaHTec) - 3TO NMPEeKpacHbIA
IOHOII1a-BOMH (HAaIIOMHMM, YTO KaBaJIeprapabl HOCHIM (POpMY C PhILIapCKHUMM
aneMeHTamMH). OH romocekcyanuct. CoOnepHUKOB CBA3LIBAIOT OTHOLIEHUSA
"n36paHHOro 6paTcrea’: U3BECTHO, UTO B pa3rap npamel JlaHTeC XKEHWICS Ha
cectpe Haraneu HukonaeBnol, ExaTepune. CornacHo Mmemyapam B.A. Coino-
ry6a, mocne csaroscTBa JJaHrec cka3an [Iymknny: "Haneroocs, 4ro Mut 6yaem
BMIATLCA Kak 6patba”4l (3t Memyapso! 6buTH H3BecTHH Ky3MuHY; CM. CHOCKY
39). Takum ob6pa3zom nysms IlymkuHa ¢ JJantecoM (Kak M JIATEpaTypHbIA
IBOMHMK 3TON CHTyauuu, aysnb OHernHa ¢ JIeHckum) - 3To "GpaTtoybunitcr-
Bo". CornacHo noruke Ky3mMMHcKoro muca o nio60BHOM TpeyroiabHHKE,
UCTHHHBIM napTHepoM IlyilikyHa ABIseTCA HEe BeTpeHasa "OpIoNNoBCKas Kpa-
caBMuUA", a MpeKpacHbNA I0HOINA-BOMH, JlaHTec. CTpenss B conepHuka, I1ym-
KHH CTpenseT B "Ha3BaHHOro Gpara”, mim B NBOAHKMKA. B peayibrare, OH
Henu36e>xHO rubGHeT caM; nyanb IlymiknHa ¢ JlaHTEeCOM OKa3bIBaeTCs CaMo-
y6uiticreoMm. HUtak, xak 1 B "ucropum 1913 ropa", mo60BHbH TPEYTroMIbHHUK
NMPUBOOMT K camMoy6uitcTBy. OmgHaKko, OOHOBPEMEHHO OH NMPMBOIOMT M K
6eCCMePTHIO: KaK M3BECTHO, KYJBT "GeccmeprHoro IlyikuHa" Hayancs B ca-
MBI MOMEHT €r0 CMEpPTH U 6bLI HEMOCPEACTBEHHO CBSA3aH C CHUMBOJIMUECKHM
OCMBICIICHUEM CaMHUX OOCTOATENLCTB 310N cmepTH. Takum 06pa3om, UCTOPHUS
rubenu IlymikuHa HMHTEpNpeTUpyeTCcs B TEPMHHaxX TOH CHMBONIHUYECKON
CX€EMBbI, KOTOpas OpraHu3yeT noaruueckuit mup Kysmmna.

Hapsiny ¢ 3TmMm, npoexuus curyauuu "dopenn” Ha ucropuio rubenn
ITyimkuHa OOMOJIHAET, YTOUHSET M "YKPYIHACT" CMbIC M 3HaUCHUE CO3aBa-
emoro Ky3aMuHbIM noaTHuecKoro Muda o mo60BHOM TpeyroibHuke. Tak,
6naromaps NMyWKWHCKON MPOEKLUMH MOIKpeErniserca uues 6eccmeprus.
OroxnecrBneHue (“6patanue") mupuueckoro repos ¢ IlyumiknHbeM - 310 Bep-
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HEAIMUA 3an0r ero 6eccCMEepTHA, a TOYHEe BEYHOro Bo3BpalieHMsA. Ilomns-
3yAch cnoBaMu KyamuHa (B ctuxorBopenmM "'Ilymkun"), - "On xxuB! ¥V Bcex
nyina HerieHHa, / Ho oH ocobenHo xuset!”

IlonBons HUTOr BCEMY CKa3’aHHOMY, IPHUBENY Pe3IOME MOITHUYECKOro
MH$a O IBOHHHUUYECTBE M JIIOGOBHOM TPEYrOJIbHUKE, KOTOPLIA CO3HAaEeTCs B
TBOpuecTBe KyamuHa. B npenenax sroro muda, noboBs - 370 4yBCTBO
MY>XK4YHMHbBI K MY>XXUMHE, T.€. K CBOEMY IMOJHOMY NMOXOGHIO, MIHM OIBOMHHKY. B
3TONA CUTYAlMH COCAMHEHHE (a TOUHEE, CIUAHMUE) BOINIOOIICHHBIX NPOUC-
XOIMT B PE€3YJILTATE NMPECONONEHHS pa3feliAolel X nperpansl (XKeHIIUHBI).
CoenmmnHeHHe BO3NMOOIIEHHBIX-IBOIHMKOB OKa3bIBAaCTCSA PABHOULEHHBIM MIpe-
ONOJICHHUIO Mperpankl, pas’iensoOe 3TOT MUP M MHOH MHp. B KOHedHOM
cuere, MU Kysmuna - 3170 M 0 mo6BH Kak MPEOAOJIEHHHM CMEPTH; B 3TOM
cmeicie, KysMuH npeiaraer No3UTHBHYIO albTEPHATHBY BarHEpPOBCKOMY
MUy o0 mMo6BH Kak CuIe, Beaylnei K CMEPTH.

IIppMeuvanus

1 Cm. IO.H. Jlesun, .M. Ceran, P.JI. Tumenuuxk, B.H. Tonopos, T.B.
IluBbsiH, "Pycckas ceMaHTMUECKas MOITHKA KaK MOTCHLMANLHAA KYJib-
TypHas napamurma”, Russian Literature 7/8 (1974) cc. 47-82 (cM. B oco-
6eHHOCTH cc. 58, 64, 72); B 3TOi paboTe ONMHCAHO BOIUIOLIEHUE ITON
MO3THUKH B TBOpYECTBE AXMaTOBON M MaHnenburrama.

2 TI.I. llimakos, "Bnok u Kyamuun (Hosele MmaTtepuanel)”, brokoBckui
c6opuuk, B 2 (Tapry, 1972), ¢. 350.

3 Cwm. P.II. Tumenuuk, B.H. Tonopos, T.B. LlubsH, "AxmaTtoBa u Kys-
MUH", Russian Literature V/1-3 (1978) cc. 222, 228. MHorue HaGinoaeHus,
caenaHHele B 3TOM 6orareituiem mHdopMaunet UCCIeNOBaHWH, UCMOIb-
30BaHbI B MOeH pabore.

4 Cywmecrpyer nono6ue Mexny PYHKUMAMH W MEXIY TPaXWIMOHHBIMM
n3obpaxxeHnsmMu ApxaHrena Muxauna u Cesatoro I'eoprusa. O6a oum
BBITIOJIHAIOT pOJIb 3MeebopueB. ApxaHren Muxami n3o6paxaercs B BUIE
aHrena-BOMHA, C KPbUIbsIMH, KOMBEM MIIM MEUYOM M, HHOrQda, B JlaTax. B
NMPaBOCJIAaBHON Tpamuummu ApxaHren Mwuxauna vacto uzobpaxkaercs
mep>xalMM y3aeuku KoHei. Cesaron [Neopruit Mzobpaxaercs B BUIE
IOHOLIM-BOMHA HAa KOHE, KOMBEM Mopaxkamouero npakoHa. JIio6omnsrrHo,
YTO €ClHM ApxaHresn Muxaun sBISAETCA aHreJOM-XpaHuTenem Mmuxauna
Kyamuna, To Cearoit I'eopruit - mokpoBHTeNIEM €ro POXHOro ropona,
Slpocnapna (Benukuit xua3b Spocnas B KpeuweHMn npuusan umsa "eop-
ruis"),
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10

11

12

13

MeTtadusndeckne mpoeKLHM o6pa3a nmperpaisl NOApoOGHO PaCCMOTPEHH B
cratbe B. Macnaposa "Eine pa3 o npexpacHo# sicHocTH: 3cteTnka M. Kys-
MKHa B 3€pKajie €¢ CMMBOJMYECKOro BOIUJIOWICHHA B rosme "Qdopenb
pa3buBaer yexn"", MOMEIMEHHON B HACTOSINEM H3NAHWH.

O6pamasch K BO3MOXHOM Guorpacdmueckoi rnpoekuuu sTtux o6pas3os,
CNENyeT OTMETHTB, UTO AHTHMHONM - npo3suine KysmuHa B KpyXKe Bs-
uecnasa MBaHoBa.

O6 3Toit TeMe cM. MoapobHee B BhlllleyKa3aHHOMN craTthe b. ["acrnaposa.

JI5060MNLITRO, YTO B XPUCTHAHCKONK MHQOJIOrMM CyINECTBYET TpadHLIMS
npupaBHUBaHUA ApxaHrena Muxauna u npopoka Mouces: B araauueckon
TpamuuMM, ApxaHren Muxaun SBIsAeTCs INPEXBONUTEIIEM U3PAMIIbTAH B
MyCcThIHE BO BpeMsa HMX ucxona u3 Erurrra (cM. M.B. Meiinax, "Muxann”,
Mugper Haponos mupa, non penakuue# C.H. Toxapesa, T. 2 (Mocksa,
1982), cc. 158-160. Kak coo6mmna mHe Omra Paesckas-Xpi03, cymecT-
BYET MKOHOITHCHOE M300 pakeHKe ApxaHrena Muxawuia, HarmpasJasOLIEro
>ke3nomM sony ("Uymo ApxaHrena Muxauna B XoHex").

HenocpencreeHHass MOTUBUMPOBKA 3TOr0o o6pas3a - OTChUIKA K "TpHUCTaHy M
H3omae” Baruepa (cM. 06 3ToM B BhIlleyKa3aHHOMN craTse B, ["acnaposa).
OnHako, Clenyer OTMETHTh, UTO 3elneHblil - uBer Cearoro I'eoprus (s
3arnajgHO-ClIaBAHCKOM orbkiiope - "3enenu I0pait"), omMuersopsioiero
XXMBOTBOPSINYIO BECHY.

Cwm. John E. Malmstad and Gennady Shmakov, "Kuzmin's "The Trout Brea-
king Through The Ice", Russian Modernism: Culture and the Avant-Garde,

1900-1930, ed. by George Gibian and H.W. Tjalsma (Ithaca and London,
1976), c. 142.

XapakTepHO, YTO KOJIOPHT, CBA3aHHLIA C >KeHCKMMHM obpasamu "dopenn”
- 3TO MOCTOAHHBLIM KOJOPHT "nperpansl”, rony6oBaro-cepoift ("6Gpron-
JIOBCKAas KpacasBuIa" B JIOXKE H306parkeHa "C >KEMUYXXHBIM IJIEHOM",;
BumMHOP - B "romy6oBaTo-cepoif aMa30HKe").

Tlonpo6Hoe u3noxeHue 3THUX O6uorpaduueckux COSBITHA CHENAHO B:
John E. Malmstad, "Mikhail Kuzmin: A Chronicle of His Life and Times",
M.A. Ky3mun, Co6panne cruxos, T. II1 (Miinchen, 1977), cc. 7-319. Mare-
pHain, CoOOpaHHbLIA B TOM 3aMEvaTelbHOM O4YepKe, JileI' B OCHOBY MOcEH
paboThl.

Cm. Malmstad, cc. 170-171.
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20
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22

BecbMa BEpPOATHO, YTO B MO3TUYECKOM CO3HaHMM Ky3muHa snuson ¢
rubenpio CanyHOBa COOTHOCHICS M C NMYWIKHMHCKMM "ApnoHoMm". Tak,
cnoBa necH! B JeBATOM ynape, BUOMMO OTCHUIAIOINHNE K ITOMY BITUIONY
(" - Ilymur 3eneHasn peka, / M He crmacTu HaM uwexHoka"), conep>Kar
orchulKy K Ilymikuny: no Muenuio B.®d. Mapkoea, cnoBa "uenn" u "KopMm-
MK" MMeT B mupuke Ky3aMuHa yCTOHYMBBIE NMYIMIKMHCKHE ACCOLIMALIAM
(cm. Bramumup Mapkos, "[Io33ns Muxanna Kyamuna", M.A. KyaMmuH,
Co6panue ctuxos, T. 111, c. 363). B 3TOM OTHOILLIEHMH MHTEPECHO, UTO B
ITONR MOPCKOHM mporyinke DoykeH ObLl npuHATH yuacTtue Biok; bnok
BOCIIPHHAJI 3TY MCTOPHIO KaK CBOIO HECOCTOABUIYIOCA CMEPTh. DTH PaKTsl
c6imxaroT curyaunio rubemm CanyHoBa (rmpu Koropo# "most", Syabs To
Kyamun unu bnok, "Ha 6eper BbiGpouieH rpo3on”) ¢ MmucomMm o cMepTH
Mo3Ta, HEMOCPENCTBEHHO COOTHECEHHBIM C MMeHeM IlylnkuHa, KOTOpbIt
O6srroBast B KyJabType CepebpsaHoro seka (noapoSHee o6 3roM - HUXKe). O
peakuuu Brnoka cMm. M.3. Hommuckuit, HckyccrBo u Anexcanap baok
(Mocksa, 1985), cc. 254, 309.

Tema Hosoro roma B kyastype Cepe6GpsaHOro Beka nonpoOHO pac-
cMoTpeHa B crathe P.JI. TuMenuuk u np., cc. 237-238.

Cm. Malmstad c¢. 254. Cp. ctuxorBopenne Kysmnua "JIio60Bs uyxas
3ausena / ITox HoBoroaHeio 3seanow” (1921).

Cm. Tumenuuk u 1p., cc. 228-230; Malmstad and Shmakov, cc. 138-139.
CMm. TumMeHuMK M 1p., cc. 233-235.
H.5. MannemmntaMm, Bropas krnra (ITapux, 1972), c. 510.

Kak acuo u3 aBroOGuorpadpuueckoin sanucu KyamuHa, o6pa3 cecTpsl
AHHBI HEMOCPEACTBEHHO CBA3aH B €ro CO3HAHMM C TeMO# "NOOBHU H
cMeprn”: "Korna cecrpa yexana u3 Ilerep6ypra, s TOCKOBalI M XOTel
yMmeperh. Betise! S cTaHOBHMIICA HOUBIO HA IOJI, [MHUJ XOJIOAHYIO BOLY H,
HakoHel, 3a6oyen cTrpallHERAINKUM OHU(TEPUTOM BMECTE C HAPLIBOM B
ropie. JIBe Helle M, KaKk B KOLLIMape, S JIEXKaJl MEXAY >XH3HbLIO M CMEPTLIO
Ha KPOBaTH Or POMHON INOJX 3MMHUM UIEJIKOBBIM OACAJIOM, BHILIMTOM B
MoHacrTbIpe. JIexan, kak Ha Karacpaike, MOJIOH CTPaHHLIX CHOB!" (UMTHPYIO
no: Malmstad, c. 24).

Ibid., c. 20-21.

B TOM >e NHUCbME 3aKNIOUEHO OMMCAHMUE NEpBON BCTpeuu pebeHka-
Ky3muHa ¢ My3bikoit (onepoit): "... s CTOIO 3a TAXENOH NOpPThHEPOIA,
yTOOBI MEHSA HE BEJIM CIIaTh, ¥ CIYyLIAI0, CAYWaw... JIyHa Tak cTpaHHO ApKO
CBeTHUT, BAAaNM CTYYHMT CTOPOX, MNONOCA CBETA U3 COCEOHENH KOMHATBI
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23

24

25

26

27

28

JIOXKHUTCA Ha IOJ, roJIoCa BAAJTHM CIMINCh B HESACHBIA I'yJl, YaChl TUKAIOT
HEEeCTEeCTBEHHO IN'POMKO, Kak cepaue...” (uMTrupyo no: Malmstad, cc. 21-22).
IlpencraBnsaercs BO3MO>KHBIM, UTO 3Ta aBTOOMOrpacpuueckas 3aMeTKa
JIlerjyia B OCHOBY 3aKJIIOUMTEJILHON 4acTH ornepHo# cueHsl B IlepBoM ymape:
MOJIYMPaK B T€aTpe, 3AJIMTOM CBETOM JIYHbI, HENPEPLIBHEIN "JIErkuit CTyK
BHYTpHu" (B "®openu" cTyk cepaua cmemmuBaercs ¢ 60eM 4acoB; B aBTO-
6uorpachuueCKOM IMUCBME - C TUKAHBEM 4acoB). Yka3aHo b. I"'acrmapoBrmm.

Ha 3ty neram mue ykasana M.B. PosaHoBa.

Ykazano I'.I'. IlimakoBemm. ABTOp rayboko npusHarenes I.I'. llImakoBy
32 MHOT'M€ LIEHHbIE YKAa3aHUS M COBETHI.

CwMm., Hanpumep, Malmstad and Shmakov, cc. 142, 159-160. Ha HekoTopkie
U3 MpeRNaraeMaIX MHON NMYWKHWHCKMX TMOXTEKCTOB MHe yka3ain b.
"acnapos.

OTPOK MMIIBEL, OTPOK HEXCHBIMN, He 6orocsa s Hacmellex -

He cTuiauch, HaBeK THI MOI; M-k caBOMIMCH MeX COﬁOﬁ,

ToTr >e B HAC OrOHb MATEXKHbIHA, M-&1 TOUB-B-TOUL OBOMHONA Opeluex
YK HU3HBIO MBI XCUBEM OIHOMA. Ilox exuHON CKOpINyMoOM.

XapakTepHbIM CBUACTENLCTBOM 6JIM30CTH 3TUX MY IWKHHCKHX CTPOK CTHIIIO
¥ noatnke KyamuHa aBnsercs 3nu3on ominbouHoit arpubyuum Ilyin-
kuHa - Ky3MmuHy, caenaHHo# nymkuHACTOM ThiHAHOBBIM: "B omHoO#
JIATEPaTYPHO! KOMIaHUM MrpasM "B CTUXU'. ... THIHAHOBY 3araganu:
Otpok MUNbIA, OTPOK HEXHBIN,
He cTeiancs, HaBek ToI MOTA...
TrHAHOB nepe6n:
-Hy, 3ro, koneuno, Ky3smun..." (P.[i. TuMeHuuk, "TbIHAHOB ¥ HEKOTOPBIE
TEHAEHUMH 3CTETHUUEeCKOA MbIcAM 1910-x ronom”. B: TeiHanHoBcku#i
cboprmk. Bropsle ToIHAHOBCKHE yTeHHA. Pura, 1986, c. 69).

B.®. MapkoB onmncan 31oT 3¢hdexkT B npuMeHeHHn K aupuke KyamuHa;
cM. Mapkos, c. 362.

CMm., Hanpumep, BeicKaseiBaHMe B.M. 2KupmyHckoro B cratbe "Ilpe-
ononepune cumBonusm” (1910): "Ero uasickaHHasA npocToTa B BRIGOpE U
COEAMHEHMH CIIOB €CTh CO3HATENBHOE UCKYCCTBO MIIM HEMOCPpEe ACTBEHHBINA
XY HO>XECTBEHHbIA AP, KOTOPLIA IEJaeT COBPEMEHHOI 0O M03Ta YYEHUKOM
IIymxuua” (B.2KnpmyHckuit, Borrpocsr reopmum nureparypst (Jlenunrpan,
1928, c. 280). Cepreit ConoBbeB, B peLICH3UH Ha nepBet c6opHuK Kys-
muHa "Cern" nucan o "nyKMHCKON UrpuBocT” ctxoB Kyamuna (Becsr
6 /1908/ c. 69). CozHaremHas opueHTaumns Kpyra Ky3aMuHa Ha NyImKHHC-
KYIO 30Xy IMPOSBHIIACh B COOTHECEHMH NPY>XECKHUX MOITHUYECKUX KPYIK-
KOB C Ap3amMacCckum OpaTCTBOM M NMYWIKKUHCKUM Kpyrom 1830-x ronos.

79



00063145

29

Tax, ueHb1 Kpy>kKa BOKpyr Bsau. MBaHoBa, Bkimovuas Ky3muHa, nomo6Ho
Ap3amacilaM, HOCMIIM NMPO3BMINA; pefakuus “ArmnoJuioHa" B KPY>XKOBOM
A3BIKE MMEHOBAJIACh "IHOM Ha Moiike" - sBHas OTCBHUIKA K MOCIEIHEMY
xkummy Ilymikuna (aroTt dhakT O6BIrpaIBaNCS B 3MUrpaMMax M WIyTOY-
HBIX CTHXax 3Toro kpyra). CyiecTsoBana ¥ Tpaauuusa 'MpUMepUBaHUa"
pomm IlywkuHa, T.e. "neporo nosra"”, k o6pazam noaros CepeGpsHoro
Beka. KyamuH 6b11 OmHMM M3 riuaBHBIX "KaHAMOaToB". Tak BHELIHOCTHL
Ky3muHa ocMeicnanach kak "nymkuHckas". Tunuuneot o6pas Kyamuna
BOcrnpou3BeneH B MeMyapax ['eoprus HBanoma: "M BHEIIHOCTH NMoOUYTH
ypOIIIMBas U OYapoBaTenbHas. ManeHsKHil pocT, CMyrias KoXa, pacrac-
TaHHbIE 3aBUTKH Ha 16y..." (Ilerep6yprckue 3nmsi f[Tlapux, 1928/, c. 131).
O6a3aTenbHBIM KOMITOHEHTOM o6pa3a KysmuHa GuiiM OrpoMHBIE, MIpe-
KpacHble riaa3a. Bce aTh uepThl - cMyrnas Ko><a, BbIOLIHECS BOJIOCHI,
MAaJIEHBKMI pOCT, "y AMBHUTENbHbIE", "HEOOGbIKHOBEHHLIE", "BEIMKONENHbIE"
ria3sa, a Tak>xe obiee Brie4yaTjieHHE COYETAHUSA YPOMLIMBOCTH U O4apOBa-
TEJILHOCTHU - BXOASAT B TPANXUMLMOHHBIR 06iuK [TylnkuHa, 3anevarieHHbIN
MHOI'MMHM MEMyapucTaMH. XapaKTEpHbI# MPUMEP TAaKOrO OTOX XECTBIIE-
Husa Kysmuna ¢ [lymkuHbiM - ouepk Mapunsbl LiBeraeBoil "Heanewnnii
Beuep"”. OcHOBHas yepTa B LBETaeBCKOM noprpere Ky3aMuHa - CMyrjocTs
Ko>XH ("Ma3p"): "PoBHas, npouHas, TeMHO-KOpUYHEBas, MaBpOBa, MyJa-
TOBa, rocrnono-6orosa [Ma3ss].. Ho U3 3roro xogefHOro UbIraHCKOIro
HaBapa, 3arapa, MIEeT Ha MEHS Ipyroe ponHoe cusHue: cepebpo?” (M.
LiseraeBa, M30pantas npo3a, 1.2 /Heio Mopk, 1979/, c. 132). Mue npen-
CTaBJIAETCA, UTO B DTOM OIMMMCAaHMH MOJApa3yMeBaeTca CooTHeceHue Kys-
muHa ¢ IlymkuneiM: Ky3MuH npencraBieH kak MaBp (MyJaT, LbIraH)
CepebpsaHoro Beka rerep6yprckoit nmossuu, rno aHanoruu ¢ [TyumkKuHeM -
MmaBpoMm 3onotoro Beka. JIpyroit COBpeMeHHMK, XyHOXHUK B. Muna-
ILIEBCKHUHA, B BOCIIOMMHAHUAX, OTHOCAINMXCA K Mao 1921 rona (T.e. nocne
3HAMEHHMTOro I6UIEeNHOro 3acenaHHus, MOCBALUIEHHOrO TOIOBIIMHE
rubenu Ilymkuna), oroaur Kysmuny pons apyra Ilymkuna, 2Kykos-
ckoro, a ponbs camoro IlymkuHa nocraercs bBnoky: "BO3MOXHO MHe
Ka3aJIoCh UTO Beernxa 6ynyr tuxo 6ecenoBars brnok M Kyamun... [lymkun
n Kykosckuit..." (B. Munamesckuii, "B nome Ha Moiike. U3 3anucok
xynoxHuka", 3sesna 12 /1970/ c. 201). (Accounauns KysmuH - XKykos-
CKMHA MOTHMBHMpPOBaHa ¥ TeM, uto Ky3amMuH nan uukny cruxoB 1910-1911 rr.
"I[Ipnmep Bm0O6NEHHBIM" MON3aronoBoK "CTHUXK IUIA HEMHOTIHUX".)

IIpo6nema cootHecenus 3osnotoro n CepeGpsiHOro BeKa M MpeIcTas-
JIEHUA O "CTOJIETHEM BO3BpalleHun" nocrapiicHa B ctathe KO.U. JleBuHa u
np., c. 48. DToit npobneme Owina noceBsauieHa KoHgepeHUMA, TPOXONMUB-
wasa B mae 1987 roma B University of California, Berkeley. Cm., B 4acr-
HOCTH, MOIO ¢TaThIO "IlyiIKMH B XH3HHU uenoBeka Cepe6GpsaHoro Beka”, B
KOTOPOH 006CY>KIaeTcs poJib "MYIIKHMHUAHCTBA" B 6MOrpachuuecKknux Mu-
dax monen CepebGpsaHoro Beka, B: Boris Gasparov and Robert P. Hughes,
eds. From the Golden Age to the Silver: The Image of the Pushkin Era in the
Cultural Mythology of Russian Modemism (8 nevarn).
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31

32

33

34

Mud o cMepTM No3Ta MOJYYMI OTUETNNBYIO hOopMyIHpoBKY B "OxpaH-
Hoit rpamore” b. IlacrepHaxka (1930; cMm. rnasy 14), a Tak>XKe B CTaTbiX
Pomana fIxo6cona "O moxoneHum, pactparmsiieM CBOMX no3ToB” M 1.
CasaTononka-Mupckoro "lIse cmepru: 1837-1930", pomeninux B KHUry
Cmeprs Bnanumupa Maskosckoro (bepiaun, 1931). Cm. 06 stom JI.
Oneitinmad, bopuc IMNacreprax B asaauatsie roasi (Miinchen, 1981), cc.
303-305 u ero "O rubGenn MaskoBckoro kak JmreparypHom chakre"”
Slavica Hierosolymitana 4 ( 1979), c. 127.

B Tevenuu 1926 u 1927 rona (HakaHyHe 106Mnes) MaTEpHaNbl O OY3JIH H
cMepTty IlyimkuHa MOABASINCE B MEYATH MOYTH €XEMECAUHO, OT COJMA-~
HBIX HAaYUYHBIX H3JaHMA RO MaccoBoit 6ubinuorexkn "OroxHbka"; B
nepuMonuueckux usanmanmax or "KpacHoit HuBeI" M "KpacHo#t HOBH" mo
jopunnueckoro oprada "Cyn uaer" (HaneuaTapliero BOEHHO-CyneSHoe
neno Jlanreca no nosoay ero nysmu ¢ IlymkuHemMm), no "BeuepHent
Mocksbl". Ocoboe 3Hauenne umen kamuranbHeld Tpyn IL.E. Illeronesa
"Oysap u cmeprs IlymkuHa" (nepsoe uamanue - 1916, sTopoe - 1917,
TpeThe - 1928). B 3TH ronsl Bbllies HECKOMLKUMU U3JAHUAMHU MOHYMEH-
TaJbHLOA CBOX MEMYApHBIX CBUAETEMLCTB O XXn3HH [lymkuna, B.B. Bepe-
caeB "[lymkun B >xxu3un” (nnepsoe namauue - 1926, sropoe (mBa>xasl) -
1927, Tperse - 1928). B 1927 rony Bbllien OTAENLHBEI BBHIMTYCK 3TOrO
TpyZa, CIEUMANIbHO MOCBALICHHBIA MOCNENHEMY TONY >XKM3HM I1O3TA,
"Iysne u cMepth IlylmIKMHA: CHMCTEMAaTHMUYECKMHA CBOA MOMIMHHBIX
CBHMAETENLCTB COBPEMEHHMKOB". 3HakOMCTBO Ky3MMHa C ITHMH U3NAaHU-
AMH HE MOIJIEXHUT HUKAKOMY COMHEHMIO. MHorue nosrel CepebpsiHoro
Beka, 6m3kne k Kyamuny, o6pawanuce Kk teme rubemm IlymkunHa, nmpu-
YeM MYIIKMHUCTHUKA HAMOJHANACh NPHU 3TOM aBToOmorpacdhuueckum mare-
pHanoM, a asToGHorpacdus CTPOMIIACH 33 CHET "NMPUMEPUBAHUA" K CBOEH
cynb6e o6CTOATENLCTB >XU3HM M CMepTH [lymiknHa. B 3TOM OTHOIIEHHH
oueHb xapaktepeH "Moi Ilymkun" Mapunsl LlBeTaeBoit (1937), a Taxkke
craTbM AHHBI AxmaToBo#it "I'mbenb IlymkuHa" u "Anekcangpuna" (oHu
MOATrOTOBIANUCE B TeueHUH 20-X ronos). Cyl1ecTBOBAJIM M JIMYHbIE CBA3U
MEXIY MosTaMM M NMYUIKMHUCTAMM; TakK, B ABailaThie roasl AXMaroBsa
6bina npy>cHa ¢ xKeHoil Illeronesa, onHON M3 3HAMEHHTBIX neTeplypr-
CKHX "KpacaBull". UMeHHO Ha 3TOM ¢hoHe cnenyer paccMaTpMBaTh Myl-
KHMHCKHE MOTHUBBI B 6uorpadpuueckom muce Kyamuna u B Texcre "Po-

penu".
M. Kyamumn, Ilpoza, 1. V (bepxim, 1985), cc. 16-17.

Cm. A.C. IlymuxuH B BOCIIOMMHAHHAX COBpeMeHHHKOB, T. 2 (Mocksa,
1974), c. 313.

Cm. B.B. Bepecaes, ITywksn B xu3nu, T. 2 (Mocksa, 1936), c. 128.
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35

36

37

38

39

40

Cm. TumeHuuk M 1np. , ¢. 268. B "Ilosme 6e3 reposa” AxmarToBoit K
I'ne6oBoi-CyneitixuHolt o6paleHs! cnoBa: "30JI0TOro BeKa BUACHBE..."

Cwm. Bepecaes, ¢. 291.

OnMH M3 BO3MOXHBIX HCTOYHMKOB 3UMHero neitsaxa B IlepBoMm BCTyn-
JIEHUM - 3HamMeHuTas KapruHa Haymonsa "JIyaas Ilymkuua ¢ Janrecom”
(1885), xkoropas chopMHupOBanNa 3pUTENbHBIA 06pa3 MysiaM IUIA MHOTHX
coppemMeHHUKOB Kyamuna. Ha »Toft xapTHHEe HM306paXceHb! M TYCKIOe
3uMHee He60, ¥ TEHH MPOJIETAIOUIMX TTTHUL, M JaXKe KPECTbAHMH (Ky4ep B
KPeCTbAHCKOM OnexXne) C CaHAMH, CTOAWMIA Ha nbny. CBHMIETENBCTBO
CHMMBOJIMYECKON POJIM 3TON KAapTHHBEI colep>Xurcsa B "Moit Ilymnkun”
IlseTaeBoii: "... KapTHHA B cniansHe MaTepy - [lysns. CHer, 4epHbIe NMPYThA
nepeBell, IBOE YEPHBIX JIIONEH MPOBOASAT TPETLErO, MOI MBILIKH, K CAHAM,
a elre OIMH, APyro#, cnuHoM orxonuT. ¥ Bonumenit - Ilymkuu, orxons-
mmit - Jawrac. Janrac Bor3ean [lylikuHa Ha nysis, TO €CTh 3aMaHUI €ro
Ha CHEer M TaMm, MeXIy YepHbIX 6e3MUCTHIX nepesell, youi. Ilepsoe, uTo s
y3Hana o [lywkune, 310 - uro ero y6um. Ilorom s y3Hana, yto Ilymkux
- no3T, a laurac - ¢ppaHuys.... O 'oHuapoBOK HEe YMOMMHANOCHL BOBCE, H
A 0 Hell y3HaNa TOJLKO B3pociioif. 2JKH3Hb CITyCcTs ropsdyo NPUBETCTBYIO
TaKoe yMOJIlYaHMe MaTepyu. MeinaHckas Tpareaus obperana BEJIMYHE MAU-
da" (Lseraesa, ITpo3a (Heio Hopk, 1953), c. 284). ¥kazano B. I'acnapo-
BhIM.,

Ormeueno B npumeuannsnx k Cobpanuio crthxos Kyamuna (. Manmcran
u B.®. Mapkos).

Dra cTpouKka ABHO orchlnaer Kk MeMyapam B.A. Comnory6a: "Haine o6-
LIIECTBO TaK €lle YCTPOEHO, UTO BeNuuaiiouil Xxyno>XHUK 6e3 unHa craHo-
BUTCA B O(PpMUMANBEHOM MHMpEe HHMXKe nocnenHero nmucapa. Korma npu
pa3be3nax kpuuanu: "Kapery Ilymkuna!" - "Kakoro ITywkuna?" -
"Coumnurensa!"” - [IymkuH obuxancs...". 3ToT OTPLIBOK BOLIEN B KHHUI'Y
Bepecaena "IlymxkuH B )ku3HH". Yka3aHo b. ["acnapoBemm.

Cm. TuMeHuMK 1 1p., cc. 243-244,

41 Bepecaes, c. 334.
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Bbopuc I'acnapos

EIIIE PA3 O IIPEKPACHOHA SACHOCTH:
O9CTETHKA M. KY3MHHA B 3EPKAIJIE EE
CHMBOIIMYECKOI'O BOILUIOIIEHHUA B IIODME
"®OPEJIb PABBHUBAET JIEX"

Crates Kyamuna "O npekpacHoit sCHOCTH. 3aMeTKH O npo3e’”, MosABMUB-
wasncsa B 4-M Homepe "AnosoHa” B sHBape 1910 roma, BOCMpUHUMAIIACh U
COBPEMEHHMKAMH, M 1O03aHeHMIMMHY HccaenoBaTtensamyu Cepe6psAaHOro Beka
KaK KYJIbTYPHBIA NOKYMEHT OOJBUIOIO 3HAUECHMUS, 3aKNMIOYaBUIMi B cebe
Ba>XKHYIO anbTEPHATHUBY CUMBOJIUCTCKOM 3CTeTHKE. ONHAKO YCTAaHOBHUTDH C
MOJIHOM OMNpeleIEeHHOCTHIO 3CTETUUECKYIO NMOo3ULMI0 Ky3MuHa OKa3bIBaeTcCA
HEJIerKo: ero NporpaMMHas CTaTbA HApOUMTO JHUileHa sMda3, KaTeropuue-
CKMX YTBEPXIECHMHM, OPaTOPCKOH HHTOHAUMM, OHA HANMCaHA B JIErKO#,
"CKOMb3ALIEH" M YCKOIB3AIOUIEH MaHEpe, KOTOpas cama no cebe ABIsAeT MHO-
rO3HAYHTENbHBIA KOHTPACT C MECCMAHUCTHMUYECKUM NachoCcoM, CTONb THUNUY-
HBIM KaK Ul CMMBOJMCTCKMUX "OTKPOBEHMH", TaK U OJNA MMOCT-CMMBOJIUCT-
cKkMX "MaHudgecToB". AHTMCMMBOJIIMCTCKAsA HaIpaBJIeHHOCTb 3CTETHKM "KIa-
pu3Ma" HUr e He 3asaBigeT 0 cebe npsAMo (eCIM He CUMTATh OCTOPOXHO He-
raTMBHOM oueHkKM ctuns A. benoro), a Bripakaercs cpeacrsamMy " HoMallHen
CEeMAaHTHUKK"' - Hamekamu, rnepudpasamu, anmo3uAMMU (BIIPOUEM, BIIOJIHE
MpO3payHbBIMK AJS MOCBAIIEHHOro yuraTtensa).! Ho U mo3uTuBHbIL Haean
"NpeKpacHOM ACHOCTH", NCMOBENYEMbIA aBTOPOM, NAJIEK OT OUYEBUIHOCTH;
€ro CMBICI TO M JI€JI0 YCKOJIL3A€ET, PaCTBOPAACH B YTBEPXKJICHUAX M IpUMeEpaXx,
KOTOpbIC, Ha MEPBbLIA B3rjisl, ABHO MPOTUBOpeYaT OPyr Apyry. Yurarens,
FOTOBBIA OTOXAECTBUThH KIAapuU3M ¢ 6aHanbHON "CTpOoMHOCTHIO" U "rapmo-
HMUYHOCTLIO" (B INyXe KaHOHHM3MPOBAHHOIO LIKOJLHOro o6pasa Ilymkuna
WM aHTUYHOCTH), C HELOYMEHHUEM OOHAPYXKUT, UTO IMOHATHUE MPEKPACHOMH
SICHOCTH BKJIIouaeT B cebsa u cka3 JleckoBa (Ho He Pemu3osa unu benoro), u
HApOYMTO CTHINU3OBAHYIO MaHepy "OrheHHoro aHrena" BpiocoBa, U "CMyT-
HbIE ¥ MpauHble BeIMbBICHBI", "npuuynmuBsie hanraszumn” IN'opmana u Darapa
ITo.2

OnHaKO CMBICT 3CTETHYECKUX BO33peHU Ky3amuHa nenaercs Gomnee sAc-
HbIM ¥ COBCEM HE NMPOTHUBOPEUMUBBLIM, €CJIM YUTATh €0 CTAaThK) TAK, KaK OHA
HalmucaHa: He UCKaTh B HEHl TMPAMBIX YTBEPXXIEHMIA, a CTPEMUTLCS OOHADPY-
>XHUTb 06 pa3Hbie Mapaulesii ¥ NMPOTHUBONOCTABJIIEHU A, B KOTOPBLIX BbIpa>kaeTcs
HENPAMBIM, CHMBOJIMUECKUM ¥ OTNOCPEIOBAHHBIM IMYTEM TO, UTO XOUET CKa-
3aTh aBTOP.

Takon cnoco6® BbipaXkeHUsa ropa3no 6onbine CBOMCTBEHEH MO33UM, He-
>XKEJIM X)KaHpy "3aMeToK O npo3se’. MO>XXHO NMO3ITOMY YTBEP>KIaTh, YTO OCMBbI-
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CJICHHOE MpOYTEHUE 3CTETHUECKON aexnapauuy Ky3muHa QOMKHO OCYIeCT-
BAATbCA Ha hoHe ero TBOpUecTBa (B MEPBYIO OYEpends, MMOITHYECKOro). B
ITOM OTHOLUEHHH OCOGEHHYIO Ba>XKHOCTb IMPEeACTABIAET nosMa "Popens pas3-
6uBaet nen" (1927) - camoe 3HAYHUTENLHOE U3 MO3NHUX NMpou3BencHuN Kys-
mMuHa. ConoMoxKeHne 3TUX ABYX TEKCTOB, CTOALIMX B UCXOME HBYX BaXHBIX
KYJBTYPHBIX 30X (CMMBONM3MA U KyJbTyphl 1920-x romoB), pacCMOTpEHHE
MX BO B3aMMHOM "3€pKaJIbHOM" OTPa>keHMM MO3BOJIAET OBOraTuTs Halle
MOHMMAHHUE KaX Noro U3 HUX. B cratbe Ky3amMuHa Takas NpoeKUMs BLICBE-
umBaeT 06pa3HbIe AEMEHTBI, CUMBOJIMUECKAA LIEHHOCTh KOTOPLIX BbIpabaThbi-
BajlaCh Ha MPOTAXEHUM BCEro ero TBOPUECKOro NMyTHU M Hamia Hauboiee
KOHILIEHTPUPOBAHHOE, MTOIOBOE BOIUIOILNEHHE B MO3ME; B TO € BpeMs Ta-
KOIl yroja 3peHus MO3BOJAET yBMIETh B of6pa3ax NMOaMbl, Ka3anock Obl,
MHTUMHO-JIMPHYECKMX, BOIJIOIIEHHBIA B HUX 6oJiee aGCTPaKTHBIA 3CTETUYE-
CKMA ¥ MeTapU3UYECKHNA CMBICIL.

1. B nosme "®opens pazbupaer sen" HeoOGbIYalHO MHOroo6pas3sHyio u
MHOT'OCMBICJIEHHYI0 pa3pabGoTKy MOJIy4aloT MOTMBBI, MPEINCTaBIAAOLINE
MPUHLIMITHATILHBIA UHTEPEC IUIA MTOHMMAHMA NosThvueckoro Mupa Kysmuna s
uesnoM. PaccMOTpUM 3TH MOTHBBLI C HEOGXOXMMOM NMOAPOGHOCTHIO, C TEM
yTOGHBI B HaJbHENIIEM MMETH BO3MOXKHOCThH MPOCLIMPOBATE UX CUMBOJIHYE-
CKoOe 3Ha4YeHHe Ha GoJiee aGcTpakTHbIE Kareropuu acteTky KyamuHa.

1.1. "Tlepssrit ynap" (nepBas rjaBa MOsMbI) HAUMHAETCA C OTCBUIKH K Bar-
HepoBCcKOoMY "Tpucrany":

Crosanu xonona, u men "Tpucran”.
B opkecTpe neno paHeHOE MOpE,
BeneHuiit Kpa#k 3a napom rony6sm. (11)3

ITocnenHsAs cTpoKa 3akniouaeT B cebe npsamyio nepudpa3y cinoB Tpucrana
n3 [ akra:

Wo dort die griinen Fluren
dem Blick noch blau sich firben «...»4

JaHHLIA MOOTEKCT HEMENJICHHO BBOIMT YMTATeNs B OXHMH M3 LIEHTPAJb-
HbIX JIEATMOTHBOB IO3MbBI: MOTHB YCTPEMIIEHUS B OTHAJICHHYIO CTPaHy, IO-
CTHXEHHE KOTOPO CUMBOJIM3NUPYET coeiuHeHue B no68Hu. CHMBOIMYECKas
(eJb Ha3BaHa "3eJIEHbIM KpaeM", uTo MOAUEpKHUBaeT ee abCONIOTHYIO N3Ha-
YaJILHOCTB. DTa CTpaHa abCoNIOTa OTAENIEHA OT YCTPEMIIEHHOT O K He# Cy6beK-
Ta nperpagoi - MopeM M rony6oit npIMKON (Maes mperpanbl, OTCYTCTBYIO-
uiast y BarHepa, NosiBNsAETCA B pe3yJIbTaTe NErkoro uameHeHus Ky3aMuHbM
BarHEPOBCKOI0 UCTOYHMKA).
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O6pa3s! "Tpucrana" npuHOCAT ¢ CO60 aCCOLIMALINM C KEJLTCKMM MHUPOM -
MUPOM, HAXOAAIMMMCSA Ha CEeBEpo-3arnaiHoW okpauHe EBpornel M B 3TOM
CMBICJIE TOJNSIHBIM M "MpenenbHbBIM” MO OTHOIIEHHMKD, C OOHON CTOPOHBI, K
Cpenn3eMHOMOPLIO (MUPY KJIACCHYECKOM aHTHYHOCTH), M ¢ npyro# - K Poc-
cum (IlerepGypry). DTa TMHUA aCCOLIMALIAM TYT K€ HaXOMMT MMPOMOJIKEHHUE B
o6 pa3e ewme 6osee OTAANEHHDBIX, YK€ HECOMHEHHO "INMpeNeNbHbLIX" 3eMeb:

51 6bUT Ha CITMPHUTHYECKOM CeaHCce,

XoT1s He MOOIKO CTUPHUTOB, U KA3aJCs
MHe >XaITKuM MeIUYM - 3a6UThIH uex.

B mMpokoe okHO ymica ¢cBoSOnHO
[ony6oBaTbLi NegeHALNMIA CBET,

JIyHa kak 6ynTo ¢ cerepa cBeTMnA:
Hcnaumusa, M'pennanaus u Ty,
3eneHsbnt Kpait 3a napoM rony6sm...(11)

Ultima Thule saBnser co6oit o6pa3 npocTpaHCTBEHHOro abcomioTa; Io-
cleAHEeR peanbHO HOCTMXMMOMN (rpenenbHONM) 3emiueit mepen 3TuM abco-
JNIOTOM OKa3siBaeTcs I'peHnanams - "3eneHas cTrpaHa”; B CBOIO OUYepelb,
I'pennannuu npenne>xur Ucnannmsa - "nenganas crpana”. Iocnennuin o6pas
npencrtasisier coboit He UTO MHOEe Kak BapuaHT rony6oit (B JaHHOM ciyyae
"nemaHoi”) mperpansl, nexamed MeX1y "3eJeHbIM KpaeM" M MOCIOCTOPOH-
HUM MHUPOM. B 3TOM CIIMPUTHUECKOM COEOMHEHMH pPeajibHOrO M IMOTYCTO-
POHHEr O MMPOB B ponM "Meauyma" BeICTymnaeT "uex" (o BCei BEPOATHOCTH,
9.0. Hanpasuuk, OniBuiM#i aupm>xepom MapuuHckoro teatpa B 1900-x -
Hauane 1910-x rr.3) - B MONHOM COOTBETCTBMM C TPAAMIMOHHLIM NPEICTAB-
JIEHMEM O 3aMajHbIX ClaBsHaX KaK O MOCPEACTBYIOLIEM, ITPOMEXXYTOUHOM
MUPE MEXAY IBYMS KyJbTYpPHbIMM noniocamMy - Poccueit u 3anmagom.

Eme oanmm BapuaHToM ronyGoit 3aBechl, CKBO3b KOTOPY K JIMPUUECKOMY
repoio MO3Mbl ABNAETCA 00pa3 3EJIEHOr o Kpas, MPEACTAaeT B 3TOM 3MHU301AE
CBET JIYHbBI; SMTUTETHI "rony6oBaThIi, JEACHAUIMA" NeNal0T CBA3bL MEX Y BCe-
MH BapMaHTaM¥ MOTHBA BIIOJIHE OUEeBUOHOMNA. JIyHa, B CBOIO Oyepens, BLICTY-
MaeT B Ka4eCTBE CHMMBOJIA XXEHCKOro Havana (Ha OCHOBAaHMHU TPanUIIMOHHOM
MHUONO3TUUECKON accouMalM). DTOT HOBLIA BapuaHT "nperpansl” BoMio-
1HaeTCA B TOM XK€ anu3one B (purype He3HAKOMOR KpacaBMLbI, JIENTMO-
THBHbLIM aTpUOYTOM KOTOPOM OKa3bIBaETCA '>KEMUYIXKHOE MiIeuo’

Tenepp oHa BHUMATENBLHO ¥ CKPOMHO
Cnenuna 3a cMepTensHO I0G0BLIO,

He nonpasnssa anoro nuarouka,

UTo crion3 y Helt ¢ XKeMUY>XKHOr O fieya,
He 3ameuas, uto 3a Hell ynopHO

Cnenst U3 3ana MHOrme GMHOKIIN...
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A ue 6bL1 ¢ HEM 3HAKOM, HO BCE CMOTPpEJ
Ha nonympax nycroit, ka3anocs, 10XH... (11)

Y nomyHaHMe TeaTpaibHbX OMHOKIIEH YCUIIMBAET CEMAHTHKY YCTPEMIIEHHUSA
BOajh, KOTOpas NOMMHHUPYET BO BCEM 3TOM 3MH300€e. 10 O06CTOATENLCTBO,
YTO repoi "He 3HAKOM" C KpacaBHUeH, accoummnpyer ee ¢ 6iokosckoit He-
3HAKOMKOH - 3TMM MapaaurMaTuuecKMM obpa3oM ycTpeMJIeHMs K 3amnpe-
OeNbHOMY abCoNIoTy B KYJbTYpPE CHMBOJHM3MA; IaHHAs ajlO3Us HMMeEeT
Ba>XHbI MOJMEMHUYECKHUI CMBICH, KTOPbI CTAHET SICEH B XOI€ HaJIbHEHUIEro
aHaIM3a.

O6paszer "TpucraHa", 3anpenesbHbBIX 3€EMeNb ¥ "HE3HAKOMKHN" MOIAroTaB-
JIMBAIOT KYJLMHAHALMIO MEPBOHA I'JIABHI - NMEPBYIO BCTPEUY JIMPUUECKOIO repos
C TeM, KOro OH B JaJlbHelneM OyneTr Ha3biBaTh CBOMM "OpaTtoM" M "Onus-
HeloMm":

A nerkmii CTyK BHYTpM HE IpepbIBaicCH,
Kak 6ynxro psiba 66eT XBOCTOM O JEdl...

A BcTaun, waTaAch, Kak CIernoi JyHaTHK,
Hoiuen mo aBepH... Bapyr oHa oTxXpbLIaAC...
M3 aBaHIO>KH BhILLIEN UENOBEK

Jler nBaguaTH, C 3€JICHBIMM I'JIa3aMH;
MeHs oH npuHan 6ynTo 3a gpyroro,
IToxcan MHe pyKy M CKa3al: «[TOKYpHM!»
Kak cunpHO pyiba ABMHY A XBOCTOM!
beaBonue - npennsepse BeICLIEH BOM!
INocnenun# cThIO M NMOJHOE 651a>KEHCTBO!
3eneHst Kpait 3a napomM ronybem! (12)

"3enensie rnaza"’ BoruowmamT B ceGe o6pa3 "seneHoro kpas', mOCTH-
>KE€HUE KOTOPOro MEPEXMUBACTCH IEPOEM KaK HOCTHXKEHHE MOCIEAHEro npe-
ena, B KOTOPOM CIMBAIOTCA MOJAPHbIE COCTOAHUA ("nMocnemHUR CTeia U
nosHoe 6naxeHcTBo"). CnoBa TpucTaHa, CBET JIYHBI, HE3HAKOMKA C €€ ">KEM-
YY>KHBIM IJIEYOM", BULICHHE 3aANPEAECILHBIX JIEAAHBIX 3€EMENb, NaXe AHBAP-
ckue "xononma" (mencteue "TlepBoro ymapa" mpouMCXOOUT B NMEPBOM MeECALE
rona) - Bce 310 ObUIM Nperpaasl-MEINMyMbl, ITPOXOXXAEHHME UEpe3 KOTOphIE
NMPUBOIMT repos K abcomoTy "3eneHoro kpas'. B Ky 1bMHMHAUIMOHHON CLeHe
K 3TOM nmapamurme no6aBiasioTcs eule asa obpa3a: peiba, cTpemsAlllad pas-
6uts nen,’ u nbM nanupocs! (COBMECTHOE KYpPeHUe Kak NMpenioaus BO3HM-
Kalouwe# MHTUMHOCTH).

HJansHeiilee pa3BepThIBAHWE MO3MbI MOIKPEINAeT 3HAUEHUE MOTHBOB,
BBEJECHHBIX B MepPBO# riase, H eule 6oyee pacIIMpAET MOTUBHYIO NMapaaurmMy
32 CYET BBEJEHHMA LEJIOro psAla HOBbIX BapuaHTtoB. Bo "BTOpOoM ynape"
OMMCAaHA HOBAasA BCTpeua ABYX repoeB (MM MPOHOJKEHHUE NMEPBOH BCTPEUH).
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OHa npoucxXoauT B IOME BTOPOro repos, a 3ateM B KaGauke ("nokane"), Ha
doHe rycTo OYEpUEHHOr 0 TPAHCUIILBAHCKOrO KOJIopuTa. TpaHCHIbBaHCKHA
couleur 0603HaueH M OTCBUIKAMHM K MYIIKMHCKUM "llniraHam", u 3Hakamm
KaTOJNMYECKOro U homknopHo-muconornyeckoro Mmupa CesepHbrx Bankan,
M, FIaBHOE, MHOTMOUMCIICHHBIMM KIIMIIE JIMTEPATYPHOM, KMHeEMaTorpacuue-
CKOI1, OMepeTOYHON "LIbIraHIIMHBL"

ITonocTs Tpennercs, AMBO-ITTHLA,
Buar nmonoswes - "raiina, Mapuua!"
Cron... 6exur ¢ choHapeM raiinyk...
BoT xakoe TBOE HOMOBbE:

CBeT ManOHHBI Y U3rOJIOBhLS

H nonkoBa xpaHMT nopor.

(...)

He 6oremMckux necos BAMIIUPOM -
CMepTHBIM 6paToM mpen LeNbIM MUPOM
Tesl Ha3BauICA, Tak 6yns xe 6Gpat! (12-13)

ITono6Ho xemsTckoi aype "TpucraHa", TPaHCHUIILBAHCKHIT KOJIOPUT BHOCHUT
o6pa3 npenenabHOM, OKPaMHHOMN, MONAPHO MPOTHUBOIMOJIOXKHOM 3EMIH, B
KOTOpOM o6uraer "6paT” JTUPHUUECKOrO repos, - NpeueibHOM, ONATL-TAKH, C
TOYKM 3PEHMA KaK aHTHMYHOTO I'PEKO-pPUMCKOro mMmpa, tak M Poccuu (Ile-
TepOypra). (3To HOBOE COMOJIOXKEHHE NBYX IMONSAPHBIX 3€MEJIb BHOBL BbI3bI-
BaeT o6pa3 Uexun - "60reMcKux JiecoB" - B KaU€CTBE MOCPEACTBYIOLIETO 3BE-
Ha MEXIY HUMH).

OTtMmeTHM, 4TO BTOpas BCTpeYa repoeB, Kak M nepsas, 0OCEHeHa MPUCYTCT-
BMEM XEHCKON (hurypsl. B naHHOM 3nu3one 3Ty NEHATMOTUBHYIO (PYHKLIHIO
BonyowaioT "Mapuua” M o6pa3ok MaJoHHBI € JIaMIano# y M3roNoBbLA
KpoBaTH (cp. B "[lepBoM ynape” HE3HAaKOMKY B NMONyMpaKe JIOXKH, OCBELlae-
MYI0 CBETOM TeaTpanbHOM nyHbl). UMs "Mapuua" HachleHO TPAaHCHUIILBaH-
CKMMHM aCCOLIMALMAMM - OT NMYIIKUHCKOHA "Mapuynsl” K0 repOMHU OMNEpPETTHI
Mmpe KansMmaHna; ans Halero aHaau3a oCOGeHHO Ba>KHa 3aJIOXKEHHAS B
3TOM MMEHH aCCOLIMAaTMBHO-3TUMOJIOTMYECKas CBA3b, C ONHOI CTOPOHHI, C
"MopeM", u ¢ npyroi - ¢ umeHeMm Mapuu (To ecTs ¢ Manonunoit). XKenckue
o6passl "Broporo ynapa" (Mapuua/ManoHHa) mpuHamIe>XXaT K Nnapaaurme
"rony6oit" nperpaarl-MenMyma, ONocpenyoileil Bcrpeuy nBsyx "GparTses”.

IIpeo6paskeHne "HE3HAKOMKH", ¢ OOHOA CTOPOHSLI, B "GnymHuuy" (dpu-
rypy H3 MHpa onepeTrroi-Kkabape), ¥ ¢ Apyroit - B ManoHHy, npeacraBiser
co60it He YTO MHOE KAaK THMITMUYHBIA CMBICJIOBOI XOX CHMMBOJMCTCKOM (610-
KOBCKO#) rnoaTtuky. Tem cambmm, noaBieHne o6pa3a ManoHHBI NponokaeT
JIMHUIO CKPBITO-MOJEMHUYECKUX OTCHIIOK K CHMMBOJM3MY, KoTopasa 6yner
roKa3saHa Huxe. BmecTte ¢ TeM, BkuloueHue ManoHHEI B MapaaiurMy BOIHOM-

87



00063145

JIEAAHON->XXEHCKON nperpansl YKa3blBaeT Ha TO, UTO B CUMBOJIMUECKON CUC-
Teme Ky3MnHa naHHas polib MMeeT He TOJIbKO HeraTuBHbIA xapakTtep. B ue-
JIOM, B MEPBLIX NBYX I'1aBax noaMmsl "ronybas” nperpana BLICTyNajga CKopee B
KayecTBE MEIMYMA, UEM B KaueCTBE IMPEMNATCTBUA. Takas TPaKTOBKA JaHHOIO
JNIEATMOTHBA COOTBETCTBYET OO111eil MO3UTUBHON TOHANLHOCTH MEPBLIX ABYX
"ynapoB". Kx comepxaHue kak Obl COCTABJSAET B COBOKYITHOCTH MEPBYIO,
MO3UTHUBHYIO (ha3y apXETUIMMUECKOrO CIOXKeTa: ‘BCTpeua--CMepTh/pasilyka--
BOCKpEeCEHNE/BOCCOE AIMHEHME .

IToBopoT k HeraTMBHON (ha3e IAHHOrO LIMKIMYECKOI'O CIOXETa Hame-
YaeTCs y>X€ B Hauane ciuenywoineit, I1I rimassr. MuHyBIIIEH HOUBIO HA3BAHHLIN
6par repos paspe3sain cebe pyKy, UYTOObI CKPENUTh COIO3 MEX 1y HUMHK oOMe-
HOM KpoBHU. Teneps ero paspesaHHas pyka obopaumBaeTCs aCHMMETpPHEN
"KpbUIbEB" - MapyCoOB rojulaHAaCcKoro 6oTuka (3TO OBELIECTBIECHHOE CBUIE-
TeNbCTBO (PAaHTACMAropUuECKUX IMPOUCIIECTBUIA MUHYBLIEH HOUM NMpPENCTaB-
naeT coOON TUIMUUHLIN CIOXETHBIA X0 paccKa3a 06 060pOTHAX-BAMITHPAX):

Kak Hego6uToe Kpsino,

Bucur Monens: ronnaHiackuit 60TUK.
OpaHkepeitHoe CBETIIO

B crekne nono6Hbix 6MbGimoTek.
BuepaiuHsas €30a M HOX,

U KJISTBBI B IMKOM UCCTYIUIEHBU
ITpopounny MHE 4TO-TO JIOXb
ITaponuio Ha npectyrieHbe... (13-14)

Mopenm 60THKa 3aKNI0YEHa MOX CTEKIIO, ABJsolIee COO00 HOBLIA Bapu-
aHT Nperpansl; TBEpAblA "HeMpo6GHUBaeMBIA" XapakTep 3TON HOBOM Nperpanbt
KaK OBl HAMEKAET Ha rOTOBAIICECS Pa3beAVHEHUE 6paTheB-6IM3HELIOB M MNie-
HEHVE ONHOro M3 HUX B MOTYCTOPOHHEM Mupe, "3a creknom". Ilannbiin
CMBICJI TIOOKPEIJIAETCS U TEMH aCCOLIMALIMAMMU, KOTOpbIe HeceT B cebe o6pa3
"ronnannackoro 6oruka”. C ogHONM CTOPOHSLI, 3TOT 06pa3 NpoooOJIXKAET JIH-
HMIO BarHepoBCcKMX accounauui ("Jleryumst [onnangeu” - eie OQMH CIOXKeET,
B KOTOPOM HOCTHXeHMe Oepera CTaHOBUTCA MeTadpopo¥ COEIMHEHHSA B
nwo6su-cmepty). C npyroit CTOpPOHbI - MOJUIAHACKUA O60THMK BLI3BIBACT JXKH-
Befilmne accounaumu ¢ JIlerpom I, ero nyremecrsuem B ["'onnanguio M ero
"GOTHUKOM", MOJIOXXUBILIMM Hauyano cTpouTenscTsy chiora. JlaHHas peMHHUC-
LEHLMS MOIJKPEIUISET MPOTUBOIOCTABIIEHHE 3anangHoi okpauHbsl EBponb! U
IMerep6ypra kak IBYX MOJNIOCOB, pa3AeyieHHbIX "MopeM". Kak kaxercs, nis
IMOHMMAHUS 3TOr0 MECTa IMO®Mbl UMeEeT 3HaueHUe (PONILKIOPHAA BEPCHUA O
nyrewectBuu Iletpa "3a mope”: Ilerp Ha cBOeM nmyTH 3a MOpe nMomnanaer B
ropon "CrekonsHei" (Crokronem); uapuua CTEKOJNBHOro OEPXWUT €ro B
NieHy, U3 KOTOPOro eMy B KOHLE KOHLOB ynaercs ocsoSonntscsa.8 Unrepec
Ky3aMmuHa k onbknopy xopouwo u3BecTteH. [logpazymeBaHume IaHHOIO
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PONIBLKJIIOPHOIO MOATEKCTa CKPLITO MOIrOTAaBNMBAET TEMY IIeHEeHKs GpaTa-
6nM3Hena >KeHIIWHON, KoTopas OyHneT yoep>XHUBaTh €ro "3a CTekJIoM'/aa
MOpEM, - TEMY, KOTOpass MrpaeT LIEHTPAJIbHYIO POJib B Pa3BUTHU CIOXETA B
CPEIHHUX pa3nesiax MosMbl.

STa TemMa nonuyuvaer rnojgHoe pa3surue B "Ilarom ymape". Hesnakomka u3 |
rjaBbl MOJNYHAET 30ECH UMSA - DIUIMHOP, yKa3bIBaKllee Ha NMPUHAIUIEXKHOCTD
ee K "0CCHaHOBCKON" (KeNbTCKOMK U ceBeporepMmaHckoit) cepe; MOTHB rony-
6M13HBI BO3BpallaeTca B BUIe ee "ronyboBaro-cepon amazonku”. Kpacasuua,
MOCNY>KUBIIIasA MOCPEAOCTBYIOLIMM 3BEHOM NPU NEPBOM BCTPEUE NBYX I'epoeB,
Tenepb CTAaHOBUTCA NMPHYMHON MX pa3nyudeHMs; Ha3BaHHLIA OpaT IMpuUuec-
KOro reposa yeaxaet ¢ Heo B lllornanouio, B ropon "['puHok". KenbTckuit
JIOKYC, YIIOMMHAaHHE MOpA, MPUCYTCTBHE "TonyboBaTO-Cepoi” KpacaBulbl,
MOTHBbI Opena-6e3yMus (Morepu BOJNM) U NOCTUMHYTON "3ejeHO# cTpaHbl” -
BCE€ ITH KOMIIOHEHTH! BOCTIPOM3BOLAT, B BUAC JIEATMOTHBHLIX BapMaHTOB,
cuTyaumo repsoif Bcrpeun. Ho Tenepr "3eneHas crpaHa” okasbiBaeTCs HENO-
CTYMHA JIMPUUECKOMY Iepol0: €ero Ha3BaHHOro 6para yIOep>XHUBaeT B HeH
mo60Bb K DIMHOD; "ronyboe NpenATCTBHE" CTAHOBUTCA HEMPEOOOIUMBIM M
pa3beavHaeT OpaTbheB-6IU3HELIOB:

Sl na>xe He oco6EHHO > Iaj IMUceM

U BagporxHyin, yBumaswy urremnens: "I'puHOK".

- M1 3ToT Ma#t npoBoauM Kak B 6peny,
beayMcTByeT LIMITOBHMK, MOpPE CHHE,

N DnmHop npexkpacHeit, uem scerna!l

[TpocTH, MO mpyr, HO €Can 66! ThI BUIE,

Kak noyrpy oHa B LIBETHUK BBIXOOHUT

B rony6oBaro-cepoit aMa30HkKe, -

Tbl MOHAN 6BI, UTO CTPACTH - CHITBHEE BOJIH. -

Tak BOT OHa - 3eJieHas cTpaHa!l - (15-16)

Pa3renuienne 6paTbeB M3006pa>kaeTca Kak CMEpPTh OXHOrO M3 HUX. bius-
HELIOB pa3feIAeT TONIIA BOALI MJIM MOBEPXHOCTH Nbja / crekna (Cn. VII, VIII,
IX), ckBO3b KOTOpBIE IMPUUYECKHUH IepOoit BUIMT CBOEro "yTOHyBIuEero" Gpa-
Ta; TOT TWETHO CTPEMHUTCA BOCCOCIUMHUTLCA C HUM M TEM BEPHYTBHCH K XXHU3HH:

HecokpyiMMoO OKpy>K€H CTEKJIOM 5
UM 6b10ch kak peibal (...) (20)

Eme oaun BapuaHT rubenm-pa3beanHeHns pa3sepHyTt B [n. X B ob6pase
KOJIMOBCTBA, 3alTUPAIOIEro Maanumero u3 6parseB B NOTYCTOPOHHEM, 3a3€p-
KaJsHOM mupe. ['epoit BUIHMT ero 3a cTekyioM (3epKaybHON nBephio 1ikadga),
B obpa3e cTpaHHOro “cyulecta" - 3KCNoHara KyHcTtkamepsl. Ero rnasa -
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CHMBOJI "3eNeHO# CTpaHbl" - 3aKPLITHI, HO BUIHA "BeHa Ha BUCKe" (ellle OXHO
BOIUJIOINEHUE MOTHBA rony6o#l rperpansi).

B xynsMuHatmy 3toit cueHsl (koHeu I'nm. X m n. XI) "seneHsie rmaza”
OTKPLIBAIOTCA, YTOIUIEHHHK BHIMJILIBAECT U3 BOOHON riyOuHel, ¥ ¢opens pas-
6uBaeTr neqd M cTekJo akBapuyma. IIpoucxonur BoccoeamHeHue GJIM3HELOB,
BOCCTAaHOBJIeHHE "O6MEHA KPOBbIO' MEXXIY HMMH, BOCKpPEUIEHHE MEPTBOTO -
3AMBIKACTC A LIMKJIMYECKHI MUGOJIOrMUECKHIA CIOXKET!

- Sl casnnny cepaLa CTYK, TEIUICET KPOBb...

- He ymepnu, xoro 3oseT 11060Bb...

- PymsaHeit 1neky, uc4e3aeT TIEH...

- TauHCTBEHHbIN CBEpLIacTC s OOMEH. ..

- Yro nepBbM OGHOBJIEHHbI B3rnam Hainet? -
- ®opens, A BHXY, pazbuBaer nex. - (25)

1.2. ATtak, B OCHOBE CIOXXE€Ta MO3MbI JIEXXUT MHUONIOrnueckas cxema,
KOTOpas, Kak YBUIMM HHUXE, Ur'PaeT Ba>KHENIIYIO pOJb B TBOPYECKOM MHpE
Ky3muna B uenom. Conep>xaHue 3TOA apXE€THUITMUYECKON CIOXETHOM CXEMBI
COCTaBJIAIOT OTHOLIEHHUA ABYX "6parheB” - 6JIM3HELOB-aHTUIIONOB, NTPUHAN-
JIeXKaluuX K IBYyM noispHsM MupaM. Opun u3 Hux ("crapumit” n3 6parees,
aupuueckuit report Kysmuna) oburaer B NOCIOCTOPOHHEM, peallbHOM MMpe -
mupe "anecs”. IIpocTpaHCTBEHHO ITOT MMP OCMBICIAETC S Kak Poccusa (BepHee,
ITeTepOypr: BOCTOUHBIN MONIOC MMPOCTPAHCTBA, Pa3dEJIECHHOrO MOpPEM), a B
Gosnee OTHANEHHOM aCCOLIMATUBHOM IUJIaHE - KaK I'PEKO-PUMCKHHA aHTHYHBIA
nokyc. Ero antunon-6ymmsHen ("Maamuui” 6par) asasercs oburareseMm "3e-
JIEHO! CTpaHbI" - MOTYCTOPOHHEro, TPAHCUEHAEHTHOrO MMpa, MHpa 3arnpe-
nensHoro a6comiora ("ram"). DTOT MHp NOKANU3YETCA, BO-NMEPBLIX, KaK
3arlagHas okpauMHa EBporbi, HaXogA1ascsa Mo Ty CTOpOHY MOPA - KEJIIbTCKHE
crpaHsl, [oynangus, I'peHnaHnuMs, a rnoajiHee Tak>xe AmMepHka - 3Ta BOIJIO-
tuBlasca Ultima Thule (B "BocbMoM yaape” 61M3HeU MOABAATECS B OKPY-
KE€HMUM 3HAKOB-KJIMLIE aMEPHKAHCKOro MMpa: B aBToMo6Mne, B "aMepHUKati-
CKOM" MaJIbTO-MJIALLE M KEIW); APYroi ero jJoKanusauuen asnsercs Tpan-
cunsBauuA. (CrmsaHMe JIOKYCa, pacrnosyiodXeHHOro ""3a MmopeM” U "3a ropamu”,
B €AYHbOAI 06pa3 3anpenesbHON 3eMJIM TUITHYHO s (POINIBKIOPHOrO MHUdoO-
MO3THUYECKOro Co3HaHu).?

PazwenuHeHre 6IM3HELOB O3HAYAET pa3obiuieHue MaTepHaJbHOrO ¥ uae-
aNLHOro, TeJIa U NyXa, PEATbHOrO M TPAHCLIEHIEHTHOrO - TO €CThb CMEPTh.
O6uraTeins "3€eHOM cTpaHbl” OKa3bIBAETCSA 3AMEPT B CBOEM IMOTYCTOPOHHEM,
3a3epKaNbHOM OBLITMHM, OTHEJIEH OT MHpa >XHUBLIX Nperpanoi (BapuaHTaMH
KOTOpPOM CJIY>KaT CTEKJO, BOIA, JEI, XEHIIWHA), KOTOPYIO OH HE B CHIAX
MpEON0JETD.
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CorinacHo noruke MUQOJIOrMYECKOr0o CIOXEeTa, MOXHO GO GBI 0XU-
NaTh, YTO MO3WTUBHLIA MOJIOC MU(OJIOrHUECKUX HeHHOCTel 6y neT npencra-
BJICH [TPOTHBOIOJIOXKHBIM COCTOSTHMEM - TO €CTh BCTPeUei! U OKOHUATENbHBIM
coeqMHeHueM 6im3HentoB. OqHAKO BHUMATENLHOE MTPOUYTEHHE MMO3MBI y6exx-
HaeT B TOM, YTO KOHEYHOE COENMHEHHME OTHIONbL He SABJISAETCS 6€30r0BOpO-
YHO [MO3HWTHUBHBIM COCTOSHMEM B TOH MHAMBUIYANM3UPOBAHHON TPAKTOBKE
TPaIMLIMOHHOM MUQOJIOrMYECKOM CXeMbl, KOTOpYIO npennaraer Kyamun.

KapTvHa nojHOro ciMsHMA W, Kas3ajdock 6bl, MONHON rapMOHHM pa3-

BepHyTa B "UeTBepTOM ynape':

O, 3TOT 3aBTpaAK TaK MOXOX

Ha sapmapouHbsix 6 1M3HELIOB:
OnuH XMBOT, a cepaua IBa,

I Be ronoBel, OXHA CMHHA...
Ponunuce Tak, 4To MpocTo cpam,
Y TaitHa HEMOHATHA HaM.
bykBanbsHO Bbipa3u o6MeH, -
bazapnsrit Boiitner dpeHomeH. (15)

"Cnusanne" HOCTHUrHYTO, HO OHO HeMeIJIEHHO mnpuobperaer rpy6o-
BELIECTBEHHLIN "6 yKBaNbHBIA" XapakTep. Ero urorom okassmaercsa cMMGM03
CHaMCKMX 6IM3HELOB, NOKAa3bIBAEMLIX B ApMapoYyHOM GanaraHe. BpaTckui
06MeH KPOBLIO IMOJIYUMII MOJIHOE Y MEPMAHEHTHOE BOIUIOLIEHHE (Y CHAMCKHUX
61M3HELIOB ennHOE KpOoBooOpallieHne), M B 3TOM KauyeCTBe cHenasicsa obbek-
ToM ("peHOMEHOM") APMapPOYHOrO JIOGOMLITCTBRA.

Bonpiuoe 3HavueHMe 118 NOHMMAHMA 3TOro ofpa3a MMeEET TOT aCCOLM-
aTUBHbIN 3¢ deKT, KOTOpbIA MO3HMKAET U3 COIOJIOXKEHHUS CIOB "o6MeH”,
"dpeHomeH", "6azapHbnt”. DTH CNOBa HECYT Ha ce6e ABCTBEHHbLIN OTIEUATOK
PdunocodCcKoro U MOJIMTIKOHOMHUYECKOrO auckypca ("6azapHolit” B 3TOM
MJIAHE OKAa3bIBAETCS MPOHHUYECKMM CYOCTUTYTOM TepMMHA "pbIHOUHBIA"). B
KOHTEeKCTe 1920-x romoB naHHas KOHHOTAUMSA HEABYCMbICIEHHO MIOEHTH-
puumupyercsa ¢ "Kanuramom", n mmpe - Boo6ie ¢ mapkcuamoM. Ilns Hac,
OIIHaKO, Ba>XHa He MpoHnsa Ky3aMmuHa rno agpecy CTONb MONyNApHON B TO
BpeMs MapKCHCTCKO#M (Ppa3eosiormm, a TOT KOHKPETHLIA axpecaT, KOTOPbii
BO3HHUKAET B IMOATEKCTE M3 COMOJOXEHMA MapKCH3Ma U uaeH "6GykBab-
HOro" o6MeHa KpoBbIO. ITUM alpecaToM, OYeBMAHO, aBusercsa A. Bornanos
- MAPKCHCT-60roOCTPOUTENL, CTPEMUBLIMACS CBA3ATH MMCTUKO-TEXHOKpaTHYE-
ckyo yronuio H. ®enoposa ("dhunocoduio obmero nena") ¢ counanbHO-
IKOHOMHYECKON yTornuen mapkcuama. B 1920-e ronsi bornanos 6bin onHoM
M3 UEHTPaNbHbIX PUTYyp, YEPE3 MOCPEIACTBO KOTOPbIX COBEPLIANACH TPAHCMY-
TaLMsA MECCHAHMUCTUUECKHUX Uleit Oenoposa, B. ConoBseBa 1 CHMBOJIMCTOB B
HOBBIH, MMOCIEPEBOIIOUMOHHLIA MECCUAHM3M KOHCTPYKTMBHUCTOB M IIponer-
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KYJIbTa, OKpPalI€HHbI TEXHOKPAaTUYECKUMH U MONYJIUCTCKMMM MIESAMU II10-
xu.10

B pomane-ypormin boramanoBa "KpacHasa 3Be3na", HanmMCaHHOM e€lle B
cMMBOJIMCTCKYIO 3noxy (1908) u nepenanasaBinemcs B 1920-e ronsl, neiicr-
BME ITPOMCXOANUT Ha Mapce, Ha KOTOPOM IMOCJIaHIbI 3eMIM OOHapY>XKHUBAIOT
HOeaTbHOE COUMAaNMUCTHUEeCKoe obwtecTro. OnHKUM U3 aTpubyTroB 3TOro 06-
LIECTBA ABJIAETCA HEMPEPLIBHOE M, MO-BUIMMOMY, HEOrPAHUUEHHOE MOBbBI-
LIEHUE XOJIrOJIETHA BCEX €ro WICHOB, nocTuraemMoe 6yiaronaps rmocTosHHO
IMPOUCXOOALIEMY MNepeauBaHUI0 ("oO6MeHy") KpPOBH, KOTOpPOE NMPHUBOOUT K
OOGHOBJIEHMIO OPraHM3Ma ¥ OCTaHaBJIMBaeT crapeHue. CylleCTBEHHO TO, UTO
Takoe "HayuHoe" peineHue NpobaeMbl COXpAaHEHHUS MOJIOOOCTH OKa3bIBACTCHA
BO3MO>XHBIM JWLIb B MIEaNbHOM 061IECTBE, B KOTOpPOM "06MeHY" He npe-
NMATCTBYIOT HUKAKME COLIMAJIbHBIE M TICUxonoruueckue 6aprnepsl. Takum o6 pa-
30M, TEXHHYECKHHA U COLMAJNILHBIN MPOrpecc B3aUMHO NMpEeRnonaraiT apyr
Ipyra - COBceM Kak y denopoBa, C TOI JMIIb pa3HHULEN, UTO MUCTUUECKUIA
ob6pa3 BceneHCKON nutyprum ("obimero nena") 3aMeHEH 3JeCb KapTHHON
COLMAJIMCTUYECKOro o5 IecTBa:

-Mzei (...) ycTpauBaeM O6MEH KPO BH MEXAY ABYMs u€liOBe-
YECKMMM CYLIECTBAMM, U3 KOTOPHIX Ka>KI0€ MOXXET INepenaBaTh
IpYroMy Maccy yCJIOBMHA NMOBBIIIEHNUA XXU3HH. (...)

-Ho ecim 310 Tak MpocTO TO MOYeMy >Ke Hallla 3eMHas MEIULIMHA
IO CHUX TOp HE MOJIL3YETCA ITUM cpenctBoM? Benb oHa 3HaeT U
MepeJIMBaHUe KPOBH YK HECKOJILKO COT JIET, €CJTM He 01n6aioch.

- He 3Hnaw (...) MOXeT ObITh 3TO NMPOCTO Pe3yNbTAT IOCITOACT-
BYIOIIEH y Bac NMCMXONOrMM MHIMBMIYaJIN3Ma, KOTOpas Tak
riay80KO OTrpPaHMYMBAET Y BAC OHOIO YEJIOBEKA OT APYroro, uro
MBICJIL 06 MX >XHU3HEHHOM CHNMSHMHU JJIA BAIlIMX YUEHBIX MOYTH
HeXOCTyIMHA. (...) y HacC (...) MOCTORHHO NPUMEHAETCA APYroe, - TOo,
YTO COOTBETCTBYET BCEMY HALIEMY CTPOIO: TOBapHIUECKUA O6MeH
>XM3HHU HE TOJLKO B UAEAHOM, HO U B (PU3MOJNIOrMUECKOM CY-
1116CTBOBaHHMH. 11

B 1920-e ronst BornaHoB OpraHu30Bal UHCTUTYT KPOBM, NTPOBOAMBIINHA
IKCIIEPAMEHTHI C MEPEJIMBAHMEM KPOBH C UEJLIO NMPOINEeHU A XU3HU. Korna
nucanace "@opens”, Ky3amuH eme He 3Han, uto uepe3 ron (1928) cam bor-
NAHOB NMOrUOHET B PE3YNLTATE BKCMEPUMEHTOB, KOTOPbLIE OH IMPOACIIBLIBAN Ha
ce6e. Ho uponus no nosony "GykpansHoro” ("He TONBLKO B UAEHAHOM, HO M
B PU3MONOrUUYECKOM CYLIECTBOBAaHHUM'", TOBOPSA HEYKIIIOXKUM S3LIKOM Bor-
naHOBa) OOMEHA KPOBBLIO MMEET B €ro NO3Me ABHbLIA M HENBYCMbICICHHbIA

Xapaxrep.

92



00063145

I pyrumM U3mo6JIEeHHBIM CUMBOJIOM MECCHAHUCTUYECKOTO CIMAHUSA, UIY-
UMM OT BMOXM CHUMBOIUCTOB, siBasercs o6pa3 Tpouusl. Ha aror ob6pas
HaMEKaeT ucronb3yemas Ky3mMuHeM "TponuHas purypa” CaMAaHUS, KOTOPYIO
OH NOBTOPSAECT ¢ HAPOUMTON HACTOMNUMBOCTLIO, HAHWU3bLIBAS OOMUH BapUAHT
ob6pa3a Ha apyro#i. 3Tor 06pa3 BO3HMKAET NPHU OMUCAHUU "APMAPOUYHBIX
6n113HeoB” (CM. Bbillie) M HAXOOWUT MPOJOJIXKEHHUE B cienyloineit crpoce
"YerBeproro ynapa":

Tsl nnpocsmancs - A He CIUTIO,

MkeI nBa KpbUIA - ONHA AYLIA,

Mb1 nBEe AyuIu - OOHUH TBOPELL,

Mt gBa TBOpLA - OMMH BeHelL... (15)

HMponnsa Ky3MuHa nposABiseTrcs B TOM MapagoKCajJbHOCTHM, C KOTOPOM
BO3BBILIEHHO - MUCTUUECKHE O0pa3bl TPOMYHOTO €IMHEHNUS COMOCTABIIEHBI C
rpy60-du3uuecKnmM, HEMPUCTONHO 6 yKBaNMLHEIM MX "nepeBoaoM".

Haxoneu, eme oxuu o6pa3 abCONMOTHOMO rapMOHMUYECKOro €IMHEHUA
3anaH B HavanbHOM cTpoce "UerBeproro ymapa” uepes NocpeACTBO MY3bI-
KaJIbHBIX aCCOLIHALIHIA:

O, 3TOT 3aBTPaAK TaK NOX0X

Ha opkecrpoBaHHble nHH,

Korna Ha ka>k IbIt 3BYK ¥ MBICITb
Bcraer, mo065, NpoTUBOBEC:
Po>KOK ¢ KITapHETOM IrOBOPHT,

B o6 baTeax apcel aeitTa crmr,
Bewaer TpaypHbIit TPOMOOH -
IToxkoViHukaMm npusteH oH. (14)

Kak 1 B npenbInymmx npuMepax, CMbICHI ITUX O6pa30B CTAHOBUTCS MOHS-
TE€H, €CJIM Y4YECTh TOT KOHKPETHBIA (B IaHHOM Clyuae, My3bIKaJIbHbIA) UCTOU-
HMK, K KOTOPOMY OHM oTcbuIaloT. OnucaHHas 31ech "OpKecTpoOBKa" BeChbMa
TOYHO BOCITPOM3BOIMT MapPTHUTYPY 3aKJIIOUMTENbHBIX TAaKTOB "TpuUCcTaHa M
H3onensl”. Tpuctan "crmt” B 061baTHAX U30JB1BI, KOTOpPas OTKAa3bIBaeTCA
MMOBEPUTH, YTO OH MEPTB, M MOET CBOH IAKJIIOUHUTEILHBIA MOHOJIOr-"KOJIBI-
6enpHy0". B dpunamHOM anodeose, B MOMEHT cMepTH U30LIb1, FrapMOHH-
YecKoe M TeMOpOBOE HAMpPAXKEHUE BHE3ANHO Cramaet. B 3TOoT MOMEHT B
OPKECTPE B BLICOKOM PErMCTpE 3BYUMT Menoaus hieiThl, COMPOBOXK 1acMas
nepenuBamu aposl; ¢hneiTe OTBEYAIOT KIIAPHET, rofoi ¥ aHr IMIACKUI POKOK,
M HAKOHEL, C 3aKJIIOYHTEIbHBIMH "TPayPHBIMM" aKKOPAaMM BCTYNAET TPOM-
60H:

(B HHXKECIENYIO1IEM TTPUMEDPE BLIMTMCAHA JIULIb YaCTh I'ONOCOB MaPTUTYPhI)
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Briine MBI BHIENMH, UTO NMEPBast BCTpeya repoeB MpPOM3OINJa Ha Mpen-
crasneHuu "Tpucrana”. Onmucanue My3siku B "I[lepom ymape" ("B opkecTpe
MeJIo paHeHOoe Mope™), 10 BCEM BUAMMOCTH, OTCHUIANO K BCTYIUIEHHIO K Ofepe
(npenBapsAOUIEMY KapTUHY MiaBaHuA B | akTe), MOCTPOEHHOMY Ha pe3Ko
INCCOHUDYIOUIE MapMOHMM - 3HAMEHMTOM "TPMCTAaHOBCKOM akkopne"'. B
"YeTBEpPTOM ynape" RUCCOHAHC OCHOBHOI'O JIEHTMOTHBA OIEpPLI MMOJyvYaeT
pa3peleHue, MIyM "paHEHOro MOpA" NMpeTBOPAETCA B KOJNBIOENLHYIO; HO 3TO
KOHEYHOE pa3pellleHHe MMCCOHAHCA O3HavaeTr cMepThb. (MoHonor U3ombabl
6L MEpeNo>XxeH 18 CUMEPOHHUUYECKOr o OPKECTpa - TO €CTh "OpKecTpoBaH", -
M 4aCTO MCIMOJHAJICA BMECTE C BCTYTUICHMEM B BHUIE OTAEJILHON OPKECTPOBOMA
neecel - "Beryruenue u cmepTs Uzomeaer”).

Taxym 06pa3oM, BC KapTHHA MIEANBHOIO COEIMHEHMS, HADUCOBAaHHAS B
"YeTBepTOM ynape", COTKaHa M3 HAMEKOB-OTCHUIOK K LIEJIOMY PANYy NMPHH-
LMIMHANBHO BaXKHbIX IJ1d Ky3aMuHa TEKCTOB, C KOTOPBIMU OH KaK ObI BEHET
CKpbITBIN auanor. ConocraBneHUe BCEX ITUX HAMEKOB IPYr ¢ IPYroM M C
KOHTEKCTOM, B KOTOPOM OHH MOSBIAIOTCA, MMO3BOJNAET MOHATH CMBICJIOBYIO
OIMHAMMKY NaHHOH CLEHBI, €€ CKPbITOE HAaMpsAXeHue. DTO HaNpAXEHHE
OKOHYATEJIbHO BBIXOIMT HA MOBEPXHOCTb, CTAHOBUTCSH SABHLIM B 3aKJIO-
yuTeNIbHBIX CNOBax IV rnaser:

3aueM e 3anepT ueMonaH

U B3sAT Ha craHLMyK Gunet?

O, 3TOT 3aBTpaK TaK [MOXOX

Ha nonoapurensuyio moxs! (15)

Marepuanmu3aums € IMHEHUS B KaueCTBE KOHEYHOIr 0, YCTORUMBOIO COCTO-
AHUA naeT, no KysMuHy, oTpuuaTeNbHbIE pe3yasTaT - "J0XKb" . DTOT BLIBOA
CPOIHHM TIOTUEBCKOMY: "MbICJIL K3peueHHas ecTh JIOXL' . O6pa3 "u3peyeHHO!
MBICTH" (MXEH, MATEPHUAIIU30BAHHONK B 3aCTHIBUIEM, KOHEYHOM BOIJIOMIE-
HHMHM) BbICTynaer y Ky3aMuHa B TakMX BapHaHTaXx, Kak "opkecTpoBka" (MaTepH-
aJIbHOE BOIMUJIOUIEHHE MY3BIKANLHOIO COYMHEHMA) M POXAEHHUE "CHAMCKMUX
6n1u3HenoB”. CMmepTh, "cpam” U "J0Xb" - TaKOBBLI aTPHOGYTHI abGCONIOTHOrO
€IWHEHWA, TPU BapHaHTa KOTOPOTr0 HaApKCOBaHbl B O0pa3e MY3bIKANBLHOM
rapMOHHUH, PU3HOJIOTUUECKOr0 CUMOHM03a U MUCTHUECKOTO TPHEAUHCTBA.

B 3TO% cHucTeMe LHEHHOCTEH pa3nyka CTAaHOBUTCS TAKMM K€ Ba>XHBIM KOH-
CTPYKTHMBHbLIM BJIEMEHTOM, KaK M BCTpeva. [Io3uTHBHOE HAUaNO0 MOXET OCY-
LIECTBJATHCH TOJILKO B IMHAMHKE, YE€PE3 HENPEPLIBHOE YEPEIOBAHUE COEOHU-
HEHHUA M pa3beldMHEeHNs. BoT nmoueMy nperpana, paszaensiomas GJIM3HELIOB:
>KEHILMHA, MPOCTPAHCTBEHHOE OTOAJIEHKE, rPAHMIIA 3EMJITM M BOIbI, MpaHHLIZ
peanbHOro M TPAaHCLEHOEHTHOrO MMPA, - BHINOJHACT Y Ky3MHMHA HE TOJILKO
HEraTUBHYIO, HO M TMO3UTHUBHYIO poib. Ee Hannuue HeoOXOOUMO I TOro,
uTOOBI OblJIa JOCTUMHYTA MO3UTUBHAS KYJIbMMHALMS BCTpeuH. BnuaHewsl

65



00063145

HOJDKHBI COXPaHATbL CBOXO MPHHAMIEXHOCTh K Pa3HbIM MHUPaM; MEXIY HUMMH
IDOJI>KHA CYLIECTBOBAaTh Iperpana, 3aCTaBJAIOIIAA MX NEPHOIMYECKH pa3iy-
yathcA. Jlonsrka 3anepKarsCad B COCTOSHUM CO€TUHEHU A, DIMMHUHHAPOBATH
rperpany BeIdeT K 3aCTHIBAHMIO (a 3HAUMT, K CMEPTH, B MU(POJIOr HUECKOM
CMBICJIE) B TAKOH XK€ Mepe, KaK M 3aliepXKKa-IijieHeHHe "6paTbeB" Mo pas3Hbie
CTOPOHBI pa3nensoiero ux 6apsepa.

Takoe BUIOM3MEHEHHE TPAIMIMMOHHON MHM(ONOSTUUECKON CXEMBI NEJIacT
HenpueMaeMsiM s KysmMMHa 3akiNOUHMTENbLHBIN anodeo3, KOTOPHIA, no
JIOrvKe MHU(OIOrUYECKOT 0 CIOXKETa, NOJIXKEH HACTYIIHUTL BCIIE 34 BOCCOEIU-
HEHMEM Ppas3NydeHHBIX Onu3Heuop. B "JIBeHanuaTtom ynape" HaprcoBaHa
UIMIIIMYECKAas KapTHHA, KOTOpas, Ka3aioChk Obl, MMOJHOCTBIO COOTBETCTBYET
sakJniouMTe O hasze Muda 0 CMEPTH/BOCKPECEHMH; HO BTO TOPXKECTBO
rapMOHHUH He SABJISETCA IMOCJIECOHHUM, 3aBEpPLIAIOLIMM CJIOBOM B MoO3Me. 3a
"JIBeHanUATHIM yJZapoM' CIexyeT 3IMHUIIOr, M CONEp>XXaHUe KOTOporo, M,
He6 PEXXHO-UPOHUYECKMI TOH MOJIHOCTHIO CHHUMAOT 3PPEKT PHUHAILHOIO
anoceosa:

A 3Haete? Bemw s xoren cHavana
JIBeHanuaTs MecsLeB U306pa3uTh

U kaxxnomMy npuayMars Ha3HAYCHbBE

B Kpyry 3aHsATHH JIErKUX ¥ BITIOGJIEHHDIX.
A BOT uTO noayuunocs! BuaHo, s

U He BmioOJeH, Oa M OTAXENEN.

Tonnoi HaxJbIHYJIX BOCTIOMMHAHbA,
OTpBIBKM M3 MMPOUYUTAHHBIX POMAaHOB,
ITokOMHHMKHM CMEIIAMCA C XXHMBBIMH,

U Tak BCe nepenyTaiock, UTo A

U cam He pan, 4TO BCE ITO 3aTEAN.
JdBeHanaTL MECALIEB 1 COXPaHM

V1 npuban3uTeNbHYIO gajl noroay, -

U 10 He nnoxo. U nmorom s Bepio,

Yro nex pa3zbuTs BOIMOXKHO nis chopenu,
Korna ona ynopHa. Bor u Bce. (27)

Dnuior npopo3riailaeTr HOBeIMA pacnan (orpuuaHue BHIOGJIEHHOCTH) M
HOBOE TOP>ECTBO Xaoca ('NMyTaHHLbI"') HAl rApMOHHEN, BCNEN 32 KOTOPLIMH,
ONHaKO, cieayeT obeliaHne HOBOrO MpEeomOIeHNns nperpansl. TeM cambiMm,
LUMKJIMYECKHUA CIOXET CMepTH/BOCKPECEHUA NMpeobpa>kaeTcss B OTKPBITYIO,
HE3aAMKHYTYIO IMOCJIENOBATEIbHOCTh YEPENY IOLUIUXCA HEMATUBHBIX U ITO3UTHB-
HBbIX COCTOSSHMHA, OTPMUAHHNA M YTBEPXXIECHHHA.

He MeHee xapakTepHa B 3TOM OTHOIUIICHHMM NEpBas BCTpeya repoes, KaKk OHa
onucaHa Bo "BtopoM ynape”. BoOSHMKIIMII COI03 CKPENIIAETCA TPanULIMOH-
HbIM pUTyasioM GparaHus - OGMEHOM KpPOBBIO MEXIY Ha3BaHHbBIMH GpaThbs-
MH. OQHAaKO YyIIOMHMHAHHWE IMPOJMBIIEACA KPOBH CUMYJILTAHHO MPHUIXAET ITON
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cueHe xapakrep 6patoybuiicTsa: orciona ynomuHanue "Kanna". Bno6aBok K
3ITOMY, TPAHCHJILBAHCKMHA (DOH CLIEHBI MPUIAET KapTHHE OOMEHA KPOBLIO ele
OIHY 3JIOBEIIYIO aCCOUMALIMIO, BhI3bIBasA 00pa3 BaMMIUpOB-000pOTHEN:

He 60oremMckux necoB BAMITUPOM -
CmepTHbIM 6paToM Mpen LeJIbIM MHPOM
Tol Ha3BauICA, Tak O6ynb e 6paT!

)

Cam ce6s ocyxnaer Kaun...
ITo6neqHen Monomo! XO3:AMH,
Pe3aHyn no nagoHH BKOCH...
Tuxo Karnaer KpoBb B CTAKAHBI:
3Hak 0OMeHa ¥ 3HaK OXpPaHbL...
Ha xoHw1H1I0 BeayT KoHeM... (13)

Taxknm o6paz3oM, CUTyalUrsa BCTPEYH MPOHUKHYTA IpaMaTH4YECKOM aM6uBa-
neHTHocThIO. CoenuHeHHe AByx 6paTheB-aHTHMIMOOOB, CMMBOJIM3UpYIOLIEE
co60I0 IPOPLIB Nperpanbl MEXIY pealbHbIM M [MOTYCTOPOHHUM MHPOM,
MPUHUMAET XapaxkTep 6paTcKoro noeauHka.!2 C ToukM 3peHns OnmMUcLIBAEMOIA
31eCh TMHAMMWYECKON CUCTEMbI, MMEHHO 3Ta NMapaJoKCalbHOCTh, IBOACTBEH-
HOCTh CHTYallUM O3HAUYaeT €€ BLICOKYK LeHHOCTL. Unean Ky3mMuHa - He
rapMoHusa (cuM6103), a npy>k6a-Bpaxkna, 6 paTaHue-Moe IMHOK: OTHOLIIEHUS
IBYX MY>XUYMH, OTHOWIEHMs, 06eCNeYMBaOUIMe ANHAMUKY CXOXIECHUN M
PacxXo>XXIEHHUIA, HEMPEPLIBHOE NBUXKEHHUE - MONOGHOE HENMPEPLIBHON rapMo-
Huy "Tpucrana”.

1.3. UeHTpamsHbIM 06 pa30M, B KOTOPOM peaM3yercs HAeS TMHAMMHYECKHUX
HENpEePLIBHLIX U3MEHEHUH, ABNsAeTcA B nmoaMe o6pa3 o6meHa. O6meH nipen-
cTtaBasier co00i HENnpephBHOE M 6ECKOHEYHOE UepPEeNOBAHME MOJIAPHBIX CO-
CTOAHHIA: CXOXXIEHHH/pacXxoXKieHNH, YyMHUPaHHUs/BOCKpeceHUA. DTOT o6pa3
KaK HeJIb3s JIyUllle NMepeaacT TMHAMHUUYECKUA, HEYCTONYMBLINA, NMPEPLIBUCThIN
XapaxKTep MO3UTHUBHOIO MOJIOCa.

HNnes ob6meHa npencrasineHa B "®openu” B MHOroo6pa3HbIX BapHaHTax:
KaK PHU3MOJIOrUYecKHi Oo6MeH BelleCcTB, BKOHOMMUYECKMH 060OpoT, Kpyro-
BpallleHMe B npuponae (CMEHa BPEMEHM rola, CHMBOJIM3UPYEMOE TaAHHEM-
JIOMKOW JIbIa), ¥ HAKOHEU, Kak MeTamMopdpo3a 3HaueHUt cnoBa-obpa3a. Pac-
CMOTPHM HaHHbIE BAPUAHTLI C 60bLIEH MOAPOSHOCTHIO.

Buonoruueckn#t o6pa3 o6MeHa NpencTaBiieH B MO3ME B KaUeCTBE MeETa-
6onn3ma - o6MeHa BELIECTB, MTPOMUCXOAALIECTO MEXAY 6paThAMH-aHTUITOAA-
MH B MOMEHT KX BCTpeuHd. Pazgenenue 6,1M3HEHOB NPUBOAUT K TOMY, UTO
obuTaTens MOTYCTOPOHHEN "3esieHOM CTpaHbl” TepseT CnocoGHOCTL K MeTa-
6onmu3My; €ro TeJecHble PeCypchl OLICTPO MCCAKAIOT 6€3 06MEHAa KPOBLIO C
€ro 3¢eMHbLIM aHTHUITOIOM:

Bayerische
Staatsbibliothek

Minchen
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(...) Bo MHe uccaxkiun

KpoBs, xemus, MO3ru 1 aumda. boxe!
M nonxpenneHss HeT U HeT o6MmeHa!
HecoxpyimMMo OKpy>X€eH CTEKIIOM s

Y 6r10ch Kak peibal (...) (20)

Nnesa ¢dusmnonorunueckoro "obmena" mexny 6nusHeuamu, Heobxonu-
MOro IS MONAEPXKAHUA MX XXHU3HH, MapajuieIbHO Pa3BMBAETCA B IMO3ME B
ABYX IJIaHAX: €CTECTBEHHO-HAyYHOM (B ofpa3e IbIxaHMs M KpoBoobpaine-
HuA) U aHTaCTHUECKOM (B BHIe OOMEHAa KPOBbLIO M TENECHO! 060N0UKONA B
MHpE BaMITUPOB-060pPOTHER).

dusnonoruueckas Meradopa >XHM3HHU KaKk o6MeHa BEUIECTB U CMEPTH KaK
NpepBaHHOrO MeTa60JIM3Ma ABAAETCA JIMIIL ONHHUM U3 BaDMAHTOB AAHHOTO
MOTHBA. JIpyruMM BapMaHTOM MOTHMBA CMEPTH KaK NMpEepBaHHOIO KOHTAaKTa-
"o6meHa" CIY>XXHUT B nNoaMe ToM "HemouuTtaHHbIx" coHeToB Ilekcnupa. Co-
HETHl YIIOMAHYTHI JBaXKAbl, M 00a pa3a - NPU KPUTHYECKOM [MOBOPOTE CiO-
sxera: B ['n. 111, B mpeauyBCTBUM HacTynawolei pa3nyku, ¥ B [1. X, B MOMEHT
poccoeauHeHusa. CMBICT 3TOro obpasa packpbiBaeTca Onaronmapsa ToMy
MOATEKCTY, KOTOPbLA coHeThI 1llexcriupa BHOCAT B cloxeT "®openun”. OgHum
M3 I'IaBHBIX FEPOEB COHETOB ABJAETCSA IOHOLIA, N30erawiuunil Cyrnpy>Kecrsa,
TEM CaMbIM, OH OTKA3bIBAETCA OCTaBMUThL rocne cebst MoTOMCTBO M O6peKaeT
CBOIO KPacoOTY Ha MCUE3HOBEHME. DTO Hen3besxHoe B OyNylIEM HCCAKaHUe
KPacoThI IOHOLIM ONTMCBHIBAETCA B COHETAax B o6pa3e TOprosiM M obpalieHus
Kamuraja: JOHOLIA paCTPauMBaeT AaHHBI €My MPUPOMOA "Kanuran", BMECTO
TOro 4yToObl MYCTHUTh €0 B 060POT, ¥ TEM CaMbIM IBUXXETCS K HEMHUHYEMOMY
6arkporcTBy. JlaHHbI 06pa3 wnpoko pa3sepHyT B CoHere 4.

Unthrifty loveliness, why dost thou spend
Upon thyself thy beauty's legacy?
Nature's bequest gives nothing but doth lend,
And being frank she lends to those are free.
Then, beauteous niggard, why dost thou abuse
The bounteous largess given thee to give?
Profitless usurer, why dost thou use
So great a sum of sums, yet canst not live?
For having traffic with thyself alone,
Thou of thyself thy sweet self dost deceive.
Then how, when Nature calls thee to be gone,
What acceptable audit canst thou leave?
Thy unus'd beauty must be tomb'd with thee,
Which, used, lives th' executor to be.13

(CBa3b orchinky K IHekcnupy ¢ NMOHATHEM phIHOUYHOro obopota 6bura
BITOJIHE aKTYaJILHON IUJIA TEX JieT, B KOTOpble nMucanack nosma KyamuHa: enm-
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3aBETHMHCKasA AHIMA Tpakryercs B "Karnurane” B kauecTBe nepuona "'nepso-
Ha4aJbHOr0 HaKOTUIEHMA", C KOTOPOFO BENET CBOE HAYaJI0 KJIAaCCHUYECKas
KaItUTAMMCTUYECKAS PhIHOYHASA CUCTEMA).

JaHHbUI MOATEKCT MO3BOJNAET UACHTUPULINPOBATE (PUIUNUECKHUIT U DKO-
HOMMUYECKHI MeTabonu3M (0OMeH BellecTB U 060POT KanuTaia) B KauecTBe
YJIEHOB OOHOW MOTMBHON MapalurMbl, MHBAPUMAHTHbLIM CMBICIIOM KOTOPO
SABJIAETCA "TNpeBpalleHre"” Kak HeOOXOoUMOe YCIIOBME MONACPAAHUSA XKHUIHH.
ITpu 3Tom mexkcnUMpoBCckHUi 06pa3 TpaHcchopmupyercs y KyamuHa B CooT-
BETCTBMM C €ro COOCTBEHHBLIM apXETHUITUUECKHM CIOXETOM: OH OTHECEH HE K
CYIMpPY>ECKOH CBA3M, a K OTHOLIEHMIO IBYX MY>XUYMH-GJIM3HELIOB.

Eme onHO 06pa3Hoe BOMIAOIICHUE MIEH OOMEHAa CBA3aHO ¢ CEMaHTHYe-
CKUM ObiTHEM cinoBa-o6paza. B nostuuecko# cucreme KysmuHa cinoso
HaOEeJNAETCA TAKMM >K€ OyaJIM3MOM MaTEPHUAJIbHOIO M IyXOBHO-CUMBOJIHYUEC-
KOro, BCLIECTBEHHOI0 M TPAHCLEHOCHTHOrO, KakKk rnapa 6JIM3HEUOB-aHTH-
nonoB. CnoBo-Bews (MpsAMOE, BEINECTBEHHOE 3HAUEHMUE CJIOBA) U CJIOBO-
CHMMBOJ (ero NMepeHOCHbLIN, MeTadhoprueCcKHil, CUMBOJIMYECKMUIA CMBICH) TaK
K€ HY>XIAIOTCA APYr B ApPYyre, Kak Teao M OyX, CyLla ¥ BOIA, PeajibHbIil K
MOTYCTOPOHHUI MMp. Ilna noanep>kaHus >XMU3HU CJI0BA HEOGXOOMM T1OCTO-
AHHBIA "O6MEH" MeXIy MMPOM Belle! ¥ MMPOM CHUMBOJIMUECKHX, HalBe-
INECTBEHHBIX CMBICNIOB. be3 3TOro cemaHruueckoro meraoansMa CMbIC-
JIOBBIE PECYPChI CJIOBAa UCCAKAIOT - MTPOUCXOIUT CMEPTh CIOBECHOrO 3HAKA.
Mup Belle# OKa3bIBa€TCA paBeH caMoMy cebe, M30aMpoBaH, "3arnepr” B
CBOEM MOCIOCTOPOHHEM MaTePHaJIbLHOM ObITHM M OTBHEJIMHEH OT MHUPA TPaHC-
LIEHAEHTHOIO ¥ CUMBOJIMYECKOI O:

-Bot s npuine... He B cunax... IToru6aso.
Hainr anresn nmpeBpauieHuit OTieTEN.

Eule HEMHOro - 1 COBCEM OCJIENHY,

H ctaHer po3sa po3oit, He60 Hebom,

H 6onsie Huuero! Torna s, npax,

H Bo3Bpawasock B nmpax! (20)

O6paa "cnenortsl" coBMelaetr B cebe rnorepio pU3UUECKOrO 3IPpEHUSA, B
CBA3M C UCCAKAHUEM (DU3UUECKMX U NYXOBHLIX PECYPCOB, U MOTEPIO CMOCO6-
HOCTH K MeTa(hOPHMUECKOMY BHUIEHHUIO MHUPA.

W HakoHel, BaXXHOE 3HAUEHME B PANy BAPMAHTOB MpeBpalieHHUa/o6MeHa
uMeeT 06pa3 CIOMaHHOIO Jbla. B HEM COenMHAETCA LIENbIA y3€J accouMa-
TUBHLIX CMBICJIOB - OT OBITOBBIX UIHOMATHUYECKHX accouuauui ("ciaomathb
nen” B OTHOMIEHMAX ME>XAY JIOIABMHM) IO MO3TUKO-MHUGOIOrHYEeCKHX
oOpa3HbIXx CBA3el (Jed/3epkano Kak rpaHMLIA, OTAEAAIOIIAA 3EMII0 OT
MOTYCTOPOHHEro/MONBOAHOrO Mupa). CnoOMaHHBIA JEN BLI3BIBAET TaKXe
accoLlMaLlMU C BECHO# - BpeMeHeM Tlacxy; maHHbBIF CMBICTIOBOM X0 XOpOIIO
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coueraeTca ¢ MU(OJIOrMYECKHM OCMBICIIEHMEM BCTPEYM KaK BOCKpEIIEHHU A
(BO3BpalIEHHUA HA 3EMJTIO) OMHOIO U3 "OpaTbeB”.

B "®opem” Ky3MHH HE UCMONBL3YET NMPAMBIX MaCXaNbHBIX anmiosui. On-
HaKO CBA3b Jenoxoxa M BockpeceHus 6bina mMpoko pa3paboraHa B ero
MpeXLIECTBYIOLIEM MO3THYECKOM TBOpuecTBe. JlaHHasAs nMo3THYECKas HIes
BCTPEUYAETCA B LIEJIOM pALe CTUXOTBOPEeHMI Ky3MMHA, OTHOCAINMXCA K
1910-M romaM - BpeMEHM, KOrga pa3BepTLIBANIMChL JIMUHLIE OTHOILUEHHUS,
nocny>usine 6uorpachruueckoit ocHoBo# o6pasHoro cioxera "dopenn".14
Oco6eHHO HarnAaHO HAHHBIM CMMBOJ NPEACTAaBJIEH B CTUXOTBOpeHMH 1919
ronaa:

Kakas npenects B Ilacxe panuen,
Kakas cnagocrHas opoxb!
Terno Bce 6mxe, BCe XKeNaHHEN,
H Tpener BepObl C BETPOM CXOXK.

H Heb60 nerkoe, Kak IbIMHI,

U nepoxona KpecTHBIA XOI
TanuHCTBEHHO HEU3BACHMMBI,

Kak BockpeceHse rpo6HbIX BOA. (...)

Ha 3eneHeoiyro 3eMI0

naxy, ceernes 6e3 KOHUA,

U cepaueM pagoCTHBIM IPHEMITIO
Ot TsMBI BOCKpeciLuero TBopiia.

Eine renneit, eme uynecHeR

BecHa, ckope# ny4oM yaapb

B cepaouax moae#, 'ocrnons, BOCKPECHH,
IMpunm ¢ He6ec, HeGecupit Llaps.!

3ameuarenbHO OGHIIME MOTHMBOB, CBA3LIBAIOLIMX 3TO CTUXOTBOPEHME C
"®opensio".16 Jlen Ha peke U Nerkoe, "Kak ObIMbI", He60 ABNAIOT cO6o#H 06-
pa3 rony6oil 3aBechl, KOTOpas OMOCPEAYET HACTYIINEHUE BECHBI U OO peTeHne
"seneHeolnei 3emau”. BecHa "ypmapser” syuyoMm B nel, JoMas ero, noao6Ho
dopemm B nosme (cp. crpoky u3 "Tlepporo BcTyrnienua” K nosme: "Y naps,
dopens, npoBopHei!"). Accounauma Bockpecenns XpHCTa CO CIIOMaHHBIM
ALIOM, BeAylnas B HaibHediueMm TBopuecTBe KyamuHa Kk o6pazy dopeinn,
pa3GuBalolIeH Jiel, CKPENieTcs TeM O6CTOATEILCTBOM, YTO B €€ OCHOBE Jie-
»HUT OOMH M3 NMONyNAPHENILINX CUMBOJIOB PaHHEro XpHUCTUAHCTBa: H306pa-
x»eHue Xpucra B o6pase pri6oL.l?

Ecnu cruxorBopeHue o ITacxe Mocnys>kuio HCTOUHMKOM HEKOTOPBIX KJIIO-
yeBbIX o6pa3oB "®openu"”, TO CaMO 3TO CTUXOTBOPEHHE, B CBOIO OYEpEIb,

100



00063145

MMENO ABHbIA UCTOYHHK B IMOD3MHM CUMBOJIM3MA; TAKMM MCTOUYHMKOM IS
HEro nociy>Xuio ctuxorsopeHue bnoka 1902 ropa:

BecHa B pexe noMaer JIbIHHBI,

W MWIBIX MEPTBBIX MHE HE XaJib:
IIpeonones MOM BEpILIMHEI,
3abbu1 1 3UMHUE TECHUHBI

U Brxy rony6yio nanb.

YTo coxaners B IbIMY 110>Kapa,

YTO COKpYLIATLCA Y KPECTa,
Korna BceuacHo xny ynapa,
WUnu 60>xecTBeHHOroO napa
W3 Mouceena kycra!l8

BrnusHKe 3TOro CTUXOTBOPEHUA Ha Nno3THUueckuit Mup KyamMmHa oueBun-
HO: o6pa3 BeceHHero "ymapa', JIOMaloUIero Jied ¥ OTKPhIBAIOIIE0 TPAHCLIEH-
IEeHTHYIO "rony6yio mamp", exuT BecbMa 6JIM3KO K LEHTPAJILHEIM MOTHBAM
cTtnxorBopeHmnsa o ITacxe u "®opemn”. Bmecte ¢ TeM, 3TO ABHOE POACTBO
TOJIbKO ApUY€ OTTEHAET JIEMKHUE, HO XAPAKTEPHBIC Pa3JIMUMA MEXIY HKBYMs
MOITHYECKHUMH KAPTHHAMH, - Pa3IMUMSA, B KOTOPHIX MTPOABIACTCA MOITUYEC-
Kas MHIMBHAYyaIbHOCTh Ky3muHa, ¥V brnoka "rony6as nans” aBnsercsa Ko-
HEYHON LIEJLIO BCEX YCTPEMIIEHUMH; npuobiueHue K rony6on nanm (To €CcTh K
He6eCHOMY, TPAHCUEHAEHTHOMY) COCTAaBJSET CYUIHOCTb "6G0XECTBEHHOTO
napa”, KOTOpsIM Moara Hapensier BecHa-ITacxa. ¥ KyamuHa ueHTpanbHLIM
06pa3oM ABNAETCA HE NOCTHUXXEHME "rosny6oit gam”, a MpoXoXXAeHHE uepes
Hee, JAaollee BO3MOXMCHOCTh MIHOBEHHOM BCTpeUH ¢ aGCOMIOTHLIM HAYATIOM -
"3eeHON cTpaHoM".

IMpousowmeniiei cMeHe CMBICJIOBOrO aKLEHTa COOTBETCTBYET CMEHa IoJa
rnaprHepa, BCTpe4a C KOTOPbIM CHMMBOJIM3UPYET NpHUOGIIEHME K TPaAHC-
ueHaeHTHoMYy. "["ony6as mans" Bnoka Bomoinaercs B 06pa3e >KEHUIMHBL
3TO CUMBOJI KOHEUHOM, HebecHoM rapmoHuy - IlpexpacHoi nambl, Codpum.
IIpyMeuaTensHO B 3TOM OTHOLIEHMM €lle ONHO CTMXOTBOpeHMe Broka -
"Heanakomka" (1906), B xoropom 3Ta MeTachu3nueckas uiaes Monyduna
Pa3BEPHYTOE BOIUIOLIEHHE; B 3TOM CTHUXOTBOPEHHMHM "OuapoBaHHas nais"
ABNAETCA NO3TY B 06 pa3ze CUHUX I'JIa3 XX CHIIMHBI:

WM ka>xcablit Beuep B yac Ha3HaUEHHbIA
(Mnb 370 TONBKO CHUTC A MHE),
JeBuuuit cTaH, L1eJIKaMK¥ CXBaUuE€HHbIA,
B TymaHHOM nBHXeETCA OKHe. (...)

W crpaxHOit 6:M30CTHIO 3aKOBaHHLIN,
CMOTPIO 33 TEMHYIO Byans,
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H BHy 6eper ouapoBaHHBIA
Y ovuapoBaHHYIO namb. (...)

M nepws cTrpayca CKIIOHEHHBIE
B MoeM kauaoTcs MO3ry,
U oun cuHme 6e3n0HHbIC
lBeTyT Ha manmsHeM Gepery.l?

OTMETHUM pAA MOTMBOB 3TOr0 CTMXOTBOPEHHSH, OTpa3suBLUMXCA B "Qo-
penu’: repoit Nnorpy>xxaercs B COCTOSIHUE TPAHCa, B KOTOPOM €MY BHUIMTCH
MOTYCTOPOHHMI "6Geper”; TPaHCLIEH IEHTHOE BUACHME ABJAETCA CKBO3b Ipe-
rpany-AbIMKY: OKOHHOE CTEKJIO, Byallb, TYMaH, BMHHbIE napel. Ky3mun B
MOJIHOK Mepe UCMOJb30BaN NaHHBIK 0Opa3HbIil MaTepuas, OIHAaKO pamu-
KaJIbHO Mpeo0pa3nil ero CMBICH: XX eHcKoe/HeGecHoe Havao ("He3HaKoMKa')
CTaHOBHUTCSA y HErO 4acTsio roay6oi nperpansi-MeIMyMa ¥ B 3TOM Ka4yecTBe
BKJIIOYAETCA B OOHY NMapanurMy ¢ MOpPEeM, CTEKIIOM, JIbIOM, ILIMKOH; TpaHC-
LIEHACHTHAA 1LIeNb BOIUioulaeTcsa B o6pa3e My>XUMHBI C 3€JIEHBIMM TJIA3aMM.
He a6conoTHeI KoHel (He60), a abconoTHoe Hauano (3ejieHas cTpaHa), He
pPacTBOPEHHE B M'apMOHHMH "BEYHO >XXEHCTBEHHOro", a IMHAMWYHLIA MPOPLIB
Gapbepa, BCTpeYa-roeAMHOK ABYX MY>XUYMH - TakoB oTBeT Ky3amuHa Ha meTa-
¢pH3MKY M NMO3TUKY CUMBOJIM3MA.

PaccMoTpeHHas nmapaguMrMa MOTHMBOB, B KOTOpo#i Ky3mMuH Boruiowmaer
YpEe3BBIUAHO Ba>XKHYIO IUIA HEro MIEI0 BEYHLIX MeTamMopdo3, LEIMKOM
BLIPACTaeT M3 MaTepHala, MMEBIIEro CaMOe LIMPOKOE PAcCrpoCTpaHEHHE B
COBPEMEHHON eMy KyasType. Mbl BuIENHU, KAK MHOIO MEPECCUCHUN C
no33ueit CUMBOJIMCTOB 3aKJIIOMEeHO B of6pazax "dopenn"”. B nosmy Bounu
TaK>€ MHOMHME ABNEHUA, NMPUOGPETUIME UTHPOKYIO MONYISApHOCTL B 1920-¢
romsl, - TaKue, Kax uiaes Guonormuuecknx meramopdos3 (BbIABUHYBIIAACS Ha
aBaHCLEHY KYJILTYPbl B CBAA3H C PA3BUTHEM HEO-TAMapKHCTCKON OMOIOrun)
WUIIK 3KOHOMMHUECKas Teopus pbIiHOuHOro obmeHa. HakoHeu, o6pa3 cmepru-
HCTOLIEHUSA CIIOBECHBIX CMBICJIOB MMEET B CBOEM NOATEKCTE TPAKTOBKY CJIOBa
B Mo33uM U MaHudectrax dyrypucToB M crathax OIIOA3'a , B KOTOpPbIX
CJIOBO NPENCTABAANOCH apeHOM INMOCTOAHHON 60pbOBI MEXIY aBTOMATH-
3aume# (yMupaHueM) ¥ neaBTomaTusaumein (o6HoBnenneM) cmoicia. (Orme-
THUM, YTO MpOLECC OOHOBJIEHUSA A3bIKA N3006paXkasncs B MOCT-CUMBOJIUCTCKONA
HUIONOrUKM U 3CTETUKE KaK NpoLecc "BOcKpeluieHUusa" u "ocBoboxnaeHua"
cnopaZ0).

3ameuarenbHa, OAHAKO, Ta HEHABA3UMBAA JIEFTKOCTh M BMECTE C TEM [MOJIHAS
MOCJIEAOBATENMLHOCTDb, ¢ KOTOpO# Ky3MuH npeobpa3yeTr BCE 3TH NMOMYJApHbIE
3HAKH CBOEr0 BPEMEHM B KATErOPMM CBOEro MHAWBHUIAYAJILHOI'O TBOpUEC-
KOro MHUpa, Coaep>KaHUe KOTOPOro BeChbMa CYLIECTBEHHO OTKIJIOHAETCA OT
rOCMOACTBYIOLIETO YCTPEMIEHHUA YMOB.
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[Tepe>xMBaHHE TPArMYECKON pa3beOMHEHHOCTHM MATEPHUM M AyXa, peallb-
HOr0 M TPaHCLEHHAEHTHOr O, CJIOBa-BEIOMU M ClOBa-cuMBona, Poccun u 3ana-
1a, 1 MECCHAHUCTHUUECKOE CTPEMJIIEHUE COCIMHUTD 3THU MOJIOCHI, COCTABIISANMN
LEHTPANbHYIO UIEONOMHUECKYIO NMapaluIr-My CUMBOJIMCTCKON M NMOCT-CHMBO-
JIMCTCKOM KYJILTYPBI NEepBOM UeTBepTH Beka: oT "dunocodpuun obero gena”
H. ®enoposa u cumBonmku Tponusl y Bn. ConopbeBa, uepe3 3KCTaTUUECKYIO
(aMOHMUCHUICKYI0) "COCOPHOCTBL" 3CTETHMKM CUMBOJMCTOB, A0 COLIMANBHBIX,
TEXHOKPATHUECKHMX M BCTETHUECKMX YTOITHI MOCIEPEBONMIOUMOHHOIO OECATH-
setnsi. OgHako nns moboit yronuueckoit cuctemst (6yob TO MUCTHUECKASA
yronus PepopoBa, nau "BOCKpPELIEHHE" MOITUUECKOrO CIOBA Y CUMBOJIKC-
TOB U (DyTYPHCTOB, MIIH, HAKOHEL], CIIMSTHUE MAPKCU3MA, TEXHOKPATHUYECKUX
uaen u 6orocrpourenscrea B KynsType 1920-x ronos) npeoxoseHue pa3phbl-
Ba, CIMsIHME, BOCCOCOMHEHHUE SABIAIOTCA KOHEYHO! U abGCONIOTHOM LIENbIO;
IOCTHU>KEHHUE 3TON LIENHM TEepeXMUBAETCA KAK OKOHUaTeNbHas nobena, Kak
MTOJNIHBI U KOHEUHBIA BHIXOA B MHMD TPAHCUEHIOEHTHOIO, BEUHBIA M HEU3-
MEHHBIA B cBoeit abconwTHOCTH. B oTanuMe oT 3TOro, noaruuyeckoe
MeiieHMe Ky3MuHa IMHAaMMUHO 1O CBOEH NMPUPOIE - OHO UYXKACTCA CTa-
THUKH, 3aCTHIBAHUSA, MOTEHLMAILHO 3AKIMIOYEHHOro (B KauecTBe KOHEUYHOM
uenm) B oo yronuu. Orpuuanne "coSopHOCTH", MpU3HAHHE COENUHEHMS
JHLb KaK DKCTAaTHUYECKOr0 MIHOBEHHMA BCTPEUH, 33 KOTOPOI HEOOXOAMMO
IOJI>KEH TOCNEN0BaTh HOBbIM HUKI MeTtamMopdo3, BoinenseT KyamuHa us
MECCHMAHUCTHUUECKON Y YTOIMUUECKON TPAOULIMM, MOCMNOACTBOBABIUEH HA BCEM
MPOTAXXEHUH nepBoit ueTsepTH XX cronerua. "AHren npespalieHuit” Kya-
MMHA, NpUHUHKN "o6MeHa", MOJIOXKEHHBI B OCHOBaHHE IMO3THUKO-MUPOIIO-
FMYECKOr o CI0XKeTa 0 OJIM3HELIAX, 3aKIIoUacT B ce6e Ba>XKHYIO allbTEPHATHUBY
MeTaPU3UUECKUM U SCTETUYECKHM MNIESM CMMBOJM3MA U MOCT-CUMBOJIM3Ma,
MPOBO3IrJAalIaBUIMMCA C UCKIIOUHUTEIIBHOM SHEPrUei Ha MPOTSAXEHHUHM TpPeEX
NECHTHUIIETNA.

ITpn 3tom Ky3MuH cTpoMUT CBO# OTBET, CO3HATEJILHO 3aUMCTBYsA o6pa3-
HbIfi MaTEpHaJI y CBOMX MPEALIECTBEHHUKOB M OIIMOHEHTOB; CTPOMT €ro He B
BHUIIE MPAMBIX ACKJIapalUMil KM ONpOBEP>XEHHH, a NMyTeM JIErkoro npeobpa-
KEHMR MCXONHOI'O MaTepHalla, ero peapaH>MpPOBKHM M CMELIEHMS B HEM
CMBICJIOBBIX aKLIEHTOB.

B 1912 r. Ky3amun Hanucan umki "JyXOBHBIX CTUXOB", B KOTOPOM HMCKYC-
HO BOCCO3IIaHHbIE TPAIMLMOHHLIC MOTHBBI HAPOJHOMU PEIUIMO3HOCTH TEC-
HO MEPerJIeTaloTCa C KaTeropusaMM ero coOCTBEHHOIO NMO3ITUYECKOrQo MMUpa.
OnHo M3 LHEeHTPanbHBIX CTUXOTBOPEHMHA 3TOro uUMKiIa - "XoxneHuwe boro-
pomMubl 110 MYKaM" - BHOCHMT B TPAKTOBKY ITOr0O pacrnpoCTPaHEHHOIO ClO-
3KE€Ta HEKOTOpbBIE NETANH, NPEACTABNAIONINEG UHTEPEC IS HAUIEro aHaJIM3a.
I'peinnuky, ormaBmue or Xpucra ("bora He 3HaBume, // Xpucra mosa-
6bIBIIKME"), 3aKIIOUEHBI "B PEKY OrHEHHYIO" M o6pedeHbl BEUHBIM MYKaM.
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Boropoauiue Tak >»anb rpelIHUKOB, UTO OHA CaMa roToBa MOrpy3HuTLCA "B
reeHHy OrHEHHYIO", YTOOBI MYUYMTBCA C HUMH; ONHAKO B OTBET el Muxann
ApXaHres yTBep >KIAaeT HEMPEJNOXXHOCTh pa3aeyieHus Heba 1 aja:

«Brnansiumua boropoanua,
I'ocno>xa mos npecseTnasn!

TBoE meno - B paio NMOKOMUTLCA,
A rpemHyuKam - B aly KMnetb».21

Torna Boropoauua MpocUT MHJIOCTH IUIA IPELIHMKOB Y XpHUCTA.

H ycnbnnan ux F'ocnoas MunocTuseIi,
H coxanuics OH Hal rpelIHUKaAMU:

Jiam UM rnokoi ¥ Beceime

Ot Bemmukoro Uersepra

o Cearsia ITarnoecaTHMLIbL 22

H36aBnenne oT MyK JaeTCs rpellHUKAM TOMBKO Ha KOPOTKHMI CPOK, rocne
Yyero OHY BHOBb IOrPy3ATCA B OIHEHHYIO peKy - mo cienmymouei Ilacxwu.
Mup rpeliHUKOB M He0O OCTAIOTCA pa3pelieHHbIMM; boropomuua He MOXeT
COUTH K rpEeLIHUKAM B "reeHHYy', HO OHAa OKa3bIBAETCA MOCPEIHULIEN MEX Y
nByMs mupamu. [Tocpennuueckas, MEAMyMHUUYECKas POJIb MEXXIY IMOJIAPHBIMH
MHUpaMH, o6uTaeMbIMH "TpelIHMKAMK" M "aHrejaamMu”, - TaKOBO MECTO '>KE€H-
CKOro Havamna" (B BLICOKOM €ro BOIUIOIIEHHM) B MO3ITHUECKON MeTadhu3mnke
KyamuHa. 3tum Boropoanua KyamuHa (a TakXe 3€MHO€ BOIUIOLLIEHHE
>KE€HCTBEHHOCTH - He3HaKoMas "kpacasuua" B "®opemn”) oranuna ot Cohun
1 He3HakoMKM y CUMBOJIMCTOB.

[MocpennnuecTBo boropomuusl Mexay anoM 1 HeGOM IMO3BONAET rpell-
HYKaM ofpecTu Ha KpaTkoe Bpems "nokoi u receme”. [lo-BuanmMomy, ane-
KBaTHHEIM MEPEBOIOM ITOIO "MOKOS M BECENMA" Ha A3bIK ICTETHMYECKHX
Kareropuit camoro KyammuHa MOXKHO CYMTaTh HE UTO MHOE, Kak - "Mpekpac-
HYIO ACHOCTB".

2. Teneps, ocne TOro Kak Mbl pacCCMOTPENM NMPOLECCH! CUMBOJIM3ALINH,
nocpeacTsoM kotopeix KyamMuH Borutouaer coio o6iuedunocodckyo n
3CTETUYECKYIO MO3KULMIO B JIMPUKO-MO3THHYECKMX 06pa3ax, UMEET CMBICI BEp-
HYTbCA K €ro NMpsiMbiM BCTETHYECKMM BBICKA3LIBAHUSIM, U TMPEXIE BCEro, K
LEHTPATLHOMY B 3TOM IJIaHE HOKYMEHTY - CTaThe 'O nMpeKpacHO#® ACHOCTH".

IIpencraBasercs 3HAMEHATENbHBIM TOT (PaKT, UTO M3HAYAJILHBIM H, IO-
BHIMMOMY, HanGonee BaXKHBIM aTpUOYyTOM "NPEKPacCHON SACHOCTH" OKa3bl-
Baercs B ctatbe Ky3amMuHa pasneneHue (pa3rpaHnueHne, nperpana, rpaHuLa).
JlaHHBLI MpPU3HAK BBOAMTCA B CAMOM HavaJjie CTaTbH, BOTUIOWIANACHL B LENOHN
napaxmMrmMe CMMBOJIMUECKUX 06 pa30B:
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Korna TtBepibie J€MEHTH! COEIMHUINCH B CYlly, a Bjara onos-
caya 3eMJII0 MOPAMH, PacTeKNach MO HEH pekaMM M O3epaMm,
TOra MHUP BIIEPBLIE BHIUIEI M3 COCTOSHUA XaocCa, Hall KOTOPbLIM
Besn pasnensommi Jyx boxuii. 1 pansine - nocpeacTsoM pas-
rPaHUYMBAHMSA, ACHBIX 6OPO31 - MONYUHIICA TOT CJIOXHBLIA M Mnpe-
KPacHbIA MM, KOTOPbIA, TPUHMMA S MITM HE TPUHUMASA, CTPEMATCA
y3HaTh, MO-CBOEMY YBHIETH M 3aI€UATIIETh XY IOXKHHUKH.

B 5XH3HHM KaXKIOro uejoBeKa HACTYMalT MMHYTHI, Korua, 6y-
Oy4H peOEHKOM, OH BAPYT CKAMET: «A - U CTYJI», «A - H KOIIKa»,
«fA - U MAY», TTOTOM, Oyayum B3pOCHbIM: «A - U Mup». He3aBu-
CHMMO OT OyAylUIMX OTHOLUEHMHA €ro K MHUpY, 3TOT Pa3NelIMTENb-
HBIA MOMEHT - BCerIa rnySoKuit MOBOPOTHLIA MYTKT. (5)23

DTOT Xe NMpHU3HAK MOCTABJICH Ha MepBOe MECTO B nocienyouen agpopu-
CTHYeCKOM (hOPMYIMPOBKE CYILIIHOCTH “arnoJIJIOHMYECKOr 0" UCKYCCTBa:

(...) anOANOHUYECKU#A B3raAl Ha MCKYCCTBO: pa3aensiowuit, dop-
MHPYIOUIHIA, TOUHLIM U CTPOMHLLA. (7)

Taxue, Ha nepBeOi B3rnan 6oliee OUEBUIHbIE, TPU3HAKHM "KJIapu3Ma”, Kak
COOGCTBEHHO ‘SCHOCTSL’, @ TaKXe€ ‘CTPOMHOCTL’, ‘COPa3MEPHOCTL’, ‘TOUHOCTS’,
BBOOSATCA JIUIIB [TOCJE TOrO, KaK YyCTAaHOBJIEHA 3Ta MNEPBOHAYaJIbHAA KaTero-
pua. COOTBETCTBEHHO, TOT MHIMBMIYAJIM3HWPOBAHHLIA CMBICH, KOTOPLIA
Ky3MuH BKIaObIBaeT B 3TH, Ka3anoch 61 001IEU3BECTHLIE M OGIEMTOHATHBIE
NPHU3HAKH, NMPOACHAETCA JIMIb MPU COOTHECEHUM UX C KaTeropuen ‘pasne-
JIeHUA’.

XapakTepeH TakXe oT00p Tex KOHKpeTHbIX 06pa30B, koTopble Ky3Muu
MUCMONB3YET IJIA TOro utoObl MPEACTABHTL MOCIO ‘pa3meNIeHHA’ UHUTATENIO.
ITapagurma aTUx o6pa30B BKIIOUAET B Ce6A OTACIICHHE BOIBI OT CYLIH, KaK
aKT COTBOPDEHUS MHPpa, U OTAENEHUE CYObeKTa OT 00 BEKTa, KaK akT npobyx-
neHusa co3HaHUuA. [locnennut o6pa3 nNpeAcTaBiieH TakK, YTO BbI3LIBAET ACCO-
LMALIMIO C 3€EPKAJIOM: YEJIOBEK OMO3HaeT ce6s B COMOJIOXKEHHM C OKPY>Kalo-
LIMMH NPEOMETAMH, TO €CTh KaK Obl I'IANA B 3¢PKaJIO.

Eme onHOM MMOCTAChIO pa3lesieHUA OKa3bIBACTCA IpaHMUA - "sACHbIe 60-
po3nei".24 B nocnenyioineM CBOeM pa3BMTHH 06pa3 60po3dbl NMPUHMMAET
BHI rpaHuubl PUMcKoO# mMnepum, pa3MbiBaeMoi CTUXUEH Mupa "BapBapoB':

[Toxo>ue 0T4aCTH 3TAMNBI MPOXOANT UCKYCCTBO, TMEPUOINYECKH -
TO pa3MEpPAIOTCA, paCNpenensoTca U opMUPYIOTCS Oablle €ro
KJIadbl, TO MTOMAIOTCA NOBEOEHHbIE KO COBEpPUIEHCTBAa (POPMbI HO-
BbIM HA4aJIOM XaOTMYECKMX CHMJI, HOBbIM HAalOE€CTBMEM BAapPBapoB.

&)
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JtoT 06pa3 monpa3yMeBacT NMPOTHBOMOCTABICHUE MOTYCTOPOHHEro M
MOCIOCTOPOHHEr0 MUpa: PUMCKOro Mupa kak "oburaemoit 3emnau” M 3anpe-
HOENBHBIX 3TOMY MHpPY "BapBapcKuxX” 3eMenb (B MUONOrUUECKON TPalKLIMK
HIAes 3anpenesibHOM 3eMIM U ee obuTraTeneit yacTo Bonaolaercss B ob6pa3e
BOIHOM CTMXMH, Pa3/IMB KOTOPOH YIpO3KaeT MOrjoTuTh "cyumy", TO €CTh Mno-
ciocTopoHHuit Mup). [Tocnenyolnee cpaBHEHHUE ANoOINOHHYECKOr0 HCKYCCTBa
C MasKOM, MPOTHMBOCTOSAIIMM "HANopy pa3pyluuTenbHOro rnpubos”, eue
CHUIIbHEE MOAKPEIUISET UICIO IN'PAaHULIBI MEXAY MOAAPHBIMMU MUDPAMH - CyllUEN
M BONOH, TBEPALIO M CTUXMEH, "31ech” 1 "Tam":

Ho ornspsiBasice, Mbl BUOIMM, UTO [T€PUOOLI TBOPUECTBA, CTpe-
MALNErocs K ACHOCTH, HEKOJEOHUMO CTOAT, CIIOBHO MAasiKM, Be-
OylIye K OJXHONI LIeNIN, ¥ HaIop pa3pylUHUTEeXbHOro npubos npu-
HAeT TOJILKO HOBYIO I'IAHLIEBUTOCTb BEYHBIM KAMHAM M MIPUHOCHUT
HOBbIE APAaroLEHHOCTH B COKPOBMINHMILLY, KOTOPYIO CaM IMbITAJICA
HU3BEPrHyTh. (5)

Y nomuHaHMe Masika BHOCHT B JaHHYIO napaiurMy MOTHMBOB 00pa3bl KO-
pabnsa ¥ MOpenJIaBaHKA - M3NIOOJIEHHBLIA CUMBOJ MPOTUBOCTOAHUA CTHXHH
XaoCy B aHTHUYHOMN, PAaHHEXPUCTHAHCKOM, a TaK>Ke MO3JAHEHNIIEH €BPONEHCKOM
(poMaHTHUUECKOM) TpaIMLIMK;, B COOTBETCTBHMM C ITOW acCcoLMaLIMEN, CHIIb
Xa0Ca CPaBHMBAIOTCA B Pa3HbIX MECTaX CTaTbM C "MOPCKMM rnpuboeM” n "ty-
MaHOM".

Jlerko 3aMeTHTs, YTO BCE 3TH 06pa3bl NMEPEKIIMKAIOTCS C NOITUUECKHUM Mu-
poM "dopenu”. MOMEHT TBOPEHHS M MOCTUXXEHUS MHUPA OKa3bIBaETCA CBA3AH
C OCO3ZHAHMEM Pa3NECIHBLHOCTH ABYX IMOJISPHLIX MMPOB: CYLIHM M BOAbI, 00 bek-
TUMBHOIO U Cy01LEKTUBHOIO CyUIECTBOBaHMSA, KOCMOCa aHTHYHOrO MHMpa M
Xaoca "BapBapcKMX" 3anpeienbHbIX 3eMenb. Bce 3TH KaTeropuu noayuuninu
BIIOCJIEACTBMM IMO3THUUYECKOE BbIpaKeHue B nosme KysmmuHa, o603Hauus
co6oio chepsl o6uTaHUs ABYX O6JIM3HEULOB-aHTHUNOAOB. COOTBETCTBEHHO,
obpaTHas MpPOEKLIUS OTHOLIEHMH MeX Iy O6aM3HEUaMM, KAaK OHMU OIKChI-
BalOTCA B [TO?ME, HA TE€ MPU3HAKHA U NpPUMEPLI, KOTOPhIMM Ky3MHUH MONb3Yy-
€TCsA B CBOEi cTaThbe, UTOObI pa3bLACHUTHL MIEasl MPEKPAaCHONW ACHOCTH, MO3-
BOJISIET Jiydlle IMOHATh TO CONEP>KaHME, KOTOpPO€ OH BKJIANLIBAET B 3TOT
LIEHTPaIbHbIA 00pa3 CBOEH BCTETHUYECKONA CHCTEMBL.

Hnean npekpacHo# sicHOCTHM nompobeH uieany, HOCTHraeMOMy BO B3a-
MMOOTHOIWIEHHUAX MeX Ay OpaThsaMH-OaM3HELlaMH: OH TaK Xe€ KpaToK M
HEMpoYeH, TaK >XX€ XMHAMMYEH M npoTuBOopeunB. MoMeHT "npekpacHo# Ac-
HOCTH" - MOMEHT COBEPLICHHOI 0, 9KCTAaTUYECKOIO MOCTUXEHHUS MHUPA B €I0
a0COJIIOTHOM LIENIOCTHOCTH - BO3HMKAET U3 HAMNpAXEHUA, CYINECTBYIOLIErO
Ha rpaHMLIE OABYX MHUPOB, U3 NPUTAXKEHUA-OTTANKUBAHUA MEXIY ITHUMHU
MHpaMH. DTO TOT KPaTKHi##i MOMEHT PaBHOBECHSA, TO MIFHOBEHHUE, B KOTOPOE
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MPOMCXOOUT NPHUKOCHOBEHME K 'PaHHMUE M ee NMpopbiB. Bee, UTO cylnecrByer
OO 3TOrO MIHOBEHHMSA M I10CJIE HEro, OTHOCHTCS K HEraTMBHOMY HEHHOCT-
HOMY MOJIIOCY: 3aCThIBAHHUE, UPE3MEPHOE NMOAUYEPKUBAHUE I'PAHULILI, 3aIH-
papieA MUPLI-AHTHITIONLI B UX ONHOCTOPOHHEM OLITHH, THOO ee MOJHOoE
MpeonOJIEHHE U Pa3MbIBaHUE, Beaylllee K 6ECKOHTPOILHOMY Pa3JIMBY CTUXUH
Y TOPXXECTBY Xaoca.

B cuity 31010 NMpMHLMMNA, Te MUCATENH, B KOTOPhIX Ky3sMHMH BUIMT OnHO-
CTOpOHHEE, UCKYCCTBEHHOE CTPEMIJIEHME K 330TEpU3MY, K YHCTON opMe,
OKa3bIBAIOTCA BHE TOr0 3CTETHHECKOro ¢pokKyca, B KOTOPOM IUJIS HEro
BLICBEUMBAETCA KIJIAPMCTHUUYECKMIA MIean. TakoBbl, B €ro oueHKe, PeMH30B U
Annpeit benstt (benwnt "Cumconnit” - pomansr Benoro eie He 6uumH CO3-
IaHbI KO BDEMEHM HAIMMCaHUs cTaThM). OIHAKO D30TEPUUECKUN, OPHAMEHTH-
POBaHHBLIA CTHIL AENACTCA (paKTOM KIApPHUCTHYECKOrO UCKYCCTBA, €CITU ITPO-
MCXOIMT CYACTIMBOE COCAMHEHMUE ero ¢ "MIOoThI0" XXUBHEHHOT 0, OCA3aEMO-
peansHOro marepmana. TakoB, nmo MHeHHI0 KyamuHa, cka3 Jleckosa. Ilo-
HATHO TaK>Xe, MMoYeMy Maean Kiapu3Ma BMellaeT B cebs nucatens, CTOJNb
IaJIEKOro OT "ACHOCTH" B 6aHanmbHOM ee MOHMMAaHMUK, Kak B.T.A. FCocman:

HanGonee nmpuuynnmuBbie, CMYTHBLIE M MpadHble BLIMBICIBI DT,
ITo, HeoGy3nanHsie hanTaszuu N'ohmaHHa HaM 0COGEHHO mOpo-
' UMEHHO IMOTOMY, YTO OHH O0JIeUeHbl B KPUCTAILHYIO hopMmy.

(6)

HeoGy3naHnaa caHTa3nsa OTHIOObL HE MPOTHBOPEUHT NOCTHUIKEHHIO SCHO-
CTHM B TOM CMBICIIE, KOTOPBIA BKIanpIBaeT B 310 noHsatue Ky3muH; Gonee
TOro, COEAMHEHHE "CMYTHOro ¥ MpauHoro" ¢ "kpucransHoi chopmoi” kak
pa3 ¥ IaeT Ty caMyIio BCTpeuy-60pp0y NBYX MONSAPHBIX HAuall, B KOTOPOR 1A
Ky3MHHa 3a103KeH BBICHIMNA 3CTETUUECKHH UIIeall.

Ho, KOHEYHO, rJIaBHBIM afipecaToM, K KOTOPOMY TOJIEMHUECKH OGpalleH
Haean KnapusMa, ABJISETCS CHUMBOJIM3M - €ro metachmuanka u screruka. Kys-
MHKHA OTTaJIKUBAET B CHMBOJIM3ME €ro "Co6OpHOCTL", OIHOCTOPOHHEE Ipeo-
6nanaHue TMOHMUCHUMACKOIO HAYana, MPOSABJIAIOMIEECS B CTPEMIIEHHH K TOTAh-
HOMY CIMSAHHIO XHUTEHCKOro M TPaHCUEHOEHTHOro, BEM M CHUMBOJIA.
" XKH3HECTPOHTENBCTBO" CHMMBOJIHUCTOB, B KOTOPOM TEPSUIMCh MPaHULIBI MEX-
1Y Ka>X IOIHEBHLIM >XM3HEHHBIM OMBITOM ¥ MUCTUYECKHUM PUTYAIOM, Mpei-
craBiasyiock Ky3amMuy He ueM MHBIM Kak pa3nmuBoM xaoca. Takas HeapTUKYIIH-
poBaHHas "TOTAJBHOCTL" >XXHU3HEHHOrO M XYIOXXECTBEHHOI'O OLITHS BLI3BI-
BaeT Yy KysmuHa eme 6onee orpyuaTesbHYyIO0 peakuyio, YeM OIHOCTOPOHH A4,
3aMKHYBIIasACA B ce6e 330TepUUHOCTD:

YTo e cka3aTsh Npo 6bITOBYI0O MOCKOBCKY IO MCTOPHIIKY, KOTOpas
Oblna OBl OMETa B CTOJIL HENOHATHBINA, TEMHBII KOCMWUYECKUIA
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y6op, ¥TO penxue Bpa3yMMTEJNIbHble CTPOUKHM HaM Ka3ajiucb Obl
JYJYUIMMH OpPY3bAMU nociae pa3nyku? (...) 3To HECOOTBETCTBME
¢ opMbI C conepXaHUEM, OTCYTCTBME KOHTYPOB, HEHY>XHBIA Ty-
MaH M aKkpoOaTCKUI CHMHTAKCUC MOryT ObITh Ha3BaHbI HE OYEHbD
KpPaCHUBbLIM HMeEHeM... MBI CKPOMHO Ha30BEM 3TO - 6E€3BKYCHEM.

(6)

(A 3aTpymHAIOCH CKa3aTh ¢ YBEPECHHOCTHIO, HA YTO HamekaeT Ky3muH,
roBopA 0 "MOCKOBCKOM ncropuiike"”. Ckopee BCcero, MMEETCs B BURY YETBEP-
Tas cumdonnsa A. benoro - "Ky6ok meteneit”, onybiukoBaHHas B Mockse B
1908 romy M KOCBEHHO OTPa3MBLIAA - B POMAHTHKO-CHMBOJIMUCTUUYECKOM
BOTUICUIEHUU - NEPUNEeTUM OTHOLIeHMH mexny bennim, Biokom n JILI.
Binok. Xora peiictBue "Ky6ka", no Bce#t BUAUMOCTH, NMpoUCXoauT B Ilerep-
6ypre, 3T0 NMPOMU3BECHHUE, NTOABMBIIECECS B pa3rap MOJEMHMKHA MEXIAY MOC-
KOBCKOH M neTepOyprckoil BETBLIO CMMBOJIM3MA, MOrJjio 6bITb HAa3BaHO
"MOCKOBCKHMM", C TOUKM 3PEHUsA €ro aurepaTypHoi redeanorum. Cumcouns
Benoro comep>ana psal AXOBMTHIX BBINMAXOB NMPOTHB MNeTepOyprckoro
JIUTEPaTYPHOTO MHMpPAa U B YaCTHOCTH, nMpoTUB Ky3MuHa, KOTOpBI# NMpAMO
Ha3BaH B HEH IO MMECHH).

OnHako "npekpacHas AICHOCTB' HE O3HAa4aeT MApPOCTOrO OTPULIAHMA CUMBO-
AX3Ma; 3TO He "cyla", MpOTHUBOIMOJIOXKHAA BOOHOM CTHUXMM, HO "Mask",
CTOALIMUI HAa I'paHU CTOJIKHOBEHHMS CTUXMM C TBEPNBIO. ATMOJIOHHUUYECKOE
HUCKYCCTBO "MPOTHMBOCTOUT HALUECTBUIO" NMOHMCHUIACKOM CTUXMHM, HO He OT-
nensetr ce6sa OoT Hee NMONHOCTHIO. Kak Mbl Buaeau, Ky3aMuH B CBOEM TBOD-
YECTBE IMOCTOAHHO MCIONb30BaN 0Opa3HbI/i MaTepHan CHUMBOJIMCTCKOroO
MCKYCCTBa, Npeobpa3ys M nepeocMbicass ero. Ero orHouenme Kk CHMBOIU3-
MY - 3TO IMHAMHUHBI/A QUaJOr, HarrOMUHalWKA "o6MeH KpoBriO", OGparta-
HME-TOEAUHOK, KOTOPbI IIPOMCXONUT MEXIY MepOsiMH €ro rMoaMbi.

XapakrepHbIM MPOABIECHHEM ITOr0 NMpUHUMNA 6paTCTBa-Bpa>KAbl B XKU3-
HU Ky3MHHA MOXHO CUHUTATh TO, KAK CTPOMIIMCb €r0 B3aUMOOTHOLIEHUS C
BsauyecnaBom MBaHOBEIM - LEHTpadbHO! pUrypoit nerepbyprckoro CMMBO-
nM3ma - B Havane 1910-x romos, B NepHol BO3HUMKHOBEHHSA "AronioHa".
KyamuH xun Ha "6awHe" y MBaHOBA ¥ MORACP>XXUBAN C HUM U €ro Kpyrom
TeCHEMIIME JIMYHBIE U JIMTEpaTypHbIe CBA3KU. B 310 >Xe BpeMs, OmMHAKO, OH
aKTHBHO COTPyIHMuaj B "AroOJuUIOHE", B KOTOPOM COCPEAOTOUYHMBAACH Ofl-
MO3HMUHUA CHUMBOJK3MY. IIpeacraBurend CMMBOJIUCTCKON MapTUX BHICIH B
TakoM noseneHuy KysmuHa nuuemepue Ui, B nyylueMm ciyyae, 6€30TBETCT-
BEHHOCTS. XapaKTepHbIl B 3TOM OTHOLIeHUM noprper Ky3muua Ha "6amne”
ocraBun Benniit.? [TokasaTensHo Take obpalueHHoe K Ky3MHUHY CTUXOTBO-
penne Bsu. MBaHoBa:

Coosuuk Mo#t Ha [ennkone,
Y ysxoi Me>X CBETCKHMX Iepeapsr,
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Moit 6paT B nenbuiickoM AMOILIOHE,
A B TOM - Ha Moiike - uyTs He Bpar!26

O6pa3 "6paTa-Bpara" TpaZMILIMOHHO HeceT B cebe GUOIENCKYIO accoLM-
aumio (KauH u Apess, McaB 1 HMakoB). JIpamMaT3M 3TOro HaMeka, ¢ TOYKH
3peHrs HBaHoBa, eme Gonee o6ocTpsAnca TeM, YTO BhbipaXkeHue "GpaT B
AnosnnoHe" BbI3BIBAJIO B MaMATH MIeaNbHbIA 06pa3 TBOpuecKoro "6parcraa”
nostoB IIyuIKMHCKOro Kpyra; cBOMMH "6paTbaMu no AnomioHy" IlyukuH
HasbBan JensBura u Basemckoro. Hamomuuanme 06 naeamsHOM [MO3THYEC-
KOM C0103€ "3010TOro BeKa" CIY>XXHJO >XHBLIM ynpekoM KyamMunHy, npu-
HAIJIEXXHOCTh KOTOpOro K "AnojuioHy" (kypHany "Ha Moiike") mpunasano
€ro ro3Tru4ecKoMy 6paTCcTBy C CMMBOJMCTaMHM "uyTh He" xapakTep KanHoBa
6parcrTBa.

Oxnnako ynpek MBaHoBa 3akmiouan B ceGe BHYTpPeHHEE NMPOTHBOPEUME,
CKPBLITBHI#A MapaloKC, 3aKJIIOYaBLIMACA B TOM, ¥TO caM MBaHOB, C ero yrsepx-
OEHHEM RMOHMUCHICKOIO Hadana B MCKYCCTBE, 3aCJy>XHBAJl YIIPEK BO BpaX-
Re6GHOCTH K aloJUIOHUUECKOMY Havaly, a 3Ha4MT, ¥ K MIee TBOPUECTBA KakK
"6parcTBa B AnoJuioHe". B3ToT napanokc Ky3MMH MCNoNb30Ban B CBOEM
oTBeTe MBaHOBY, KOTOPLEA NMOCJEROBAaN MHOIO JIET cnycTa - B "®openn”.
Cuena 6paTaHus BO BTOPOJ rjiaBe Mnosmsl COOEPXKHUT B CBOEM MOATEKCTE PAN
HaMEKOB, PaCKpPLIBAIOIINX OTHOLIEHHEe Ky3amuHa k UBaHoBY U, 1IMpe, K OHO-
HHUCHUHACKON CTpye CHMBOJNIM3Ma.

ITpumMevaTesieH B 9TOM OTHOIUEHMHU BbIOOP TPAaHCHABBAHCKOIO JIOKYCa KakK
MECTa BCTpPeuH-MoequHKa AByx 6patbeB. OQHUM M3 CTETUUYECKMX TE3UCOB
HBaHoBa, C MOMOINLIO KOTOPbIX OH OGOCHOBBIBaN 0CO6GYI0 6JIM30CTL COBpe-
MEHHOI'O PYCCKOIr'O MCKYCCTBAa K JMOHMCHMMCKOK CTHXMHM, GblNa HUaes O
"thpakniickoM” NMpoNCXoXxaeHMH IIHMOHMCA - B MPOTHMBOMOJOXHOCTh YMUCTO
"sannuHCKOMY" xapakTepy ATMNOJIOHA; 3TO 06CTOATENLCTBO, o MBatioBy, ne-
nano JInoHuca 60>KECTBOM, U3HAYABHO MPUHAIJIEXKAINKM K CIaBaHO-6ar-
KaHCKOMY MHUPY:

Benukas CTUXHUA - HE-3JUIMHCTBA, BAPBAPCTBA, XXMBET OTAEJILHOIO
>XM3HBIO PANOM C MHUPOM CTMXHM DILIHMHCKON. O6a MMupa OTHO-
CATCA OAMH K APYromy (...) kak AnosnoH n JIuoHuc - cpakuit-
CKHMI 6or 3abankaHss, MPETBOPEHHLIA, MIACTUYECKH BhIABICHHLI
M YKPOILIEHHBINA, 06€3Bpe>KeHHbIH IIIIMHAMH, HO BCE K€ CaMOIo
CTHXMEDN CBOEM - Halll, BAPBAPDCKHH, Halll, CnaBsiHCKMi 6or.2?

B cBoei cratbe Ky3amMuH Hamekan Ha 3TO M NMONOOHbIE YTBEPXKACHHUA
HBanoBa, rosops o6 uumeasne npekpacHoOi ACHOCTH Kak 00 uaeasie KJacCH-
4YECKOro arnoJUIOHM3Ma, KOTOPOMY TMOCTOAHHO Yrpo>KaeT “"HallleCTBHUE BapBa-
pos". Orclona 3Ta JMHHA MOJNEMHUYECKNX HAMEKOB TPOTAHYJAach K "®openn”.
TpancunbBaHcKas atMmoccepa "Broporo ynapa“, xapakrepusyemas 6ypHbIM
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Pa3sIMBOM "LUBIFAHCKHUX" CTpacTeil, CBS3LIBAETCS C NOMOM BTOpPOro U3
G6pateeB ("Bor kakoe TBOe momoBbe"). C Ipyroit CTOPOHBI, JIOKYCOM JIMPH-
YecKoro repos cnyxur "knaccuueckui” Ilerepbypr, s KOoTOporo, paBHO
KaKk M N8 KJIAaCCHMYECKOro MHpAa aHTHMYHOCTH, TPaHCHIbLBAHUA SABIACTCH
3anpeneNbHbM "BapBapckuM” MmupoM. Takum o6pa3oM, BcTpeva 6paTeeB-Bpa-
OB 33KJIOYAeT B CBOEM NOMTEKCTE OTHOLIEHNA "knapuctuueckoro” "Amnon-
soHa" ¢ "dpakuickuM” JIMOHHUCOM - OTHOLIEHHA, BEI3BABIIIME B CBOE BpEeM 4
o6BuHeHMe Ky3amuHa B nBoenymnuu. Teneps Ky3aMnH BO3Bpaulaer yrnpex:
"Cam ceba ocy>xpmaer KauH", - HamMeKas Ha TOT IapaloKC, KOTOpuIA ObLn
3aKJII0ueH B OGBHHEHHM e€ro ¢o cTopoHbl MBaHOBa B M3MeHe "OpaTCTBY B
Anonaone".

PaccMOTpeHHbI MOXTEKCT BaXkXeH I8 MOHUMaHUs oTHoweHns Ky3MuHa
U TMYHO K VMIBaHOBY, H K CMMBOJH3MY B LenoM. Mnes 6€30roBopoyHOro
"co6opHoro" GparcTBa nus Ky3mMuHa HermpHemiemMa; HO €ro OTHOLUEHHUE K
CHMMBOJIMCTAM HeJib3s Ha3BaTb M BpaXXIo#i. JIBOACTBEHHOCTh MOBENEHMUSA
Ky3MuHa no OTHOWEHHIO K ofuTaTensaM "GaiiHn” He 6bl1a JIMLUEMEPHEM, HO
oTpaxkana (pyHOAMEHTAIbHYIO KaTErOpMIO €ro XU3HEHHON M 3CTETHYECKOM
¢dunocopun. MoXHO C yBEPEHHOCTbLIO CKa3aTh, YTO OTHOLIEHUA C CHMBO-
JIM3MOM M CHUMBOJNHCTaMH uMenu Ans KysMuHa BBICOKYIO LIEHHOCTb - M
MMEHHO TMO3ITOMY CTPOMIINCH MO MPUHLMMY APY>KObI-BPaXK Ibl, CXOXACHMIA-
PaCXOX e HHMA.

MOMEHT MpeKpacHOM SICHOCTM BO3HHMKACT TOrJa, KOrjna CTajxKMBaloTCH,
MrHOBEHHO COIMPHKACAACh, PeallbHOE M MOTYCTOPOHHEe, paHTa3nsa U KpH-
crannu3yioumas ¢dopma, naeansHoe M (PU3KMUECKOE, CIOBO-BELIL ¥ CIOBO-
CMMBOJI, PYCCKas M 3aMagHas KyJbTypa. DTO MOMEHT NMpERebHOro TUHAMM-
3Ma M HaNpsA>XEeHU S, U MOTOMY OH KPaTOK M ITPEXON ALl - TaK XK€ KpaToK, Kak
"Becenue” rpPeUIHMKOB B any, HacTynaoomee B Besmkuit Uersepr. Xy IooXHUK
MOXET JHMIIbL HANEATLCA U3PEAKA NMPUKOCHYTLCA K 3ITOMY Maealy, MOXeET
auis "Momuriea"” 06 aroMm. Ho cama moaBM>XHOCTL MIeana ABISAETCA 3alo-
I'OM TOro, 4To oH 6yJer BO3BpalllaTbCsl BHOBb M BHOBB!

(...) JIio6umoMy >xe npyry Ha yxo cka3san 6b1: «Ecnu BbI coBecT-
JUBBLIA XYHOOXHMK, MOJIMTECH, YTOOLI Balll Xa0C (€CIIX BbI XaOTH-
YHbI) MPOCBETHUIICA M YCTPOMJIICA, MM MOKYAA CACP>XXHUBANHTE €ro
sacHoi copmo#t (...) - ¥ Bbl HalAETE CEKPET AMBHOM BelM -
NMPeKPaCHOMN ACHOCTHU » - KOTOPYIO Ha3Bas Obl 1 «K N a -
pPU3MOM»28

Ho «nyTh MCKyCcCTBa HOJIOr, a >XU3Hb KOPOTKa», U BCE 3ITH

HACTABJIEHU S HE CYTh JIM TONLKO GJIarue rmoxejaaHus camMmomy cebe?
(10)
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IlpuMeuaHus

1 MHoOrue U3 3THX HaMEKOB-AJUIIO3UH TOJYUMNIM pa3bACHEHHE B pabore:
John F. Barnstead, "Mikhail Kuzmin's «On Beautiful Clarity» and Viacheslav
Ivanov: A Reconsideration”, Canadian Slavonic Papers, Vol. XXIV, No. 1
(March 1982), pp. 1-10.

CnpaBeAnMBO MPEROCTEPEraeT NMPOTUB CIMUIKOM 6YKBAJILHOIO IOHHM-
mauus "scHoctu” II. Mammcran:

"Kuzmin may in fact have later regretted the essay, as its title became the cliche
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than is usually understood. S...I both the article on Gluck and "O prekrasnoj
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(John E. Malmstad, "Mikhail Kuzmin: A Chronicle of His Life and Times",
in: M.A. Kyamnn, Co6panne cruxoB/ Gesammelte Gedichte, herausgege-
ben, eingeleitet und kommentiert von John E. Malmstad und Vladimir Markov
(Wilhelm Fink Verlag: Miinchen, 1977), Band III, S. 137-138.

51 He cornaceH, OgHaKo, ¢ Te3aucoM MaysMcrana o ToM, uTo cTaTthd Ky3-
MMHA HE COAEp>Kana MOJEMUUECCKMX YTBEPXIEHHUHA MO OTHOUIEHHMIO K
cumBoaucTaMm (ibid., S. 136). CoorHoleHne MOHATUA "MPEeKPACHON ACHO-

CTH" C BCTETUKOH CHMMBOJM3MA OydeT pacCMaTpMBATLCA B HacTosluei
CTaTbe.

TekcT nosmsel "dopens pa3duBaeT nen” UMTHUPYETCA MO M3ZaHMIO: M.
Kyamun, ®opens pazbupaer sen. Cruxu 1925-1928 (llenuurpan, 1929)
[repr. Ardis: Ann Arbor, 1978], crp. 7-27. B paneHellINX npumepax B
cKoOKax yKa3blBaeTCs CTPAHMULIA 110 ITOMY H3HAHMIO.

Kak nokasan I'. llIMakoB B cBOEM noxnane, Ny6JIMKYeMOM B HacTOsILEM
c6opHMKe, NaHHb1A 00pa3 Berpeuaercs B I akte "TpucraHa” aBa><abl: 1mo-
MHMO MPUBEIEHHON MHOIO peniauku TpucraHa, Tak>xe B cioBax bpasu-
rexsl: «Blaue Streifen steigen im Osten auf S...I vor Abend erreichen wir
sicher S...I Kornwalls griinen Strand».

MHue yka3ana Ha 310 o6cToaTenscTBo H.H. bepGeposa.

PaccmarpuBaeMsbie 06pa3bl MMEIOT LEJLIA PAR OAILHEAIIUX acCOLIMALIMMA
(6uorpachuueckux, CEKCyanbHbIX, UCTOPUKO-KYILTYPHbIX). CM. 06 3THX
cMbICNOBBLIX nuaHax "[lepsoro ymapa" B pabote: John E. Malmstad and
Gennady Shmakov, "Kuzmin's «The Trout Breaking through the Ice»", in:
George Gibbian and H.W. Tjalsma, eds., Russian Modernism: Culture and the
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Avant-Garde, 1900-1930 (Cornell University Press: Ithaca and London,
1976), pp. 135-164. CMm. Takxke crarsio U. ITanepho, ny6nukyemyo B Ha-
crosmeM c60pHHKe.

7 WU.IanepHo,op. cit.

8 CM. aHann3 PONBKIOPHOro clXeTa 0 nepeceueHuu Ilerpom BOOHOrO
npocrpaHcTBa B pabore: M.B. IlmoxaHosa, "I'n6ens Ilerpa I B pexe Cmo-
ponynHe", Acta et commentationes Universitatis Tartuensis, t. 604: Tpyasr ro
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9 B.H. Iyrunos, "3acraBa 6orarbipckas (K cTpykType GBUIMHHOIO npo-
crpancrsa)”, Tpyas! no 3HakoBsM cucreMaM, Bein. VI (Tapry, 1975), cTp.
52-64.

10 Cm. o cBa3sx BormaHosa v npoleTkyinbra ¢ MaeamMu PenopoBa: Muxaun
Cennep, Anapes InatonoB B norckax cuactsa (Paris, 1982), crp. 37.

11 ITurupyerca no u3gaHuio: Anekcannp bormasos, Kpacnas 3ee3na: po-
MmaH-yronus. Huxenep MbsHuH: ¢paHTacTHaeckHi pomaH, JleHuHrpan,
1929 [repr. (Helmut Buske Verlag: Hamburg, 1979)); pa3psanka B Texcre
npuHaanexur bBorpaHoBy. Ha HamMuue HaHHOro MONTEXCTA B MOIME
KyamuHa mHe ykasana W. ITanepHo.

12 Cm. aHanmM3 MOTHBA Ay B npoarekcre nosmel: U. IlanepHo,op. cit.

13 IIutupyetrcs no u3nauuio: The Complete Works of Shakespeare, ed. by
David Bevington (Scott, Foresman & Co.: Glenview, Illinois, 1980), p. 1584.

14 John E. Malmstad and Gennady Shmakov,op. cit., pp. 138-140.
15 M.A. Kyamun, Co6paxue cTxoB..., T. I1I, cTp. 472.

16 AHaNnOrMYHOE COYETAHHE MOTHBOB MOXXHO BCTPETHTH B LIEJIOM pPAIE OPY-
rux cTuxorBopeHuit KyamMuHa sToro nepuona. Ykaxem, B YaCTHOCTH, Ha
CTHXOTBOpeHHe U3 umkuia "Boxareii” (1916):

E1iie HexxHeil, elle npesecTHeR

INponen Anpeins: MPOCHUCh, BOCKPECHM
Ot coHHo#it, kocHoM cyeTst! (...)
PooHuk 3ab6un B aywue CMYUIEHHOH, -
U panocTHbIA, U OOHOBJICHHbIN,

Te6e, N'ocnons, TBoe ormam!

Y, BHOBe BO3NaHHbIA Anam,

CMOTPIO A B COJIHLE, YMHJICHHBIA.
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(M. A. KyamuH, Cobpanne cTHxos..., T.11, cTp. 24).

17 John E. Malmstad and Gennady Shmakov,op. cit.,p. 144,

18

19

20

21

22

Hvmupyrecsa no usmanuio: Anexcaunnp bnok, Co6panne counHeHHi, non
pen. Bin. OpnoBa (Mocksa-Jlenuurpan, 1960), 1.1, crp. 182. MHe ykasana
Ha 371y napauiess W. [TanepHo.

AA brok,op. cit.,T. 2, cTp. 185-186.

Cratesa B. Illknosckoro "Bockpewmenue cnosa” (1914) u nocnysxuna mc-
XOIHBIM NMYHKTOM B chopmupoBanun uae# OIIOS3'a. Meradopuueckoe
n3o6paxkeHHe OOHOBJIEHUSA TMO3TUUYECKOrO A3bIKa Kak ero "ocBobox-
neHUA" (C MCMONL3OBAHUEM TTONMTHUYECKOA Ppaseosornm) 610 THITHY-
HO nna maHudectoB dyrypuctoB Havana 1910-x romos ("Tlowmeunna
o6ecTBeHHOMY BKycy', "Canok cyneit"). O6pa3sl cMepTH ¥ 6aHKPOTCTBA
("pacTpaH>XXupHBaHKA') CTAPOro A3LIKA UIPajiM BUOHYIO POJib B MO33UM
MasikoBckoro 3stux ner (nosma "O6iyako B mTaHax", CTUXOTBOPEHME
"Hare!" u np.).

M.A. Ky3amun, Cobparmne cTHx0B..., T.], cTp. 437.

Ibid.,crp.438.

23 Anonnox, No.4 (auBapp 1910). B nanbHeAIMX MpUMEpPax CTPAHMIILI MO

24

3TOMY M3aHHIO YKa3bIBAIOTCA B CKOOKAX.

KyaMHH ucnons3syer 3zech "uyxkoe cnoBo"- 3arnaBue cGopuuka B.
HUBaHoBa "bBopo3nbr m mexu" (1916); cM. yxkazaHue Ha 3710: John A.
Bamnstead,op. cit. p. 4. OnHako mo6aBrneHue kBaauuuUMpYIOIIErO
SMUTETA "ACHBIE" HEHABA3UMBO YKa3bIBaeT Ha TO, ¥To Ky3MHH oTiMuaeT
CBOE NMOHMMaHHe "60po3n” OT TPaKTOBKM 3TOro ob6pas3a y BaHoBba.

25 (...) Ha "6GawiHe" OH 6LLI - OUEHb-OUYEHb MOMALIHMMHA, I OoN; U npyro#
pocT PY

6Bl B NMOATAHYTOM "AnonnoHe": Bpa>X neOHbINA, Uy>KOH, 3aHMMaIOIHUHA
MOJIEMUUECKY IO MTO3MLMIO MO OTHOWIEHMUIO K HaM, CHUMBOJNMCTaM. (...) Ha
Muxauna AnexceeBMua OuYeHb CepAMIICA nopoio MBaHOB; Belnb BOT B
CaMOM J[iesie: XKHBET Belb - TYT, BMECTE, BhICIYUIXBACT MOJIOBOMONKH, HE
BO3PAXAET, ITOUTHUTENIECH, a IMOJEMHKA C CHUMBOJMCTAMM - InTcsA. B, U
nonaran: Ky3mMnHa oH Ha "6amHe"” cnacaeT OT... aKMEM3Ma, MOTOBOI0 yXKe
061bsaBuTECA; Ky3MuH He onpaBabiBan oxunauuit B. U.: He criacancs, a
YTBEPXXIAJNCA B CBOEH JNErKOMBICICHHON M KOKETIMBO-BLI3BIBATEILHOMN
ACHOCTH; M3 "AnoJuloHa" MOpPOI0 Npenep3KO OH HAaC, BETEPaHOB,
ruamaTaeB CMMBOJM3Ma IMPOACPruBaN 3a ' KUOHUCHMUYECKME" TYMaHBI.
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(Aunpeit Benwi#t, Bocriomunanus o A.A. broke, Wilhelm Fink Verlag:
Miinchen, 1969, ctp. 639-640).

26 IIwurraTta M3 ctuxorBopeHus MBanoBa "CocencTBo” MpMBOIUTCS MO CTaTHE:
John A. Bamnstead, op. cit. p. 2, - rae nogpo6HO KOMMEHTHPYETCA €ro
CMBICJI B KOHTEKCTe BeICTyruieHu# Kyamuna B "Anonnoue".

27 Cratba «O BecenoM pemecne ¥ yMHOM Becemmu» (1907); uutupyerca no
u3n.: Bauecnas BanoB. Cobpanne counHernit, non pen. I.B. MBaHoBa u
O. Hewapt, T. III, Bpioccens, 1979, cTp. 20. CM. aHAIU3 MONEMUKH
Hisanosa ¢ KysmuHbiM Bokpyr sroro te3uca: John A. Barnstead, op.
cit.,pp. 5-6.

28 Paspsaaka B TEKCTe NMpuHamIeXXuT KyaMuHy.
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John E. Malmstad

"YOU MUST REMEMBER THIS":
MEMORY'S SHORTHAND IN A LATE POEM OF KUZMIN

Tht, Ilamsms, My3 pomvBmas, CBATA,
beccmepTis 3anor, BeHel CO3HaHbLA,
HeTneHHOro B MCTREBmeM Kpacora!

B. WBanos, "JlepeBbs”, 1

An obsession with Time runs like a thread through the labyrinth of literary and
artistic "isms" that characterize the cultural life of Russia in the opening decades of
the twentieth century and create such nightmares for literary taxonomists. The
problem of History has, of course, had a compelling fascination for Russian
writers in all periods, and these decades in no way differ. But a "retrospectivist"
spirit gives the period its most distinctive feature and provides common ground
for seemingly diverse authors. Even avant-garde movements never cut themselves
totally from the moorings of the past; the most radical revolts against tradition
were rather attempts to assert the validity of counter traditions, often those of a
very remote, even mythic past (the so-called "primitivism" of many writers and
artists in this period), as opposed to those most recently dominant. The retro-
spectivism of the age took many forms, but it often shows itself most clearly in a
common concern with Memory, from whole movements of recovery like Mir
Iskusstva to individual masterpieces, such as Xodasevid's great meditation,
"Sorrentinskie fotografii”. It was as if the age sensed that in a few years the
tangible part of its world would vanish, and with it values as well. In the face of
such disintegration, the act of remembering for many, like Axmatova to name the
most obvious, assumed a moral dimension, testimony "in the light of conscience
and culture”.!

Memory, of course, is the mother of the Muses, and in the welter of what
might be called "ideologies of memory", focus often falls on art and culture. For
Vjaceslav Ivanov, poetic creation itself was but an act of anamnesis and the writer
memory's copyist. Andrej Belyj called for man's recovery of an atavistic "memory
of memory" (pamjat’ o pamjati or pamjat’ pamjati, in Kotik Letaev and Glosso-
lalija), to which many Futurist notions of sound and language could easily be
related. For Remizov, the text becomes a kind of palimpsest, "writing on writing",
where memory of previous texts from a multitude of periods and dream (a form of
memory) interact in a process of rewriting. (The subtitle of PodstriZennymi
glazami reads "Kniga uzlov i zakrut pamjati”.) Mandel’$tam pointed the reader to
the dynamic center of his art when he wrote: "Vse bylo vstar’, vse povtoritsja
snova, / I sladok nam 1i§’ uznavan’ja mig" ("Tristia"), and a subtextual critical
approach has had to be elaborated better to elucidate Acmeism's "nostalgia for
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culture".2 Only the literature of the first three decades of the nineteenth century, in
fact, can rival the intertextual dimension of the art in Russia of a century later, with
its extraordinary degree of literary self-consciousness and self-reflexiveness. But
what, after all, is "intertextuality” if not a special aspect of literary memory?

The persistence of memory marks all periods of Mixail Kuzmin's poetry. In the
1907 "Otradno uletat’ v stremitel’nom vagone” (Seti), memory is dubbed a
"vernaja sluzanka". Traces of that attitude linger twenty years later in the Second
Introduction to the cycle “Forel’ razbivaet led”, where the poet summons "pamjat’
- ¢konomka". An element absent in 1907 is now also present: "VoobraZen’e -
boy!" References to memory flicker throughout Kuzmin's verse of the second
decade, but with the onset of middle age and in the aftermath of revolution, it
preoccupied the poet more and more. By the 1920s, with the poems of 1921-22
gathered in Paraboly (1923), memory had become a central concern, as the poet
joked in a poem of 1922:

Bce BCOMHSAT, maske Te, KOTOPbIM NMOMHHTD
To Heuero, HAYHYT B3AbLIXaTh HEBOJILHO,
YTO He >XHUBET OJNA HUX BOCIIOMMHAHLE.
("MbsI Ha TOIOUKE KATAIMUCDH ")

Throughout the decade memory remained a constant source of revelation for him
("Pamjat’ pazuxi! Otkrovenij klad!" - "Leg¢e plameni, moloka neZnej", Paraboly,
in the cycle "Stixi ob iskusstve"), providing the actual subject for many of his
poems.

Memory, allied with imagination, is for Kuzmin the creative power of the mind
and the ultimate source of its artistic inspiration. Recollection, but one of
memory's aspects and not to be identified with it, is not only a way of sorting and
saving the past (“re-collecting").3 It can also provide a filter for the present
without which the imaginative faculty can hardly apprehend and fix the present
moment in the work of art. Imagination in many works almost seems the
individualistic act and art of memory. As early as 1911, in a poem entitled "Kak
ljublju ja zapax kozi" (Osennie ozera), a Proustian sensation so disorients the
lyrical subject that for a moment past and present, recollection of an encounter in
Florence and present perception of a young man, mingle and merge. The persona
looks closely at the young man and recognizes that present and past encounters
are as dissimilar as are the two young men physically. The "emotional
resemblance"” of love ("serdce pomnilo™) had shifted planes of time and space.

By the time of Paraboly "swarms" of uninvited guests, the poet's memories - of
past encounters, of friends and lovers, of works of art - knock at his door and beg
to be filled with the lifeblood of his art ("Serym tjanutsja teni roem, / V dver’
stu¢at neZelanno gosti / Sepéut: 'Plot’ju kakoj pokroem / My prozraénye nasi
kosti? <...> / Kto vdoxnet v nas dyxan’e duxa? / Kto nagonit gorjacej krovi?™ -

116



00063145

"Serdce", in the cycle "Stixi ob iskusstve").4 The insistence of personal and
cultural memories keeps interrupting the poet, interfering with his work,
disrupting sequential logic ("Kak busy nanizat’ na nit’ / I slujatelej tem pronzit’. /
No vy3lo vse sovsem ne tak, - / I sam popalsja ja vprosak.” - "My na lodo¢ke
katalis’"), and tingeing personal encounters:

["ne >xe mope? roe xe dapoc?
OkeaHCkMi napoxonmk?

TheI cCHEMIUBL CO MHOIO PSIOM
M He egeM HUKY A,

Ho noxoxe, Tak noxoxe!

M noer BocrnnoMuHaHbe,

UTo nonpe>xxHeMy KONOyeT
AdponurnHa 3Be31a.
(3Be3na Adpoaursr, IT)

OH Tak noxox... He noromy ns
O Hem 3arosopuna myaa?

<...> BOT OH CHOHUT

(N nb 3Tt0 Bl cuounTe?)
(Bcrynnenue, HIN)S

"Confusion” and fusion are inevitable, and "Novyj Oziris", the final poem of the
cycle "Stixi ob iskusstve", joyfully affirms the artist's task, likened to Isis
gathering the dismembered parts of Osiris whom she would make whole and thus
give new life. In the totality of the work of art, the creator lives again, as does the
re-created and culture itself, infused with new energies of remembrance: "V
razdroblen’i umiraet, / Celym telo oZivaet <...> / Plot’ju inoj Zivet / Celostnoj Zizni
plodt”

In the verse that followed in the 1920s, Kuzmin delights in the play of
resemblance and difference brought about by the imaginative interplay of memory
and present experience, and in his own ability to negotiate the continuously
reiterated terms of likeness and change:

Hep>xy HeBUOAHHBIA KPHUCTAILI,
Kak 6y aT0 MHOXECTBO 3epKa
CoenvHuNO rpaHu.
Oco6blit B KaX 00# KJIETKE CBET:
To 30n0TO rpanylIMX NeET,
To 6yeck BOCITOMMHAHMH,

PaznuuHeIxX UL eTyuuit pois: <...>
H kaxkgb1it 6bICTPBLIT MOBOPOT
Bce HOBYI0O ¢ co6oit HeceT

HUrpy u coueranse.
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Korna ni060Bb B Te6€ XXHBET,
Crexina HAUTO He pa3olbeeT <...>
(HT, No. 11)6

By the time of Forel’ razbivaet led (1929), with its poems of 1925-1928,
Kuzmin elaborates his interest in relations with greater and greater complexity.
The ambiguity of narrative perspectives and the dense structures of superimposed
interlocking planes present knotty difficulties (which layer is primary, which
secondary?), just as the matrix of multiple associational sequences makes
formidable demands semantically. The reader is caught up in a dynamic tension of
interrelations, the "key" to which keeps eluding him. For one thing, we do not
know the context in which the poems were composed, and we still lack the
requisite critical density of information and of comparisons for control. Further
referential data (biographical and, above all, cultural) will no doubt turn up, but for
the moment we can at least determine a most probable meaning in many of these
poems, often by keeping in mind the role of memory, i.e., by elucidating the field
of "echoes" at work in the text.

Any number of poems in Forel’ razbivaet led can serve to demonstrate
Kuzmin's method, what I would call memory's shorthand, but in view of the
intricacies involved, brevity is a considerable asset. Some twenty years ago,
Gennady Smakov drew my attention to the third poem of the 1925 cycle
"Severnyj veer™:

O, 3aBTpak, 4ok! 0, 3aBTpax, 4Yok!
[TozonoTucs 3UMOM, CKavok!
PyMsiHbIX KpbUILEB KaKas paHb!
JlykoM ynbi6KH yHBUIO paHb.
XOJOOHBIA MOTHUK PIOMKY CKpbLI,
Hronkoii 8 nneum - poCroueK Kphbii.
Anpens sHBapckuii, Ans6ep, Ans6ep,
"Taneu crpekos", apeHa mep!

We recognize the typical Kuzminian concern for fleeting physical sensations
rendered concrete that we find throughout his verse, and the characteristic
vocalism of the late verse (Lukom ulybki unylo ran’). Forel’ razbivaet led as a
whole looks back to Kuzmin's early volumes which are dominated by "narrative
cycles". There appears to be some story here too, or rather an incident or fragment
of a story never told (and the poetic sequence of which the poem is a part is a
series of such fragments), but what is it? The poem seems as cryptic as any other
in the collection. But Smakov pointed out that closer reading reveals that it is
nothing of the sort. Metaphors of youth (ran’, rumjanyx), references to the dance
in the final two lines, and Kuzmin's favorite image of wings (always associated
with Love), suggest that the poem recalls a lunch in the wintertime in the
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Petersburg restaurant Albert with a young man, either a dancer or someone who
resembles one, with whom the poet is infatuated. Only a very skillful reader,
perhaps, may be able to work this out of the text, but the poem is neither
incomprehensible nor merely a charming bagatelle.

More detailed analysis, however, will show that what seems a purely
associational design of metaphors is a deeply coherent arrangement. For this
laconic masterpiece is among the most densely self-reflective of all of Kuzmin's
texts, as allusive as it appears elusive at first glance. The final words, as we shall
see, are an actual citation, but beyond that there is nothing really "hermetic” about
the poem if we know Kuzmin's other works. This "cento"” or "collage" is, with the
exception of the opening line and the final two words, entirely built out of
autotextual references - invariant motifs and partial quotations - from all previous
periods of Kuzmin's verse, and its metaphors function simultaneously as
metonyms of earlier texts. (I have for the most part deliberately not related the
poem to his voluminous prose, and, with one major exception, to other authors,
which would at least have meant doubling the size of this essay.) Our recognition
that the "code" is supplied by Kuzmin's own works takes us to the poem's deepest
meaning. "Subject” and "method” are one in the poem, thus exemplifying
Kuzmin's belief in memory as a force of preservation and creation. As he had
written many years before: "I, povtorjaja, ponimaem / Jasnee preZnie slova” ("Ne
nazyvaj ljubvi zabven’em" [1912-13], GG).

The image of wings, used twice in the poem (kry!l’ev, rostocek kryl), alerts us
to the poem's self-referential and intertextual procedure. Even those who have little
or no knowledge of Kuzmin's works know the title of his most famous short
novel, the "scandalous" Kryl’ja (1906). There, and elsewhere, Kuzmin drew on
Socrates's account of Love in Plato's Phaedrus for the image of wings and its
treatment.” The central lines of our poem (3-6) paraphrase, as it were, that account
in a most precise, if highly condensed way. In the dialogue, Socrates relates that
the soul is reminded by the sight of a beautiful object of the true Beauty and seeks
to fly to it. The Form of Beauty may be more readily recollected than the other
Forms since its image 1s discermned by sight, the keenest of the senses. (Lines three
to six are the most highly visual part of the poem.) The soul then regrows wings
because of the perception of physical beauty and the consequent recollection of
Beauty itself. The soul at first suffers, but Love is the great healer, and soon the
soul begins its ascent. Kuzmin knew the dialogue in Greek, but let me quote the
most apt portion (250-252) in Russian, which makes the parallel particularly clear:

Bnaronapx nHamMATH BO3HHKAET TOCKa O TOM, UTO ObLIIO TOr ma
<...> Kak MBI # CKa3lanH, Kpacora cusjia CpCion BCEro, UTo TaM
6bUIO; KOrla >K€ MBI npumJjay Cxoga, Mbel Ctajl BOCIIpPUHHUMATDL €€
CHUAHNEC BCEro OTUCTIIMBEC NMOCPEACTBOM CAMOI'o OTYETIIMBOIrO M3
YYBCTB HAauiero T€iua - B€aAbs 3pCHHUE CaMO€ OCTpOC M3 HHUX. <...>
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Tonbko OOHOM KpacoTe BbINANO Ha AONI0 ObITh Haubosee 3puMon
M MPHUBJIEKATENBHON. <...> A CTOUT TOMY Ha HErO B3TJIAHYTh, KaK
OH Cpa3y MEHSAETCS, OH KaK B JIMXOpalKe, ero 6pocaer B JIOTH B
HeoObIUHLIA >Kap.

BocnipuHsAB riiazaMu UCTEUEHUE KPACOThI, OH COrPEBAETCA, & ITHUM
YKPerulieTcs NpUpoaa KpaLIa: OT Terula pa3sMsardaeTcs BOKpYr pocTKa
BCE, YTO paHee 3aTBEPIEJNIO OT CYXOCTH M Melano pocty <...> Korna
Npope3bIBAIOTCA 3yObl, ObIBAET 3y M pa3dpa>keHHE B IECHAX - TOYHO
TaKoOe € COCTOAHME MCIbITHIBACT NYIIA MPH HayaNe pocTa KPhLIbEB:
OHA BCKHWIAET U ITPH BTOM UCIILITHIBACT Pa3Ipa>kKeHME U 3yIl, pOXaad
KpbLIbA.

I'nsang Ha KpacoTy IOHOLIH, OHA MPUHUMAET B ce6A BIEKYLUHECS H
UCTEKAIOLIKE OTTYa YaCTHLIbI - HEJAPOM 3TO HA3bIBAIOT BJICYEHUEM:
BIIMTHIBAA KX, OHA COrpeBacTCA, U30ABIAETCA OT MYKM U panyercs.
<...> OHHM 6BIOTCA Harnomo6Gue MyJbCca, TPYT M KOJIOT, Mwa cebe
BBIXOJA - KA Abl# POCTOK OTHENLHO ANA ce6A, - TaK YTO Aylua, BCA
W3HYTPU MCKOJIOTasl, My4YaeTCA M TEP3AETCs, HO BCE XK€, XpaHA NaMATh
O INIpeKpacHoOM, papyercs. <...> IIpy BuUne ero BIeUYEHHUE pa3IMBAETCA
1o Hel, U TO, uTo OLUIO paHee 3arnepTo, paCKphIBAETCA: AJIA OYIUU 3TO
nepensiliKa, KOrua lpeKparualTCcAa YKOJsl H MYKH, B 3TO BpPEMA
BKyLIAE€T OHA caanvaniee yaoBOJIbLCTBHE. <...>

CocrosHue, 0 KOTOpOM gr MEHSA peub, ITIPEKPACHLIA MOH MaJlb4yHK,
JIIOIU 30BYT D porom <...>.

The recognition of Beauty, clearly associated in lines three and four with
Love/Eros (kryl’ja, luk), the initial pain (unylo ran’in line four), the fever (the
xolodnyj potik that covers the glass in line five, a metaphor for the poet himself
and his agitated state), the continuing sharp pain (igolkoj v plec¢i) which
accompanies the birth of Love (rostoéek kryl) - all point to the Plato. Certain
specific details (rumjanyx or the noun ran’) do not appear in Socrates's account,
but they can be traced back to a web of references in Kuzmin himself, to which I
now want to turn in a line by line discussion of the poem. The reader should keep
in mind that some of these images are so intertwined and "contaminated” by each
other that it is often impossible neatly to compartmentalize and limit their
resonance to one line only.

The exultant first line (O, zavtrak, cok! o, zavtrak, Cok!) is purely situational,
establishing the time (mid or late morning) and the "event", a lunch between two
people (one would hardly clink glasses to toast oneself). The gestural opening
(both physical and aural) is typical of Kuzmin's verse, but relatively few of his
poems use this situation - "Umyvalis’, odevalis’..." (S); "Kak ljublju ja zapax
kozi,..." (00); "Svetlyj moj zatvor!" (O0); "Utro vo Florencii” (P); "Blesnula
lakom lozka" (1926; III, 503-504); the fourth "udar” of ({(Forel’ razbivaet led)):
", etot zavtrak tak poxoZ." One, however, is particularly apt:
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Tb1 caM, amMyp, <...>

IIpucsane y Hainero crona -

IIpouecTs BNIOGIEHHOCTH MPUMEPHL.
("CmyTHiubCca 1B cepauemM opobensmm?”, I'T)

Dal’ accompanies his definition of dok (¢okan’e) with " Coknemtes’, govorju, za
togo, kto ljubit kogo”, and on that basis alone we would expect to find many
instances of the action in Kuzmin's verse. Yet in no other poem is it performed. In
two poems of GG (the collection which provides many of the poem's subtexts),
Kuzmin compares the lover or his beloved to something to be drunk: "Ja tvoj do
dna... beri i pej’ ("Ja tvoj do dna..."), and "Vy - beloe burgundskoe vino, / Gde
dremlet sladostno struja 3ampani, / I rezvitsja, i penitsja zarane, / Vostorga
skrytogo ono polno" ("Vy - beloe burgundskoe vino..."), while in another,
synaesthesia almost suggests a clinking of glasses: "Bessil’ny tlejui¢ie sny, /
Kogda moj slux pronzili noty / Kristal’'no-zvonkie vesny!" ("Pokojsja, mirnaja
Mitava,..."). Yet there is no clinking of glasses. The opening line, then, is unique
in Kuzmin's verse. This is an important point for his aesthetic views, to which I
want to return in my conclusion,

Line two - Pozolotis’ zimoj, skaCok! - continues the situational aspect, i.e., the
poem is set in the winter, and introduces the first complex semantic field: "gold"
and "winter". "Gold" carries a hint of the formulaic "zlatye dni moi" of the Puskin
period found in Russian verse down to Kuzmin's own time (for example, "junost’
zolotaja", in poem No. XII of the cycle "Sny aprel’skie” in Sergej Solov’ev's
1910 collection Aprel’). The color and the metal are closely connected with the
"nezdeSnee sijan’e" of Kuzmin's Vo2atyj-Guardian Angel figure both in Se#i ("]
jasno zoloteli laty...", in "Vzojdja na bliZznjuju stupen’") and in Osennie ozera:

Bapyr o6nak 30710T0# cpenb Heba crad,

A ropauusbl B3METHYJIMCh TYUKOH CHE>XXHOM

C BecenbIM HIYMOM KpbUT HABCTpEUY CTpen. <...>
A MK 3HaKOMbI! B 651ecKe s y3per.

("KocHenu MBICIN MENJIEHHBIE B TIeHHU")

Gold is also commonly associated with the sun on a purely visual level (as in, for
instance, "Zarko-2eltoj pozolotoj zakata", "Vecer", in S; or "Zlatjatsja dali",
"Xrustal’no nebo, vidnoe skvoz’ les", in OO). And when, as in the 1908

"Vysokij xolm, ot glaz skryvaja solnce,...." (III, 450-51), love is associated with
the sun:

Tol - cOMHUE TO, YTO NYTh YKaXKeT 6neckom!
A - cTpaHHMK TOT, KOMY NIO00BL - CUsIHbE!

a potential semantic complex of "gold/sun/love” is created in which only one
image need be present to suggest love.? By the late verse, Kuzmin had fixed these
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associations, and he often linked the complex to Spring by metaphorical
extension.

He had first introduced a new element, Winter, to this cluster in 1911, in the
"Zimnee solnce" cycle of Osennie ozera:

Koro npocnasiio B THXOM 'MMHe 57
Te6s, 0 CONHLIE, COMHLE 3HMHee! <...>

Crnexy s CKBO3b OKOHLIE JILAHCTOE, <...>
Ho 3snarom cBeTa

CseTno onera,

Boiia HeceIuIHast BECHA.

H nycTs MOpO3 OcTpeEe Kos1eTcA,

U cepalie nycTh TPEBOXXHEN MOJIUTCH,
H nycTs Bce nyue 310HEM Mbl, -
ITe1mHe# aBpopsI

TBou ybopsr,

O cosHue 3HOHHOE 3UMBI!

("Koro npocnasno...")

Thereafter, "gold/sun/love” or "gold/sun/winter/love" figure in almost each of
his books (often, as in the excerpt below from "Uspokoitel’'noj proxladoj”, as
citations of earlier poems, and frequently in combination with other imagery found
in "Q, zavtrak ¢ok"): <...>

Ioxnelit OTPOK B none p>Xxu Bener no Heby 3010734
MeueT cTpesbi 3010Tb1E. <...> BA3b UMSA NIOOUMOE...
Ho or cTpen ocranocs 3naro. <...> ("Bener no Heby...", O0)
He crpesost nn s oTpaBneH? <...>
Huuero He BUXKY ... pOXKb, Kak He>XXHO 30/10T€eeT nanb
Crpensl, 31aT0 ... MUIBIA 00pas... BecHo!
("Tonsrit oTpok...", OO0) ("Kak HexHo 3omnoteert...", O0)
<...> 0, cepaie, Jlerok, ajn 3/71aTOKpsUIbIHA PAL...
He conxue ns or6neck 300105 3uMoi07  CBET XXe UX OT TBOUX 00 BbATHH,
("HecHocHslit BeTep..", O0) Bnusko Tsl U 3apest ropAT.
(" Xuu MoH - o6naka 3akara”, I'T)
ConHlIe - JIULIO TBOE, BcrapuHy nporzas Mapkn3y
("Connue - nuuo tBoe", I'T) ITo3osoueH b1 TBOM NYK.
("3Be3nk! cBepxy...", I'T)
He BepHysauCh M CHOBA 371aThI€ JHH 3naTo-BEIUHAA
He BecHO# nv NaxHyno B OCEHHUI NeHb? 3opsb nopal

(Hossut Ponna, "Onsate Beneuns", 9, I'T) ("0, veageiwinue”, HB)
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Ckopeit, ckopeit! Kakoit pymaHsUt
xouon! <....>
Eue o6pbI3rala 3/1aTHCTOH NMbUILIO,
(O, conriue 3umHuee, urpait, urpait!)
(Uy>xas moamMa, 6 u 9, Dx0)

CMOTPIO CKBO3b JILAHUCTOE CTEKIIO <....>
O, commne, Tvl BeIb HE YCTaJO...
IToponslue CBET Ha 3EMITIO JIeHh <....>

B xosnoaHoM 3apese, He Tak Ny,
H Brl Begere cBOM y30p, <....>
Ho Bce sicHee nnameres
3narurcsa cnoro "kpacora'.
(T.I1. KapcasuHoit, HB)

Yyno poxmenue! 3aps
pO30BeeT, <....>
Kunxut aurape 307018

Tenno BOIHAMM MOABIMAACD,

Tak panoCTHO KPAIINT MHE I'py b <....>
Kax paeer B yTPEHHIOIO CTYXKY

3HMO10 PyCCKOIO BOCTOK.

Eue BonHa, emie pyMsHelL...
Packpoiics rpyas! Cusit, cusii!

O, TeruibIx po3 cBATON GarpsHel,
CroKOHBIA ¥ TPEBOXHLIA pait!
("¥YcnokourenvHo# npoxnanon”, HB)

I'yCTeer..
("Pox neHse Spoca" HB)

3naroxocMoro Gora o6paz?
Couriue - n106085!110
("IInamens Penpsr”, I)

In the full context of the poems from which the citations with
"gold/sun/winter/love" are taken in the list above, the complex always suggests, as
it does in our poem, the miraculous onset of love at the most unexpected or
unlikely times (here the "winter"” of the poet's days, when he calls for the life-
giving appearance of Love).

Skacok points metaphorically to the persona’s sudden agitation, as in the 1911
poem "Dozd’ morosit, temno i sku¢no” (OO):

CnokoitcTBue MiHe HE HaHo,
Kak y 60nbHbIX TEMIIEpaTypa,
Ckauy 1O B He6O, TO Ha IHO.

But its primary meaning - a sudden and agile leap upwards - introduces the
first suggestion of flight (polet) and, by extension, the ballet (for example,
"Gruzno skacet BolSakova", from the third poem in the 1926 cycle "Panorama s
vynoskami”, F). And both "flight" and the ballet are closely linked with Kuzmin's
conception of Love, as the image of "wings" in the next line suggests. I will defer
discussion of the two most important self-reminiscences involving skacok (as
skok and as skakat’) until consideration of the poem's use of dance references in
the final lines. Other images of "flight/Love" can be cited here:

Jlera cTpeMHUTENLHOIO UCMTIONTHEH RYyX.
("Cepnrue, kak vawa HanoxHeHHas...", C)

"Uny! Jleuy! ¢ To6oo!"
JleTy ckopeit, KOMY - Mnoner. ("Kak meu Mue cepaue...", O)

("Komy ects BbIGOp, BoiGupaer”, O0)
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S MOMHIO BHOBL BECHbLI BeCeJblit

H BCA nylua, Bce MbICIM K MAIO Tpener, <....>
Y OKps1I110T CBON T10JICT. BajleTHius, B3NETHILD, KaK He-
("Cnezamu cepaue s omo...", I'T) MOKOPHbLIA cTpeneT!

("Onna 3Be3na tebe...", Q0)
My3a BCKOYHT, Npo JII0O0Bb PACCKAXET...
("Oyura, s ropeM He Tep3aeM”, B) Eine roster, onvH, n1pyro#...
(T.I1. KapcasuHon, HB)
JIyKaBCTBa BELUHEI O I10JIET.
(111Benckue nepuaTku, FB) B KOM >XHWB I10JIET BAIOOJICHHBIH
Kpernaro cepnue 6uercs,
(BeneHas mruuka, IT)

Line three - Rumjanyx kryl’ev kakaja ran’! - presents a metonym, made up of
three metaphors used repeatedly in Kuzmin’s earlier verse, for the person with
whom the poet lunches: a handsome young (rumjanyx, ran’) man likened to Eros
and Beauty itself (kryl’ev - recall the section from the Phaedrus cited earlier).

Kuzmin most frequently uses the color rumjanyj (or its variant, rumjanec) for
Dawn, and metaphorically associates both the color and the time of day with
Youth (the "dawn of life") and/or with the beginning of love. (Alyj carries a
similar association as the most common adjective for blood, whose flow often in
Kuzmin symbolizes the onset of Love.)!! Here the epithet is transferred from ran’
(Dal’: utro, rannee utro) to the wings, bringing the young man into the web of
associations. (Kuzmin's usage is, of course, a variation of an old theme:
light/youth; compare Pukin's "Blistaet mladost’ / V ego lice; kak ve3nij cvet /
Prekrasen on", Vadim, or Vjateslav Ivanov's "plamen’ junosti letu¢ej”, from
"Veera vo mgle neslis’ Titany", Kormcie Zvezdy.)

YyneceH yTperrui oOMaH: S scriomuHalo Bauuwy iiekwu,
51 BXy CTpaHHO, Npo3peBas, [Copsiluve pymsamiesm 3apm
Kak asiocts HeXXHO-3apeBas ("Ilpu B3rnsage Ha BeceHHME
PyMsauuT CMYTHO 3610KHMIA CTaH; usersl”, C)

("Jho6n0", ckazan a He n064...", )
<...> MOH LUEKH - KaK YTpeilHne 30pH
3apu pyMsHeLl TaK 3JIaTHT, Tak aJ, <...> ("HUx 6bu10 uerBepo...”, C)
Yo uyer cepaue: ckopo 6yaner BcTpeua!
("Ocennnit Berep xanocrtsio asnian”, O0) O pHOCTH KpacHas <...>
[T.e. npexkpacHas]
ANbIM pYMSHLIEM MOKPbUIOCSH ("Her, He 3081 Menn", OO0)
3HAKOMOE JIMLIO.
("CseTnble Kynpy na oTkpsIrsie riasa”, O0O) <..> pymsHadA 3apA,
(Bcanuuk, 1, OO)
<...> MOH roCTh HE>XJIAHHLIA

IIpuHec MHE MOJIOIOCTS U CBET, CseT >Xe UX OT TBOMX OO0 DBATHM,
3apio rpanyumx TeruibIx JieT... bnu3Kko ThI ¥ 3apesf ropsT.
("Cneszamu cepaue s omon...", I'T) ("Oun mom -", I'T)
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B o6nakax 3apu pymsaHa pueior,

(HoBwpi Poina, "Kopdy", 1, I'T) Yyno poxneHse! 3aps
po3oBeer <..>
OT 11eK pyMAHEL! BETPCHHBINA XKunkumit sHTape 3onores
OTXJIBIHET, rycTeer,

("Kak neByiku o >xeHuxax Meurawot”, I)  (Poxnenne dpoca, HB)

KpacHa BocKpecHas BECHa,

Pymanuem 3apH pasiHO Urpas, ("HeBHsiTeH cMbici...", I
OTpOK PUHETCSA € 30JIOTHIX CEHEM.
("Jlerue nnamenn,...", I Yien MOpsK, pyMAH 4 pycC <...>

CopokaneTHHit rie MopsK <...>
U 6naroponeH, ¥ BBICOK,
MopinMH He OTRICKATS, <...>
PyMsaHeU HEXXHBIA 3aUrpai,
3apaenacs 1eka...

("®opes pa3busaer nen”, 6, D)

Kuzmin at times also compares Eros himself to the Dawn, as in the fourth
section of the 1904 "Xarikl iz Mileta" (III, 442):

Dpoc, MeTKHII CTPesIoK, cepaue MPOH3KUT CTPEsIoH -
CnoBHO nyu 3abnecTuT a0/ 3apH IHEBHOMA.

for he is the youngest of the gods and eternally youthful: "Eros, vsex bogov
junejsij” ("Rozdenie Erosa").12

Winged figures abound in Kuzmin's verse, from Love itself (Eros, Erot,
Amur), heavenly guides and protectors (Voz2atyj, angel, arxangel Mixail, sera-
fimy) to Hermes (Germes), bearer and transformer of souls (frequently in Forel’
razbivaet led). The primary Platonic subtext for the image of wings has already
been noted. It is, of course, far from the only possible one, given the frequency of
the Eros image in European art of all periods.13 I confine myself here to Kuzmin's
own verse, and in the list below I have further limited myself, with two
exceptions, where the VozZatyj and Hermes figures represent concrete carnal
ideals, to the "wings" of "Eros/Love".

Becnoio Bce OnHOM BeCenoN Bepbl:

Ee 30ByT "KpbL1aTas mo60Bs". Bpems, Kak rruua, BoeTcH,

3uma ymia... J1060Bb KpbLIATA.
("Becna", ®asu, KJI) ("Becna", IOuoua, KJI)

MHuwuTCs: BOT pacKpoellb KpLUIbA "JIro6mo", ckasan s He n1064 -

Y 6e3 cTpaxa, 6e3 ycunbs Brpyr npuneren AMyp KpLUIaThLi
B Hefo sicHOe B3neTH1Lb. Y, pyKy B3sABIUM, KaK BOXAThIHA,
("®nerita Badunna", O) MeH s noBnek Bo cien Ted .

("'JIobmo', ckazan 1...", )
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Ho pan s ocraTbCs B MHpe A o6pen cebe Boxxaroro -
Cpenn okos, OH nipekpaceH YU KpeLIar.
UT06 KpsLIbA PaCKpbUIMCH LLIMPE. ("S usets! cO6nparo necrpsre”, C)
("5 BcnoMHIO HEeXXHbIe necHu”, ()

Yys 6m30CcTh 6€NbIX KPELT
OH Tak >kK€ CBETEeN U KpbLIaT. 6ecTALMX.
("C Tex nop Bcerua A He onuH", ) ("Tpu>xnas! B TeMHbIA cknen'”', Q0)

ITonpe>xHeMY RIS HAC AMYp U orHeHHslA KphlaaTslil reHui
KpbLLIATBLA PEET, PonHeit 1 61v>xe MHeE Terneps.
H ocTpoio cTpesosi rpo3unT. ("He Ha3pmBait ni068u 3a6BeHbeM”, ')

("Bnents! Bce mMeHA", O0)
Ona npuueT, OHa NMpUIET,

Mbu1 3pora He BCKaJIH, Kpsrraras mo060Bb.

Mg HAULIA €ro CAyyvaiHo, <...> (¥YTewmenue nacrymkam, I'T)

Kpbuibs HEXXHBIE paclipaBuil,

H xoxouer, U ILIEKOYET, U 3a HeXXHBIMU nIeYamMH

("Cepaue rubensb He 6u3ka ", I'T) bboum 6 nBa kpsLia
GeNnOCHEe XX HbIX.

B nocneniuit pas 3oy T1eb4, ("Ecym 6 Tol 6bU1 HeGecHbIA aHren”,

mob0Bb, <...> III, 466)

EnBa pacrnpaBmo panoCTHbLIE KPbLIbA,

(Coner, 1912, 111, 454) Kpsu1ato cOMBUMBOE JIENETAHbE,
ITouTH HeBbICKa3aHHOE "MO6MIO".

BonoureneM nyuu, ['epmecom, ("Kak nesywkn...", I

TsI nepecran MHE Ka3aTbCHA,
PacnipocTunucek ¢ 60J0TUCTEIM aloM My apbiil My>KeCTBOM, CIENOTOM

H cTan Thl IOHOLIEH MWIBIM. <...> cTpesiel,
ManeHbpKHue y HOI TPEILOTKON Korna Tei 6€3 KpslT B TOPHULY

PaCKpbUINCh KDbUIBA. BHUIELB,
(I"'epMmec, HB) ("Merue nnamenn...", IT)

The fourth line - Lukom ulybki unylo ran’ - continues the imagery associated
with Eros, here the "bow" (the upper curvature of the lips) of the young man's
smile, prefigured in a poem of GG:

TBon ynsi6unBbie ry6oi
AMYyp CTpesioi HapUCOBall...
("B o6MaHUYMBOM, TPEBOXKHOM CHE...")

but only stated in the wonderful "Ko mne skoree, Teodor i Konrad" of 1924:

JI1060BHALIM JIYKOM BbIU€PUEHbI I'Y6bI, <...>
OrBeThb, OTBETH, XOTH YIroJIKaMy ry6!
Tobl ynbIOHYNCA.

(111, 501-02)
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In Kuzmin's verse arrows far more commonly cause the "wound" of Love. (In
Kuzmin a wound [rana] is always the wound of love, and a healed wound
symbolizes the end of love, as in the poem "SveZim utrom rano rano" of GG.) In
"unylo ran’" he gives a particularly concentrated variant of his favorite treatment
of love as a kind of death ("Ja umiraju ot ljubvi bezmernoj!" in "SiZu, ¢itaja ja
skazki i byli" of §; or "Umru, umru, blagoslavljaja, / A ne kljanja. <...>/ V moej
krovi poslednij skrupul / Ljubov’ju poln. <...> /Strelok otbiviegosja gusja /
Streloj skosil. /I vot leZu i umiraju, / <...> blagoslovljaju / A ne kljanu”, OO) and
"sladkaja pecal’" ("Ulybki novoj / Sladka pec¢al’!", in "Utro vo Florencii", P, or
"Odin vostorg, odno volnen’e / Sulit letutee dviZen’e, / Gde radostna sama
pecal’”, NG, 1; or the earlier "Rasslablenno-Zivitel’noj toski / Vesennej ni na ¢to
ne promenjaju" in "Pred¢uvstviju, dusa moja, vnemli!" in Exo).14 Because of the
great frequency of the motf ("ukol strely”, "ukol luka"), especially in the cycles of
OO and GG dedicated to Knjazev, the list below represents but a sampling.

KTo mMoxert y BeHepuHa xononia

JI106BM cTpeno, MI0OBU CTPEIONA He 51 IPOH3EH CTPENIOIO HEXXHOIO,
YKONOTbCA? YMupaio ot orus.

("JIero", Humda, KJI) ("3uma", AMyp u noar, KJI)

H uen Moit nyk, Kak npexxne Tyr,

IToxopeH BIacTH TEX XKe€ pPyK, BbI npoH3aeTe cTpesaMH ropbKUMH,
YTto6 cHOBa mpyra panHHa opyr. <...> ("AXx, ycTa, LeJIOBaHHLIE

Ko cepauem crap, BHOBb UYET Kap. cromskumn”, C)

("3uma", Amyp, KJI)
Cepoua pansr nuiib OOMaHblI,

(Mackapan, O)
U or 3apu ¥ no 3apu Ho xak oxpaHa ropur B rpynu
Crekana KpoBs CTpyeIO. Biaxxencrna paria.
Ho k anoi pane a npuBbIK. ("ITycth cOTHEN rpex BOH3ANCA
("Kak meu mHe cepaue npo6onan”, O) xan", O)
AMYyp-OXOTHHK BCE CTOMUT Ha CTpaxe, HM3paHeHO CTpeaaMH HEXHOE TEJIO.
("IIpoxomur BCe,...", OO) ("Ts1 kak BOCK,...", O)
To - Bons mynporo crpenka, <...> 51 BUXKY B I€pBbIA pa3, FrOpUT
A paHa? pana - He >xKanka BriepBbIE paHa.
A ns 3TUX rnas, eMy NoKOpPHLIX. ("HeT, He 30BM MeH1,...", O0)

("Cmupucs, o cepaue,..." OO)
Ho 6/m3ko crpesisi npouienecrenu

U nuinunam MeHs nokos.
("Kak nobnio s 3anax xoxu", O0)
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45

[ConbnA OTPOK B MOJIE PXU
Meuer cTpesibl 30/0ThIE.
("TConwit oTpok”, OO0)

JKenaHHLIA roCTs, IPUIH, MPUIH
B HOOJIHHY

U cepaue BHOBL CTpesiod y>xaib
BeCHOIO!

("Kak HexHo 3onoteer...", O0)

U TOT, KOr0 NMPOH3HUT CTPeEJa,
ITpoureT BIOOGJIEHHOCTH ITPUMEDBL.
("CmyTHiubca Jib cepauem...”, I'T)

AMYP, KOO CTPEJIOH yXXalIHIUIb
(baner, I'T)

B Moeit rpynu
Ths1 paHoi#i BCer galHen.
("Ynei6ka, B3gox m?", I'T)

Ho onHuM KOMNbeM, OOHOR CTPEJIOO
caanxont

M_tI, npoH3eHHbIE, TIO0OBY NMPHUHAA-
JIEXKUM.

(Hosui#t Ponna, "Beneuus", 6)

Kak LUBeTyT CBATHIC paHbl!
CwmepTts ot 60ra - cname Her!
(Poxxneuue Dpoca, HB)

BpoBH - JyK, a B3rnsan nox 6poBsio -
I,
("Bcex nmouis Th,...", O0)

U cTpessr - ax! - 31aTex pecHyL!
Cunosa ¢ ToSo#!!
("Korna ycneiy...", O0)

CBe>X¥M YyTPOM paHoO paHoO <...>
O, zanexinascs paxHa!
("Csexxnm yrpom...", I'T)

Barnan ux 6bICTPEE U OCTPEE CTPEJIBI,
("Conuue - nuuo teoe", I'T)

OnsTtb, ONATL OTKPLLIACH PAHA,
Oyiuia ropur.
(Hossuit Ponna, "Beneuus"”, 3)

Crpenok KpsLiateit 1. <...>
Ilpsama cTpesia, HaTAHYT JIYK,
KpyueHa TeruBa. <...>

Benb CHer MpOTUBUTBLCA HE MOT.
BeceHHeMy OrHio.

(AMyp ¥ HeBK¥HHOCTL, HB)

Line five (Xolodnyj potik rjumku skryl), the first line of the second half of the
poem, functions on a primary level much as did the opening line, supplying a bit
of realia (the glass with which the persona makes the toast of line one), and its
potik offering a kind of verbal equivalent to the wonderful ¢ok of that line. The
"sweating" glass, a metaphor for the lover himself (on the model "Stekljanno
serdce i stekljanna grud’, P), also presents a cluster of metaphorical meanings, all
associated with Love. There is the emotional meanings, all associated with Love.
There is the emotional turbulence (the "fever" parallel noted earlier).

A nnramMeHe0, XON0acHo, TaKw,
(Moit noprper, C)

3aueM ke A BeCh XOJIONCIO,
Korna Bac yBuxXy BOpYr,
("V Bcex onnHakoBo 6nerca”, HB)

OT BECEHHETr O MOXMENb A
Kapycenur ronosa...

(HT, 4)
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which is related to the "oxymoron of love" (derived, perhaps, from the old
Petrarchan oxymoron for sexual intensity - icy fire):

Taxkue OHM - CYACTIMBEHAIIINE KATHI. ’KuBw, mo60oBb, HE YMHpai:
ITocnegHuit xosron4, nepsoe Hacran nns Hac orHHCTO-JIb IHCTHIA,
TervIo. <...> MopozHo-xapxui, pycckuit pait!
Teneps BO MHE NPOCHYJIOCH BCE, - ("3aneceHa nyproi...", B)
M BOT <...>

BnepBrle aeHb BeCHbI 61arocioseH!
" p "
("Takue oun", B)

The icy surface of the glass also hints at the melting of ice or snow in spring, a
favorite Kuzminian metaphor for Love:

Crekna CTBIHYT OT X0JI0A3, JIoBM upe3 s1ea NPUILIBBI
Ho cepnue 3Haer, riaca, <...>
Yro nen pacraer - M pacripocTAach € IEHUBBIM
Becenne 6yner u Monox0. MJICHHEM,

("Crekna cremyr...", ) BockpecHe1nb, BOJEH U BIOGIIEH,

("HeBHsTeH cmeich...”, IT)

And there is the property of the drink itself, vodka certainly in this case, not the
Rhine wine Kuzmin so loved,! or wine in general:

Connua, Becesnbe, TEIUIO B BUHHBIX §ouKax YHOCHT, <...>
Ber, yHOCALIIMe >Kap NO6BU B CepUe ropsayeM,
y [1] "
(Ocens, "TIpoxoxwuit”, KJI)

Mopo3sHoe nurse, Mol Kanuran!
He nomMkuit sem, a 3BOHKOE BHHO
Jetyuum nano 3010TOM HA IHO.
("O uem kpnuar...", 1924, 111, 500)

Line six (Jgolkoj v pleci - rostocek kryl) both describes a physical gesture - the
sudden hunching and slight quivering of the shoulders that accompanies the
sharp, stabbing sensation experienced when drinking something very cold - and,
metaphorically, the cutting feeling in the back, described in the Phaedrus that
accompanies the budding of the wings of Love. The poem "Vina vesennego
igolki..." in VoZatyj (where the second section is also entitled "Vina igolki")
provides the primary subtext:

BuHa BeCEHHEro MroJIKu

51 BHOBb NPHUHATbL OYUWIOH I'OTOB, - <...>
Mbul cHOBa nyTHUKM! <...>

Kak yynmeca TBOM INpexpacHsl,
KynecHuua mo6BH, BecHa!
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but not the only one:

H nycrs Mopo3 ocTpee kosercs, <...>

IMennHeit aBpopsr MHe MaTyllKa TBEpAWIa:
Tsou y6opsl, "Beru mo60BM 30,

O conHue 3HOMHOE 3KMbI! Ee xxecroka cuna, -
("Koro npocnasnwp...", OO) Ykoner ne urnoii.

(YTewmenue nacrymkam, I'T)
B urossvaromMm cBepKaHbH <...>

Criurie - MOpPO3 ¥ MOKPO, Cnewn, cniewm!

(KonnoscTso, B) Pa3Be He pamoOCTEH CKPMIT nepa
B 3apesoit TH1M,

CuHeilt B cniuHe abIHHOM, Kak yko/sbI BHHHBIX HCOJIOK!

("rmus! maTe!” muaT) ("AHren 6naropecTByIOLIMA ",

(My3a-OpeuinHa, IT) cM. npumMmeu. 15)

And the shoulders have both a long erotic connotation for Kuzmin ("Celuju
ple¢i tvoi!”, in "Prisel izdaleka Zenix i drug”, S; or "Plad¢em prikryvsi prelest’
ple¢", in "V obmanéivom, trevoZnom sne...", GG) and a specific connection with

Eros:

KT0 o6HMMET 3TH rueuy, [Tpeno MHOM CTOMT NMOJAPOCTOK <...>
Yto nob63an oguH Jpot? 3a nokaTeIMH rIeHaMu

(®rnetita Bachmmna, €) 3onoueHsbIit caMoCTpen,

(O3epo, HB)

With line seven, the theme of Love ("Aprel’ janvarskij') and the theme of the
Dance ("Al’ber, Al'ber"), only hinted at in line two, come together. Throughout
Kuzmin's verse, not surprisingly, Spring and Love are one. (In "Vesna" in
Kuranty ljubvi the Faun sings "Vesna s cvetami privela ljubov’”, and Eros is
"Gost’ vesennij” in "Rozdenie Erosa", NV.) In the earliest verse, May seemed the
spring month most likely to become the metonym for Spring itself,!6 but April
gradually acquired that meaning, and therefore always an association with Love.
So here, "January April” means the sudden appearance of a new love in the month
of January (which would make the poem one of Kuzmin's several "New Year's"
poems) and/or both months are used metaphorically, i.e., a new love in the
"winter" of the poet's life.

BHoBb npunyrt Anpean, MapTel -

("CrposaT noM nepex okomkom", C) "Kak pamocriia BecHa B anpeJe,
Kak Ham nieHurenbHa oHa! <...>
Brl - 6es10e 6ypryHiuckoe BHHO <...> M pasee cTpaHHbI HAM B anpene
O>xHBNEHO AbIXaHWEM arperd Kanpu3asl Munbie BeCHbI?"
Becenbe CBETNBIX ¥ NTYKaBbIX 'JIa3. ("Kak pamocrha..." - HUKN

("Bel - 6enoe 6ypryunckoe BuHo...", I'T)  "Becennuit Bosspar”, OO)
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S xe roropio, / UTO 3TA CTpaHA -

Bawa nywa/ <...>

HO OHA 110X0>Ka Ha Bally pyuly <...>
TaM BCerna arnpeii, -

("Bbi nymaere, g BimobneHHbm nost?", I'T)

Elue HexcHel, elne npenecTHeil

[Tponen Anpeb: NMPOCHUCH, BOCKPECHH
Ot coHHoMi, KOCHOM cyeTh!!

CeronHst CHoBa BCITOMHHIIB Thbl
3a6bIThie 3MMOIO NMECHHU

("Ewe nexuein,...", B)

51 TpeneTHOMY A3BIKY
Yuych anpensckoio nopoio.
("Kak mecau monomoi# nosuc...", HB)

B xXMBOM riepenecke
AnpensCcKuif packar.
(Apre3uaHckut konoxnell, IT)

bpart 30101041 Anpens!
("bpeI3un noxnem BecensM”, IT)

MunnaneBulf pa3pes anpeabCKHX rias,
51 npunnmaso! Cnanko ymepers, <...>
B rnazax yBMIEB NacTouek I101€T,
AnpeJisckmnii Beuep, panyry M comsue!
("Ko Mmue ckopee, Teonop u Konpan",
1924, 111, 501-502)

Ewe He ckopo pa3fyxHyT moyky

WU no anpens, Bens, nanexo,

("Eme ne ckopo pa3byxHyr
nmouku...", I'T)

OxHo U1k, KaK CMEIOLIMNACS
AnpeJts,
Meusa 6ynuno, neHuno,
XKHUBHUIIO -
S 6b1n mo6uM!
(Drmurachua camomy cebe, I'T)

AnpesisCKas pyKa BeCHBI-XO3SHKH.
(Comnue-6bik, B)

HeGo rony6eer Kk nyreiecTausmM,
Kax BLI3IOpOBNEHbE - arIpesibcKast
npeJs!
O MMHYBLINX, HE BCIIOMMHAEMBbIX
6encTrBusXx,
[peer npensut Anpens. 17
(Briznopasnueaiowei, JBym)

B xakom Anpene
IIpocuynmuce Mb1?
(¥Tpo BO ©nopeHumn, I)

Ho pa3Be Tb1 caM He 3Haelb,

YTO s1eTYYH ¥ 3BOHKM HOIH, <...>

CTpOEH M TOHOK IOHBIA CTPEJIOK,

<.>

M uro nyuiiee cioBo N30 BCEX
"Anpens!"”

("B OCEHHIOK pBaHYIO CTYXY...",

192272, 111, 487)

"Novye dorogi, vsegda vesennie" Kuzmin had written in Seti ("Svetlaja
gomnica...", in the cycle "Radostnyj putnik"), and Lavrik, the young hero of the
novel Plavaju$éie-putelestvujuséie (1915) remarks (in answer to "Mne vse
kaZetsja, &to &to ne sentjabr’, a vesna"): "Eto vesna i est’. <...> nacalo vsegda

kaZetsja vesnoju".1®

With "Al'ber, Al’ber’ Kuzmin introduces a specific place, the Restaurant
Frangais Albert (Nevskij 18, Pont de Police). It was one of his favorite pre-
Revolutionary meeting places, especially during the time of his relationship with
Vsevolod Knjazev (which would help explain the high incidence of images in our
poem from poems in the "Knjazev cycles" of OO and GG). He mentions it twice
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in his own verse, once in Paraboly: "Stal vspominat’ ja naprimer, / Cto byli vesny,
byl Al’ber" ("My na lodotke katalis’...") and once in the 1919 "Angel blago-
vestvujuddij” in a context which prefigures so many of the details of our poem that
it must be considered its most immediate subtext:

B 3uMHEeM, OHEr'HMHCKOM COJIHLIE,
YT10 KOCO HUNOo

B crexna "Am6epa”,

H ocrpoe xano

Biria v 10681

JIomanocs B Jyue

(ITomuuTe?) 19

"Al’ber"” is also a specific dance reference: Albert, as Albrecht, the hero of
Giselle, is always known in Russia. (A sound pattern closely connects the two
words and thus the two worlds of love and ballet: Aprel’/Al’ ber, re-1’/1’-er,
supported in the final line with Arena mer.) In the second act of the ballet, the
heroine saves him from the wrath of the Wilis, whose wings no doubt prompted
this particular ballet association, as did the theme of Giselle, where the over-
whelming power of selfless love redeems the faithless young lover.

The motifs of the ballet and wings, present in the Albert reference, culminate in
the final line, where the initial stress on "Tanec" parallels that on "Lukom" in the
fourth line, thus linking the worlds of Love and Dance metrically (in the final lines
of each of the poem's two parts). "Tanec strekoz” is placed in quotation marks as
the title of Franz Lehar's operetta "La Danza delle Libellule”, first performed in
Milan in 1922 (the Italian version was a reworking of the 1916 "Der Stern-
gucker"), in Vienna in 1923 (as "Libellentanz”), and in Leningrad in 1924,
Kuzmin reviewed the production in Krasnaja Gazeta on December 6, 1924.
Another association was Anna Pavlova's renowned solo concert number, "The
Dragonfly", which she danced to Fritz Kreisler's "Schon Rosmarin" wearing two
large, transparent wings. Note, also, two self-quotations:

A B HE>XHBIX, NTPEePLIBAIOIIMXCA piano
3BEHHT ITONIET KINACCHUECKUX CTpeK03.20
(K Ieboccu, B)

Y pany>kHO pacripaBuT CTpeKo3a
JIio60oBs MOIO.
("O uem kpuuar u 3HaloT neryxu”, 1924, III, 500)

And the poem ends ("arena mer") with a near citation, Jean-Georges Noverre's
(1727-1810) formula for the ballet: "Le Champ des Mesures".
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There are few actual references to the dance in Kuzmin's verse. This is
surprising for a man who actually wrote ballet libretti (but then there are also
relatvely few specific references to music).

<...> Haness! rrryun 3ByvaT HaMm ITpo J1:0GOBS.
Becha nuKTYeT HaM CTUXOB pa3MeEpHI,
W yuur ranuam niameHHas KpOBb.

(BecHa, "®asn", KJ)

M1 ¢ BecHOM MOA0n0,
Co 6na>xeHHOM, 60>XXeCTBEHHON,
PesBonerkoit Horon

CnnsiueM TaHel TOP>KE€CTBEHHbIA.
(Becha, "®asn", KJI)

Upa pyKa HaC BEpHO BOIMT,
3anneras B xoposoA?
("Urto npuxonur, To npoxoaur”, O)

A nepBbifi 64T BOCTOPr ¥ MIICHBA,
U 6neck, u Bansc - neTyunii CoH,
("B moen nyie Bce Te xe 3syku”, 1923, II1, 498)

In his only explicitly "ballet poem", the 1912 "Balet" (GG), he presents it as a
realm where sorrow never lasts, where there is always new life, and where Love
rules ("Amur, kogo streloj uzalis’..."):

TanuyitTe, Munble, Urpaifre

I yrnuBbi# ¥ T1000BHBIA COH
M 3aHaBec He onyckaiire,
IToxa He racHeT JJaMIMUOH.

By the 1920s, Kuzmin's view of life as a journey of ascent - constant movement
upward to a neo-Platonic reunification with the Ideal, with Love and an Art
impelled by Love, which is man's most perfect expression of that drive toward
perfection ("The manifestation of creation, as of love and life, is indissolubly
accompanied by movement"),?! - had subsumed the world of the dance. In
"Rozdenie Erosa" (NV, 1920) the newborn god leaps ecstatically upward

Cxok ["ckauok”] Beicokuit, 3poc, Dpoc!
I1nsc creknsAHHbBIA, paiicKMM CKOK!
Orpok BeuHsi#t, Dpoc, Jpoc,

JIeT 60>KeCTBEHHLIA BHICOK!

and the world joyously orders itself ("arena mer") into the dance of the planets -
"Tanec vodit karavany, / Xorovodit xod planet” - in Kuzmin's variation on the
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Platonic conceit that dancing parallels the harmonious movements of human
beings in a well-ordered world, in turn an image for the motions of celestial
bodies to the harmony of the spheres.

Similar associations of mobility, movement upward, ascension, elevation
(flight: "kryl’ja", "polet”, "letutij") underlie the closing work of Paraboly, the long
poem "Lesenka"”, an image borrowed both from Plato and Plotinus, with Masonic
and alchemical strata as well:

Uro aeuxeruem kopmut Divina Comedia? Ono!
YTo x0poBO.LbI BBEPX BONUT
I'LnaToOHOBCKHMX MBICICH
W doxirickx TaHues
Cepacdpumckux Kpyros?
Jleryuee cema. <...>
Meb1 MyTHUKM: ABUXKEHME - obeT Halu,
Mz netu boxxbsu: TBOpUECTBO - 00€eT HaLl,
I BH>XXEHHE ¥ TBOPUECTBO ~ XKU3Hb,
Ona xe JIio60Bb 30BETCA.
I BU>KEHHUE TONBKO BBEPX:
MbI - MY>KUHMHBI, aNbITMHUCTBI U TAHLOPBL. <...>
JI1060Bb - IBHMXKEHUE,
HexnBu>xHeIA He no6uT,
bes aBu>KEeHMA - HE KpbUIATO CeM4, <...>
JleceHnka 3onoras, <...>
Ckakarp <...>

( »

KTo mo6uT, BO3BbILIIAETCA...22

Nowhere in all of the poet's works, however, do all these themes come together so
concisely as in this quintessential Kuzmin love poem, with its axis of imagery of
Spring, Youth, and Love leading to that of Dance, itself an emblem for all Art, as
if literalizing his credo: "Love moves us to art” ("DviZet k iskusstvu - ljubov'").23
Love, Culture, Memory - in Kuzmin's consciousness the three categories are
inseparable and present as a single entity. For him there is no love without
memory, no memory without culture, no culture without love.

The poem may be a present moment seen through the filter of the past (there
was no longer a Restaurant Albert by the 1920s), a memory alone prompted by
the presence of another person reminiscent of someone in the past, an incident
"real” or "imagined". In 1907 he had written of "Pamjat’ serdca, gde sme3alis’ vse
dorogi, vse puti" ("My proexali derevnju”, S), and in 1923, in "V moej dule vse
te Ze zvuki” he could wonder "Pred¢uvstvie ... vospominan’ja?” (III, 499). The
poet himself is present only as the "voice" of the poem, whose metaphorical mode
of perception presents the young man, dancer or not, only as an iconic figure, an
ideal of Youth and Love associated with the Dance. (We see this "idealizing"
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tendency for the "other” in Kuzmin from his very first volume - "How can we
know the dancer from the dance?".) Yet the impulse for the poem is an
immediately perceived moment of experience: "O, zavtrak ¢ok!" (The imperatives
and the special immediacy provided by the numerous diminutives, a stylistic
feature typical of Kuzmin, all support the "present orientation".) That, not the past
or future, always concerns Kuzmin, the absolute, unrepeatable uniqueness of the
present: "There exists no past and no future independently of our most sacred
present, perceived emotionally with all the power of the spirit, a present towards
which art is directed".24 All his finest poems, both early and late, are anchored in
the concreteness of everyday experience through the particular immediacy of their
images and the poet's unflagging zest for the tangible particulars of the ordinary
world.

Gertrude Stein once remarked that "anything one is remembering is a
repetition, but existing as a human being, that is being, listening and hearing, is
never repetition”. Kuzmin would have seconded that affirmation of the
experiential reality of human life, and something similar informs his view of
"emotionalism" in art:

HckyccTBy HOCTYINMHBI BCE BPEMEHA M CTPaHbl, HO HAMPABJIEHO OHO
HMCKJIIOUMUTENIBHO Ha HacTosllee. <...> PeTpocrneKTMBU3M, CTapaHue
oaTe npounoe 6e30 BCAKOro OTHOLIEHUSA K HACTOALUEMY, €CTh
Gecrione3Hoe M OE€3>XKM3HEHHOE yNpa>kHEHHUe, a co3nmaBaTh Gynyluee
He Ha OCHOBAaHMM HAXONSAIUMXCHA B COBPEMEHHOCTH HNAHHBIX TIPH-
BOAUT K GECCMBICICHHBIM M BpeIHbIM yTONMMAM. <...> HckyccTBo
BCErna MMEEeT B BHUOY >XH3Hb, (paKT, UYBCTBO M UEJIOBEKA, a HE
NMOHATUA, HE UIEHU, HE pacCyIOuYHble NOcTpoeHusa. KoHeuHo, noru-
YECKHE MOCTPOEHUS UMEIOT CBOE MECTO B XOII€ TBOPUECKOH paboThI,
HO 3TO - HE MUCTOKM, HE OCHOBHbIE DIEMEHTbl MCKyccTBa. UHTEH-
CHMBHOCTBIO YAaCTHBIX BMOLIMA MOXHO MX cruenaTh obueobA3aTens-
HhIMM M 4Yepe3d KOHKPETHYI0 JIO60Bb K OTIENBHOMY UYEJIOBEKY
3aCTaBUThL MOHATL NIO60OBL K YENOBEYECTBY, HO OOpaTHBLIA NMYTh OT
OOLUEro K YaCTHOMY HEMBICIIUM U Ir'yGUTENIeH. <...> DMOUMOHAIHU3M
MIET OT YaCTHOro K obuiemMy, K BCCHApOIHOMY M BCEMMPHOMY, HE
0653aTEeNIBHO NOCTUIas KOHEYHBIX IMpPENEJIOB, HO TBEPAO 3HAA, 4YTO
1A UCKYCCTBA 3TO - EAMHCTBEHHO BO3MOXHBIA NYTh, PaCUIUPAACH
BBEPX, & HE CY>KHBAACh BHU3.2D

Nothing better describes the manner and matter of this poem, for whose
magical performance - a transformation, not a mechanical listing or repetition of
previous motifs and themes - nothing applies with more aptness than that inspired
coinage of Wallace Stevens's old age: Lebensheitspielerei, the playfulness of a
lifetime’'s wisdom.
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Notes

Joseph Brodsky's description of the memoirs of Nadezda Mandel’Stam in his
Less Than One. Selected Essays (N.Y., 1986), 154. A recent volume of
Wiener Slawistischer Almanach (Band 16, 1985) is entirely devoted to the

; theme of memory in the arts.

2 "The subtextual approach is justified also by the fact that memory is the

fundamental concern of acmeism, and literary recollection is the corner-stone,
not only of its aesthetic code, but also of its message." Omry Ronen, An
Approach to Mandel’$tam (Jerusalem, 1983), xii.

In the unfinished poem "Derev’ja (1917-18, in Svet Veclernij), from which the
epigraph for this essay is drawn, Vjaleslav Ivanov summons Memory
(Pamjat’), not Recollections (Vospominan’ja), and he maintained a careful
distinction between the two in all his writings, associating Memory with the
Platonic Anamnesis. In the 1909 essay "Drevnij uZas", for example, he
equates what he calls "Ve&naja Pamjat’" with Mnemosyne and "Pamjat’
Predvecnaja" with Anamnesis, the soul's memory of its contemplation of the
eternal Ideas (Sobranie soc¢inenij, II1 [Brussels, 1979], 92). Fedor Stepun
alludes to the Ivanov in the introduction to volume one of his memoirs Byvsee
i nesbyvieesja (N.Y., 1956), 8. The American psychologist Endel Tulving
makes a similar distinction, albeit without the Platonic element: "Episodic
memory is concerned with unique, concrete, personal experiences dated in the
rememberer's Past; semantic memory refers to a person's abstract, timeless
knowledge of the world that he shares with others" (Elements of Episodic
Memory [N.Y., 1983], v). Kuzmin's "retrospective muse"” would have
admired Tulving's definition.

Compare the opening of the Second Introduction to "Forel’ razbivaet led":
"Neprosennye gosti / Soslis’ ko mne na ¢&aj."

5 The titles of Kuzmin's verse collections cited in the text and notes will be

abbreviated as follows: Kuranty ljubvi - KL; Seti - S; Osennie ozera - OO,
Glinjanye golubki - GG, Vozatyj - V; Exo - E; Nezdesnie vecera - NV,
Paraboly - P, Novyj Gul’ - NG;, Forel’ razbivaet led - F. The Roman numeral
III indicates that the poem may be found in volume three of M.A. Kuzmin,
Sobranie stixov, ed. John E. Malmstad and Vladimir Markov (Miinchen,
1977).

6 The theme of the "mirror" runs throughout Kuzmin's art, and reflecting sur-

faces are often metaphors for memory, which can absorb all ime and space. In
Seti the "Vozatyj" presents a mirror to the poet (in "Vzojdja na bliZnjuju
stupen’") as a sign of his special favor and trust. Mirrors, of course, reflect the
self, but in Kuzmin's works they more often reflect someone else or the self as
"Other", as if following the Platonic model: "vo vljublennom, slovno v
zerkale, on vidit samogo sebja" (Fedr, 255d, Platon, Socinenija v trex tomax,
t. 2 [Moscow, 1970], 192).
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7

See, for example, Donald C. Gillis, "The Platonic Theme in Kuzmin's Wings",
Slavic and East European Journal, vol. 22, No. 3 (1978).

8 Platon, t. 2, 186-88. My italics. As one of the characters in Plavajuscie-

putesestvujudlie jokingly remarks during a discussion of Love: "My tak ras-
suzdaem, budto platonovskie greki na piru." M.A. Kuzmin, Proza, t. V
(Berkeley, 1985), 195.

9 The "gold/sun/love" cluster was perhaps suggested by Plato: "muzZskoj [pol]

10

iskoni proisxodit ot Solnca” (Pir, 190b, Platon, t. 2, 117), or by the well-
known closing of Dante's Commedia: "L'amor che move il sole e l'altre stelle.”
Kuzmin's early sonnet "Tvoj vzor, kak car’ Midas..." (1904-05) connects love
and the beloved with the myth of Midas: "Tvoj vzor, kak car’ Midas, ¢ego
kosnetsja, / Vse v zoloto ¢udesno obratit, <...> / Ty vse, ¢ego kosnes’sja,
zoloti§™" (III, 435), but there is as yet no sun. Mythological (gold is the color
of Aphrodite) and alchemical dimensions (gold as the highest of metals) also
at times play a role in Kuzmin's use of the color. In the recently published
cycle "Plen” (1919), the sun, in the poem "Angel blagovestvujuséij”, and gold
are both associated with the poet's desire to see an end to the horrors of War
Communism: "Neuzeli navsegda daleka ty, / Bylaja, zolotaja svoboda?" (in the
poem "Vstre¢nym glazam..."), an obvious allusion to the myth of the Golden
Age. "Plen" was first published in 1984, in Band 14 of Wiener Slawistischer
Almanach.

Anacreon (fragment 5) calls Eros "zolotovolosyj", and in Aristophanes Birds
(1. 1738) he is "zlatokrylyj bog" (cited in the notes to Platon, t. 2, 518).

11 For example, "Serdce, kak ¢ala napolnennaja, todit krov’; / Aloj strueju

12

13

neissjakaju3Caja teCet Jjubov™ ("Serdce, kak &asa...", S), or the 1923 "Zatem
spasitel’nye mne povjazki? / Teki, teki, slabejuitaja krov’!" ("Prelestnyj
mir...", I, 499).

Compare the speech of Agathon in Plato's Symposium (Pin), 195: "Erot <...>
samyj blaZzennyj iz nix. <...> &to samyj molodoj bog. <...> s molodymi on
nerazluéen <...> on samyj molodoj iz bogov i vsegda molod" - Platon, t. 2,
122-23. In Plavajudcie-putedestvujudlie one of the characters remarks the
"prelest’ utrennej junodeskoj Grecii” (Kuzmin, Proza, t. V, 92)

See, for but one example, the second stanza of Michelangelo's sonnet "S'un
casto amor, s'una pietd superna” in Kuzmin's translation ("Kogda ljubvi
isto¢nik - bezupreényj"), done for the Russian edition (1936) of Romain
Rolland’s biography of the artist: "Kol’ v dvux telax odnoj du3oju veénoj /
Nesemsja k nebu parnymi krylami, / Kol’ zolo¢enymi Amur strelami / Pronzil
obolm ves’ sostav serdeényj".

14 Kuzmin had used noun/imperative rhymes before (especially in NV:

dan’/vstan’ ["Svjatoj Georgij"], or gljan’/lan’ ["Ryba"], but he had not
previously used the imperative ran’. It does appear in Vsevolod Knjazev's
"Vernulsja iz cerkvi..." (1912): "O, ne vse-li ravno!.. Zlaja, milaja, ran’/ Ran’
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moe serdce, - ono vse vljubleno, kak bylo..." (V. Knjazev, Stixi. Posmertnoe
izdanie, [SPb, 1914], 96). Kuzmin rarcly employed punning identical thymes
(more common are rhymes of the variety "SveZim utrom rano rano/ O,
zapek3ajasja rana!” of GG, or internal echo-rhymes).

15 In "Angel blagovestvujuicij”, from the 1919 cycle, "Plen”, Kuzmin's most

16

17

18

19

outspoken expression of his disillusionment with the outcome of the
Bolshevik Revolution, the poet imagines a time when "captivity” will end,
when the Angel of Creativity will return, and when "Snova moZno otkuporit’
vino s Rejna". In "Kolybel’naja"”, from the same cycle, he writes "Rezvo
vzlimonit rejnvejn" (Wiener Slawistischer Almanach, Band 14, 1984). In the
1924 "Ko mne skoree, Teodor i Konrad", we find: "O, zolotistaja struja
Rejnvejna” (111, 502).

For instances of May as a metonym for Spring and Love see Kuzmin,
Sobranie stixov, t. 1, 74, 83, 132, 484 ("Vse golubee tonkij led, / On skoro
slomitsja, ja znaju, /1 vsja dusa, vse mysli k maju / UZ okryljajut svoj polet”);
t. 3, 453. See especially t. 1, 276: "Dl_]a nasi v avguste nastuplt map" (OO0, in
the 1910 cycle "Osennij maj") Such "season switching” is a common device
in Kuzmin. Cvetaeva does something similar in the final two lines of the
second section of "Poéma Gory": "(Raz oktjabr’, a ne maj) / Ta gora byla -
raj?il

Compare the following from Sergej Solov’ev's "Vozvrasenie vesny", poem
number 8 of the cycle "Sny aprel’skie” in his second verse collection Aprel’
(Moscow, 1910): "Na protaline vesennej / Sladko paxnut su$’ i prel’, /
Druznym s laskovym rotom, / Kak ditja, v dubravnoj seni / Ulybaetsja
aprel’”. An "Elegija" in the volume's second section is dedicated to Kuzmin,
while Kuzmin dedicated his "Uvy, ljubvi svoej ne skroju” (1908, OO) to
Solov’ev. Throughout the "Sny aprel’skie” cycle "April" is clearly a metaphor
for youth and love.

Proza, t. V, 273. Love for Kuzmin is always new ("Bledny vse imena, 1 stary
vse nazvan’ja, - / Ljubov’ Ze kazdyj raz nova" - QO). It offers the power of
rebirth, and comes to all, young and old alike: "Starejutsja slova, no serdce ne
stareet” ("Bledny vse imena..."). At no time in his life would Kuzmin have
agreed with the sentiments expressed in PuSkin's Lycée poem "Starik (Iz
Maro)": "UzZ ja ne tot ljubovnik strastnyj, / Komu divilsja prezde svet: / Moja
vesna i leto krasno / Navek pros$li, propal i sled. / Amur, bog vozrasta
mladogo! / Ja tvoj sluZitel’ vernyj byl; / Ax, esli b mog rodit’sja snova, / Uz
tak lIi b ja tebe sluZilt" (Polnoe sobranie soclinenij v desjati tomax, t. 1
[Moscow, 1956], 274).

Wiener Slawistischer Almanach, Band 14, 1984, 368-69. In private conver-
sation Boris Gasparov suggested that the Russian "prototext"” for our poem (a
topic I have deliberately avoided here) may be the "ballet sections” (Canto
One, XIX-XXII) of Evgenij Onegin. 1 believe he is correct. The Pushkinian
subtexts in the poem and Kuzmin's "dialogue" with Puskin in all periods of
his art remain a large topic for further study.
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20 1 doubt whether this first appearance of strekoza in Kuzmin's verse has
anything to do with the dragonflies of Belyj's Fourth Symphony, Kubok
metelej - "Ozero, zaZZennoe iskrami, kazalos’ zastyv8im zerkalom <...>
vzletali strekozy; oni pljasali nad junoj sil’fidoj" (Kubok metelej, [Moscow,
1908], 99) - although there is unquestionably something "balletic" about
Belyj's scene (a lake, a sylph) and the darting movements of the dragonflies.

21 Point three ("Projavlenie tvor&estva, kak ljubvi i Zizni, nerazryvno soprjaZeno

s dviZzeniem") of the "Deklaracija ¢émocionalizma”, written by Kuzmin and
signed also by Jurij Jurkun and by Anna and Sergej Radlov when published
in Abraksas [kn. 3], February, 1923, 3. Compare Plato's Phaedrus, 245c:
"Vsjakaja dusa bessmertna. Ved’ vednodviZus$Ceesja bessmertno” (Platon, t. 2,
180). The myth of the Soul as a charioteer driving a team of winged horses,
referred to several times by Kuzmin, follows in the dialogue. In the
Symposium (Pir), Eros is praised for his "gibkost’ form", certainly a quality
associated with the dance, and he is said to lead man in "xorovody" (Platon, t.
2, 122, 125). Kuzmin_repeated and elaborated the major points of the
"Deklaracija” in his "Emocional’nost’ kak osnovnoj &lement iskusstva”,
Arena. Teatral’nyj al’manax (Petersburg, 1924).

22 Compare Plato's Symposium (Pir), 211c: "Vot kakim putem nuzno idti v ljubvi
<...> nacayv s otdel’nyx projavlenij prekrasnogo, nado vse vremja slovno by
po stupen’kam, podnimat’sja radi samogo prekrasnogo vverx" (Platon, t. 2,
142); or the Phacdrus (Fedr), 246d: "krylu ot prirody svojstvenna sposobnost’
podymat’ tjazeloe v vysotu, tuda, gde obitaet rod bogov" (Platon, t. 2, 182).
Some of Kuzmin's later usage of these motifs is prefigured in the third poem
of the second chapter, "Korfu", of the verse novel "Novyj Rolla" in GG:
"Legce pticy, legte strel / Gornyj tanec, bystr i smel, <...> / Brosit’ v pljasku
zloe bremja! <...> / Zavevaj i razvevaj / Xorovod na§, milyj Maj". See also
Plavajuscie-putedestvujusCie: "<...> ja otstupila tol’ko dlja togo, ¢toby dal’se
skaknut’, dlja razbega, a kuda budet napravlen étot moj pryZok, ne znaju"
(Proza, t. V, 257), and "I my ni¢ego ne stroim navsegda.. My vsegda
stranstvuem... My vsegda plavajui€ie. <...> Na$ rulevoj - ljubov’"” (195).

23 "Emocional’nost’ i faktura", Uslovnosti (Petrograd, 1923), 177.

24 Point nine of the "Deklaracija émocionalizma" (see note 21): "Ne suiestvuet
ni prosed3ego, ni bududtego vne zavisimosti ot nadego, vsemi silami duxa
émocional’no vosprinimaemogo, svjaifennejiego nastojaséego, na kotoroe i
napravljaetsja iskusstvo”. The "value" (cennost’) of a work of art did not,
however, for Kuzmin lie in its "contemporaneity” ("Kone¢no, kazdyj
xudoZnik Zivet vo vremeni i prostranstve i potomu sovremenen, no interes i
Zivaja cennost’ ego proizvedenij zakljuéaetsja ne v &tom" - Uslovnosti, 7). One
of art’s primary tasks is "liberation” from categories of time and space
(Uslovnosti, 7). Memory, both personal and cultural, by preserving the past in
an ongoing present, provides the artist with one of his major weapons in the
struggle with the inexorable movement of time.
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25 "Emocional’nost’ kak osnovnoj 2lement iskusstva", Arena, 11. In her article
"Castnoe i obitee v liri¢eskom stixotvorenii”, Lidija Ginzburg singles out a
similar passage from the Abraksas "Deklaracija ¢émocionalizma”, and writes
with approval of its call for "the necessity of induction, of a culture of the
particular” (O starom i novom [Leningrad, 1982], 36). Ginzburg sees such a
poetics of "poetic induction” (as opposed to one of "poetic deduction”) as the
most distinctive feature of post-Symbolist lyric verse.

140 John E. Malmstad - 978-3-95479-708-0
Downloaded from PubFactory at 01/11/2019 09:58:57AM
via free access



00063145

Mapu-Jlyuse borr

O INOCTPOEHHH IIBEChl MUXAMIIA KY3MHHA
"CMEPTh HEPOHA" (1928-1929 r.)
Tema c Bapraumamu or Mangemsinrama no bBynraxosa

"Ky3bMuH XHUBET 6 YKBAILHO Yepe3 ABop." M.JI. T'acnmapoBy
M. Bynrakos, "Macrep 1 Maprapura".

8-ro uionsa 1929 r., B Bo3pacre 56 ner, Muxann Ky3sMHH OKOHUMI IThECY B
Tpex OehcTusax nona HasBaHueM "Cmeprs Hepona". Hapsny ¢ Belmenue#t B
mapre 1929 r. B JlenuHnrpane kHuroit cruxos "®opeis pazbusaer nen” 3To
nociaenHee U3BectHoe npomnspeneHue Kyamuna. Ilo cpaBHeHHIO € ero npesx-
HUMM OpamoneTrramMu, papcaMm M OMEPETTAMM 3TO HEUTO COBEPIIEHHO HO-
Boe. Hauan oH nbecy B koHue 1928 r., nmocne Toro, kak rnnaH gpamMaTH3aluMu
TOJILKO 4TO Bbluenine#t moHorpacpun Jleonnna I'poccmana "Ilpectynnenue
CyxoBo-Kob6sumHa" (1928 r.) okazancsa HeocyuecTBUMBIM. CyxoBo-Kob6bI-
JIMH - OpaMaTypr, KOTOPOMY IMOMHMMO €ro COGCTBEHHOM BOJIM MPHINIOCH
MO3HAKOMMUTCA C MPAaBOCYAUEM M OPHUIMANBHLIMM YyUPEXKAEHUAMMU CBOEH
CTPaHbl U NMPOBECTHU 7 JIET B HECMpPABEIJIMBOM 3akiioueHuHn. Ero ncropuio
Ky3MHMH xOTesn npamMaTU3MpOBaTh M0 NPUHUKNY OCJIOXHEHHON BpeMEHHOMN
MOCNIEAOBATENBHOCTH C MOCTOAHHBIMM MEPEX0ONaMH U3 OQHOIO BPEMEHHOI O
I1aHa B Apyroi u o6patHo. 910 6LUI NMpHEM, KOTOPbI OH OCOGEHHO LIEHHIT
B IpaMe CIOppeain3ma, Tak ke, Kak M B MociieiHeM paHTaCTUYECKOM pOMaHe
['ycraBa Maiipunka "Der Engel vom westlichen Fenster”, ony6inkoBaHHOM B
1927 r.1 Tlo 3romMy npununny ox BCckope nocrpoun nvecy "Cmepts Hepona”.
ITocBATHN OH ee CBOEMY APYyry - JIeHMHIrpanckomy pexxuccepy Cepreio Pan-
JIOBY M OuU€Hb HaleAJICA Ha ee noctaHOBKY. OnHako oHa He cO6bunach. C 1927
r. ero nepecranu nevarars ('dopens pa3éusaer nen" COCTABIAET ENMHCTBEH-
Hoe uckmoueHue). "Cmeprs Hepona” Bnepssbie 6bina ony6nuxkosana B 1977 r.
B TPEXTOMHOM MIOHXEHCKOM HM3IaHMM CouMHeHMi KyamuHa noxa penakume
H>xona Manmcrena n Bnaaumupa Mapkosa.

ITbeca 0 TOM, YTO UCTOPHA PELLACTCA UHAMBHUIY YMOM, TOYHEE - PAa3BUTHEM
¥ M3MEHEHMEM B OTHENbHON NUuHOCTHU. "CMmepts Hepona" mmeer aBoitHoe
neitCTBUE: C OMHOM CTOPOHBI - B CLIEHUUECKMX OTPBLIBKAX C AHAXPOHUIMAMH U
OTYaCTH C YKJIOHOM K Ka6ape naercss ICTOpUs OeTCTBA, OTPOYECTBA, LIAPCTBO-
BaHusA u 6ercrBa Hepona. Hapany ¢ atum nporekaer ucropus Ilasna 1 Mapu
B 3arpaHMYHOM MyTeulecTBrM, B Pume 1919 r. Mexxny HuMu crour "6iaro-
OApPHOCTB'", KOTOpas, KaKk KaMeHb, 1aBuT Ha Mapu. Ilasen cam cebs eie He
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3HaeT. 3aBUCHMMOCTb OT GyaronesHUi Takoro 4YejoBeKa YrHeTaeT M paspy-
maer. Mapu: "Henb3s 061aronerensCTBOBaTh YE€JIOBEYECTBO, HE BUIA JIIO IEH.
A oH He BuIe. (...) Onsa Hero mul ¢haHTOMBI, LMdpHI, NecuuHkH.” (607) B
nepeHoce Ha OOJBIIYI0 MCTOPUIO (M B 3TOM CMBICIH IEPEIUIETEHHUS ABYX
nekicTeuii): nogobHbIe JMIOAN - Halna rubemn.

B kauecrBe MCTOUHMKA AnA ucropuu HepoHa - BruroTrs Ro Menbuyaiimmx
ucropuxko-6uorpacdpuueckux neranei - Kyasmuu nom3sosncs ">Knuaneonuca-
HMAMM IBEHaguaTtH uesapen” CeeroHus Tpankeuina. (JInme u3penka npu-
Bnekaer oH Ilnyrapxa u Tauura.) Pumckuit umneparop (37-68 r. H. 3.), KOTO-
pbI BCTYIUIM HA IPECTOJI MOCJE TOro, Kak ero Mate ArpunmnuHa yomuia ero
orurmMa Knasaus, criepsa yCTynuJI MpasJieHHE €1 ¥ cBoeMy yuuTtemio CeHeke,
HO BCKOPE OTPaBMJI MaThb, a TAKX€ YMEPTBMUI CBOIO XeHy OKTaBMIO IS Tro,
yTOoOB] XXeHUTHCA Ha nwoboBHuue Ilonnee, momxer Pum, o6BMHMI B 3TOM
XPUCTHAH Y MOIBEPI UX >XECTOKOMY MpPECIECNOBAHMIO, KAZHUI UJIEHOB 3aro-
BOpa MPOTHB HEro, ¥, HAKOHELl, BO BPEMS BOCCTaHUS COJIAAT M CEHATOPOB
MOKOHYMJI XXH3Hb caMoyOuiticTBoM, - 3TOT HEepoH cuutaercs npoobpaszom
KECTOKOro TUpaHa.

YXe B MATOM CTOJIETHM €ro >XW3Hb aCCOLIMMPOBANACh C NEreHIon ob
Anutnxpucre. Tak e ¥ MOTUB O>XXKMIAHUA BO3BPAllEHUA THPaHa - CPABHUMO
co cnyxamyu O Bo3BpaumieHuu ['urnepa B koHue 40-x rr. B ['epmanuu - BCTpe-
YaeTcs yXe B HapomHoOi nereHue, nepenaHHo# Tauutom, CBeTOoHMEM M
npyrumu: uepe3 20 ner nocne cmeptu Hepona B ITapchum nossuncs Jlxe-
HepoH. B Havane apyMaTHMuYecKOro M300paXXeHUs HaAapOHOBCKOI'O CIO>KeTa
crouT aHTHyHas Tparenust "Okrasus". Ecym repouHeit Tpareauu nabupanace
He OMHAa U3 XXEHIUMH U3 oKpy>xeHus HepoHa, To B camom HepoHa riasHbim
NpPEeAMETOM MHTEpeca CTAHOBMJIOCH €r0 MpeBpalieHne U3 Ho6po>kenaTesib-
HOro yueHunka CeHekH B MOHCTPO3HOro THpaHa. B anoxy 6apokko cioxer
HepoHa noap30Basics 0COObIM NPEONMOUYTEHUEM, MPEXAE BCErO U B ONEPHOM
>aHpe (HarmoOMHIO ToJbKO 06 omnepax MouteBepnu "L' incoronazione di
Poppea" (1642 r.) u 'ennens "Nero" 1 "Octavia” (1705 r.)). Ecim "Roma abra-
sada" (1629 r.) Jlone ne Bera - ckopee elle gpaMaTU3MpOBaHHAA UCTOPMS, a
He UCTOpHUUECKas Apama, TO ITOr0 y>Ke HeNb3s CKa3aTh O Tpareauu PacuHa
"Britannicus" (1669 r.). I'nasHbIft repoit 31eck - 6pat HepoHa, KOTOpOro oH
OTPaBMJI, MOAO3pEBas B HEM COMEPHHKA B JIIOGBU M MPETEHIEHTa HA TPOH.
3TtoTt MmoTHB Opara KyamMuH cBoeobpa3Ho noaxsaTeiBaeT B Uctopru IlaBna.
18-omy Beky cioxer HepoHa uyxn. B 19-oM >xe Beke OH nosydaer HOBYIO
aKTYaJILHOCTb B CBA3M ¢ 06pa3oM Hecnora, accounupyowerocs ¢ Hanoneo-
HOM, a TaK>e B CBA3M ¢ (peHOMEHaMM HapLIMCCHM3Ma U HUrWIM3Ma. B ceasm ¢
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Ky3MuHbeIM ocO6€HHO MHTEpecHa apaMa utanbsHua ITuerpo Kocca "Nerone
artista” (1871 r.), KoTOpLUt BHINBMIaeT Ha MEPBLIA JIaH MOTHUB aPTUCTA, TO
ecrb repeoueHky HepoHoM cBoux COOCTBEHHBIX apTHUCTHUECKHMX CITOCOGHO-
CTeH M 3aBUCTb JMIeTaHTa. Tak e, Kak ¥ Ky3aMuH, HO HeoObIMHO IIJIA CBOEro
BpeMeHH, Kocca nonbp3yercsa nposanueckoit, a HE CTUXOTBOPHOM peunio. B
KoHUe 19-ro Bexa, HakoHell, 6T HAMUCAH M3BECTHbIA poMaH CeHKeBHYa
"Quo vadis?". B 1936 r., B rox cmMepTi Ky3aMuHa, ¥ y>e BO BpeMeHa HEMEL-
koro dammusma, JInon deixrBaHrep B cBoeM pomaHe "Der falsche Nero”
MOIXBAaThIBAET MOTUMB BO3BPALICHUA THUPAHA. TakKOBbl Ba>XHbIE B CBA3MU C
Ky3MuHbIM IeTamM U3 UCTOpUM croxketa HepoHa.

II

UYro 3acraBuno Kysmuna B 1928 r. BeiGpaTh ITOT CIOXKET XA nbeck1? 1928
ron 6ein Hauanom camonep>kaBus CranunHa. B 1928 r. Havanacs nepsas
naATHIeTKa MHRycTpuanu3aumu Coserckoro Coio3a, a TaKKe HaCUILCTBEHHAS
KOJUIEKTUBHU3ALMA CEJIbCKOIO XO3AMCTBA, pacCKyJlauMBaHUE, [TPOBOOUMOE C
HapacTampllel XecToKOCThIo. B Mae Toro »xe roga Hauanaces U rapruiiHas
yucrtka. ITpoies Tak>ke nepeeidt noxkasaTenbHe npouece B ropoae Ilaxrax
Ha Jon6acce. ITocne Toro, kak CranuH Ha XV cbe3ne napTum B KoHue 1927
r. pa3bui Tak Ha3. IeByI0 ONMO3MUMIO - Tpolkoro, KameHeBa n 3MHOBLEBA,
BeCHOM 1929 r. oH Hauan HaCTYIUIEHME Ha TaK Ha3. MPaBYIO OMIIO3HULHIO -
Byxapuna, PeikoBa  Tomckoro. B xoHue 1929 r. oH, HakOHel, MO3BOUI
ce6e OTNpa3aHOBATL CBOA NMATHUICCATHIA NEHb POXKICHHUSA B KAUECTBE 3aKOH-
HOro HacneAHMKA JIEHMHA C ITOMCTHHE LAPCKOM MOMME3HOCTHIO. TakoB aKTy-
aJIbHBIA NMOMUTHYECKHH (POH, HA KoTOpoM Ky3MHuH o6paTHIICA K CIOXETY O
pUMCKOM MMriepaTope-TupaHe Hepote.

ITonyuun OH, OOHAKO >Xe, U COOCTBEHHO JIMTEPaTYpPHbIA MMMysbsc. B Mae
1928 r. B neHUHrpaackoM >KypHaie "3Be3na” nossunaces nposa Ocuna Mau-
nensiutTama "Erunerckas mMapka”, KoTopyo nost Havan y>xe B 1923 r. u ceit-
yac OKOH4YMIJI. B Tperbeit rnaBe paccka3umk 6pocaer B3rnan Hazan: "Crosno
neto KepeHckoro u 3acenano JIMMOHaTHOE MpaBuUTENbCTBO 2, To ecTh peub
MUAET O BpeMeHU Mex Ay cheBpaiiem u okTabpem 1917 r., B anpene xoroporo B
ITerporpan Bo3spatuica Bmaaumup Uneuu Jlennn. B aTtoit ke rnase pac-
CKa34MK BO3[aeT XBajly 3yOHbIM BpauaMm. B uerBeproit rinase IlapHok, repoi
ITOH NMpO3bl U IUTEpaTypHOE alter ego MaHnensmiTamMa, OTIPaBAAETCA K ON-
HOMY M3 HMX. TamM OH BHAWT yepe3 OKHO CTPAHHOE WIECTBUE JIOACH, KOTO-
pbie "C MOJNMTBEHHLIM WIOpOoXoM™ (16), "Gepe>KHO MORTANKMBAH, OCTOPOX-
HO HAIpaBIIsM, OXPaHANIM KaK xxeMuyXxuHy" (17) kakoro-to uenoseka. Ero
BENYT Ha pacrnipaBy, quHueBaTh. IlapHoka oxBarbBaer crpax. OH 6pocaercs K
YaCOBUIMKY - "BpeMs, pobkas Xxpu3anuna, o6chInaHHass MyKOM KartyCTHULA,
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MOJNonas eBpeiika, MPUILHYBHIASA K OKHY YaCOBUIMKA, - TyvuIe 65l TbI HE IJIfA-
nena!” (18) - u o cnipainuBaer: "Ecrs s y Bac Tenedon? Hy>xHo npenymnpe-
ot MuMLmMo!" (18). Ero 3BoHOK, o1HaKo, ocraercs 6€3yCrnemHbM, €ro He
COEMHAIOT:

Iletep6ypr o6baBun ce6s HepoHoM M 6bLT TaKk MEP30OK, CIIOB-
HO €J1 ToxN1e6Ky M3 pa3MaBICHHBIX MYX,

OnoHako OH 3BOHMJI M3 AMTEKH, 3BOHMI B MMIIHMIIHIO, 3BOHMII
MPaBHUTENLCTBY - UCUE3HYBIIEMY, YCHYBIIEMY, KaK OKYHb, IoCy-

IOapCTBY.
C TeM e ycriexoM oH Mor 6bl 3BOHMTH K IIposeprniuHe mMim

IMepcedoHe, Ky na TenedpoH eie He nposeneH. (20)

Hanomuio, uto HepoH, y koroporo 6blna CTpacTes K IEPEMMEHOBAHUIO
MECT I10 CBOEMY HMMEHM, HaMepeBaICca okpecTuTh Pum Hepononncom, TouHo
Tak Xe, Kak IleTporpan B 1924 r. 6511 nepermeHoBaH B JlenuHrpan. A naper-
Bo Ilpozeprunsbl (pumckoe ums Ilepcedonsr) - Aun. Ucxons U3 maHnens-
mrraMoBcko# Metadopel "Ilerepbypr o6bvsaBun ce6a Heponom", Kyamus Bo
BTOpOoM akTe cBoeit nmeecel "Cmeprs Hepona" ycraHaBimMBaeT CBA3b MEXAy
BPEMEHEM LIapCTBOBAHMA PMMJISHHMHA MU AKTYJIAbHON COBETCKOM NEACTBUTEIL-
HOCTBIO, OYEBMIHO CO3HABAasA, UTO aHAXPOHMU3M 3[IECh JIMUIb MHUMBIA M UTO
peus MaeT, BepHee, O BEHHOM BO3BPaTe TOroO Xe CaMoro.

Bo BpeMs nepecTpoitku CBOero peopua B "sonotoit nom"” HepoHn npwu-
HMMAEeT CBOEro Ka3Haues, KOTOpblit coobinaeT eMy 0 (PpMHAHCOBOM KPH3HCE
(I1, 4). HepoH npennaraet rnoBbuICUThL HAJIOIM:

Bensb a1 >xe He Ha ce6a Tpauy AeHbru. A 3ab6ouyce 06 ynyuiue-
HUM roponxa. Bam M3BeCTHbI MOM NIaHLI: BCE PaCYMCIEHO Ha
yeTpipe rona. Ecim Meroauueck ¥ TOUYHO NMPOBOAWUTL BCE MEPO-
MpUATHUA, UEpe3 YEThIpe Ioia MBI H3XKUBEM BCE OOILIECTBEHHbLIE
6encTBUA: IONOM, MOBaJibHble 60JIE3HM, NMOXapsl, HUUIETYy (...).
Cam 3TOT MJIaH ecTh yxe nofena U XocTuxeHue (593).

DTOT ABHBIA HAMEK Ha HAUYANO NEPBON CTAIIMHCKON MATHIIETKHU HCIOJIb3YET
HE TOJILKO KIIOUEBbIC NMOHATHA O(PMLIMANBLHOIO PUTOPUUYECKOr O CTHISA, OH
MPOHHUYECKM MONXBATLIBACT M TOrHalIHWUH JIO3YHr "[IATHUNETKY B 4eThIpe
rona!" Tak oH mosaBaAeTca M B okTabpe 1929 r. B ctuxorBopenun Branm-
Mupa Maskosckoro "Haems!". A B HOa6pe Toro >xe roma MasakoBCkui B
ctuxorBopeHuM "Paccka3 XpeHoBa o KysHeukcrpoe u o monax KysHeuxa"
BKJIANBIBAET B YCTAa IOJNOOAIIUIMX M MEP3HyIIUX paboumnx Bce 6ojee HeBe-
poATHO 3Byvamym dopmyny: "Uepes ueTsipe roma / 3aecs 6yner ropon-
can!"3 "Munuctp" HepoHa, OOHAaKO, CTABUT NMOL COMHEHME YCIIEX ITOBBILIE-
HMA HAJIOIOB, TaK Kak -
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M3 CEBEPHBIX IMPOBHHIMIA TOHOCST, YTO BO MHOT'MX MECTaxX BCIIbI-
XHUBAOT Gecriopanxy U naxke 6yHThI (593).

KoHe4YHO, 9TO MO>XHO OTHECTHM K BOCCTAaHMIO INOI PYKOBOIACTBOM BuH-
nexca B ["ayumu (68 r. H. 3.). Ho no cBoeMy xapakTepHO cOBETCKOMY 060pO-
TY - "GyHTHI (...) BCIENCTBHE MOCTUrinero Heypoxas" (593) atu crpouxwu
OTHOCATCSA TaKXKE€ M K BOJHE 3a6aCTOBOK MeTporpaackux paGoumx u3-3a co-
KpalleHHUs MaNKoB BCACACTBME BCEOOINEro NMpoOIOBOJICTBEHHOIO KPHU3MCA,
KOTOpLIA MPHBEN K KPOHIITAATCKOMY BOCCTaHMIO Ha ceBepe ot Ilerporpana, a
3aTeM K €ro KposaBoMy nonasieHHIO 18-ro mapra 1921 r. Hepou B otBer

MMHHUCTPY YKAa3LIBACT Ha - NpaBaa, CTPaHHBIE - JOCTHMXXECHHUSA B CEJIbCKOM XO-
3ANCTBE:

Cmewnnsie moon. He Moryr nomoxnats uerbipex ser! OmnbIT € no-
POIIKOM M3 CJOHOBOM KOCTM B BHMIE YROOpeHMs HOan 4ynec-
HEAInHWe pe3yNbTaThl. Y podxxaitHocTs nosuicunack B 20 pa3 (...)
Goiblile, 4yeM ronaraercs no Hopme (593).

Ilono6uoro pona ohuULHANBHLIE 3aABNCHHS OTHOCHMTEJILHO YpOXKas, pas-
yMEETCS, MaJIO CUMTAIOTCA C (hakTamMu:

Muuuctp: Ja, HO OHM rOBOPSAT, YTO OHM TEMNEpPb YMHUPAIOT C ro-
sona.

HepoHn: Mano nu ¥TO OHM rOBOPSAT. JTO NPOCTaA HEAMUCIIH-
IUIMHUPOBaHHOCTH (593).

Cnenymowas cueHa B ucropun Hepona (II, 8) akryaiusupyer uneonorn-
YeCKOoe MpocCiaBJieHHe KOJIJIEKTHBA B NMoae3y rocynapcrea. Hepon He Gourcs
pacnpoCTpaHEHHs] XPMCTHAHCKOI'0 yY€HHMS B CBOEM HAapOAE, KOTOPHIA OH,
KCTaTH, ¥ HE 3HACT:

Hapon-1o y Hac - mpsaHb. JIeHTsH, nposa3sel, ACPXKATCA OOMH 3a
IPYroro, BHE¢ KOJIJIEKTHBA Ka>XX bl B OTAEILHOCTH HUUTO (599).

WMEHHO 3TOT B3risg HECOBMECTHM C TEMOM MbECHI, - MCTOPUSA pellaeTcs
nuuHOCThIO. Ky3MuH npuBeneT 060MXx CBOMX I'époeB K MPOTHBOMOJIOXHOMY
MOHMMAHHIO.

B nocnegne cuene Il akra, HakoHeu, rojogHsm, TpeSyoumi xneba Ha-
POI BOCCTAET MPOTHB BEYHO IMOOLIEro H pacrounTensHoro Hepona moBosn-
HO-TAKH He IMO-PUMCKH:
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Ionoca: Ionro Mel 6yaeM CTOAThL B ouepensax, aonro 6ynem
nmuraTteca oBcom? (...)

INMomueickuit: 'paxxpane, crnokoicremne. He camMoOBONLHHAYATD,
BCE ITOJIYYHTE B CBOC BpEMH.

Ilonoca: Korna B cBoe BpeMa? Mbsl cabnuanu, Yepe3 4YEThIpE
roga. Mn1 Bce nepenoxHeM. Briepen, sriepen! (60).

D10 npobnema GecrnipaBMA AUYHOCTH M IOCYINAapPCTBEHHOTO IMPOMU3BOIIA,
3auHTEpecOBaBllas ero yxe B ucropmu CyxoBo-Ko6rvinmna, koropyo Kys-
MMH 3]1€eCh, B CLICHAX HEPOHOBCKOW MCTOPDMM, Pa3BMBAaET Hajbllle, MOJYUUB
HMITyJIbC OT MaHOELIITAMOBCKOMH MeTadhOopbl HCYUE3HYBIIETO, CTABLIErO He-
IOCTMXUMLIM IocynapcrBa HepoHoBckoro Ilerep6ypra.

I

Kak xe ¢ 3tuM cBa3aHa ucropns Ilasna? Ouna aBasercs seayuwein B I akre.
(U3 10 xapTHH 6 OTHOCATCA K Hel.) OHAa ¥ NOArOTaBAMBAECT BBEXCHUE HEPO-
HOBCKO# MCTOPHMH BO 2-§1 ClieHE: TPMIOUATHABYXJETHHM mucartens IlaBen
JTykuu B Pume 1919 r. unraeT rocTAM 3aKIMIOUMTEILHLIE CIOBA CBOEH MMbECHI
o6 umneparope Hepone. Dtumu e ciosamu B III akTe 3aKOHUMTCH M UCTO-
pusa Hepona. Ho oHa BCe xe He ToxnecTBeHHa nbece Ilapna. Haumuas c
TeThe KapTUHBI CLeHbI ucTopuu HepoHa uepenyroTcs CO CLUEHAMH H3 MCTO-
puu IlaBna. Mctopnsa IMaBna cHavyana COCpeAOTOUEHA HA HECKOJILKUX IHAX B
Pume. OHa MOeT OT KpM3uca OTHOLIEHUK Mexay [laBnom M ero >xeHom
MapM K NMomXory rocTMHMLIBI, MHMMO PEBOJIIOLMOHHOMY noctynky I[lasna
(I, 10), uTO Ha caMOM [eJie MrPacT JIMIUb Ha PYKY LIaAKEe PUMCKMX BODOB. B
IMPOTHUBOMOJIOXKHOCTh STOMY CLIEHbI M3 XHU3HM Hepona cienyioT oT AeTcrsa
K €ro yChHOBJIEHHUIO MMmriepaTtopoM KinaBaueM M MPU3aHMUIO 32 HAM OTLIOB-
CKOro Hacyeausa, ytro noby>xmaetr TpMHaguatruiretHero Hepona ny6inuno
MpOBO3rjaacHTh CBOM Maean 6naroneremsHoro npasurens (I, 9). Hene3sa ne
3aMETHTh, XOTA OB ¥ BCKOJIb3b, KY3MHUHCKHMI MHTEPEC K INCUXOJIOMHUH CIOXKeE-
Ta. Ero ncuxonornzauneit ucropuu HepoHa pykosoant Bonpoc: Kak Bo3-
HUKAET U pa3BMBAETCA JIMYHOCTH TUpaHa? HTak, nceBIOpEeBOIIO LIMOHHBIN
noctynok IlaBna nmojywaeT MPOHMUECKOE COOTBETCTBHE B HEPOHOBCKOM
neTckoi nexnapaumy pedopmsl rpaBneHuA. B obeux nuHMaX neicTBHA CTa-
BUTCS OAMH M TOT X€ BOMPOC, HA KOTOPEIK 06a repos €1Ie HE 3HAIOT OTBETA:
Yto ects HacTosawee? (ITaBen: "Bro u ecth HacToswee?", 572). LleHTpanbHbIi
MOTHB B 00€MX JIMHUAX NCACTBUSA COCTABIIAIOT MOUCKH JIOGBYU U pOJb, KOTO-
pPyio npu 3TOM MrpaioT 6eaHocTs U GorarcrBo. HepoH pacrteT npH cBoei
TeTke B SenHocTu. OH xoTen 6b1 6bITh MIOOMMBIM MIIM 110 MEHBIIEH MeEpe
MOJIyUHTh BCeobuee BHUMaHUE, 6ylb TO B KA4ECTBE apTUCTa MWJIM THpaHa.
IMocpencTBeHHsift nucartens IlaBen Bripoc B npueMHoi cemse. Ero marthb
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yMmepina; ero 6orarblit OTel, KOTOpPOro OH HUKOI'Ja He BUICJ, BhIILIAYMBaJ
€My 3a0YHO NHIUbL MPOXHUTOYHBIA MMHMMYM. Ilocne cmepru orua Ilasen
BHe3arHo pasforaren, CyMes MoMoub BBIATH M3 HYXKIb 6OrOTBOPMMON UM
Mapu, npuHamIeXaBue K BbICUIMM KpyraM o6InecTBa, U NOGHUTECA TeM
CaMbIM, Kak €My Kasanoch, ee mobBu. Jocturuyreiit I1aBjioM BHEIIHUMA
ycriex, KOTOpbIA, OXHAKO, HE MTPUHEC EMY HM CYACThSA, HU TIOOBH, CTABUT IMOX
BOMPOC M AETCKUE MeuThbl HepoHa 0 TOM, Kak ObITh JTIOOHUMbIM.

HepoH mobutr HeoOBIKHOBEHHOE, HanpumMep, noxkapsl. IlaBen HameercH,
YTO B I10XKape, B InaMs KOTOPOro OH 6pocacT BCe CBOM JEHBI'M, OH OYMC-
TUTCS - CTAHET HOBbIM, CBOOOIHLIM YeJIOBEKOM. B To >xe BpeMsa OH rnponose-
OyeT C KpbIIIM ropsinei rocTuHMLb! cBoe "Gnarosectue” (585) >kaxHoit no
spemul Tonmne. Ho 370 et Tak ke Masio maer, Kak ciuyram obewanusa 6iaro-
nesHu# ManeHpkoro HepoHa, KOTOpbIR B CBOIO ouepenb KpUuMT "Gnarosec-
T™e!" (584). UTak, yTo Takoe Hacrosuee?

Benywme# Bo II akre aBaserca uctopusa Hepona. (M3 10 xkapTtuH 6 oTHO-
carcs K Hell.) KopoTkue CLEHbI NMOKa3bIBAIOT OTPLIBKKM M3 LIAPCTBOBAHHUSA
HepoHa B PuMme, HauMHaA ¢ ero ne6oTa B KaueCTBE MHHUMO T'E€HHAJILHOTO
NeBLA U aKTepa IO BHYTPEHHErO €ro pacnana ¥ pa3spajia uMmnepun. U3obpa-
>xxaetrcs 310 Y Ky3smuHa 60ibineil yactTsio € TOUKHM 3peHUMA PUMCKOI'O Hapoaa,
TO €CTb ¢ UPOHHEN. K 3TOMY NMPHCOEIMHAIOTCA €lle YNOMSAHYTbIE paHee Ha-
MEKH Ha axTyaJlbHYIO COBETCKYKX NEHCTBUTENBHOCTh. B oTiMuMe oT 3TOro
uctopus [laBna Bo3Bpamaercsa Ha 7 et Hazanx ¥ xaet npensicropuio Iasna u
Mapu B CapartoBe 1912 r. IOHocTh IlaBna He TOJBKO COMOCTaBJIEHA C
IOHOCTHI0 HepoHa BO BHEIUIHMX cTagnax: 6€AHOCTB, MOOPAaCTaHHUE B MPHEM-
HOW ceMbe, BHE3anHoe 60rartcTBO B pe3yJIbTaTe OTLIOBCKOIO HACJIENCTBA;
HEYPSAIMIIBI, B KOTOPBIX >XMBET B3POCHbI, NBaauaTunsruietaui Ilasen, na-
I0T NpUMeEYaTeNbHbIE Napanneny K uapcrsoBaiuio Hepona: Ilasen Huuero He
nenact. OH NULIET, KaK OH OlnpasusIBacTcsa nepen Mapu. Ho ero uckyccrso
TaK >€ BAJIO ¥ COMHUTENbLHO, KaK M HEPOHOBO. OH XX IIeT, HEU3BETCHO Y€ro,
HO SAIKOObI Fi€ CMEpPTH OTLA MIIM >XXeHUTLObI Ha 60raToit Mapu Kax Bsixoma U3
6enbl. TouHo Tak e ¥ HepoH npenaercs npa3mHOCTH, CTAHOBACH HY UEJIO-
BEKOM, HY MMIIEPATOPOM, Kak ero ynpekaet Ilonnes (590).

6-as cueHa - noxap B Pume; TekcTa oHa He umeeT. OHa - ClIeHUYecKas 1e-
3ypa. Ilocne Hee o6e MMHMM NEACTBUA HE TOJIBKO OTPa>kaloT APYyr npyra B
NJiaHe MOTHBOB, HO IO BPEMEHAM M NEPEXOUAT Apyr B apyra. Tak, Hanpu-
mep, cnoBa Mapu, obpawenHsre K IlaBny: "®y, kakoi Bl MOKphI"” (595),
BO3BpawaoTcsa cnoaMu HepoHa, ofpalleHHbIe K €ero MaTepy B KOUIMapax
(598). Haxomsace y cBoux nypaeit daona n Akreu, HepoH pasMmbimnseT o
KPYLIEHMHU CBOECH >XXU3HM U NPM 3TOM MOAXBATHIBAET LEHTPANbHBLIA INA
Mapu motuB "6rnaromapHocrn’:
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S nmymaio o ToM, moueMy Tak TAXeJa 61aroqapHOCTh U NMOYEMY
IJIg TOro, ¥robsl o6NMaroneTeIbCTBOBaTh YEJIOBEYECTBO, HYXKHO
HMKOMY B OTHEJILHOCTH He nenath noSpa! (598).

D10 3a6ny>XKHeHHUe, pyka 06 pPyKy C KOTOPBIM MAET O6GeCLieHHBAaHUE JTUY-
HOCTH BHE KOJUIEKTHBA, HE PaCCEMBAETCA U MO BO3PAXXEHUAMM XPUCTHAHKH
Axren. Torna ta HassBaer ero "AHTUxpuctoM"” (599). Mapwn, HaoGopor,
Bo3BbilIaeT IlaBna, KOTOPLI# MOMOT € BBIATH N3 YHU3UTEILHON CHUTYaLIMK,
o “"6maropomHoro”, "uucroro”, "HamBHOro" cBepxuenoseka (599), mo xpu-
crononobHoro "redusa” (600). Ho uro ke Takoe HacTosauiee?

III akT cocraBasioT 4 cueHnl U3 ucropum Ilasna u 4 n3 ucropuun Hepona.
HUcropus Ilasna cHoBa npoTtekaer B Pume nocne nomxkora roCcTuHMUubl. Mapu
ornipaBaseT IlaBna B cymacuiemmuit 1oM, OTKya 3aTeM foMoraer emy Ge-
>KaTh BNIOOJIEHHAA B HErO NEBYIIIKA - MTaNbsAHKAa MapuanHa. B cymacienimem
nome onHa 6e3yMHas neByluka ysHaeT B Ilasne BosBpatuBerocs Hepona
(I, 3). Tupan HepoH nonyvaer 31eCh, B CyMaclienleM NOMe, MECCHAHCKHe
uepts! (605-606), B TO BpeMsa Kak B npenuectsyiowmux cueHax (II, 10) pumc-
KMt Hapon cuuTaeTr ero AHTuxpucrtoM. Bo Bpemsa ero 6ercrsa U3 Puma
HepoHy - Tak e, kak ¥ 6eryie#t or ITasna Mapm - kaxercs, 6yaro oH HauM-
HaeT >XXHUTb BIEPBLIC, XOTS OH - KaK U Mapu - uner HaBcTpeuy cMepTH; o6a
OHHM KOHYAIOT XXM3Hb camMoyOuiicTBoM. Hacrosinee nocTeneHHo npopesaeT-
ca. Hepon-6erneu Bnepsbie HAUMHAECT IMOHUMATH, UTO TAKOE YECIIOBEUECKHE
ueHHocTH (607). dnsa ITasna wror noagsoaut Mapu:

JlonHya yynoBuuiHAas yBepeHHOCTs [laBna, 4TO m€HbNrAaMHM MOXK-
HO BCEro NOCTHUIHyTh. - Henb3sa o6naronerensCTBOBATh YEJIOBE-
yecTBO, He BULAs yonei (...). ITasen - He 6or. (607)

INNout po camoro xoHua auMkKTatop HepoH HEep>XHTCA 3a BHELUHEE,
TearpaibHOe. JIMIIL YMHUpas, OH OTKa3bIBAETCs OT CBOEro 6e3yMus ¥ OTKphI-
BaeT, KTO OH Takoi: "["opaurscsa HeueM, HepoH Takoit xe, kak n Bce" (609).
Haspanue nbecor "Crmeprs HepoHa" Tak xe, Kak ¥ MPOTUBOIOJNIOXHBINA KOHEL
ucropum IlaBna, NOQUEpKUBAIOT: TUPAH YMMPACT; YEIOBEK XXUBET M MMO3HACT
camMoro ceb6s:, HE NMpeTeHRYA Ha o0 NnaroaeTeLCTBOBaHUE uenoBeuecTna. Ilo
ocBOOOXIEHHEe U3 cyMacuieaguiero pomMa MapuaHHa nposoxuT IlaBna Ha
Jayy iBEHLIAPCKOro Bpaua, rae¢ OH HAYHET >XU3Hb 3aHOBO:

Ha apyrux nHavanax. I[IpeacraBbTe yenoBeyecTBY 3a60THUTBCS O
YEJIOBEYECTBE, Bhl UENOBEK - M CMOTPHTE Ha yenoseka. U He cum-
TaTe ce6a 6naronereneM. (610)

B TakoM e Bo3pacre, B kakoM ymep HepoHn, IlaBesn BcTpeTturcs co cBOMM
6paroMm, koropbii Ha 10 JieT MOJIO>KE €ro, MOMUPHTCSA C HUM M BMECTE C HUM
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HavyHET XHTh 3aHOBO. Ky3MHH 31eCh cBOCOGpPasHO CBA3BIBaeT MOTMB Bpn-
TaHHHKA M3 HEPOHOBCKOIO Cl0oXeTa ¢ TeMoit nBoiHuka. ITonrorosun oH ero
TUIATEJbHO B peabInyInMX akrax. B Hauane I akra Mapu cripaiuuveaer Ilasna
€ro yIMBJIEHHIO, XOTS OH CaM paccka3san et 06 arom: "Kaxercs, TBoit Mnan-
wHnA 6paT - KakKoi-TO HeOOGLIKHOBEHHBIN Kpacaseu?" (577). Bo Il akre mul
y3HaeM, 4To orell obecrnieunn 6para "oueHb MPUIMYHO”, TOraa Kak IlaBmy
AOCTanach NbBUHAA N0y Hacnencrsa (597). Teneps ITaBen 6ouTca BCTpeuu C
6paToM. Korna oH BMIWUT ero, Hanmpasisalowerocs K HeMy (HO BCe ele Haxo-
OALIErocs 3a CLEHOM, "peanbHas" BCTpeya, CIMSAHME C ABOWHMKOM 3I€ECh
HMMEHHO He coBepinaercs), IlaBen nmopaxaercsa He TOMLKO ero Kpacoroi: “AH-
ren umaer. (...) MHe kaxertcs, oH nmoxox Ha meHa" (611). Tema nBoMHMKa
NMPOSBNAETCA 30E€Ch B TPAKTOBKE, 0OpAalIEHHOM MO OTHOIIEHMIO K €€ poMa-
HTUYECKON Tpamuuum: IlaBen npumHpsercs ¢ IBOMHUYECTBOM, OH NPHUHU-
MAaeT CBOIO MpEXI€ HE OCO3HAHHYIO IBOMCTBEHHYIO NMpPUpPONY. 3TO MOrIo
651 6bITh HacTOALIEE.

M Bce xe narunecsTuumecTuneTHuit Ky3MuH HM "umeanucT”, HA "sHTY-
3uacTt” (cnoBa Mapm o ITaBne, 578). 3a ucropueit Hepona cnenyer anunor o6
O>XXMINAHWH BO3BpAlEHUs TUpaHa. ¥ morunsl HepoHa nosensercsa neBylLlukKa,
KOTOPOM HE BEPUTCA, UTO OO0XKECTBIAEMBIH €10 MMnepaTop MepTs: "Kak mor
ymepeTh HepoH, 0HO MMs KOTOPOro 3BYYMT ONA MeHS Kak Ginarosectue?"
(613). DTy neBymky 30BYT Ti0X3, TO €CTh "CNy4alHOCTB", KAK MEPEBOMMT I10-
yuraemeiit Kyamnueim [Cete B ctuxorBopenun "Urworte. Orphisch”. Tioxas
MPUMBETCTBYETCSH CKOPO ALIMMH y MOTHMIIbI KaK "BeCTHULIA XHU3HU" (613). Ky3-
MHH 3I€Ch JaeT B HECKOJBKMX IITPUXaX BO3HMKHOBEHHE JIEr€HIbI: €lBa
TMPaH YMHPAaeT, KaK BOZHHMKAET Jierenna o cssatoM. (Bo BpeMeHa cramMHCKON
THPaHMM TaK BO3HHUKJIA JiereHna o Jlenune.) M 310 npouciiecTBue Ha MOI'uUie
Hepona nosnyvaer nepcrieKTUBY B NMpEeNLUIECTBYIOLICH Mapaic/NbHON CLEHE:
TO, YTO IO ITOr0 NMPOUCXOMMNIIO B CYMaCLIEXLIEM KOME - BOCKpECEHUE THpa-
Ha KaK MECCHM - CBEPINAETCA TENEPh B OEACTBUTEILHOCTH, XOTS U ONPOKUHY-
TONH B PUMCKYIO UICTOPHIO.

v

ITeeca Ky3muHa He 6blna HM HareuaraHa, HM nocrassieHa. Ho oHa uMTanace
3HaKoMbM 1no3Ta B JlenuHrpane v 8 Mockse B 1929 r. OHa 6b11a M3BecTHA B
TeaTpaJibHbIX KpPyrax, K KOTOpbIM NpHHamaexan u Muxaun bynrakos. B 1928
r. OH Ha4an pomaH "Macrtep u Maprapura”. B HeM, npoTekas B ABYX BpeMEH-
HBIX MJaHax, MEpPerJIeTaloTCa MeXIy CO60i Mo MEHbIEH MEpe TPU JIMHUH
neicTBUA: B MOCKBE CTamMHCKOro BpeMeHM MacTtep nuiuer poMaH o [ToHTHH
ITunare, KOTOPLIA MPUHOCUT €MY BCe GONBIINE XXHUIHEHHbBIE OCJIOXHEHHUA.
BnnereHHbM B paccka3 06 3THX COOBITUAX MOABAsAETCA PparMEHT poMaHa O
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IonTun IInnare u Hemya. Kpome Toro, TyT ects eue ¢purypa 6e3napHoro
nosta UBaHa be3nomHoro, KoTropslif monanaer B CymMacule JUIMHA IOM M TaM
CBOIOUT 3HAKOMCTBO ¢ MacrtepoM. MHe kaxercs, uTtOo nbeca KysaMmuHa
"CMmeprs HepoHa" He TONLKO MO CBOEMY MOCTPOCHHIO XBOAHOIO NENCTBHA B
IBYX BPEMEHHBIX IJIaHAX, HO M B HEKOTOPBIX CONEPIKATENbHbIX NETaNAX OKa-
3aja BIMsAHME Ha pomaH Bynrakosa. B 8-i cuene II axra, korna Hepon pa3-
MBILASET HaZ CBOEH COKPYILUEHHOM >»XHM3HLIO M OTPHULIAET 3HaYeHHe XPHUCTa,
AKTes ero CrnpaluuBacT, Mor Okl OH MOKJIOHATLCS TOMY, KTO BOCKpEIIaeT
MepTBbIX. HepoH, koToporo m 6e3 TOro y>e MpecilenyoT B KoluMapax
yMepILBJIEHHbIE MM, OTBeuaeT: "5 pacnHy ero! Uto6 He 6bino cobiasna”
(599). 3Tum Ky3MHH aKTyanu3yeT MOTHB AHTHUXPHUCTa HEPOHOBCKOIO CIO-
>x¢kera. Ho Takum 06pa3oM OH M YCTaHaBJIMBAET napaiem Mexxay Heponom n
PMMCKHM NpoKypaTopoM Ilnnarom.

B cueHe cyMacmemuero noMa u3 Il axra nosasasercs 6e3yMHbIM ITUCaTE b,
KOTOpbLIN npensocxuuiaer o6pas u curyawmio Ueana beamomuoro, xak u
Macrepa:

IN'ocnona, B 3ToM mucTKe 6yMarm - 3KCTPaKT JOJIMX JIeT, LEJoN
KHU3HY, psanl nokoneHui. Cexper 6eccMepTba M cuacThsa. M Ha3ml-
Baetcsa 310 "6narosectueM”. Ilpocs6a HE MyTaTh C €BAHI'EIIMEM,
KOTOpOE B MepeBoie ToXKe 3HauuT Onarosecrue. S pewrnn o6na-
roneTeNIbCTBOBATh UEJIOBEYECTBO M pa3lai BCEM JapoOM 3TO CO-
KpoBHlIe. [Jlocnmona, CTaHOBUTECH B odepenb 3a OJaroBeCTHEM
(605).

INocpencTeoM napasutesnm K peuam [TaBna u Hepona 06 ux "6narosecrusx”,
KOTOPbLIMU OHH XOTSAT OCUYACTIMBHMTL BAJIOE, HE3HAKOMOE MM UEJIOBEYECTBO,
Ky3MHH, 0IHAKO, HPOHU3UPYET Hal HAIMEHHOCTBLIO BCAKOIO TaKOro yeno-
Beuyeckoro "6narosectusi”. MHTEpEeCHO OTMETUTL M TO, YTO bynarakos He
TOJILKO MOIXBAaTbIBAET MOTHBBI U3 NMbechl Ky3MMHA, HO TaKXXE HEINMOCPELACT-
BE€HHO M3 TO e "Erunerckoit mapku" MaHuensluTaMa, KOTOpast najia Um-
nyisc M KyaMHuHy. Y BHIEB CTpalllHOe LIECTBHUE Ha yauue, ITapHOK kunaeTcs
K TenedpoHy "npenynpeauTs MuMuMio!"”, Ho cBA3KW He noaydaeT. Usan bes-
MOMHBI, BCTPETUBIIKUCH ¢ Bonarnom Ha [larpmapiunx Ilpynmax u cras cBu-
nerenem cMepTH bepimmo3sa, Takoke nuiraeTcs "3BOHUTL B MMITMUMIO" ¥ TAKHM
06pa30M MonajgaeT B CyMacLie Iui nom4.

UTak, Ky3BMMHCKas TEMAa KaK IpaMaTHYeCKasi BApHALIMA HAXOIHUTCA MEXRY
npo3oit ManpensmiTama M pomaHoM bynrakosa, u OHa, MO BCEH BEPOAT-
HOCTH, ellle He UCUepMaHa.

Mait 1986 rona.

150



000631456

IIpuMevwuaHusn

1 Cp.: John Malmstad, "Mixail Kuzmin: A Chronicle of His Life and Times",
M.A. Kyamun, Co6panne ctHxos, non pen. I >xxoHa MansMmcTtena u
Brnagumupa MapkoBa, Mionxen, 1977, 1. 3, crp. 291. B nmansHehuiem s
uuTHpyo "Cmeprs HepoHa" no aromy e ToMy, cChutasich B CKOOKax NHIOb
Ha cTpaHmibl. Ha TOM ke nmpuHUMIIE B3aMMOOTPa>keHUA OBYX BPEMEHHBIX

MJIaHOB MOCTPOEHA U MPOHUUYecKaAa nweca Penopa Conoryla "BaHbka-
KJIOUHMK K nax Kau" (1909).

Ocun MaugensiwrraMm, Erunerckas mapka. Hut. no: O. MangensumitamMm,

Co6parne cogmnennsd B 3-x 11., nox pexn. I'. Crpyse n b. ®unmunnosea,
Heio-Nopk - Mionxen, 1971, 1. 2, cTp. 5-42.

(V]

Bnanumup Maskosckuit, Ilonnoe cobpaune coannrennst B 30 1., MockBa
1958, 1. 10, cTp. 128-131.

-9

CM. Muxann bynrakos, Macrep u Maprapura, lenvnrpan 1978, crp. 480,
486 1 507.

151

John E. Malmstad - 978-3-95479-708-0
Downloaded from PubFactory at 01/11/2019 09:58:57AM
via free access



‘4

i -_n'\; > skl
, [ hﬂ‘- -
MR o
Eip W

PANAE ‘n . : ) .i
o o M) ;-5:!""--..,,

) 1

I{wqd frgm PubFactriat Gl




00063145

Archivum

LETTERS OF N.N. SAPUNOV TO M.A. KUZMIN
Publication of John E. Malmstad

Kuzmin first met Nikolaj Nikolaevi¢ Sapunov (1880-1912) in the autumn of
1906 when the young artist, associated with both the "Mir Iskusstva" and
"Golubaja Roza" groups, came to Petersburg at the invitation of Vsevolod
Mejerxol’d to execute the sets for Ibsen's Hedda Gabler, which opened the first
season of Vera KomissarZevskaja's new theater enterprise on 10 November 1906.
KomissarZevskaja had asked Mejerxol’d to become the theater’s artistic director,
and he naturally wanted Moscow friends like Sapunov and Sudejkin, with whom
he had already collaborated in the Moscow "Teatr-Studija”, to assist him in the
undertaking. Mejerxol’d commissioned Kuzmin, still better known as a composer
than as a poet, to write the music for the theater's final production of the year,
Blok's Balagancik, which produced a proper "bedlaméik” at its premiere on 30
December 1906, with costumes and sets by Sapunov. The collaboration with
KomissarZzevskaja's theater brought him into close contact with Kuzmin in
December. Although Kuzmin wrote to Mejerxol’d on 22 December that he valued
Sapunov's talent, he hinted at some conflict in the theater when he added:

He ckpoiwo, uTo My3seika [k BaszaranHemky] 6mna 61 ropasmo
ynadHee, ropasno OKpbUIcHHee, ecnan 6wl s copaboran ¢ Cepreem
IOpreBuuem [CynefikMHBIM], M MHe KaXeTcH, 4TO 3TO Oblna He
HEBO3MO>KHO, M, MOXET ObITh, 8 HECKOJILKO Orop4YeH Ha Cyas6y 3a
He CTOJIb YNABIWIYIOCS MY3BIKY - BOT, MOXeT GbITh, TallHas NMPUUMHA
MOEro HECKOJILKO MeYanbHOro aMua. <...> MHe oueHn Xalb, YTO MHE
NMPUXOOUTCS CHEPXHUBAThL IMPOSBICHMUE CBOEro PACHOJOXEHHA K
Bainemy TeaTpy MMEHHO M3 60A3HM MOKA3aThCA NENAIOUIMM HHTPHIH
(B.D. Me#tepxonbn, ITepermcka 1896-1939, M., 1976, c. 81).

This may explain the reference to "neprijatnosti” in Sapunov's letter (I). At the
time Kuzmin was infatuated with Sudejkin, who had done the costumes and sets
for Maeterlinck's La saur Béatrice, and naturally wanted every excuse to keep
him in Petersburg. (See the many references to Sudejkin in the excerpts from
Kuzmin's Diary published in Literaturnoe nasledstvo, t. 92, kn. 2, 1981, pp. 152-
154, especially: "Kak 6uino 6b1 npekpacHo, ecitm 6u banaraHeHK CTaBMA
CyneiikuH, kak s 6bl mucan My3biKy!".)

This period of Kuzmin's life (described on pp. 101-112, 123-125 of my bio-
graphy of the writer in volume III of the collected verse) served as the background
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for the verse cycle "Prervannaja povest’ (Seti) and the short story "Kartonnyj
domik", in which one can easily recognize Kuzmin himself (Dem’janov),
Sudejkin (Mjatlev), Sapunov (Temirov), Mejerxol’d (Oleg Feliksovi¢) and others.
KomissarZevskaja dismissed Mejerxol’d in November 1907 after the critical
failure of his second production of the new season, Maeterlinck's Pelléas et
Meélisande in October. With that Sapunov's work with KomissarZevskaja's troupe
ended too, but not Kuzmin's, who went on to compose music for its productions
of Remizov's Besovskoe dejstvo (1907) and Blok's translation of Franz
Grillparzer's Die Ahnfrau (1909). He devoted his first piece of theater criticism to
"Dramati¢eskij teatr V.F.KomissarZzevskoj. Sezon 1906-1907 g." (Vesy, No. 5,
1907, pp. 97-99, dated April 1907).

The founding of the "Dom intermedij" (1910-1911) in September 1910 re-
united Mejerxol’d, Sapunov and Kuzmin, who were its founders and guiding
spirits (see biography, pp. 149-150). Sapunov designed the production of
Kuzmin's elegant pastoral Gollandka Liza and his "prologue” "Ispravlennyj
¢udak", which shared the theater-cabaret's opening night bill on 12 October 1910.
The two men became particularly close in the years 1910-12 when Sapunov
moved permanently to Petersburg. He did two portraits of his friend (both un-
finished; one is described on pages 37-38 of N.N. Sapunov, M.V. Alpatov and
E.A. Gunst, M., 1965) and the costumes and sets for his operetta "Vozvradcenie
Odisseja" at the Malyj Theater in Petersburg.

On 14 June 1912 the two men journeyed to Terioki, outside Petersburg, to
visit friends performing at the "Tovarii¢estvo akterov, xudoznikov, pisatele;j i
muzykantov"”, with which both were associated. While there they were to plan a
special evening "Carnaval” for St. Peter's Day (Petrov den’), 29 June (see Blok,
Sobranie sodéinenij, VII, p. 150). Although Sapunov had been wamed by a
fortune teller that he would die in water, he suggested a boating party with three
other friends to enjoy the White Nights. As he and Kuzmin exchanged places in
the rowboat, it overturned, striking Sapunov, who, moreover, could not swim (see
biography, pp. 170-172, 212). Kuzmin paid tribute to the friend whose death he
accidentally caused in the graceful poem "Sapunovu” (1914) and in the
reminiscences, written in 1913, that he contributed, with the poem, to a memorial
volume he helped plan: N.N.Sapunov. Stixi, vospominanija, xarakteristika (M.,
izd. N.N. KarySeva 1916). In the nineteen twenties Gosizdat commissioned him
to write a piece on Sapunov for a collective volume on "Mir Iskusstva" in the
series entitled "Sovremennaja russkaja Zivopis’". The book never appeared. The
reference to Sapunov in "Forel’ razbivaet led" ("Xudoznik utonquu I Topoéet
kablu¢kom", Vioroe vstuplenie), one of the very few direct allusions to persons
from Kuzmin's biography in the highly personal work, well shows the lmpact he
had made on Kuzmin's life. ( .
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Many years ago, Gennady Smakov gave me copies of the three letters that
follow; he asked me not to publish them, although he authorized reference to them
in my biography of Kuzmin. He did not then identify the archive in which the
originals are held.

3npascTByiiTe, ROpPOroi Moit, Muxaun AnexceeBuu!

Kab6s1 Bbi 3HamH, Kak xouerca BuaeTs Bac m roBopurs ¢ Bamu - Bens Bei
3HaeTe, Kak s mobio 1 ueHo Bac M MHe HOPOrM HallM APY>XECKHE OTHO-
HeHuA. Mbl HE BUIECIUCH, KaXKETCA, Y>Ke OKOJIO ITONTrona.

Mue kaxercsa, 94T0 Bhl cepauTech Ha MEHA, HO A HE 3HA, 33 UYTO
COOCTBEHHO; BECHON A nocnan Bam nBa nucbMa, HO HE MOJYYMJ HAa HHUX
oTrBeTa. MeHsA 3TO OueHb IeYanuT, [IpaBo, He 3HAI0, YeM A Mor Bac oropuurs.
51 Tak uvacro BcnmomuHao o Bac. Kak Bul noxxuBaere, noporoit Mo npyr,
yeM Bbl 3aHATHI, KaKk NpoBoauTe Bpems Ha mave?! Hanuummure, rme Bur
HaMepEeHbI ITIPOBECTH 3UMHMIL ce30H, B [letepOypre, umu B Mockse. MHe 310
XOYETCA 3HATh, - Y MEHA €CTh KOE-KaKHe IJIaHbl Ha 3MMY, O HMX MbI MOTo-
BOPHMM ITPH BCTPEUE; MHE Ka>XKETCH, YTO MbI MOTJIHM 6b1 BMECTE KOE-UTO IpeN-
[IPUHSATD.

Bynyuu B Mockse, s MO3HAaKOMMICA C OMHUM KpPacHBLIM OHOLIEH... OH,
MEX Oy npouum, nmuiueT B "Becax” o 6anere. eno B TOM, UTO OH BEJIMKOJIETI-
HbI TAHUOpP M o6Jyapaer AMBHON (hUrypoit n K ToMy e "rpaMoTHBIN". DTO
npekpacHei# AMyp mns Bamnx "Kypantos mo6su".2 U, BooG1iue, ero
MO>XHO 3KCIUIyaTHpOBaTh AJA MHororo. HemaBHO OH nmpuesxkan KO MHE B
CyxyM, M MBI MHOrO roBopuim o Bac... Boo6ine, MHe KaXkeTcs, 3MMOR Ml
MOrjau 661 BMECTE YCTPOUTBL HEUTO yIMBHTEbHOE. HecMoTps Ha TO, UTO Npo-
LIJIYIO 3MMY A MIEPEXCUII CTOJIBKO HEMPUATHOCTENR, MHE BCE-TAKM XOTEJIOCH Obl
onsTh noexats B [lerepOypr, paboTaTe HA ClLEHE Hal KAKUMH-HHOY b HOBBI-
MH nocraHoBkamMH. He ciabmxanu nu Ber uTto-HHMOYns o Tearpe, rae Meitep-
XONbA, "MaJICHBKNME aKTPUCHI" M BCA 3aKYJMCHas komnaHuus - Cepexa, brok,
Foponeuxuit.3 I'ne oun? 51 yacto Ux Bcex BerniomuHaw. Eciu Gynere nucats,
- nepenanTe BCeM MOM cepreuHslil npueer. Ecxu yBunure Mefiepxonsaa, TO,
6yneTe NO6pHI, CKa>KUTE €My, ¥TO A xoTen Obl mobecenoBars C HUM M YTO A
He OTKas3aJcs 6b1 paboTare BMECTE C HUM B TEaTpe.

B MockBe mHe nepenasan Banepuit SxorneBuu, uro Baiua mbeca 6yner
rnocrapjieHa Ha cueHe KomuccapxeBckoi, 310 MeHs KpaiiHe MHTepecyeT.4
Coo6uTre, noxanyiicra, kto 6yner ee crasuTs. He 3Haere nm, xorna 6yner
OTKprITHE Ce30Ha y KoMuccapKeBCKo#t, s 31ech CHXY 6oiee IBYX MeCALIEB U
He 3Halo, YTO TBOPUTCSA Ha 6eJioM CBeTe.
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Ckyka CTpallHas, Uejbie OHM JIEXXY NOX OEepeBOM M MEuTalw, Kak O

YIXPaTh OTCIOMA.

1

3

IMpomaitre. Llenyio Bac u xenao Bam Toro xe, uero 1 cebe xxenao.

Bawn uckpensre - H. CanyHos
1907 30 uons

Notes

Kuzmin spent the summer of 1907 at Okulovka, the country estate of his sister
Varvara, mother of the writer Sergej Auslender. During Sapunov's stay in
Petersburg in the second half of 1906, Kuzmin had been living at his sister's
apartment (No. 10 at Suvorinskij 34), where Sapunov liked to visit him (see
Kuzmin's reminiscences of Sapunov, p. 49). In a letter to his mother of 21
December 1906, Blok described the evening of 19 December at the apartment,
where he discussed costume designs with Sapunov and heard Kuzmin play the
music for Balaganc¢ik (Pis’ma k rodnym, 1, 1927, p. 161). Kuzmin wrote one
of his finest early short stories, "Kusetka teti Soni", while at Okulovka. In the
Pervaja kniga rasskazov (1910) it bears the dedication: "Moe#t cectpe
B.A. MowmkoBo#t" [Moskov was the name of her second husband]. At its
first publication in Vesy, No. 10, 1907, Kuzmin wrote: "3Ty npaBIMBYIO
HCTOPHIO ITOCBALLAID MOCH cecTpe".

N. Curikov wrote the only ballet criticism to appear in Vesy in 1907: "Mos-
kovskij balet. Postanovki 1906 goda”, issue No. 7, pp. 99-104. I have been
unable to find any mention of him in standard reference books on the ballet of
the period.

Sapunov had heard Kuzmin perform the four parts of his "Kuranty ljubvi",
written in 1906, during his stay in Petersburg in the autumn and winter of
1906. Judging by a letter of Mejerxol’d to Kuzmin of 17 June 1907, the
director was considering staging them: "Hey>xenu He npuenere? Ecrm Her,
MoOXeT 6hITh, HafileTe BO3MOXHbBIM npuciaars MHe 'KypaHTh nio6BuM' -
TeKCT M HOThl. Xopomo 6w 3xecs [Kyokanna)l coenaTe pan oneIToB”
(Meitepxonsn, Ilepenncka, c. 99). He may have had them in mind for a
"Vecler novogo iskusstva" in Terioki where on 13 July 1907 he staged
("insceniroval") a performance of two songs by Cajkovskij (Perepiska,
p- 103). The texts first appeared in Vesy, No. 12, 1909, pp. 17-53, with the
subtitle "po¢ma" and a dedication to Sudejkin. "Skorpion" issued both texts
and music in November 1910 (2nd edition: 1911), with drawings by Sudejkin
("Vesna" and "Zima") and Feofilaktov ("Leto"” and "Osen’"). "Amour"
(Amur) appears in the "Winter" section.

The "theater"” is the Dramati¢eskij teatr V.F. KomissarZevskoj (see introduc-

tion), directed by Vsevolod Mejerxol’d (1874-1940). One of the troupe's
"malen’kie aktrisy", Valentina Petrovna Verigina (1882-1974), has described
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the theater's professional and social activities in her charming Vospominanija
(L., 1974, pp. 83-144; portions of the book first appeared in Ucenye zapiski
Tartuskogo gos. universiteta, vyp. 104, Tartu, 1961, as "Vospominanija ob Al.
Bloke"). "Sereza", i.e., Sergej Abramovi¢ Auslender (1886-1943), Sergej
Mitrofanovi¢ Gorodeckij (1884-1967), and especially Blok all figure
prominently in her description of the "zakulisnaja kompanija" during the
theater's first season.

"Malen’kie aktrisy" alludes directly to Kuzmin's story "Kartonnyj domik",
which had just (June) appeared, with the poem cycle "Prervannaja (?ovcst'", in
the Petersburg miscellany (al’manax) Belye noc¢i, edited by Culkov and
dominated by just those writers who had played such a leading role in that first
season: "Otkyna ThI? - cripocun paBHOAYIWIHO JIeMBLSHOB - OT HUX? OT
MaJIeHbKMX akTpuc?” (c. 121).

No mention is made of this in Valerij Brjusov's letters to Kuzmin in 1907 or
later (see Wiener Slawistischer Almanach, Band 7, 1981). On 17 June 1907
Mejerxol’d wrote Kuzmin: "O 'EBgoxnu’ 6yny XJIOMOTaTh rOPAUYO: OT-
AENbHBIE CLIEHBI [IEPEUYUTHIBAIO MO HECKOJBKY pa3 M BOCXMIIEH Baimeit
neeco oueHs” (Ilepenmcka, c. 99), and on 17 July he wrote to F.F. Komis-
sarzevskij, brother of the actress and her close collaborator: "1) O6painano
Baine BHnMmanue - Bepst ®@enoposHsI ¥ Baine - Ha nbecy Kyamuna ‘Cesarasn
EBnokus'. UynecHas Bemb. Kak npenectHo 6ymer 3By4aTh CO CLIEHLI
aHaxpoHU3M: KocTioMbl XVIII Beka U MOTHBBI Hadana XpUCTMAHCTBA B
TekcTe rnosra. [Ibeca momemena B 'llBerHnke Op’' (Ilepenicka, ¢. 103). In
her answer (July 1907) KomissarZevskaja categorically rejected the play for
her theater: "3. Ilvecy Ky3aMMHa nipouya, ¥ BOT MOE€ BrevyaTieHHe: B
HU3sLHOK pame GeccomepiKarenbHad, HMU 3aueM He HYXXHas KapTHHa.
3amo60BaBuInCh pamoi, Bawia BnevaTauTemHOCTE GECCO3HATENBHO IS
Bac ckasana Bam: 'A kapTuHy s caM Hanmuiny', HO BEXb Ha 9TO HE CTOMT, Na
¥ onacHO ce6s pacxomoBath” (B.®. Komuccapxenckas, ITucemMa akTpHcsl,
BOCITOMHHAHHA O HEeH, MaTtepHansi, J1.-M., 1964, c. 165).

When "Komedija o Evdokii iz Geliopolja, ili Obratennaja kurtizanka" first
appeared in Cvetnik Or. Kosnica pervaja (SPb, 1907), the list of contents
immediately following the title page called it a "misterija"”. Kuzmin preferred
the term "komedija”, an allusion to the "school dramas" of early Polish-
Ukrainian and Russian theater, for it and "O Aleksee &eloveke Boz’em"” and
"O Martiniane" (published together in Komedii, iz. "Ory", SPb, 1908), all
loosely based on Apocryphal accounts of the lives of early Church saints. The
director Sergej Radlov (see letter to Ja.N. Blox, note 12) also thought highly
enough of "O Evdokii" to include it in his list of plays on which the repertory
of the Russian theater should be based (Desjat’ let v teatre, L., 1929, p. 54).

II.

OueHb cockyuuncs o Bac, noporoit Mot Muxann Anexceesnu. CeronHs s

Bugen Bac Bo cHe.
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S Bac uacto BcrniomMuHanw. Ilonyumiu s Bel MOe mMUCBMO, KOTOpPOE A
nocnan Ha Taepuueckyio 25, xB. 3, Bam.! Hanuwure, s 6yny HeoGnlkHo-
BEHHO pajx MOJy4YWUTh Kakoe-HHOyObr M3aBecTue oT Bac, HamuiuTte, YTO Ba
IenaeTe, KaKk yCTpaMBaloTcs aena Baimy, 6rBaere mv B Tearpe. He 3a6niBaiire
MeHs, pa6a rpemHoro. Kornma mnpemnonaraercs nocraHoska Bamen
mucTepy? MeHs 310 oueHb uHTepecyer. Heyxxenn B caMOM neie NMpHUriacsar
Benya.2 DT0 HEBO3MOXHO!

Ouenn xouy npuexath B [lerep6ypr, HO He 3HAK, KAK ITO YCTPOMTCA.
3aech yxe Hamoeno. Ycran.

Or4ero MomuMTe, OLITH MOXKET, YyeXam Kyna-HuOyisb.

Ienyo. Bam UCKpeHHE

H. CanyHos
21 cenrsabpsa 1907

Notes

1 Upon his return to Petersburg, Kuzmin took a small apartment in the same
building, Tavri¢eskaja 25, where VjacCeslav Ivanov and his family resided. Late
in the spring of 1908, he moved into two rooms at the rear of the spacious, if
oddly-shaped, "Tower"” apartment of Ivanov. He lived there, almost as a
member of the family, until 1912.

2 In his 17 June 1907 letter to Kuzmin Mejerxol’d added: "P.S. He 3HaeTe 1
anpeca An. benya?" (ITeperntcka, c. 99). Mejerxol’d may have had the idea of
asking Aleksandr Nikolaevi¢ Benua (Benois, 1870-1960) to design the pro-
duction of Kuzmin's "misterija” (see letter I, note 4), as he wanted a stylized
eighteenth-century decor, of which Benois was a recognized master. Benois,
one of the founders of "Mir Iskusstva”, among Diaghilev's closest collab-
orators, and one of the finest scenic designers of the age, never worked on any
production at Komissarzevskaja's theater. In 1908 he and Mejerxol'd took part
in the founding of the short-lived "Lukomor’e" theater, but he never designed
any work for Mejerxol’d. After the publication of Mejerxol’d's article "Benua-
rezisser" in Ljubov’ k trem apel’sinam, No. 1-2-3, 1915, Benois became, on
the pages of Re¢’, one of the sharpest critics of Mejerxol’d'’s productions at the
Imperial theaters in Petersburg.

I1I.

1 aBrycra <1911>
Hoporo# MuineHbka,
A y>€ HauMHal BOJIHOBaTbCA OTHOCHTeNbHO "Ilenenons!”, - Buepa B
Mockse 6su1 ITOTEMKHMH M rOBOpHII, YTO Ce30H Yy ['naronrHa oTKpeIBaeTCA B
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asrycre.! IToka s He uMe© OT MNaromHa HUKaKUX U3BECTHN. SI MPOCUI €ro
NMPUroOTOBUTL MHE XOJICTHI M BBHICJIATh aBAHC, HO OH N0 CHX NOP MOJUMT. Byns
mobe3eH, 00 BLACHU, UTO BCE ITO 3HAUMT. Brrme Moxer, CynelkuH Kakyio-
HUGYAL MHTPUry noanyckaer?? He 3a6ynb, 4TO s COrnacHiCs MUCAThL NEKO-
pauUMM MCKIOUYHUTENBHO IS Te6GsA, a MOTOMY Mpolly Te6s BHIACHHUTHL 3TOT
BOIpOC.

1

Henyo tebs. H.CanyHos

Notes

Although Alpatov and Gunst (see introduction) write that Sapunov designed
the productions for works they call "Penelopa” and "Vozvrai€enie Odisseja"
(p. 37), I suspect, given the titles, that these are one and the same operetta, a
critical failure when performed at Petersburg's Malyj Theater in the 1911-1912
season as "Zenskaja vernost’, ili vozvrastenie Odisseja". Changes of working
titles ("Penelopa”) commonly occur in the theater, after all. Kuzmin himself
mentions only "Vozvras¢enie Odisseja” in his reminiscences of Sapunov (pp.
49-50) and he lists it alone in an inventory of his works of 1905-1924, which
he compiled in the 1920s. Evgenij Znosko-Borovskij writes only of
"Vozvra¥¢enie Odisseja” in his list of productions of Kuzmin's theater works
(see "O tvortestve M.Kuzmina", Apollon, No. 4-5, 1917, p. 32).

Boris Sergeevi¢ Glagolin (1879-1948; real name: Gusev) was an actor and
director at the "Teatr literaturno-xudoZestvennogo obs¢estva”, the so-called
Suvorinskij Theater, in Petersburg. Because it leased the Malyj Theater on the
Fontanka, it was often called simply the Suvorinskij Malyj Theater.

The poet Petr Petrovi¢ Potemkin (1886-1926), now most remembered for
his association with Satirikon, played an active role as a dramatist, librettist and
reviewer in the life of the cabarets and "theaters of miniatures” of the period.
The parody "Blék énd uajt", co-authored with K.E.Gibsman, had its premiere
on the first program of the "Dom intermedij” in October 1910, and became a
lasting "hit" in the repertory of many of the "theaters of small forms".
Potemkin was a member of Kuzmin's intimate circle of friends for several
years, especially in 1906-08. When Kuzmin published the "Komedija ob
Aleksee &eloveke Boz’em” in Pereval, No. 11, 1907, he dedicated it to
Potemkin.

2 Sergej Jur’evi¢ Sudejkin (1884-1946) had designed the brilliantly colorful

costumes and sets for the production of Kuzmin's operetta "Zabava dev" at the
Malyj Theater in the spring of 1911 (premiere 1 May). See D. Kogan,
S.Ju.Sudejkin (M., 1974), pp. 57-63, with several reproductions of the
designs, and page 179, where excerpts from Sudejkin's letters to Kuzmin are
published. Critics singled out Sudejkin's scenery and costumes for special
praise, which no doubt contributed to Sapunov's unease about who would be
assigned the same task for Kuzmin's new work for the same theater.
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FROM THE HISTORY OF THE "TEATRY MINIATJUR":
TWO PLAYS OF M.A.KUZMIN

Publication of John E. Malmstad

We have only begun to investigate the history of the "teatry miniatjur” (or
"teatry malyx form") and the artistic cabarets that sprang up in great numbers in
Russia's major and provincial cities during the decade preceding the revolutions of
1917. (See, for example, Ju.A. Dmitriev, "Teatry miniatjur” in Russkaja
xudoZestvennaja kul’tura konca XIX-nacala XX veka, 1908-1917, kn. 3, M.,
1977, pp. 191-207, or A.E. Parnis, R.D. Timenc¢ik, "Programmy 'Brodjale;j
sobaki'', with extensive references about such theater enterprises in the notes, in
Pamjatniki kul’tury. Novye otkrytija. EZzegodnik 1983, Leningrad, 1985, pp. 160-
257.) The "Letucaja my3’", opened by artists associated with the Moscow Art
Theater (MXAT) in February 1908, may be considered not only the grandparent
of the cabaret theaters, but of the "teatry miniatjur” as well; under the direction of
N.F. Baliev it rather quickly turned into a commercial venture for a wide public,
not an artistic elite.

Kuzmin, closely involved with the theater as dramatist and composer for all his
mature life, had a rare talent for the kind of repertory - playlets, skits, ballets,
pantomimes, etc. - in which such theater enterprises specialized, and royalties and
commissions from them provided a significant part of his income in the years
1910-1917. Moreover, unlike some other major poets of the period who also
worked in the theater, he never looked down his nose at popular forms of
entertainment (or, as we would now say, "mass culture"), as his many critical
works on operetta, popular theater, the circus, etc. demonstrate. All he expected of
them, as of "high culture", was excellence and innovation. Znosko-Borovskij lists
many of Kuzmin’s theater works, both "serious" and "frivolous", in his article "O
tvoréestve M. Kuzmina” (Apollon, No. 4-5, 1917, p. 32). I survey this aspect of
Kuzmin's career in my biography of the poet in volume three of the collected
verse. Michael Green appends a handy list of the works for the theater to his
article "Mikhail Kuzmin and the Theater" (Russian Literature Triquarterly, No. 7,
Fall 1973).

Two of the very numerous "small form" works Kuzmin wrote for theaters in
Petersburg and Moscow are published here for the first time. "Alisa, kotoraja
bojalas’ my3ej", a delightful "inversion" of the bedchamber encounter of
Germann, the Countess and Lizaveta Ivanovna in "Pikovaja dama", uses one of
Kuzmin's favorite motifs of disguises and masks (similarly, in the 1911 operetta,
"Zabava dev", a young man disguises himself as a bird to gain entrance to a
harem). Written in 1913, it was first performed that year at the Litejnyj Intimnyj
Theater in Petersburg. Soon after it entered the repertory of Baliev's "Letutaja

161



00063145

my$’" in Moscow (see reviews in Golos Moskvy, No. 13, 17 January 1914 and
in Maski, No. 4, 1913-1914, p. 92).

In 1915 Baliev commissioned "Feja, fagot i ma3inist" (the typescript bears the
seal "K npencraBinenuio pos3soJieHo. Ilerporpan. 12 cenrs6ps 1915 r.
Lencop npamaruueckuit. <ITonrmmce>"). Even in this bit of inspired nonsense,
which helps explain the attraction of members of the OBERIU to the writer in the
1920s, Kuzmin cannot resist an "inside joke": how many in the audience
recognized the parodic allusion to Hamlet's repartee to Guildenstern about the
recorder/pipe in Act II, Scene II ("You would play upon me;... 'Sblood, do you
think I am easier to be played on than a pipe? Call me what instrument you will,
though you can fret me, you cannot play upon me") in the bassoonist's exchange
with the director in the Second Scene of Kuzmin's play?

Both plays are part of a portfolio of short works that belonged to Baliev; they
are now in the archives of the Blue Lagoon, whose director, John Bowlt, kindly
offered them for publication. They make one hope that Kuzmin's other works in
this genre will be rescued from Soviet archives to work their charm, slight, but
very palpable, on a new generation of audiences.
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AIINCA, KOTOPAA BOAJNIACH MBIIIEN
B ognom me#icrBun M.KysmuHa,

JEVICTBY IOIIME JINLIA

AJINCA
EE OIIEKYHIIA (TETYUIKA)
MOJIOJION YEJIOBEK

CnambHs AJDACBIL
jBnenve nepmoe

Monono#t uwenomex (Bxomurt). HakoHeu-To s y3Han, roe oHa >xXuseT. S
HECKOJILKO pa3 BHMIEJN €€ U3 OKHA, BCTpEYall Ha YJMIE ¥ cCooOpa3uil, YTo U
KBapTHpa HaXOAUTCs MMEHHO 31eck. Ho u Teneps s He coBceM yBepeH, Tyna
nu s nonan. Cyns 1o KkpoBaTH, 1, KaXercs, HaxX0Xych B cransHe. He nocraer
TOJNILKO, YTOOKI CrajbHA OKa3ajlaCh HE TOH MUIION NEBYILIKH, 2 NPOTHBHOMN
CTapyxH, 4¥TO 32 Heil Bcerna cnenur. HeT, He MOXXeT ObITh... DTH MOAYILICYKH,
MPOCTBIHKA, CTEraHoe oneso... HapepHoe, 3mech Mokourcs Ta, KOTopas MHE

nopoxe XU3HKU. OOHaKO A CNBIMIY IIYM... ¥ CKPbIBalOCh. JIO CBMIaHbA.
(TIpsaueTcs OO KpOBaTk.)

SABneHue BTOpPOE

Amuca (Bxoour B uernmuuke U co cBeukoi.) Kak TemHo u crpawHo. Terymxka
TaK IOJIrO HE BO3BpaluacrcA... S cnelnana TyT Kakoi-1o wopox. He uait Bor,
€CJIM 3TO Mbllb. S MX go cMepTH 6o1ock. OTuero aro? (Tloer No. 1.)

51 npu Hapone He TpycHXa,

Ilolo, TaHUYIO OYEeHBb JIMXO,

Ho Toybko B criansHe ocTaloch
Bcero 6010ch, Bcero 6010Chb.

AXx, OTUEero MHe Tak B3rpyCTHYJIOCh?
H otuero Tak crpainHo X nats?
Ckopeit 6bl TETYLIIKA BEPHYJACh,
boloch oHa TOXXHUTHCA CMaTh.

A uToO cTpAcercs,

Korna mpunercs

Barnsauyrs cnyvafiHO rmoxm KpoBaTh?
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51 npu Hapone He TpycHXa,
IToso, TaHLYIO OUEHb JIMXO,
Ho Tomko B cnaneHe oCTanch
Bcero 6010ch, Bcero 6010Ch.
bouTCcsa TeTylka rno>xapos,
Kax 6yIro aresHr crpaxoBoi.
Boarca nesymku rycapos,
bosaTrcs s3BLI MOPOBOM.

A MHe el-eit

Bcero crpamnHen

Jlo>XHUTBCA CraTh COBCEM OTHOMA.
51 npm HapoIne He TPyCHXa,
IToio, TaHLLYIO OUEHDb JIMXO,
Ho Tonbxo B CriajibHe OCTarCh
Bcero 601och, Bcero 6010Ch.

Mononoi#t wenosex (I"'oBopur m3-noa kposatu.) [locnyuafite, cynapsiHs.
Ecym BaM Tak cTpaHo, s MOT'y [IOCUAECTh C BAMH...

Amca (Kpuuut He cBouM ronocoM.) Ox, ox! Teryuxa, Teryuka!
SABneHUEe TpPETHE

Terymxka (BxoauT). Ammca, IMTS Moe, UTO ¢ To60#?

Amuca. Teryika, Kakoil y>ac, y MeHs IO KpOBaTsI0...

Terymxa. Uto, My>kunta?

AnHuca. AX HET, MEILlb,

Terymka. 51 ee ceiiuac BoIroH0. (CMOTPUT NMOX KPOBAaTh.)

Mononoli wenoBexk (u3-nmox KpoBatu). CynapeiHsa, He nmory6ure. Tonsko
6e3yMHas M1060Bb MPHUBENA MEHSA B TAKOE CTPAHHOE MECTO.

Terymxka. Kak, 6e3ymHas mo60Bb KO MHe? Morna-im s HaaesTbCA...
YCIIOKOKTECH, s BCe ynaxy. (o6paiasce Kk Anuce) Y Crokoics, MUJIOUKa, 3Ta
MbILIb U3 MOpoAsl 6e3BpenHbix. OHA cefyac->Ke BLUIE3ET, CTOUT €11 NMOKa3aTh
KYyCOueK caxapy. Mbillika, MbIIIIKA, BLIAAM K HaM.
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Monono#t yenoBeK BbIXOIMT.
Anuca. Kak, 370 Mbins?
Terymxka. Hy na, koHeuHo.

Anunca. Ho... (IToeT No. 2).
15 ner >xMBY Ha CBeTe,
Ho He BMIana TakMx MbIlle.
Y HUX MBILIMHBIX HET YIUEH,
JJOBOJLHO MHMIIBLI MBIIY 3TH...
Ona 3anaykanach cJierka,
OHa coBceM nporoJyonanacs.
Kak >kako, 4TO He NOoronanach
OcTtaBuTh €t 1 MOJIOUKA.

A noiny npuHecy e# yero-HMOynb MOECThb, XOPOLIO?
Terymxka. Unu, nan, nura moe. ¥ tebs 3050T0€ Cepale.
AJnca yxonour.
SBneHune uerBepToOEL

Terymxka. Hy, roBopure ckopeit, ripusHaBaiTecs... Hey>xxenu B Hallle BpeMs
€CTb JIIOIH, CIOCOOHbBIE HA IMEPOU3M.

Mononont wenosek. Eciu Mot 6e3paccyIHbI NOCTYNOK BaM yrooHO TakK
Ha3bIBATh...

Terymka. O, 6e3ycnoBio, 6€3ycnoBHO. (X0oUeT 3aKJIIOYHTh B O6BATHA.)
Mononoit wenosexk. ITpocTure, s He aHTHUKBap.
Terymxa. UTO Bbl XOTHTE 3TUM CKa3aTh?

Mononot uenomek. Sl He ¥MMEI0 HMKAKOro MPUCTPACTUA K CTAapUHE M
pockoiM. S mobio Bamy NiIeMsHHULLY.

Terywmxka. O!
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SABnenue natoe

Anuca (Bxoour ¢ OGJIONEYKOM M KYCKOM CbIpy.) BoT, Melka, s rnprHecna
Te6€ MOoKy1UaTh.

Terymxa. Bery, 6eru, Amica, oHa ceituac Te6sa ykycHr... SI omnu6iace... ara
camMas OpsAHHAA [I0pOOa MbIIEHN...

Anmuca. Kax e Bbl MHE TOBOPHIIH. ..

Terymxka. 5 ropopo, uro s omunbnace.. OHa U MEHA CaMO€ YyThb-UYTb HE
HUCKycaJa.

Mononoit wenosek. He Beprre eit, Anuca. 51 HUKOMY He cIOenan 37a, TeM
Gonee He caenam BaM, KOTOPYIO JNIOOII0 GONblIE XX U3HU.

Aymca. Buaure, kakas MHIas MbIUIKa.
Terymxa. J1a 3TO ma><e ¥ He MbIlb, 2 CaMbIi OOBLIKHOBEHHBII 1IaJIONaNi.

Anwuca. Kak, He Mbpnub? 3HauuT, MHe Bac Hedero U 60sATLCA, Y BaC, 3HAUMT,
HET XBOCTAa. 3a4eM e Bbl 3a6paymmch KO MHE TOX KpOBaTh?

Monopo#t wenosex. 3 mo6BU K BaM, Asuca.

Anuca. Kako#t oH cMewHo#, Terymka. OcraBuMbTe ero. OH 6yner cHuaeTs
Mom KPOBAaThIO M Pa3rOHATh HACTOSIIMX MbILIE. A 3HaeTe, MHE JaX<e HXANKO,
uyTO BbI HE MBI, (TToeT No. 3.)

C Tako0 MHUJIEHBKOIO MBIIIKOM

5 6 npeBocxOOHO 3aXKUIIA,

Ho oka3zancsa oH JryHHMLIKO#M,

M ¢ HuM paccraTsca s DOJIXKHA.
Y106 Bac, o MeIILIKA, HE OOMIETS,
S nono6una Bcex MbIlEH,
Teneps MeHA y> BaM HE BUIAETH,
Kak He BMnaTh CBOMUX yluei,

Mononoit 4enoBek. Sl HE MOr'y NMOBEPHUTH, HEYXKENH Bbl TaK XECTOKH. W3-
3a TOrO TOJILKO, YTO A HE MbILLb, BbI MEHA NPOrOHsETE.
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Amuca. Uro xe nenars, 4 ¥ caMa IJ1ady, BUOUTE.
O6a nnauyr.

Terymka. I'ope 3Tux gereit MeHs TporaeT. Ycrnoko#ics, Anuca, MbIINKa

6ynmer K HaM NMPHUXOIMTh, 2 KOr'la OHa COBCEM NPHUPYUYMTCH, €€ MOCAAAT B
KJIETOUKY.

Ammca. Heyxemi? Bor xopouo-To.

Monogo#t wenosex (Terymke). Brl yBuauTe, 4to A cymew ObITh
6naronapHbIM.

Armca. A Bce-TakH, Kak s 6buta raymna, uro 6osanace menueit, (IToet No. 4.)

Kax rnynsi, npaBo, Bce IE€BHLIBI,
Bosce Toro, 6oscs cero,

Korpa Tak npocto y6enurscH,
UTo cnaule HETY HUYETO.
Teneps, ensa 3acnsiny mwopox,
He 6yny 6e3 Tonxy Kpuuars,

A C clankoi pamocThIO BO B30pax
K ce6e MbIIIOHKA HEXXHO >KIaTh.
Hukax Heb3s BeOb MOPYUUTLCH,
I"ne Hac n060BL M CYACTLE XK IOET,
MLIIIOHOK CKOPO APHUPYUHUTCH
H B xyeTky x MUIIO# nomnaner.
Kak raynsi, npaBo, BCe neBHLILI,
bosce Toro, 6oscs cero,

Korna Tak npocTo y6enurscs,
Y10 cnaiue HETy HUUErO.

3aHaBec
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OEA, PAI'OT U MAIIUHUCT
Bonesuis ¢ neueM M TaHuamMu. B onguom meiicreuun. 1915 r.

JINLA
OESA, 6anepuna (rosopur).
HE3ABY KA, 6anepuna (Tasuyer, He TOBOPHT).
OAI'OTHUCT (rosopur u roer).
OHUPEKTOP (rosopur).
MAIIHNHUCT (kynneTbl. MOXHO M yNpa3OHHTD).

SABneHue nepnroe

Y 6opHasn ®en. Hezabynka nosropser nomky. ®es rpuMUpyercs.
@aroTUCT CMOTPUT Ha Hee U B3[LIXaCT.,

®arotucrt ([Tocye may3ssi MoeT MM roBOPUT B TEKCT.)

Korna >x manure MHe OTBET,
He cneiny s Hu "na”, Hu "Her".
C Tex nop kak Bac yBuuen,
A cran coBcemM He TOT:
Bech cBeT BO3HeHaBUAeN,
buc.
3abpocna cBoit haror.

®esa (ITonnepaer nomske). JIg-na-na. (Cosoput.) HaiiTe-ka MHe Genuna.

@aroTucT (MOCKE May3sl).
Korna > manure MHe OTBET,
He cneiy st vy "na”, Hu "Her".
A He crpawuych yKoua,
Cmupsiocs s, mob4,
Ho naitre TOonbko coo,
A noxkaxy ceb1.

dena. Bol MHE HAIOCTH.

darotucr. BrniosnHe Bepio. S cam ce6Ge Hamoe, HO YTO XK€ NeNaTh.

168



r0063145

SiBneHue BTOpOC
B6eraer mupexTop.
Hdupexrop. Uto Ham aenats? Boxe moit!

®es. Uto cnyuunocs?

HupexTop. 3TH Mep3aBubl pa3beXauch, MOKUHYIH MeHs. He mormm
MONOX NATh CBOEI O >KAJIOBAHbA €lne HEAENo.

®en. K107

Iupexrop. My3sikaHTel, pazyMeerca. Kak nmofiner Ham Ganer? (3ameuas
¢aroricra.) AX, BOT €QAMHCTBEHHLI BEpHLOA yenoBpeK. Ho uTo onvH uenopek
MOXET CHenaThb?

®arorucrt. Bu YBUIHUTEC, YTO ONMH HMCIIOBCK MOXKET CACNaTh, Korna €ro

onyuweBaseT a060Bb. OH MOXKET CAENaTh Yyneca. Sl OGMH ChIrpard BaM BeCh
6aner.

HOupexrtop. Ha darore?
®aroruct. Ckopee Ha MOeM ceplLe, 4yeM Ha carore.
I MpeKTOp COMHHUTENLHO MOJIUMT.
®esa. Bel comueBaerecs? Cornamairecs, rocroauMH nupexrop. Jlyuiue onuu

daroT, uem Huuero. Ilybnuka y>xe BoipaxaeT HeTeprneHue. (Pes, 6pocus

OYapOBATEJbHbIA B3rusa ¢arory, yXOOUT BMECTE C IOMPEKTOPOM H
He3abynkoil.)

AsneHue TpeThHE
ParoTUCT OIMH.
®arorucTt. Botr Hacramo Bpemsa mnokasate ce6sa. Hacrosuiee cosno. Moix

BEPHbIA, UCITBITaHHLIA PAroT, TENEPb Thl ABNACUILCA MHCTPYMEHTOM N066BH

- He nocpamu >xe meHsA. (Mrpaer scrynnenue.) Teneps Bamsc. des TaHuyer.
O... HauunaeTt Bansc.)
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SIBneHue 9YETBEPTOC

Bo Bpems caMoro OnecTsulero rnaccaxka ABIAIOTCA Iupekrop, Pesd U
MalmMHUCT. [TocnenHUi ¥ OUPEKTOpP MONAEP>XKHUBAIOT C IBYX CTOPoH deiw,
MOTOpas €ABa OBUIaeTCs, CIOBHO OHAa B OOMOpOKe.

Oupextop (Kpuuur darory). JoBonbHo, noBonsHO. [lepecranbre. (Tor
Mrpaer Bce ¢ 6onbinmM yBaeueHueM.) Jla 3amonumre xe! (Tak kak pykamMu oH
NoAnep>XxUBaeT Pelo, TO XOUET HOrOKX 3aKPhITh OTBepcTHE harora; KOrma 3rto
HE yIaeTcs, HOrolo BEHIGMBAET HHCTPYMEHT M HacTyrmnaer Ha Hero.) Kaxercs,
TEeneps YMOJK.

®arorucr (6ynro ¢ He6a ynan). Ho uro ciyuunocs?

O upexkrop. O, uro cnyumnnocs! ¥YxkacHoe HecuacTse. (Bo Bpemsa pacckasa
OIMPEKTOpa OHA BCE BpeMs Mnanaer B oOMOpOK, TO Harnpaso, TO HaJEBO, fO
ouepenM, ceffuac >ke NMPUXORUT B ce6a U CHOBa nagaer.) ¥>cacHo. J[1060Bb

BOOIYLIEBMJIA Balll MHHCTPYMEHT, HO OHa >ke nobynuna Opyroro yejaoBeKa Ha
NMO30PHOE MPECTYTIIEHBE,

®en. Ax! (TTapaer.)
®aroruct (xBaraa ¢garort). ['ne oH, 3ror uenosex? 5 pasznpobiao emy uepen.
Hupexrtop. becnnonesno. lleno HenorpaBumo. CkaHIAN y>Ke MPOU3OLUET.

Brr 3Haere, uro faner HauKHaeTCA BaJNbCOM, KOTOPhIA Tak 6ecromobHo
UCIONHAET Haua 6oxecrBeHHasn des.

Oesa. Ax! (Ilanaer.)

O upexrop. TaHeu okaHuMBaercsa Tem, uto Pes McUe3aeT Nom IEMIK, HO
CEromHsA OHA HE MCUe3na.

®aroruct. OHa He Uucuelna.
®ea. Ax! (Ilanaer.)
Oupextop. He ucuesna moroMmy, 4TO JNIOK, N0€XaB OO CEPEXMHBLI,

OCTAHOBHIICA M HC TMpOOoJIXKaJ CBOECro IyrTHd, InokKa Pes He NO3BONMNA
MAlOMHUCTY MOUCNOBaATh €€ HOXKKY.
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®es. Ax! (ITamaer.)
@aroTuct (MaULIKHUCTY) <MPOMNYCK B TEKCTE>
Aupekrop. Ila, NOTOMYy UTO OH TOXeE BRIOGIIEH B HEe, HETONAMA.

®esa. Ax! (Ho He namaer ¥ roBOpPHUT OYEHL 'POMKO, KaK HM B UEM HE
6biBano.) Mue Bce Hamoenu. M s He xouy, uToGbI MeHS TIO6MI TeaTpaibHbIA.
JIl060Br GyHeT 3acTaBiIAThL UX AENATh MHE TOJLKO HENPUATHOCTHU. S BeIANy
3amyx 3a Komo.

Bce. 3a kakoro 3a Konw?

des. ITO COBCEM IMNOCTOPOHHMA MoNomoi uyenoBexk M3 NMyOAMKHM, M OH
OaBHO MeHA NI6UT, MoTOMY uTO (roeT)
1. Bemp HM parora, HM MallIMH
Moeit n06B1 He Hamo.
CepaeuHsIt NMbUT OGUH, OOUH
JTro60BHMUE Harpana.

QaroTucr. 2. A s crapancs: Bech Ganer
CeIrpan ogHUM paroTom.
3a BEpHOCTH CTOJILKMX, CTOJIBKUX JIET
OcraBsieH MIUOTOM.

Mamuuucr. 3. Ilycts roeopsar "npuem Heuucr"
Bce nypaku u 3miokn,
Ho Bce x cuacTnmsbii MalnMHUCT
IlouenoBan Bac B JIOKE.

Bce. 4. AX, 3TO BCE COBCEM HE TO.
Yemy 310 nogo6HO?
HonxHO ObITh CEpILIC 3aAHATO,
HHaue HeymoGHo.

3aHasec
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LETTER OF M.A. KUZMIN TO Ja.N. BLOX
Publication of John E. Malmstad

Kuzmin probably met Jakov Noevi¢ Blox (1892-1968), a specialist in Italian
and French theater of the eighteenth century, through Mejerxol’d, for whom Blox
edited the three issues of the journal Ljubov’ k trem apel’sinam that appeared in
the years immediately following the outbreak of World War One. After 1917,
planning for a new publishing enterprise, eventually named "Petropolis,” brought
them together at Blox’s apartment (No. 16) on NadeZdinskaja 34, as Blox himself
recalled many years later in Geneva in a conversation with Jurij Ofrosimov (O
Gumileve, Kuzmine, Mandel’S§tame..., Vstre¢a s izdatelem"”, Novoe Russkoe
Slovo, 13 December 1953):

"Tlerponomuc” 6bln MEPBOHAYANBHO OKpeEllleH BO3HMUKIIHIA B
OONBLINEBUCTCKUE AHM KHMXKHBIA KOOIMEPATHB, LEJBIO KOTOPOro
6BUIO cnacaTh KHUIK. BCcTynuremHuIA B3HOC ObLI necATs pyGneit,
CyMMa I10 TeM BpeMeHaM He6OoNbInas - HO BeAb CIY>KaIIMX y Hac
He Oburo, a 6BUM TAK Ha3bIBaeMble "AEXKypHble GapbllIHK", M3
YHUCJIAa TEX XK€ DHTY3INACTOB KHUIH, KAK ¥ BCC UINEHBI KOOMEPaTH-
Ba... lIeHHbIE KHUI'M CKYNTAIIKCh M OT YaCTHbIX JIMLI, HO Yalle BCEro
MPHUXOIHUIOCH MX BbUIABNMBATL Mo 6a3apaM, rame MMH TOPrOBKH
OLUIM y>Ke rOTOBbI 3aBEPHYTh BOONY MM cenenxy... U3 koonepa-
THUBA POIMNIACh MBICNL 00 M3AarensCcTBE, OblNa CO3MaHA JIUTEpa-
TYpHas KOMHMCCHA, B Koropyio Bouus npod. I.K. Ilerpos, I'.JI.
Jloauncku#, A. Karan, M.A. Kyamuu u sa. [cM. "2Ku3Hb
Hckycersa”, 1920, No. 521]) M A. Ky3aMHH o4eHb GLICTPO MPH-
BA3AJICA KO MHE M K MOEH JKeHe, Ka>K Ikl Beuep MOABNAJICA OH B
Hame# CeMbe M MBI YCAXXMBAJIUCh UrpaTh C YBJIEUEHHEM B
"xoponu" - BpeMs TpernpoBOXIACHME, OYEHb MAJIO, Ka3aJioCh Obl,
cooTBeTcTBYDOLIECE 06MKY Ky3aMuHa, Kak 3pOTHYECKOro nosra...

An entry in Kuzmin's Diary for 10 August 1921, the day of Blok's funeral,
confirms Blox's account of Kuzmin's affection for his family: "Oun munsi,
CKpOMHEI M noMauIHu" (JInreparypHoe HacneacTso, T. 92, kH. 2, 1981, ¢. 164).

With implementation of NEP in 1921, Blox and his friends were finally able to
issue books. The first volume to bear the imprint "Petropolis" appeared that
spring: Kuzmin's translation of verse by Henri de Régnier, Sem’ ljubovnyx por-
tretov, with illustrations by Mitroxin. The censors only passed the racy little
volume, Blox recalled, because the title submitted - "Sem’ portretov" - had lead
them to believe it was to be a volume about leaders of the Bolshevik revolution.
Volumes of verse by Kuzmin, Axmatova, Gumilev, Georgij Ivanov, Mandel’-
Stam, Sologub, Adamovi¢ and many others followed, as well as a series of books
on the theater ("Pamjatniki mirovogo repertuara”) and art. Kuzmin and Blox also
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joined forces with Aleksandr Gvozdev toedit a fine miscellany under the title
Zelenaja pticka, "#urnal teatral’nogo iskusstva" (1923), a mark of their shared
interest in the works of Carlo Gozzi. A reflection of the lively arguments
provoked by Blox's desire to commission from leading artists special covers and
designs for all books issued by the firm - something opposed by Gumilev, for one
- can be found in the comic "Poéma ob izdatel’stve”, co-authored by Gumilev, G.
Ivanov and Mandel’§tam.

In 1922, plagued by problems of paper supply and the censorship, Blox
moved with his family to Berlin, where he continued the firm's activities. Distri-
bution of new and old titles in Soviet Russia became virtually impossible after
1923, but "Petropolis” remained in existence right up to the outbreak of war in
1939, having moved to Brussels when the Nazis openly moved against Jewish
owned business firms. The title of one of the last books it issued, Xodasevié's
Nekropol’, served as an ironic epitaph to the history of one of the most
distinguished publishing ventures in the annals of Russian literature.

I first published an excerpt from the letter that follows in my biography of
Kuzmin in the third volume of the collected verse (p. 271), and drew on it for
other information there. At that time the letter, written on both sides of two small
pieces of stationery, belonged to Vladimir Markov. In May 1988 he made a visit
to Los Angeles memorable when he gave me the original.

17 Mapra 1924

Munsiit um noporoit Axos Hoesuu, Ber nymaere, HaBeprioe, UTO MEHS HET
YK€ B XXMBBIX. 5 )KMBY, ObIIY, HAYaJI MKCaTh (HENABHO) M BOOOLLE BOCTIpSI
RYXOM. ATNMETUT K >KU3HHU, KAKUM-TO YyOooM (IOJNIOXHM, MIE M3BECTHO,
kakuM)! BO3pOAMBLUMICSA BO MHE, HAMOMHMUII MEHS MEUTAMH, B CYLIHOCTH
NOBOJNILHO CYETHLIMH, O CJIaBC M M3BECTHOCTU. KoHeuHO, neproe ycnonue:
MUCATh KAK MOXXHO JIyyllle ¥ KaK MO>XXHO 6oJibli€, HO OOHOIO 3TOro He
NOCTATOYHO, Hy>CHA M MevaTh, U U3XAHMA, H PaClIpOCTpaHEHUE, M YCIIEX.
IIpTOM Yy MEHS aNneTUT Ha eBPONEHCTBO M rIaBHLIM O0Pa30M Ha HEMELKYIO
Fepmanuio.2 S yuTan 0 MHOTMX MMEPEBONAX M U3OAHMUAX, HO UTO O HMUX
roBOPSAT, UTO MUIUYT, HE 3Hap.3 ITocnenHee, o uem s cnbruan, aro "Iyre-
wecteue Pupdaxca", suaenu nmu Brl ero? Ho 310 ana meHs crapuHa. He
Moxere 1 Bel uTo-HMOyab cmenaTh B 3TOM HanpaBieHuu? Ilpennoxuts
"Kanuoctpo" (oco6enHo), "IMapabonsr”, "Brophuk", "HeanewHune Beuepa”?’
BooGi1ue, cymectsyer JM ewle Petropolis, ¥ 4TO OH cob6MpaeTcs aenarth B 4acT-
HOCTH C MOMMM KHMramu? bBonblue Bcero s M MHOIMe HHTEPECYIOTCH
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cynb6010 My3biku K "Jlecky”. Uto ¢ Hewo crano? Acacres 1 ['nasyHoB npen-
narany MCITIOJIHMTb, HO Bellb Y MEHA HeT naprturypsl. 1 uynHeie pa6oTsl
Jo6yxunckoro?® Mnu ato cnoxHo, umu Bul pasnymanu, MaM Kakue-
HUOYIb COMMIHBIE MY3bIKAHThI U3 KOHCEPBAaTOpPOB Bac otropopunu? Ho B
Kpa’HEM Ciyyae BE€Ob 3TO MY3bIKA JHUTepaTopa. S oueHp >XXOajax ero noss-
neHus. IloroMm, oTHocuTenbHO "Ilapabon”. MOHOB MeHA yBepsJl, YTO OHM He
3anpelieHs! (ueMy A Mo nmpaBje CKa3aTh, HE OYEHb-TO BEPIO), @ MEXXAY TEM HUX
HUrage Het U He Obno, paBHO Kak M "Cerelt". OUrypupyiotr 3 KHUIM
("TInaBaowmue”, "Kpeubsa" "I'n<uHsaHble> ronybku"). Uim aro nomerka -
IeTporpan-bBepnuu - cny>xur nomexo#i? B uem meno? "IlapaGon" Bce
XAXOYT. MHe NHUYHO HE OYEHb HPABMUTCHA BHELIHHUHA UX BUI, OYCHb LIEXO-
BOA" M MOTOM MAacCa OMEYaTOK, NMpPOMNylleHs! uesble crpouku.’ BrnipoueM, B
9TOM, BEPOSTHO, BUHOBaTa He TOYHO NPOBEPEHHAsA PYKOIMMUCh. 3aTO QUEHb
MHe HpPaBUTCA OTAENbHOE M3naHue "Borop<omuusiHa> kopabns".2 Henpas
ny BeIGpaTh U3 "3aBTpa” pacckKas M CTaTwio, - M nepecnath MHe?? YV nuua Hawa
Teneps 3oBeTcA yiu. "Idekabpucra Poineesa”, Ho npubaBnate (6. Cnacckas)
0653aTeJIbHO, MHAYe HUKAKOM MMOYTaNnbsOH He HaineT; o. 17 xB. 9 Te xe.10 4
OUEHb O BAaC COCKYUYMIICS U HUKOrAa He 3a0yny Ballero OTHOLIEHUS KO MHE
Kak K pogHoMy. KnaHsiocs oueHs EneHe UcakosHe, Pauce HoesHe u ocoGeH-
Ho Jope SIkoBnesHe.ll Bac e uenyo. J)KUBy s Tenepb IMPUYECKH U Y 1IEB-
HO IOBOJIBHO XOPOLIO, HO MaTepbsaabHO M.0. Xy>Ke, ueM Korma 6bnl TO HU
6su10. Bunaloce Bce ¢ Temu xe: Pannossl, ITokposckue, Imurpues, Baru-
HOB, etc.12 BripoueM, ecTh ¥ HOBhIE Opy3bs.13 U3 Bonsw<oro> Jlpam<atu-
YeCcKOro> TeaTpa A ywen!4 ¥ MouTH He NMUILY CTaTeeK, T.K. Nepeies U3
"2K<u3Hu> HUckyccrpa” B "Teatp", koTopsiit npekpatunca.lS Ho a He oueHb
06 aToM xxaneio. Ilepesen s nBa pomaHa Penbe ("Berpeuu r. ne Bpeo” u "Le
passé vivant")16 u TeKCT Tpex ONepeToK, U3 KOTOPLIX ONHY, OYEHb MAPLIMBYIO
no my3sike ("Detektiv-Midel"), crasur Pamnos.1” Hanucan My3bKy K "DyreHy
HecuactHomy" Tonnepa, uro uaer B Mux<ahnosckom> TeaTpe, nocTtaHOBKa
Pannosa, nexop JImutpuena,!® u x "Bnusneuam” INnasra.!9 Ons KykonsHOro
teaTpa caenan "Kort B canorax",20 nocne "INapa6on" nanucan ctux. 12 u
HoBbIt LMKA "Hoseiit Tyns" ysce B 24 rony.2! JJokanuusal OUKYIO Belllb,
Nnony-CUeHapum, IOay-JIUpMKa, MONy-pacckas, ¢ My3sikoit "IIporynka
Cyns"22 y nuwy no HeMHory "Pumcxue uynmeca” u "Beprunusa", HO UM
KOHLIA Kpasi He npeaBuautcs.23 [a, Teneps NOBOJLHO YACTO GBIBAET y MEHS
MuTpoxun.24 I0p<uit> UB<aHOBMU> BCE PUCYET M CHEIAN MO MHEHMIO BCEX
orpoMubie ycrexu.23 Sikop Hoesuu, oThliunTe yepe3 uanarenscraa (Miiller,
Musarion, ¥ T.n.) npyra moero, "'anca IM'onTepa, unu uepe3 BansTepa, U Ha-
MUIIATE MHE ero anpec.26 M.6. oH 4TO-HUEYIb MOXKET CHENaTh UM DaMac-
6epr.2’ T.M. IMepcuu nucana yto-To 0 J{ArunesckoM "kpyxxe", 06 OKOH-
UEHHO# MY3bIKe (BEeposiTHO, ApTYpoM) KO "BTopHuky Mapu" U npeanona-
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raouefics NOCTaAHOBKE, HO BCE IOBOJILHO HEBpasyMHuTebHO.28 He oTxa>xure
OTBETHUTH MHE. MHe 3TO O4eHb BAXKHO IJIA CAMOYYBCTBHA M HEOOXOXMMOM
6OapOCTH, KOTOpas KaXKAY I CEKYHAY MOXET MONETETh KO BCEM uepTsaMm. Eme
pa3 uenywo Bac.

Bam uckpeHHe ¥ HEM3MEHHO
M. Kyamuu

IOp. UM. oueHb BCceM KIIaHsercs.

Notes

1 An oblique reference to Kuzmin's meeting, late in 1923, with the handsome

young classicist Lev L’vovi¢ Rakov (died 1970), which effected renewed
creative vigor in the poet, most notably the writing of the poem cycle Novyj
Gul’ in February-March 1924, "Academia” issued it in June with a cover
design by Mitroxin and a dedication to "L.R.". About it and Rakov see
biography in volume three of the collected verse, pp. 271-272. See also
"Kaliostro. Vospominanija i razmyslenija o M.A. Kuzmine", V.N. Petrov,
Novyj Zurnal, No. 163, 1986, p. 102: "Onmnoit U3 ueHTpanbHLIX HUTYp
groro kpyra [6im3knx Kysmuny] 6win Jle JInBoBuu PakoB, HCTOPMK,
COTPYRHHUK DpMHUTaXA, NMO3XKE CTABIIMI OPUrMHAILHEHIIUM MTUCATEJIEM.
<...> EMy nocBameHa kHura ctuxoB Ky3muuHa 'Hossrit I'yms' (1924),
IOJIHAA NOXCENAHHA H 1TIpEACKa3aHHi c9acTha M C/1aBbl' [KypcuB MO},

The odd-sounding "nemeckaja Germanija" refers not to Kuzmin's interest in
German Expressionism, but to his desire to have his works issued not only in
Russian in Germany (as "Petropolis” had been doing), but in German
translations as well. Much of the letter concerns this point.

Two volumes of Kuzmin's prose appeared in German translation before the
Revolution: Taten des groBen Alexander ["Podvigi velikogo Aleksandra"]
(Miinchen, Hyperion Verlag, 1910) and Geschichten (Miinchen, Georg
Miiller, 1911; 2nd edition: Musarion Verlag, 1911). He certainly would have
known of these editions.

He is asking after the following, which appeared in Germany after the
October Revolution, when contact with the West was often disrupted: Der
zartliche Josef ["Ne2nyj losif'] (Miinchen, Musarion Verlag, 1920); two
separate editions of Alexandrinische Gesinge ["Aleksandrijskie pesni"], one
issued in Munich in 1920 by Dreilinder Verlag, the other issued there in 1921
by Musarion Verlag; two separate editions of "Priklju¢enija Eme Lebefa", the
first issued in Munich in 1920 by Musarion Verlag under the title Aimé
Leboeufs Abenteuer, the other, under the title Die Abenteuer d. Aimé Lebeuf, a
luxurious volume in the series "Neue Bilderbiicher”, published by F. Gurlitt in
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Berlin in 1922 with illustrations of Hans Meid in an edition of 100 numbered
copies; Spieluhr der Liebe ["Kuranty ljubvi"], in the series "Die Einsiedelei”,
appeared in Munich in 1920 (Musarion Verlag). A volume entitled Die griine
Nachtigall und andere Novellen, published in Munich in 1963, seems to be a
reprint of an earlier edition of stories.

Die Reisen des Sir John Fairfax durch die Tiirkei und andere bemerkenswerte
Linder (Miinchen, Allg. Verl.-Anstalt, 1923). A translation of "PuteSestvie
sera DZona Firfaksa po Turzii i drugim zamecate]’nym stranam”, first
published, with illustrations by Sudejkin, in Apollon, No. 5, 1910 and
republished in Tret’ja kniga rasskazov (M., "Skorpion”, 1913).

Of the works mentioned, only the wonderful novel "Kaliostro", i.e., Cudesnaja
Zizn’ losifa Bal’zamo, grafa Kaliostro (Novyj Plutarx, I), published in
Petrograd in 1919 with elegant designs by DobuZinskij, appeared in German
translation: Das wunderliche Leben des Joseph Balsamo Grafen Cagliostro,
transl. J.M. Schubert (Heidelberg, Baden-Baden, Merlin Verlag, 1928). The
same translator and publishing house put out one other of Kuzmin's prose
works in the twenties, the novel Tixij stra% Der stille Hiiter (1927 and 1928).

"Petropolis" published the play Vtommik Méri. Predstavienie v trex Castjax
dlja kukol Zivyx i derevjannyx in Petersburg in May 1921, followed by
Nezdesdnie vecera. Stixi 1914-1920 in June. It issued Paraboly. Stixotvorenija
1921-1922 in December 1922 in Berlin, although the cover lists "Peterburg-
Berlin" (and 1923).

Lesok. Liriceskaja poéma dlja muzyki s ob"jasnitel’noj prozoj v trex Castjax,
dedicated to Jurij Jurkun, was published in Petrograd in January 1922 by
"Neopalimaja kupina" with the "grafiCeskie ukraSenija" of Aleksandr
BoZerjanov, but without any of Kuzmin's music.

The composer and musicologist Boris Vladimirovi¢ Asaf’ev (1884-1949),
better known under his pseudonym Igor’ Glebov, was an early champion of
the music of Igor’ Stravinskij (Kniga o Stravinskom, L., 1929). He served,
with Kuzmin, on the editorial board of the newspaper Zizn’ Iskusstva and was
its chief music critic. His article "Muzyka v tvortestve M.A. Kuzmina", signed
Igor’ Glebov, appeared in Zizn’ Iskusstva, No. 580, 12 October 1920; see also
his Russkaja poézija v russkoj muzyke (Petrograd, 1922).

The composer Aleksandr Konstantinovi¢ Glazunov (1865-1936) directed
the Petersburg Conservatory from 1906-1928. (Asaf’ev [Glebov] published a
small monograph on him in 1924.) On 7 August 1921 Kuzmin noted in his
Diary: "CropoHoit y3Han, yTo ['1a3yHOB XBaymMa MOIO MYy3bIKY M MHE 3TO
6u1n0 npuatHo” (Wiener Slawistischer Almanach, Band 5, 1980, p. 64).
Apparently no complete performance of Kuzmin's music for Lesok ever took
place, although he played parts of it during a special evening devoted to his
work in Moscow on 10 April 1924,

In his brief memoir of Kuzmin, Mstislav Valerianovi¢ Dobuzinskij (1875-
1957) wrote: "Ero poMaHTHM3M M HENOrOBOPEHHOCTbL NaBai¥ GonbLuioi
MPOCTOP BOOGPAdXCEHHUI0 M MOTJIM YPEe3BbIYaHAHO BOJHOBAThH MILIIOCTPA-
TOpa, HO NOAs MeHs OLINIO OCOGEHHO NPUBIEKATENLHBIM TO, YTO Y
Ky3amuHa 6b110 HaBeaHo Nocpmanom. Tlosromy mmeHHo mnsa ero 'T'pada
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KamuocTpo' ¥ nns coHeroB ‘Jlecok' st ¢ 0COGBIM YBJICUECHMEM NENAN CBOMU
unmoctpaunn” (first published in "Vstredi s pisateljami i poétami”, Novyj
Zurnal, No. 11, 1945, p. 292; republished in Vospominanija, t. I, N.Y., 1976,
p. 386; and published for the first time in the Soviet Union in 1987 in the
series "Literaturnye pamjatniki” as part of Vospominanija). The editor of the
Soviet publication footnotes a Petersburg-Berlin, 1922 edition of Lesok,
presumably by "Petropolis”, but I have never seen this volume, or, for that
matter, encountered any other reference to it. DobuZinskij also designed the
books Vtornik Méri and Nezdesnie velera for "Petropolis”, as well as the
"kniZnaja marka" which appeared on all the firm's books after its first use for
Axmatova's PodoroZnik.

7 The "Petropolis" edition of Paraboly, published in Berlin, was never distributed

in Soviet Russia; it remains the rarest of Kuzmin's books in Soviet libraries
and private collections. "Petrograd-Berlin", or, more accurately on the firm's
books printed in Berlin, "Peterburg-Berlin”, served as no special "hindrance"
(pomexa) to the book's distribution. Nor, as far as I am aware, did the censor-
ship interfere, as the poet II’'ja Ionovi¢ Ionov (real name: Bernitejn, 1887-
1942), at that time head of the Petrograd branch of Gosizdat, had assured
Kuzmin. The Soviet authorities had simply decided to curtail sale of Russian
books published abroad in an attempt to bankrupt émigré publishers (see
"Gor’kij", V.F. Xodasevi¢, Sovremennye Zapiski, LXX, 1940, pp. 146-147),
Many of the numerous misprints that marred the volume are corrected, from
Kuzmin's personal copy, in the notes in volume three of the Fink Sobranie
Stixov.

By "cexovoj vid" Kuzmin means Gumilev's preference for publishing
volumes of verse in an absolutely unadorned manner (see introduction), as was
the case with Paraboly, making it quite unlike the earlier publications of
Kuzmin's poetry and prose by "Petropolis”. In Berlin, isolated from the artists
who had previously designed "Petropolis” volumes, necessity, not a change in
Blox's publishing philosophy, had dictated this.

"Petropolis” also issued the following reprints of Kuzmin's works in Berlin:
Seti (3rd ed., 1923); Plavajus¢ie-putefestvujuscCie (3rd and 4th ed., 1923);
Kryl’ja (4th ed., 1923); and Glinjanye golubki (2nd and 3rd ed., 1923).

Anna Dmitrievna Radlova's Bogorodicyn korabl’. P’esa v pjati scenax v stixax
1 proze (Peterburg-Berlin, "Petropolis") appeared in Berlin in March 1923 in
an edition of 750 copies. The play, a historical drama set in the eighteenth
century about the Empress Elisaveta Petrovna, who secretly abandons her
throne to become the "bogorodica” of a xlysty "korabl’", was first published
by "Petropolis” in the miscellany Zavtra, I (see following note).

Number I of the "literaturno-kriti¢eskij sbornik" Zavtra, edited by Zamjatin,
Lozinskij and Kuzmin, came out in Berlin in January 1923 with a cover design
by N.I. Al’'tman. "Petropolis” never issued a further number. It contained
Kuzmin's short story "SneZnoe ozero” and the critical essay "Parnasskie
zarosli" (dated September 1922), as well as his "Lesenka” and works by
Axmatova, Lozinskij, Nikitin, Zenkevi¢, Vsevolod Ivanov, Slonimskij,
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Radlova, Vejdle (Weidlé), and E. Lisenkov ("Grafi¢eskie raboty M.V.
Dobuzinskogo").

10 "Hano 6bLIO MOXHATHCA HA MATHIA 3TaXK GonbLIOro nerep6yprckoro

aoma B Tuxoi Cnacckoi ymuue, KOTOopas, BIpOUYEM, IaBHO YyXe
Ha3bIBaNach TOrna yauuen Prnneea. Hamo 6but0 TpM pa3a HaxKaTh Ha
KHOMKY KOMMYHaJIbHOro 3BoHkKa. <...> OH [KyamnH] 6bu1 ogHMM U3
SKHMIBLLOB 3aXJIaMJIEHHOM M TECHOM KOMMYHAJILHOM KBapTHpHI <...> Kpome
Ky3aMmuHa ¥ ero 6JM3KMX, B HEH >XKWJIO MHOIONIOAHOE U MHOTIOIETHOE
eBpelickoe cemeiticTBo <...> KyamuH BMecte ¢ Opuem Hmanosuuem
IOpKkyHOM 3aHHMan IBe KOMHaThl C OKHaMM BO aBop. OaHa n3 Hux Obuia
NPOXOMHON - Ta camas, rae paboran Muxaun AneKceeBUY U I'lie IrIaBHbIM
o6pa3oM 11a Xu3Hb. <...> Bo BTOpO# KOMHaTe CKpbIBanaCh CTapylIka
Beponuka KapnosHa, Mats IOpkyHa" (B.H. Ilerpos, "KammocTpo”, 81-82).

11 Elena Isaakovna - Blox's wife. Raisa Noevna (1899-1943) - Blox's sister, a

poet and translator who married the poet and Slavist Mixail Genrixovi¢ Gorlin
(1909-1943); both were good friends of Xodasevi¢ (see his Sobranie
sodinenij, tom pervyj, 1983, pp. 431-438); they both died in Nazi extermina-
tion camps. Dora Jakovievna - Blox's mother, who with her son and daughter
translated several of the works of Gozzi into Russian.

12 Radlovy - Anna Dmitrievna Radlova (1891-1949), poet and translator (of

Shakespeare in the 1930s), a kind of protegé of Kuzmin in the twenties (see,
for example, his Uslovnosti, 1923, pp. 169-176); "Forel’ razbivaet led" is
dedicated to her. She was the wife of the theater director Sergej Ernestovi¢
Radlov (1892-1958), with whom Kuzmin often collaborated in the 1920s.
Several of the collaborations are discussed in Radlov's Desjat’ let v teatre
(Leningrad, 1929). Both he and his wife were members of the short-lived
group "Emocionalisty”, headed by Kuzmin: "Tlocnreauue roasl rpynna
Ipy3e#! M EIMHOMBIUMIJIIEHHUKOB OO0BEAMHHIIMCL MOJ Ha3BaHHUEM
'"BSMOUMOHANUCTHI', ¥ MBI U3HANU ansMaHax 'dacel' U TpHU BBITYCKa
'A6pakcaca’. I'pynna sra cocrour u3 K. Barnnosa, B. JImutpuena, b.
INanapuronyno, Anp. [Tuorposckoro, AuHsl Pannosoit, C. Pannosa, lO.
IOpkyHa u Mens" (KyamuH, asro6uorpadus, I'TIB, ornen pykonuceit, .
474, cob6pauue II.H. Mensenesa). Compare: "CaMbiMM 6IM3KMMM
npy3samMu KyamuHa 6eutv B Ty nopy PannoBsi. Ky3amuH odeHnnr no6un
AHHY [IMuTpHeBHY PamnoBy, Ha3bBal ee 'moaToM ¢ 60NLIINUM ITOJIETOM H
FOPU30HTaMH' U BOCXHILAJICSH €€ BHEUTHOCTBHIO, B KOTOPO#t HAXOIMII YePThI
cxoncrsa ¢ JInHo#t KaBanbepy, HO, BMECTE C TE€M, ¥ YTO-TO JIOLIAAKHOE
<..> JIpyx6a pacrnpocrpaHsnacsk Ha Bce cemMeicTBO PannoBeix, To ecTsh Ha
Cepresa DpHecTOBHMUYA, M3BECTHOIO PEXMCCEPa, a TaK>Xe Ha ero 6para
Hykonaa DpHecToBHUA, OUEHL O6Pa30BaHHOIO M OCTPOYMHOI'O 4ejoBe-
Ka, NMTPEBOCXOMHOI0 KPUTHKA, HO HEBaXKHOIO XYHMOXXHHKA. <...> 3HAKO-
Mble PanioBbIX CTAHOBWIMCH 3HAKOMBIMH M noceTurensiMu Kysmuna. 3to
6LLIM apTUCTHI, MIOOX TeaTpa, XyRoxHUKU" (B.H. Ilerpos, "KamnocTpo",
93-94).

Pokrovskie - probably the K.P. Pokrovskij to whom Kuzmin dedicated the
verse cycle "Lazar’" in Forel’ razbivaet led, and his wife.
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Dmitriev, Vladimir Vladimirovi¢ (1900-1948) - theater designer who
worked in several Petersburg/Leningrad theaters in the twenties before moving
to Moscow, where he was closely associated with MXAT. For a list of his
work between 1917-1927 see "Leningradskie teatral’nye xudoZniki (materialy
dlja slovarja)" in Teatral’no-dekoracionnoe iskusstvo v SSSR 1917-1927,
sbornik statej pod red. E.F. Gollerbaxa, A.Ja. Golovina, L.I. Zeverzeeva (L.,
1927), pp. 232-233).

Kuzmin met the young poet Konstantin Konstantinovi¢ Vaginov (1899-
1934) in 1921 as a fellow member of the "Kol’co imeni K.M. Fofanova".
Kuzmin thought highly of his talents (see "Parnasskie zarosli”, Zavitra, I,
p. 122, and "Pis’mo v Pekin", Uslovnosti, p. 165). He and his wife became
two favorite visitors to Kuzmin's apartment, as did two of his friends from the
Leningrad avant-garde: "Baruxos, Xapmc ¥ BeeneHCKHI npuUXoIuIM yu-
TaTh Ky3aMHMHY M caywiaTh ero coBeThl. IIpencTaBuTeNHd MOSTUUECKOrO
aBaHrapma Tex JeT, oCcO6eHHO caMoro KpahHero JieBoro ¢pnaHra, noun-
4YEepKHYTO BelAensanau Ky3MuHa u3 cpeibl NOSTOB CTAPUIETO NOKONCHUA U,
Ka>XeTc A, TOJNBKO C HUM ONHMM M cuutaimce (B.H. Ilerpos, "KamocTpo”,
96). See also "Mixail Kuzmin and the Oberiuty: an Overview" in Wiener
Slawistischer Almanach, Band 12, 1983.

In the 1923 "autobiography” cited above, Kuzmin wrote: "3 pycckux
[coBpeMmeHHMKOB] BrICOKO LieHIO XneGHHKOBa, AHHY PamnoBy, BaruHosa,
Pemu3sona, IOpkyna u IlacrepHaka. Ot nmpucTpacTHii, pasyMeercs, s He
rapaHTHMpOBaH".

13 "Kax gs1#f OeHb OT MATH A0 CEMM NPUXOMUWIH rocth. OHM aABnsmuCh 6e3

NPHUrialieHUss ¥ MOIJIH NMPUBOIUTL C COGOH CBOMX 3HAKOMBIX. Muxaun
AekceeBHMY CHIeN 3a camMoBapoMm M pasnuBan uvait” (B.H. ITerpos,
"Kamoctpo", 83). See also Nikolaj Xardziev's "Mitroxin v obratnoj perspek-
tive": "BcrioMMHam 06 yIOTHEHINMX BCTpedax - My3bIKAIbHO-CTHXOTBOP-
HbIX M pPa3roBOPHLIX - Y Muxauna KyamuHa. X0o3MH ¥ rocT¥ cHaeaM 3a
KPYTJIBIM CTOJIOM C KMIALIMM CaMOBapoOM, C YEPHOCIHMBOM M Kyparoii.
HHorna Muxann Anexceesuu urpan Mouapra Ha 6€10M pPacCTPOCHHOM
posiyie, U3NaBaBIIEM KIIAaBECUHHbIE 3BYKM. B KauecTse causeur'a Kyamuu
MMEJT EAMHCTBEHHOr O cornepHuka - Ocuna Mannensiurama. Ho B oTimmusne
OT KOHBYJIbCHO-POCTHOIO criopuiMka Mangensimnrama, KyaMuH uapexan
CBOHM TIPUrOoBOPHI' 6eCCTPAaCTHBIM '6ENBIM' FOIOCOM. <...> SI3BUTENBHBIN
oMop KysmuKHa npocBeYmMBan CKBO3b MACKY IMOJIHEHIUErO paBHOMYLUIHMA,
Ho no3st He MOr CKpbITh CBOE KaKOE-TO JETCKOE NIOOOMNLITCTBO K NIOASAM, K
ux crpactaM ¥ nponenkaM" (KHura o Murpoxmnre. Crarsm, nucema,
BocnniomuHarHA, J1., 1986, cc. 390-91).

14 Kuzmin served as one of the main composers of the Bol’$0j Dramatiteskij

Theater from 1919 to 1924 (others were Boris Asaf’ev and Ju.A. Saporin).
See Dela i Dni Bol’$ogo Dramati¢eskogo Teatra, No. 1, 1919, p. 65. After the
death of Blok he acted as head of its repertory section for a year, during which
he shifted its direction to contemporary plays and energetically promoted
Expressionist works by Georg Kaiser (Gas) and Ernst Toller. He reviewed
many of its productions on the pages of Zizn’ Iskusstva.
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15 Kuzmin, with Igor’ Glebov, Viktor Sklovskij and Gerasim Romm, was a

16

member of the original editorial board of the distinguished newspaper Zizn’
Iskusstva from its first issue (29 October 1918) to number 370, when Marija
Andreeva and Evgenij Kuznecov replaced him and Sklovskij. Kuzmin was
responsible for the newspaper's coverage of the theater in the broadest sense,
although he also wrote many pieces on music. He continued to play an active
role in it even after his replacement on the editorial board. In 1923 the
newspaper became a weekly journal, and after September Kuzmin stopped
contributing to it, except for one article prompted by the death of Brjusov in
1924. About the newspaper, an indispensable record of the "life of the arts” in
Petrograd, see my biography of the writer, pp. 232-234, 267.

In a letter to Akim Volynskij (biography, p. 268) Kuzmin stated that he had
written "one hundred and fifteen short pieces” on a wide variety of subjects for
Teatr. Ezenedel’nik gos. Akademideskix teatrov v Petrograde (1923-1924).
After it became simply EZenedel’nik Akademileskix Teatrov and then Rabocij
i1 Teatr (1924-1936), Kuzmin left it, but continued to review theater, now on
the pages of Veclernjaja Krasnaja Gazeta. No bibliography of Kuzmin's
contributions to these periodicals has yet been compiled.

"Academia” published a nineteen-volume edition of de Régnier's collected
works, edited by Kuzmin, Sologub and A.A. Smimov, between 1923-26. A
separate edition of Zivoe prosloe with Kuzmin's preface came out in 1925. See
Petrov's "Kaliostro": "B mBamuarsix romax Ky3aMMH MHOro M OXOTHO
nepeBoaun PeHbe, HO pENyTauMIo TOrO MUCATENst CYMTANl NpeyBENUYEeH-
HoM. OH HaXOOWJI ero BAJIBIM, CIMIIKOM CTATUYHLIM U OITMCATEJILHBIM ~ B
o61eM, HeCITOCOGHBIM K CTPEMMHTEIILHOMY Pa3BHUTUIO AeHCTBUSA. B 3amer-
kax 'Uemys B HeBOMe' OH Ha3Bal ero 'screruueckuM YexossiM' [Crpesren.
C6. Tperuit m nocnenumii. [Ton pen. Anek. Benencona, CII6, 1922, c. 104].
Onnaxner KyamMuH ckazan: 'Sl 6bl, B KOHLIE KOHLIOB, HUYErO HE MMEN
npoTUB PeHbe, HO MHE CTPALIHO HaKOeJIH ero nokJoHHukH'" (100).

17 During the 1920s the Leningrad theater "Muzykal’'naja Komedija" staged a

series of Viennese and Berlin operettas. In 1924 Radlov directed its produc-
tion, with sets and costumes by Valentina Xodasevi¢, of Leon Jessel's (1871-
1942) operetta in three acts Das Detektivmadel ["Devudka-sy3¢ik"], libretto by
August Neidhardt, which had first been performed in Berlin on 28 October
1921. See pp. 320-321 of Teatral’no-dekoracionnoe iskusstvo v SSSR 1917-
1927, sbornik statej. Kuzmin alludes to another of his operetta translations -
Jean Gilbert's Dorine und der Zufall ["Dorina i slu¢aj"], directed by Viktor
Rappaport at the same theater in 1924, with decor by Valentina Xodasevi¢ - in
the third poem of the cycle Novyj Gul’.

18 Radlov's production of Ernst Toller's Hinkemann ["Eugen nes¢astnyj"],

designed by Dmitriev, with music by Kuzmin and choreography by George
Balanchine, opened on 15 December 1923 at the Gos. Akad. Malyj Theater
(byvsij Mixajlovskij). See review by 1. Rabinovi¢ in Zizn’ Iskusstva, No. 51,
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20

21

1923, pp. 9-10, and pp. 76-78 of Teatral’no-dekoracionnoe iskusstvo v SSSR
1917-1927.

Many of Kuzmin's essays of the early 1920s attest to his keen interest in
German Expressionism; see especially "Teatr aktera", Teatr, No. 7, 1924 and
"Pafos ékspressionizma”, ostensibly a review of Hinkemann, in Teatr, No. 11,
1923. In a 1923 autobiography (see note 12), he wrote: "U3 coBpeMeHHUKOB
BCELIENIO 3aMHTEPECOBAH 3KCIPECCHUOHUCTaMH" .

In the 1920s Kuzmin wrote music for the Bol’$0j Dramati¢eskij Theater pro-
ductions of Shakespeare's Twelfth Night (20 May 1921), Brjusov's Zemlja
(27 January 1922) and Plautus’ Menaechmi ["Bliznecy"], which opened on 29
September 1923, Nikolaj Fedorovi¢ Monaxov recalled the production in his
memoirs Povest’ o Zizni (Leningrad, 1936): "Ocenso 1923 rona mue
TPHULIJIOCH €1Ne ChHIrPaTh rjlaBsHyIo poiik B 'Bbim3Henax' [Inasra, nocrasneu-
HbIX TeM ke K.II. XoxnoBemM, KOTOpent cTraBui yxe y Hac 'FOnmus Lezaps'.
K odopmnenmio cnekrakinsa XoxyoB npusiek xynoxuuuy B.M. Xonace-
BHUY, Hamucanue My3sikyu nopyuusn M.A. KyamunHy. Cnexkraknp BCe XKe
MOJIYHYHJICA Ha PENKOCTb HEyIa4Hblil. XOXJIOB YBIEKCS 30eCh KAKMMM-TO
BCTETCKO-(POPMATUCTCKMMHU 3KCIIEpUMEHTaMHU. B pesynsTraTte U3 rpe-
BOCXOIHOM, APKOH, GpBI3XYyHIEH BeCEeJbEM IPEBHEPHUMCKON KOMEIUM
MONYYHIICA NMPUIAXKEHHLINA, HANYIICHHBINA, KOHMEKTHbIN creKkTakas, S
Hrpaj ero oAMHHaIuUaTh pa3 B XOJIOOHOM IOTY ¥ BCIIOMHMHAIO €ro BCerna
KAaK TSAXEJbIA, HEMPUATHLIA COH. 3a BCIO UCTOPHIO bonbloro apama-
THUECKOI'O TeaTpa He 6bUIO CMEKTaKIIA, B KOTOPOM S YYBCTBOBAJ Obl ce64
raynee, yeM B 3roM" (c. 208).

In 1922 Aleksandr Brjancev founded the Leningrad Teatr junyx zritelej, for
which Kuzmin adapted Andersen's story "The Nightingale" ["Solovej"] and
wrote music for its 1922 production. In 1923 it opened a puppet theater for
pre-school children, but Kuzmin's commissioned adaptation of "Puss in
Boots" ["Kot v sapogax"], for which Mitroxin designed the decor, was not
staged because of a disagreement between Kuzmin and the management. See
Ju. Rusakov, Dmitrij Isidorovi¢ Mitroxin (L.-M., 1966), p. 171, and
Mitroxin's letter of 12 July 1923 to P.D. Ettinger in Kniga o Mitroxine. Stat’i,
pis’ma, vospominanija, pp. 139-140, 457.

See note number one.

22 "Progulka Gulja", written in March 1924, was first published in volume Three,

23

PP. 559-567, of the Fink Verlag Sobranie stixov. See commentary on pp. 735-
737 and my biography of the writer, pp. 272-273, in the same volume.

Only a fragment of the novel "Rimskie ¢udesa” ever appeared in print, in
Strelec, Sb. tretij i poslednij, SPb., 1922, pp. 8-22, with the subtitle: "glavy iz
romana. 1919-1922." The usually reliable V.N. Petrov confuses it with another
work when he writes in "Kaliostro": "Ouepentoit Tom 'Hosoro IInyrapxa’,
comep>XaBlIMii poMaH o Beprunum - 'Pumckue uyneca, Uinm >XHU3Hb
[Ty6nnsa Beprunus MapoHa, MaHTYaHCKOrO KyINeCHHUKA' - 00OpBaJICA Ha
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TpeTheit (HeonyOJMKOBaHHOM) ryiaBe M HUKOraa He 6sut mormcad.”" (107).
He is correct, however, that neither work was ever finished. Kuzmin published
a portion of "Vergilij" as "Zlatoe nebo (Zizn’ Publija Vergilija Marona, man-
tuanskogo kudesnika)” in Abraksas, kn. 3, fevral’ 1923, pp. 4-10. Aleksandr
Jakovlevi¢ Golovin (1863-1930), to whom Kuzmin dedicated "Zlatoe nebo”,
wrote in his memoirs: "B Tom >e uanmarenascTse ["Petropolis”] npenno-
naranoch u3gaHue Broporo toma 'Hosoro IInyrapxa' M.A. Ky3MuHa;
NMepBLIk TOM, NOCBALIEHHLIA KanuocTpo, Beren B 1919 r., a Bropo#t 3a-
Kino4an B cebe xusHeonucanue Buprums. I[Tosects 0 Buprumu 6bina
MOCBAINEHA MHE, ¥ NMPEeANOiaranoch, Yro oHa 6yaeT MHOIO HILTIOCTPH-
pOBaHa; OOHAKO HM3ZAaHME 3TO He ocyumectBuiock” (A.S. TonoBuH,
Bcecrpean u BriewatneHHA, NACbMa, BocriomMmmHanua o I'onosnue, J1.-M.,
1960, c. 139). See also Mitroxin's letter to P.D. Ettinger of 6 August 1920:
"Ero 'Hosui#t Ilnyrapx' (Bbl, BEpOsATHO, €r0 MMEETE): OUApOBaTEIbHAA
MAJIeHbKasAd KHHXXEUKAa C BEJMKOJIENTHbIMM PHUCyHKaMH J106y>XHMHCKOro
<...> Craenywomuit Tomuk 'HoBoro Ilnyrapxa' KyamMuH npocur mMeHs
UILTIOCTPUPOBATL, 4 3TO CTPAIIHO 3aMaHYMBO, NMOTOMY uTO OynyT:

Illexkcrmup, Hexapr, Beprmmit, CyBopoB" (KHHra o Murpoxure, 1986, c.
122).

In 1922 Kuzmin and Vsevolod Voinov published a small monograph, with
their essays, on Dmitrij Isidorovi¢ Mitroxin (1883-1973), and in 1925 he
contributed an essay on the artist to the catalogue of an exhibit, "Risunki i
gravjury D.I. Mitroxina”, held in Kazan’. Both essays ("Tvor&estvo D.I.
Mitroxina" and "D.I. Mitroxin") are included in the 1986 Kniga o Mitroxine,
pp- 347-352. In her memoirs of the artist published in the same volume,
Aleksandra Smidt writes that Kuzmin was a frequent visitor to Mitroxin's
apartment throughout the 1920s (p. 372), while Nikolaj Xardziev in his
memoir (cited in note thirteen) comments: " JIpy>kxeckue OTHOLIEHUST MUTpO-
xvuHa ¢ Ky3MMHBIM He MpephBAJMCh OO KOHLIA JKM3HM noarta. XymnoxX-
HMKA BOCXMIIAIM HE TOJLKO €ro CTUXM M MpO33a, HO M €ro peaKoCTHas
IPYAHLMA, €Er0 BCeOOBEMIIOLHNHA ‘eBponen3M’. Ky3aMuH Obli, BEpPOSATHO,
€IUHCTBEHHbIM B Halllefl CTpaHe 3HATOKOM no33uM JI>koHa IloHHa,
KoToporo B 6ecene co MHOM conocrasnsan ¢ bopucom IlacrepHakom™ (c.
391). See also "Kaliostro" of V.N. Petrov: "B nocnenHue ronbl >H3HU
Ky3mMuH npomoixan APY>XHTh C XyloXHUKaMU. [loctosaHHO 6biBan y
Hero nocieaHMi obGaomok '‘Mwupa HckyccTBa', yUTHBBIA M UMHHBIN
nerepOyp>keu, CKPOMHEAIIMA YENOBEK M IUIEHUTENbHBIA XYIOMHMK
Imurpuit Ucunoposuu Mutpoxun” (95).

25 Jurij Ivanovi¢ Jurkun (1895-1938) was Kuzmin's constant companion for the

last twenty years of his life. He published several volumes of prose (Svedskie
perCatki, 1914; Rasskazy, napisannye na Kiro¢noj ulice, v dome pod No. 48,
1916; Durnaja kompanija, 1917), before turning to drawing in 1922. V.N.
Petrov writes in "Kaliostro": "HN306pa3urensHoe MCKYCCTBO BOLUJO M B
cambri noMm KyamuHa Bmecte ¢ O.H. 'mnbae6pannar-Apb6enunosnt [1897-
1980], >xenont KOpkyHa, OLIBLICH aKTPUCOH, NMOKMHYBLIEH TeaTp pamu
MHUBOMUCH. XyHno>KHUKOM ctan ¥ O.M. IOpkyH, K HEKOTOpPOMY HEyHIO-
BOJLCTBUIO Muxanna AnekceeBuua: OH YpPE3BBIYAAHO BBLICOKO CTaBMJI
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nMcaresscKoe napoaHue IOpkyHa" (95). He and Arbenina exhibited with the
Moscow group "13"; see XudoZniki gruppy "Trinadcat’". 1z istorii xudoZest-
vennoj Zizni 1920-1930-x godov (M., 1986), where his portrait and several
reminiscences are published on pp. 201-202, Arbenina's portrait of him on
p. 31, and two of his drawings on p. 30; M.A. Nemirovskaja writes there:
"PucyHku IOpkyHa - He 6osiee ueM muieraHTckue onsiThl. Ho B HUX npo-
CBEYHMBAET HECOMHEHHAs XYyIOXECTBEHHas OfapeHHocTs. UM cBORCTBEH-
Hbl OCTPOTa, OMOP, OHH 3aHMMATENIbHBI M opuruHaibHLL. Hab6pockm IOp-
KYHa He criyraelnb HU ¢ ubMMH Ipyrumu” (c. 30). About his arrest and exe-
cution see S.S. Gitovi¢, "Arest N.A. Zabolockogo", Pamjat’. Istoriéeskij
sbornik, vyp. 5 (Paris, 1982), p. 352.

26 Both the Georg Miiller and Musarion publishing houses had issued German

27

28

translations of Kuzmin's works (see note three). Kuzmin met the German poet
and translator Johannes von Guenther (1886-1973) in April 1908 at the apart-
ment of VjaCeslav Ivanov (see biography pp. 130-131). Kuzmin dedicated the
long poem, in twenty-eight Spenserian stanzas, "Vsadnik" (Osennie ozera) to
him in 1908. On his friendship with Kuzmin and his activities in Petersburg
literary circles before 1914 see his memoirs Ein Leben im Ostwind. Zwischen
Petersburg und Miinchen (Miinchen, 1969). He translated the "Aleksandrijskie
pesni” (1920, Dreildnder Verlag) and "Kuranty ljubvi"” (1920, Musarion Ver-
lag) into German.

"Val’ter" - probably Val’ter Fedorovi¢ Nuvel’ (Nouvel, 1871-1949), Dia-
ghilev's secretary in the "Mir Iskusstva" period and then throughout the
existence of the Ballets Russes. He was among Kuzmin's closest friends since
the days of the "Velera sovremennoj muzyki", which he started in Petersburg,
and the "Kabacok Gafiza", where his nicknames were "Renouveau” and
"Petronij” (see biography, pp. 88-90, 96-97). See also "Letters from
V.F. Nuvel’ to M.A. Kuzmin: Summer 1907", Wiener Slawistischer Alma-
nach, Band 19, 1987.

Alexander Eliasberg (1878-1924) wrote reviews and articles on German liter-
ature for Vesy and other periodicals, and translated widely from Russian and
Yiddish. He rendered NeZnyj losif (1920, Musarion Verlag), Putedestvie sera
DZona Firfaksa (1923, Allg. Verl.-Anstalt) and Kuzmin stories into German
(see notes three and four). He and his brother, David, also compiled an anthol-
ogy of Russian verse, Russkij Parnass (Leipzig, Insel-Verlag, n.d.), which
contains a large selection of Kuzmin's lyrics.

Tamara Persic - a wealthy patron of the arts, close friend of Axmatova, Gle-
bova-Sudejkina, Kuzmin and many others in Petersburg artistic circles. In
1918 she organized the small publishing house "Stranstvujui¢ij éntuziast”
(L'enthousiaste errant”), which issued Kuzmin's novel about Cagliostro.
Kuzmin dedicated the cycle "Stixi ob Italii (1919-1920)" (Nezdesnie vedera) to
her; she is probably the Tamara mentioned in Kuzmin's May 1922 poem
"Poru¢enie" (Paraboly): "Ecnm Gynmewns, crpaHHuK, B bepmne | <...> Ho 5
3Hal0, uTo B lllapnorrenbypre, | Ha xakoit-To, Kako#t-To wrrpacce, | 2XKuser
6enokypasa Tamapa | C mamoit, cecrpoit u Gpatom”. The composer Artur
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Sergeevi¢ Lur’e (1892-1966), once head of the Music Department of the
Commissariat of Public Education and author of music to Majakovskij's "Na$
mar$"” (1918), accompanied her into emigration in the early 1920s. She died in
Paris in 1955.

Diaghilev's "circle”, i.e., Nouvel and Kuzmin's other friends from "Mir
Iskusstva" then living abroad, never staged "Vtornik Méri". Kuzmin and
several actors gave a reading of the play on 18 January 1923 at a special
evening at the Institut istorii iskusstv in Petrograd (see "xronika" in Zizn’
Iskusstva, No. 2, 1923).
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John E. Malmstad

"TWO ELEMENTS" - TWO VERSIONS

Some time after I published an analysis of the poem "Temnye ulicy rozdajut
temnye ¢uvstva” (Forel’ razbivaet led, poem No. 6 in the cycle "Panorama s
vynoskami") in the Slavic Review, March 1975 ("The Mystery of Iniquity"), I
received a rare copy of a brochure (31 pages) entitled simply Lidija Ivanova.
1903-1924 that was issued in Leningrad in 1927 in an edition of 300 copies. It
contained the following: two portraits of the young dancer; Kuzmin's poem
"Pamjati Lidii Ivanovoj", dated April 1927 (republished in volume three of the
Sobranie stixov, p. 741); articles by Akim Volynskij ("Adrienna Lekuvrer"),
Kuzmin ("Dve stixii"), Mixail Cexov ("O Lido¢ke Ivanovoj"), and Erix Gollerbax
("Portrety Lidii Ivanovoj"); a list of the roles Ivanova had danced. Shortly
afterwards I was sent a typescript of "Dve stixii", based, I was told, on a
manuscript of the article; it proved to be virtually identical with the text Kuzmin
published in Krasnaja Gazeta (veternij vypusk), No. 135, 18 June 1924, two days
after Ivanova's mysterious death in a boating accident on the Neva.

Neither the newspaper version, which I cited in my article, nor the significantly
shortened text of "Dve stixii" included in the 1927 booklet has ever been
reprinted, yet the tribute to the young dancer is a fascinating piece of cultural
history and invaluable for an understanding of one of Kuzmin's finest late poems.
The 1927 text is republished below, with major passages cut (censored?) from the
original manuscript given in notes.

I BE CTUXUH

Boanyx 611 cTXHe#, B KoTopo# una JInagus ¥iBaHoBa. Bona npuHsana
€€ TeNo B CBOM 00baTH4. JIBe CTUXMM.

Bo3nyx - He MOTOMY, 4YTO BoOO1IE 3TO CTUXMA SAJETHOIO MCKYCCTBA, HO
B uacTHoctM JInauum HBaHOBON, Kak HEMHOrmMm, Oblla 3HAKOMA
rOJIOBOKPY>KHTENbHAA PaloCTh OTHEAATLCA OT 3EMIIM B YIIPYIOM MNPbIXKKE.
KocTe OoT KOCTH, IIJIOTH OT NJOTH, NIOOMMON nouepbio Oanera O6bina Jl,
HpBanoBa. banera uucroro, kiaccuueckoro. HeuasecrHo, Kyna HanmpaBuna 6ol
OHAa CBOE MCKIIOUMTENLHOE AAPOBAHUE, HO HECOMHEHHO, YTO MCTOKH erol -
OCBAIICHHbIA TPARMLIMAMH KIACCHUECKHH TaHel. O6nacTb e KIIaCCHYECKOro
fanera - coBceM ocofas, HM C YeM HECPaBHUMas, HECKOJILKO OTBJIEUHEHHAA U
Kak Obl BHEBpEMEHHAsA. DTO CTpPaHa, I'’Ie YyBCTBA, CTPACTH, CTpalaHUs, CMEPTH
- TaK TNPOCBETHEHbI, Npeobpa>keHbl, YTO HET MECTA HATYPANTHMCTHUYECKHUM
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y>KacaM, IMKOMY BECEJLI0, Oprua3my, pBylneMy Bce (hopMbI U niperpansl. Bee
BHUIHO, KaK Yepe3 TOJICTOE CTEKIO. DNMU3UYM TeHel. CIIOB HET, MOTOMY 4TO
KaKue e cnoBa Moriau Obl COOTBETCTBOBATb ®TOMY HE3OELIHEMY
neicTeuiIo?...

H panocTs, ¥ MykH, MO60BL ¥ CMEPTH CKONB3AT, KaK TECHb OT OGJIaKOB, KaK
3afiUMKM CKpPBITBIX 3e¢pkan. Kakas My3nIKa XOJXHA COMPOBOXIATh 3TO
BoNe6CTBO...

Hacroawmuit 6anerHeii My3bIKaHT €lie HE POOMICS, MCKaTb HAMEKOB
cnenyet B okpectHocTaAx Mouapra n Je6ioccu. MoxHO 6brTh 60mb1ION
apTUCTKOMH, C NMEPBOKNACCHON TEXHHMKOH, TParMUeCKMM HIIM NMaTONOr MYECKMM
W3JIOMOM M HapyYWIHTbh 3aKoH Ganera. S He 6ynmy ymoMHHaTh MMEH. B
TaHHYIO MMHYTY Y MEHS B NaMATH OOHO wMs: JInaus Hparnopa. lura 6anera.

MoO>HO cKa3aTh, UTO BCAKMI MMeET JIMLO, Kakoe 3acny>XuBaeT. Hu
Tparu3ma, HYU 60JIE3HEHHOCTH, HM CYETHOM KOKETIMBOCTH, HU Pa3HY3-
INaHHBIX CTpacTeN He OBINO HA €€ CePbe3HbIX, BHUMATENIbHLIX, IEBUYECKHX,
BeTCKU-TIpeNecTHbIX 4YepTax.? Takoi oHa HaBcerna u npeGyner. Hesa
pe6eHOK, HeBeCTa...

Kak pumnsanka Oms JIara rosopur uepe3s HaarpoSHYIO CBOIO HAIITKUCH:
"d - KOnusa JIsra, 8 )kxuna BoceMHanUaTh JIET, TPM MeCslla U NMATh OHe#..."
"rOBOPAT, YTO 3HABLWUIME TeMHbIe3 cTpacTH GpoasaT B powtax Kunpuasl, He
HaXoIA [OKO4, s - yMeplliasA B JeBCTBE - MOKOIOCh §€3 CHOBUIEHMU ",

Hu e, mpyrum - crpacTu, peBHOCTb, 3aBUCTh, MECTh M HEMOTIPaBUMbIE
BCIThILIKH...

A BMIeNn ooHY HaOIMMCh HA MOPTpeTE, CAeNaHHYIO pykoio JI. UBaHOBOM, B
He# ropopurcs cnenymwoulee: "MHe xotenocsk 661 MHOrIa 6bITh OMHUM M3 TeX
3BYKOB, KOTOpble co3naBan YanxkoBCkuit, uroObl, NMPO3BYyYaB MArKO MU
FPYCTHO, PaCTBOPUTLCS B BEYepHeh mrie" 4

YBBI, XXeNaHHe ee UCNOoNMHMNOCs. Kak npenecTHoI 3BYK HMCUE3Na OHa,
ocTaBnAA 3a CO60I0 IUIMHHbBIE CBETAILIMECH OT3BYKH...

Y Hee, B ee TanaHTe, B €€ CYILIECTBE TAaK MHOI0 OBLJIIO OPraHHUYEeCKOro,
NMPHPOMNHOro, NMPHUEMIOIIErO, YTO KaKk OYyATO FapMOHHUYHO ObIIO Obl
MCYE3HOBEHHE ee B npuponHo# cruxuu. Ho cpa3y xe ym, cepaue,
YEJIOBEYHOCTDb CKAXYT, UTO TAKas FAPMOHHMYHOCTH XECTOKA U npecTtynHa. OHa
HE MCuYe3Jjla, HE MCMAapUnace B BO3AYyXE, POAHOM OallieTHOM BO3AYyXe ee
NPHIKKOB, OHA YTOHYJIa B BOJE KaTacTpO(PUUYHO U MPAUHOd ...

IlamMATbL ¢ pa3avpaTesbHBIM YCHIIMEM HE MOXKET CBA3aTh JieTHee Hebo,
JIETHUHA BO3NYX, JIETHIOK BOLY B TOT POKOBO¥ IIEHb CO CLEHOM ObIBLIErO
MapuHHCKOro TeaTpa, MY3LIKOW, NCKOPALIMAMM, IPHUTENLHBIM 3aJIOM,
PYKOMIIECKaHUAMU M nojeroM HBaHoBo#. U ¢ ee nuuom,5 6aneTHrIM M
YMCTbIM, 6€3 poKOBO# neuatH, 6e3 xaracrpod, MATONOrUM M 3JIOBELIUX
TafH, KpOMeE TalHbI UCKYCCTBA, TAIAHTA Y XXHBOM UENOBEUECKON OYILIM...
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3HaBLIME ee OJMXKEe MOTrYT MPONONKHUTh BOCIIOMMHAHHMA O rolax €€ B
YYMIMLIE, NETCTBE, U I yBEPEH, UTO, YEM [IOJIHEE OHU 6yayT, TeM wupe,’
npenecTHee M cepbe3Hee OyneT BBIACHATHCA 06pa3 IOHONM APTHUCTKH,
BCropxHyBuuei nesyuxky JImaguu MBaHOBOM, C MepBLIX 1IArOB KPErKo, HO
KakK 6bl 11yTs, CKPOMHO, HO 6JIMCTAaTeIbHO 3aHABLUEH OMNpeleNleHHOE MECTO B
BBICOKOM MCKYycCTBe banera...

Y BbI, TONLKO BCIIOMWHAThL, JIENEATh €€ 06pa3 M yuMTLCA Y HEEe HaM
OCTaJIOCh...

Notes
1 The 1924 text reads: "HcToku ero, 3aKBacka -" M T. 1.

2 The following part of the sentence was cut from the 1924 text: Takoit oHa
comna Ha 6anetHsie nonsa 6naxkeHHbIX [followed by: Takoit oHa HaBcernma u
T.0.].

3 In the 1924 text: 3eMHLIe.

4 In the 1924 text this paragraph reads: I Bunen onHy HaIMUChL HA MOPTPETE,
caenaHHylo pykoiwo JI. MBaHoBoi. TamM roBopurcs nmpubIuM3HUTENLHO
cnenywowmee: "S xorena 6bl HCUE3HYTH, 3aMMPAs B BO3NyXe, KaK 3BYKHU
nmobumoro moero UaikoBckoro”,

5 These two paragraphs follow in the 1924 text: KoHeuHo, Takoe MpoTHBO-
peuMe HEMOHATHO M TAMHCTBEHHO. Bce, UTO HEe NOHATHO, MOKYHa OHO HeE
MOHATHO, TAMHCTBEHHO. Uero rmpuuYMH ¥ NMpoLecca Mbl HE 3HAEM, IS Hac
- TafiHa. Ho HeT TaiiHOro, Kkotopoe He crano Os1 ABHLIM. MoXXeT ObITh, U
o6 baAcHUTCA rub6enb JI.MBanoBo#. Ho kakme 6bl OOBACHEHHMA HH
BLININILLUIN, MOKYOA y YEJOBEKAa HE 3aTEMHMJIICA Pa3yM, HE OIEpEBEHENO
cepaue, OH He CMOXET CMUPHUTHCA C ITOH CIYyHYaHHOCTHIO, C 3THUM
nepeceueHueM nByx JMHMA. Eciu He 6bITh haTaTUCTOM U HE CHUTATD, UTO
“BCe ClyvaeTcs K NyuuieMy", HUKAK He OTOrHaTh BOITPOCOB: "3auem”,
"nmouemy”, "KoMy 310 HY>XXHO0"? He noayuus orseta or 6€3MOJBHOIO,
6e306 nauHoro Heb6a, TeMHasA MBICIIL CaMa CO3HAET UX, MYTasiCh B 4yHO-
BMIIHbLIX XHMMepax. BripoueM, UTO Mbl 3HaEM O Uy IOBHMLIAX, O XHMEPaxX U O
XKM3HH, UpeBaTON GONLIIMMU Uy JOBUILIAMM, HeM Halue BooOpaxkeHne?

"MouaHue" ckazain, ymupas, 'amner. Hy, xopomo, monuanue. Taiine -
TafiHa. Ho HeMckopeHnMas noTpe6HOCTb CrIpaBENJIMBOCTH HALUEITThIBAET
CXE€MY COOTBETCTBHH.

6 In the 1924 text: MupoM.

7 In 1924: yune.
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John E. Malmstad

VLADISLAV XODASEVIC IN THE THEATER

In the years preceding 1917 the conservatism both of repertory and staging in
the State theaters and in most privately-owned theatrical enterprises forced
innovative directors and actors either to found their own companies, as did
Stanislavskij, Komissarzevskaja, Mejerxol’d, Evrejnov, Tairov and several others,
or, more rarely, to mount special productions in private homes. Among the most
famous of the latter was the 19 April 1910 staging of Calderén's La devocién de
Ia cruz ("Poklonenie krestu") at the "Basennyj teatr”, i.e. in the "Tower" apartment
of Vjaceslav Ivanov in Petersburg, with an amateur cast that included members of
Ivanov's family and prominent writers, like Kuzmin. Yet another took place on 23
February 1914 in Moscow: the production of Kuzmin's comedy, set in the Venice
of Goldoni, Gozzi, and Longhi, Venecianskie bezumcy, at the mansion of the
millionaires E.P. and V.V.Nosov. Petr Fedorovi¢ Sarov directed it with costumes
and sets by Sudejkin, Kuzmin's music, and the choreography of Mixail
Mixajlovié Mordkin. A year later a luxurious edition of the play's text, with
colored reproductions of some of the original watercolors for Sudejkin’s designs,
appeared in Moscow in an edition of 555 copies (izd. A.M.KoZebatkin and
V.V.Blinov).

Vladislav Xodasevi¢ was never so intimately connected with the theater as was
Kuzmin. He did, however, review theater for several Moscow newspapers, and in
1913-14 wrote for Baliev's "Letu¢aja my§’" (see volume one of the Xodasevi¢
Sobranie soc¢inenij, p. 305). During that same time, no doubt for the same reason
(his constant need for money), he collaborated with the director Nikolaj
Aleksandrovi¢ Popov (1871-1949) on the "intermedija" S¢astlivoe zabluZdenie ili
Vybor P’eretty, which was staged in the Moscow home of Z.G. and
A.A.Rejnbot. See the notice "Miniatjury i ljubitel’skij teatr”, signed "M. N-v" on
page 47 of Al’'manax verbnogo bazara. Moskovskij Sezon 1913-1914 gg. (M.,
1914): "Cpenu Maccbl €I¥HUYHBIX JIIOOUTENBCKUX CIMEKTAaKIEA MOXHO €lue
OTMETUTL B BUIY MX XYIO>XXECTBEHHOCTH NpeacTaBieHue noecs! M. Ky3amuna
Beneunanckne 6eaymusi B nocraHopke IL.1llapoa u C.CyneitkuHa, u
apnexuHansl Boi6op ITseppetsi B.Xonacesuua n H.[lonosa, B nexopauusax
b.IssaukoBa. [lepBbIii crieKTakib COCTOANCA B AoMe rr. HOCOBBIX, BTOpO# y
rr. Peitn6ot"; a photograph of one scene from the production is reproduced on
page 46 with the caption: "Cnexkraxybs B nome 3.I". u A.A.Pe#n6ort. IIposnor k
apnexuHane Bsi6op ITseppers: cou. Bin.XonaceBnua u H.[lonosa". (The
spelling "P’eretta” appears everywhere in the manuscript of the play.)
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The play, whose text is part of the Xodasevi¢ archive at CGALI (fond 537),
occupies a very modest place in the great poet's writings, but it deserves to be
published for the first time here, if only to show that he, like most of his
contemporaries, shared an interest in the comedia del arte.
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CUACTIIMBOE 3ABJY X JEHWE
128) o}
BbIBOP ITbEPETTHI
(UHTepmenus)

BJIAIDUCIIAB XOIACEBUY, HUKOJIAHU INTOIOB

JIMAIIA:

ITIOJIUILIUHEND
IIBEPETTA, ero nous
AYSBHbBA

IIBEPO

KIIUTAHIOP
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IMPOJIOT

IIseperTa

Bort nerkui 3aHaBeC pa3ABHUHYT,
H 5 asnsocs, a 3a MHOH

Jdpyrue BLIATH K BaM HE MUHYT
3a CHUCXO>K IEHBLEM M XBAJION.
MBI TPOCUM HAaC CYAMTb HECTPOIo.
bourcs spureneit akrep

H oropuaercsa HeMHOro,
Ycnbiuas cTporuit mpuroBop.

K uemy >xe 6poBu xmypurts? IlpaBo,
JaBHO 6bI BCEM NMPHU3HATH IMOPA,
UTO 5XM3Hb, KaK U Tearp - 3a6aBa,
Crpacre#t MUHYTHAs Mrpa.

ITonMmuUuHE b

A - naneHbka IIbeperTsh! WIAJOBIMBOMN,
Korna 6 ee HENMoCToOAHHbIA HpaB

Y 3HaTsb, Kak ClenyeT, MOr /M BhI,

TO NOHANH, UTO A, KOHEUHO, ITPaB;

3a nouephI0 MOEH HaN30P NPHUIIEXHBIA HYXXEH,
Ho cam s crap, HEMHOIO rayx, HeLy>K€H...
ITeeperty a3 JlysHbe nMopyuu.

Crapyuika Mynpas, OHa 1o Mepe Cuil
IIpoxka3nuuy manepam obyuaer,

Ot xutporo Ilbepo Hame>XKHO OXpaHSAET

H nier e xopouwinx >X€HUXOB.

51 MHOIO >XXHJI - ¥ BbIBOJ MOM TaKoOB:

C nopora rsars rnosroB, 6eIHSIKOB,
Bansmxarene# ¢ KapMaHaMM NMYCTHIMU:
Ilbepo, KOHEYHO, NMEPBLIA MEX LY HUMM.
ITo coBecTH CKa3aTh PeLIAIOCH BaMm:

A 3a Hero IIseperTy He oTAAM.

K 4eMy XMTPHUTH, CKPLIBATLCA, JMUEMEPUTD?
B neHbrax Bce CUacTbe - MOXKETE MHE BEPHTH,
Ho xTO yMeH, TOT 3TO 3HaeT caM,

A B3I0XH, CHBI JIOOBH - BCE ITO XJaM.

IIsepo
BoT CKYuHBbIf cTapUuoK! A IyMalo y>KacHO
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OH Hanmoen BaM BceM. JI106a IIseperTy crpacTHoO
M €10 6ynyuu HEMHOXKEUKO Mo6uM,

B KOHILIe KOHUOB A COCUMTAIOCh C HUM.
HanpacHo OH MeHA npel 1aMaMH MOPOYHT,
HarnpacHo 3a MeHs OTHAaTb €€ HE XOYeET.

51 - IErKOMBICJIEH - HY TaK 4YTO X?

3ato IIsepo coboit xopouu!

HysHbs raynaa! Uynak HoauunHens!
[Tsepo ce6e OxHY MOCTABKII LETb:
IToxxany#, Beinaiite IlseperTy 3a npyroro:
Tornoa ona Ko MHe BEPHETCA CHOBA.

Ot BauIKX riaa3 oCBOSOASACH HaBeK,
YcTporM MBI CBMAZHBE M nober.

[Tseperre 1 IIbepo HUU YT HE CTPALLICH MY XK.

Knuranap

ITueperTa cTpofivaa! Meura nywum moefi!

O, K10 651 MOr" MIOO6UTL Te6A HEXHEMN,
BceyacTHBIX MYK MOMX HM OT KOIO HE CKpOIO:
A Bce rotoB ornarth, ¥Tob obnanars To60I0.
ToToB nuuuKUTHCA A HOrarcTBa MOEro

3a xpaTKuit MU CBUIAHLA ONHOIO,

Korna B HOUHO! THUIM, NMOX CEHBIO OJIEaHIpa,
Pemmnscs tul nouenosats Kimrannpa.

HdysHb s

YTo BamM ckaz3aTh? S - yecTHas ysHb4,

Mo#t BMIO HM B KOM HEe BO30YIUT COMHEHbA.
A - nabo>xHa, CMUpeHHA U CKpOMHa,
Cynpyr ckOHYaJICA MO, HO A €My BEpHa.

I ns cobnoneHns 6J1arouecTUBLIX NPaBUII
K Ilbeperre BeTpeHOR OTEeLl MEHSA NMPUCTABUII,
51 Gepery ee OT MyX, OT CKBO3HAKOB,

A rnaBHOE - OT OEIHBIX XXEHHXOB.

IIveperTa

Tenepb ¥ A NMPU3HAKIOCh OTKPOBEHHO:

51 - BeTpeHa, KanpHu3Ha, NepeMeHHa,
Crnerka KOKeTINBa, HO MPaBO € MHUJIA,

A rnasHOe - BCErla Jierka v Becena.

Eue Mory ckazarts (HO TOJNLKO MO CEKPETY),
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Yo s mobmo ITsepo, kak mo6ut oH IIseperTy.
Teneps nopa KOMEeIMIO HAYATS, -
(x ny6mke)
A BacC npouly He KaulJiATh, HE YMXaTh,
Opexamu He IIEeNKaTh, HE IIEMTATHCA
H 3a cymp0y MO0 HE CIIMIIIKOM BOJIHOBATLC .
(My3bIKa)

CAX

Knuraunap (oouH, noer)
ApOMAaToM CJIaIKUM BEET

TBON! Npo3pauHbIA BELIHUA Canl.
Cepaue HEXXHO NAaMEHEET,
Cepatue MEpPKHET, CepILe MJICET, -
AX, TMLIO MOoe OJieqHeeT,

YyTb 3aBUXKY MWIbEA B3rnan!

O, BHemun, IIbeperTa, NEHLIO,
ITocMoTpu Ha MO# Hapsan,
O6maHu CBOIO OY3HBIO

M naBcTpeuy 060MbIIEHBIO
BeritaM B cal, NMOKPBITHI TEHBIO,
B TBOM npo3pauHbIt BeHMA can!

IIsepo (BxomMT)
Ara! Knuranap! BoT BCTpeuH s He XK Ial.
Tel uTo 3neck aenaews? Ioems? A nomewnan?

Knutanap
Y BbI, MHE NTOMELIATh HUKTO HE MOXKET,
Ho M HMKTO He MOXEeT MHE NMOMOYB!

IIsepo
Twl rosopuius 3aragkamu!

Knurangop
He npous
A 06 BACHUTL: JKO60Bb MHE CEpPALIE MIOXKET...

IIsepo
K ITseperre?
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Knuraunp

Ha! Ho naxxe o6 bACHEHbA
Hobutbcs He mory! Ilpoknsaras nysHbs!
H tak MHe rpycTHo...

IIsepo

He rpycm, apyXok:
Huxkro, Kax s, Tebe nmoMoubs He MOT.

Knuraunp
IToBepuTs U?

ITsepo

Ho nesno Hy>XHO TOHKO
3 nech nNoBecTH... CKIIOHHA K MOHETE 3BOHKOI
IO y3Hbs cTapas...

Knuraunp

JoBonsHO Gyner et
YepBOHLIEB CTA.

IIsepo
JLOBOJIBHO...

Knuraunp

Tak ckope#
HUnem 3a 3onotom! (yxomur)

ITeepo (x ny6imke)
A? KakoBa cHopoBka?
ITbepo cBOM OeJia yCTpauBaeT JIOBKO!
Crapaiica, npyr Kirranzap, ¥ neHer He xaneft
YTto6 mor IIveperTy s HazBaTh CBOCH!
(yxonur)
(My3bIKa)

[Teeperra U I ysHbst BXOXOAT.

IIeeperTa
INpenectHas noroxa! Uro 3a neHs!
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O yoHb 5
ITormeM, nuTa Moe...

IIseperTa

Kyna?
JdysHbA

Tyna, raoe TeHb. (CamuTc)
IIseperTa

A, Tonsko To! JIucTaa - Kak cepebpo
Ceepkaer BcA... AX, rae-to Mo ITsepo?

JdysHbA
[TseperTa, 3HaCLIb IM, UTO S B TAKOH mEHEK
OxOTHHLIA B3IPEMHYTb MHHYTKY...

IIseperra (B CTOPOHY)
Xots yacok!

A ysHBs

Tax Tul, rony6yika, CMUPHEXOHBKO CHIH,

A €CJIM KTO BOMAET - CKopeit MeHsa 6y ou.
(3achinaer)

IIsepo (BxoauT)
ITseperTa! Tcc...

ITseperTa
Isepo! da Tol 11 3107
Kaxkas pamocts!... (yka3smaer Ha Jy3#b10) Crinr!

IIsepo
O, munas INbeperral
(nouenyi)
ITseperTa
Bor Tak!
sepo
Ewe!
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IIsepeTTa
Eue pa3!

IIsepo

H ewe!
Ax, xak uenyemcs ¢ To6o# M1 ropsiuo!
Ho s npuiesn no penry.

IIseperTa
CoBOpH...
IIsepo
Kmuranapa 3Haews To1?
IIseperTa

C zapm u 100 3apH
OH cepeHanbl MHE TOET, HO BCE XK€
Tsl, nMackoBeiit [Ibepo, ropasmo MHe NOpPOXe.

IIsepo
INocnywan-ka, IIseperra: oH 6orar.

IIseperTa
Tak yTO U3 3TOro?

IIsepo
Kax uto? borarctso - knan,
H xors Knuranap Ilbeperre He mo6e3eH,
Ho 30510TO# MeIoK HaM MOXET OLITH MNMOJIC3EH.
The1 BoOANELIE 32 HETO...

IIneperTa
Ara! Manpumixa 3no#!
Ts1, BUIHO, CAM MeUTacllb O Apyrou!
(meper ero 3a yxo)

IIsepo
ITyctn!

IIseperTa
Hy Het!
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IIsepo
ITyct mens! Mue 6oimsHO!

IIseperTa
BOT 3TO MHE M HY>HO...

IIsepo
A, noBoJsbHO!
ITyct xoTh uyTOuKy! IToTOM NEepy onAaTs.

IIseperTa
Hy, xopowo. UTo >k Mo>Xelb ThI CKa3aTh?

IIsepo

Tul Benineins 3a Kidranapa - ¥ Torna xe
OcBo60aMIILCA OT HECHOCHOM CTPaXH.
Oreu ¢ nysHbell 6yner naneko

A Benp My>Xeit o6MaHBIBaTE Nerko!

IIneperTa
[Monymars Hano Gbl...

IIsepo

K uemy eme coMHeHbA?
Ckaxxy ckopee "ma", a To cefiuac Ky3HbA
IIpocuercs, u Torna...

IIvseperTa
A 3Haews ny, ITbepo,
Benb 310 BCE NMPUIYMaHO XHATPO.
[Mo>xanyii, s npocTuTh TE6GE rOTOBA.
Hy, noueny#.

IIsepo
: Hrtak - apy3bs Mbl1 cHoBa!

(uenyorca)

Cmorpu-Ka, 6abouka! JloBu ee ckopeit!

Ax, kax nblit Mur Ilbeperra MHe Muneit!

(Taneu ¢ 6a6oukoil. babouka cagurcs

Hy=Hbe Ha Hoc. Ta nmpoceinaercs).
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HysHb A
beccreinnuual Ilseperra! Hu MuHYyTKHM
Henp3s B3ApEMHYTh: BCE BRILYMKHM Ia INYTKH!

I[IneperTa
3aT0 HeBUHHbIE!

HysHbs

Ewe 611 ma He Tak!
Croil, KTO-TO K HaM HJEeT.

IIseperTa
ITbepo, a ¢ HUM nypax.

BxoasaT IIbepo 1 Knutannp

dysHBSR
Ore, ITbepo! He mecTo 3nech emy!...

IIreperTa
O, cxamTech HAOO MHO¥M!

O ysHbA

Ilanaiue TBOEMY
S noknsanace 6n10CTH...
(IIbepo 6pocaer ei1 Kolenex)

A, BpoueMm, OTUEro Xe
He nomorate TOMY, KTO NMJAATUT MOJOPOXKE.

IIreperTa
IMeepo!

HdysHbs
OH oueHs mun!
(JIoBur kowenexk Knurannpa)

Hpyroii eme munee!
He 6oitrecs, rocnona, ¥ 6yneTe nocmenee!

IIvepo
Bno6nen!
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JyoHB A
A Tor?

IIsepo
Y oH: BBI BEpHO yraganm;
OnHaxo s 6010Ch, YTOO HaM He NOMeLIaIH.

Knurauap (Iveperte)
O, ec 6 3HAJIHM BbI, KaK MbUIKO, KAK JaBHO
51 Bac mo6mo!

ITsepo (et xe)
H a yx 3aonHo
Ilerruy Te6e Takoe Xe NMPU3HaHbBE.

A ysHB A
Ax, <ax> wanyH! Hy npocTo Haka3aHse!

Knurauap
IIpenecTHe! Bac KpacaBuLl B MHMpE HET,
3aTMHKIH COJHUE BbI!

IHsepo
A MHe 1IeNHM OTBET.

HNonumuHens (BXxons)
Yrto Buxy sn? Jlosute! Bop!
Dit, moau, 3#! Bopora Ha zanop!

Knuraunp
ITpolry NpocTUThL MEHS M BLICIYIIATh MTPU3HAHbE...

ITonumuHens
O, He6o0! UTO HM HeHb - TO XY>XKe HCNbITaHbe!

ITrepo
Ho MbI BaMm He Bparm.

HonumMHens
Hagneiocs.
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IIsepo
Hain rnipuser.
EcTtb y MeHs 3aMaHuMBLINA...

ITonumuHEeNsL

Cexper?
C cexperaMy Mpolly K JPYruM SBASATLCA,
A 31ech BaM HE3a4eM TaxK QOJIr0 OCTABATHCA.

O y3Hb A
Boraroil neBy11Ke NPHIMYHBI PA3BIEYEHbA. .

ITonumuHens
IIpnnuuHee BCero OOHM HPABOYUYCHbBA.
(x IIsepo) OnHaxo, cynapes MOMH, 4€ro >xe BaM 3aech Hano?

A y3Hb A
OHu BIBOEM IyJIsny 3a Orpanon...

ITreperTa
A Ha nyry J0BMIA MOTBUILKOB...

ITsepo (npencraBnsercs)
Mo npyr KimraHnp: mocBaTaTeCs FOTOB...

HdysHba
Bapyr cabiitieH H1yM, - BaJIAT TOJIA HAPOAA...

IIbepo (Ha yxo IMonuuuHe o)
Barnsuure nonobpeit Ha 3TOrO ypona:
borar, a pooM OH U3 CaMOi BHICIIEA 3HATH.

I[TonumuHens
IIpoBanuBasi, SBUAMCH BbI HEKCTATH.

IIseperTa
1lBeTOUuKH s pBana...

HdysHba
Kak Bopyr mBa KaBanepa...
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INoxumMHEND

BpeiBaTncs B can wy>koit! IlpeckBepHble MaHepbL.

IIsepo
5 cBaTOM K BaM...

ITonMmuHE b
Bce pa3bepy norom.
IIpowny nmo><ajoBaTh Bac 3aBTPA B JIOM.

ITeepo
2Kenmnx xopouu.

ITonxnmuHexns
IIbepeTrTa He HeBecTa
O ns BCTPEYHBIX C YJIMUbL

IIvepo (Kauraunpy)
Her, s HEe nBMHYCH C MeCTa,
Iloxa He nOBeny BCE LENO OO KOHILA.

Knurasnop
Ho kax >xe 6urrs?

Heepo
M&u1 npoBeniemM orua.

HonumuHeNns
CeromHs y MeHS HET BPEMEHH...

HysHBS
Xorena

5 Bac NpoCHTH Cepbe3HEN BHUKHYTh B AEJO.

Ects "nmaHHEBIC"...

Honumuuens
Ha y10?

HdysHB A

Ha uro? Moiit bor, Ha Bce...
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INHonMmuHens
Kaxue >x maHHbIe?

HdysHB A

YTo mo6HT OH ee:
Y np16KM TOMHbBIE, HAMEKH, YBEPEHb A,
YTO y HEro CepLe3HbIC BIEUCHbA.
TyT nepcr cyns6bil...

INonmuHE N

Cmeloch s Han cyap6oii!
MHe Hy>HO 30J0TO!

IIsepo
OHo y Hac ¢ coboit.

INNonumuHe s

HasHO 6bi Tak. IIpoiny y BaC MpOIOEHbA.
B noyreHnH MOEM NPUMMHUTE YBEPEHbA.

IIsepo
Ax, crapeti wyT! nponxa>kHaa nywal

ITveperTa
Kmurannp!

Knuraunnp
ITeeperTa! O, Kax xopowa!
A Becs ropio, ropo...

ITeepo (Ha yxo eh)
H s nmemaio!

IMonumuHens
A MHoro 3onorta?

IIsepo
Oro!
(x ny6mmke) ITouem a 3Ha0!
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ITonumuuens (dy>3Hbe)
TAaHyTs CO cBanb6010 MHE BOBCE HET OXOTHI.

HysHbA

AX, € B3pOCJIOif IOYEPLKD Yy KaCHbIe 3a00ThI.

INonumuHuens
MHe 6bL10 6 3050TO, 2 TaM
YK MBI BCEr' 1a YapHUM 1O PYKaM.

IIseperTa (ny6imke)
IIbepo no6mo, Knmuranapa Hanysao,
Komy 6bITh BEpHOIO - CaMa Ternepb He 3Halo!

O6mui TaHel
- 3aHaBec-

oceHs 1914,
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Appendix

IIOITPABKH M IHOBABJIEHNA K U3 AHHIO
CTHUXOB KY3MHHA

Hame wnamganme ctuxoB Kysmuna (Co6panme cruxosl-III, U3n-so
Bunsrensma OuHka, MioHxeH 1977) pacTaHyI0Ch Ha HECKOJILKO JIET; KpPOMeE
TOro, HaGopUIMKH, MONPABNAA, NENAIM OMEUATKH, U CEpPbe3HEe U B 6obIneM
KomuectBe. [TIoaromy Heo6xoaumbl RO6aBKM U MOMpaBky xors 6kl camMoro
BaxHOro. Ilons3yeMcsa nMOGE3HOCTh pelaKkiMM ambMaHaxa M nyGiMKyem
CIMUCOK Takux "sMmeHmauuit". CTOUT OTMETHMTDb, WTO NPEAIOJIOXMUTEIBHO
ycTaHOBIEHHas B OGuorpadmuueckom ouepke (III Tom) mara poxmeHus
Kyamuna (1872, a He 1875), nokyMeHTans,HO MOXTBEPAUIACH B COOOILIEHUN
K.H. CysopoBoft "ApxuBMCT HIeT aaty (K M3yueHUIo apxuBa A.A. brnoka)":
"...CJIEI0OBAJIO UCKATh HOKYMEHT, TOYHO YIOCTOBEPAIOIIMHA BpeMa POXKACHUS
nosra. Tako#t MOKYMEHT OThICKancs B apxuBe IlerepOyprckoi KOHCEpBaTo-
puny, raoe yuuncs Kysmun. B mmunoMm nene crynenra Ky3muHa coxpaHMiach
KOMHUA CBHACTENLCTBA O POXKAEHHM, BRIAHHAS APOCIABCKOR XpHUCTOpOXK-
NECTBEHCKON LIEPKOBBIO. DTOT KOKYMEHT M noxrBepaui, uro M.A. Kysmun
pommncsa B Slpocnasne 6 okTabpsa 1872 rona” (Bcrpeus ¢ rpoismM, BHII. 2,
1976, c. 119).

John E. Malmstad and Vladimir Markov

ToMm 1

CeTn

ITepen cTp. [41] nponymeHa crpaHuua (7-1 BOCNPOU3BEACHHOrO H3AaHNA) C
Ha3BaHHEM pasnpena (COCTOALIEr0O M3 OMHOr0 CTHMXOTBOpPEHHMs): Mowm
npe IKu.

OceHHHe o03epa
IMepen crp. [243]) nmponyueHs! cTp. 5, 7 1 9 BOCIIPOM3BENECHHOIO M3MAHMA,
KOTOphIE COACPIXKANH CIeyIollee:

a) (MOCBALLCHUE K KHUIE):
Cepaue, mo6uBlnee BRXOBOJIb, BOOIUIO MOEIO PYKOIO,
Hms xe 1 yTamo: cepate - peBHMBO MOe.

6) Yacts nepBas
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B) (Ha3BaHME pa3nena):
OceHHue o3epa

Asrycr, 1908 - Mapr, 1909

Tom II

Boxarui
Ilepen ctp. [8] mponymmeHa cTp. S BOCNPOU3BEAEHHOrO WM3XAHUA C
3MUrpagoM K KHHIe:

Cnyunrcs BCe, UTO IMpeaHA3HAUYECHO,
Bo>kaTeit Hac Bener.

M.K.
Tom III
Crpainua Crpoka  HaneuaraHo JonxcHO GbIThb
K cratse Mammctapga
31 13 cH 6e3nywmHoro 6e3MyMHOT O
80 8 cH IOJDKHO YATATLCA
is found primarily in another "higher” realm of refinement
129 7cB MEeJIOIHIO 3aCTaBJAKT MEJIONKH 3aCTaBNsAET
129 10cB JIBILYY JIBLTY
135 24 ce forward foreward
199 1cH on theaters on these theaters
226 16 cB JlemHa, [Lenin] Jlenuna,
273 23 cB Progulka Gul’ja Progulki Gulja
276 12 cB Dom iskustv Dom iskusstv
286 1cH in 1924 in 1925
290 11cB pa3neme pasnoime
293 l1cs Progulka Gulja Progulki Gulja
301 22cB Gentlemen from Gentlemen of
303 16 cB Mandel’$tamps. Mandel’Stams.
K cratse Mapkosa
331 7 cH "MeJiouen, menovei,”
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K Ky3MMHCKHMM TCKCTaM

436
448
460
465
479
507
532
562
589
599
603
604
609
613

K npummegaHuam

622
624
624

625

630

631

631
632
632
633
638
639

14 cH
3cB
2CB
19 cH
lcs
2CH
18 ¢
13¢B
4cB
4 cB
23 cH
19cB
19cB

MENBHYBILIET O
Ho Ho norepio
Kaka
CPa>keHbLA
BBLIHOCT
Hcueano.
BI0OOJIEHHEIE
Bbl MMOXOXH
IIMIICS HE Hee
3a Opyro,

B rOpoIe.
KOHLIEB.
MecoK

MENbKHYBIETO
Ho He noBepo
Kak
CPpa>keHbAM
BBIHOCHT
Hcueana.
BIIOOJICHHLIE
BbI TaK MOXO>XH
3JMJICA Ha Hee
3a Xpyroro,

B ropie.
KOHLIOB.
MEeCcoK.

nponyueHa xara: 8 uions 1929 r.

16 cB
3cB
8cH

Pyccxmri Apruct 1908/1 (6 suBaps): 1, ¢ HE3HAYUTEILHBIMH
NMYHKTYaUMOHHBIMU pasnuunsamu. Vima "Manon" HaGpano
pycckumu Gyksamu. IV, 1 n V, 1: 5 He mo610 BEOb.

1cs

Pyccxust Aprucr 1908/7 (17 cespans): 97, ¢ He3HAUUTEIDb-
HBIMM NMYHKTYallMOHHLIMM pa3muusaMHu. B VIL4 "mo6oss"

BXOXMT
v,3

BXOISAT
V,2

nocne y3Han". BCTaBUTh: BriepBsie:

nocne Tornor'. BcraBuTh: Briepseie:

C MaJICHBKOMN OYKBBI.
nepen "I pyrue pa3sHOYTEHHUSA' " BCTaBHTh:

2CB

CM. B . Becsr 1909/2: 35-38 "JIuanoru” IlosHaKoOBa, naru-
poBaHHble HOA6peM 1908 u nocBawmeHHble Ky3MuHy (Hare-
YaTaHel Cpa3y MoCje Ky3MHHCKOro pomaHa o6 AnexcaHn-
pe).

24 cB

Mockosckaa I'azera 1911/100 (4 cenr.), 6e3 natel. C omHUM

nocje Bo3Bpara’”'. BCTaBuTh: Briepseoie:

pasHouTeHneM: M He crpainur m060BHas yTpara.

6cH
2CB
20cB
10cnB
8 cH
24 cB

HANTH NMOTEPAHHLIA,

Jo6aBUTh:
24 anpens
B. . bexxun

(poxn. 1886)
1293
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(yMm. 1942).
21 ampens
B.I1. bexyH
(1886-1973)
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640 24 cH nocine "Ilerponoymic” BcraBurs: B Mae 1923 r.

643 16 cB 12 cTpoxoit 11 cTrpoxoh
644 16 cH rociie PakuTH BCTaBHTL: HACTOAN2A (PAMMUITAA
Honun (p. 1882, Xapekos-yM. 1952, Hoswtit Can, FOrocnosus
645 13 cH IMporasmra, Cn6, 1907: ITporammuna. Becna 190", Cn6:
647 4cB KaxKoio cHio# C KaKon CHIOH
649 Mesxcny 15 u 16 cH Bcrasums: 2. "Elne HexxHedt...".

Briepsrie B nmacxamsHOM HOMepe ra3. YT1po Poccun 1916101
(10 anpens), nox Ha3BaHueM "Arnpens”.

650 17 cB 1916/(u0HB) 1916/6 (Mi0HL)

651 8cB Ha Moike No. 1 Ha Moiike No. 91

651 14 cH CKoOKy mnocine "nmyHKTyaumu" 3aKphITh

651 16 cH (7 HOu6.): 6e3 naTh (7 HOs6.): 1, 6Ge3 maThl

652 14cB Bpaueit). Bpaueit”).

652 17 cu 18, naTe1 18, 6e3 matel

655 10cH 3na 31a.

656 19¢cB O musHO AMBO! O, nuBHO auBO!

660 13cH (3 nek.): 6e3 mathl (3 nex.): 1, 6e3 nmaTh!

664 17 cH BITCUATIICHHA. BIIeQaT/IeHHA.
BocriomMHHaHu s IMTucema. Bocnomurianmy

664 1cH (p- 1885) (1885-1978)

666 ScH naen FHOCTHYECKHMX Huei

667 ScH CTynana. CTymnaia,

670 26 cB BcTtaButs: Opranuzosana B 1918 B Ilerporpane He-

6onp10e M3naTeseTBO 'Lienthousiaste errant”, rae KyasMuH Hatan
cBo# pomaH o KanuocTtpo.

670 27cB nocne "Jlypse.)" BcraBuTs: YMepaa B [lapuxe B 1955 r.
672 7cB 7-ro Beka 2-ro BekKa

672 16 cH oM muckyccrpa om Hexyccrs

673 4cB 1921 1821

673 9cB della dalla

675 2cH ep6 I'e6p

676 4caB Herbus Hebrus

676 17 cB nocine "reposa")." BcraBuTs: DMuUrpuposana B 1924 1.
677 8 cH 1969 1869

678 15cH Genése Genése

684 17 cu MMOKHHY. MOKHHY,

690 9cH nocne nosra). Bcrasutsh: O He#t cM. ctatbu Ky3Mina,

Cepres Pannoea, C. Mokynsckoro, A. MOBIIEHCOHA B XH.
Banenwrura Xonacesnu (J1., "Academia”, 1927).
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691
691

693

693

693
695
695
697
702

703

707

708
710
711

711
713
713

714

8 cH nepexn "Cp. poman" BcraBuTh: OXHM CUMTAIOT ITY Kpa-
casuny A.J.PamnoBoit, npyrue O.I'neGoBoit-CynefixuHoMN.
mexxny 13 u 14 ¢B BcTaBuTE CTPOKY: B nepenHionn KpoBaTh nepe-
TALUIMIIA
18 cH no6asuts: Ham coo6wmmuiam, uto, no ciaosam MH.A.
JInxaueBa, CTUXOTBOpeHHE NOocBAmeHO pomaHy Cepresa Ecennna u
H.A. Kmoega.

7 cH MOCJIe CTUXOTBOPEHHMA. BCTaBUTh: CM. TakXe CTaThio
Kyamuna "JIBe ctuxun” B kH. JIuaus Hpanosa 1903-1924 (J1.,
1927): 16-19.

Ha4ano 3 CH HE HYCHO KypCcHBa
12 cH 1925 r.). 1924 r.).
9cH PacrpesnsaH PaccrpensH
21 cB Iv,3 VL 3
14 cB , HoO Muncc ocranach Mucc - nceBIOHMM
INSA HaC 3araakon CaTUPHUKOHOBCKOH XyIOX-

Huubl A.B. PemMuaoBo#.
Mexcny 25-26 cB BcraBuThb: 11. "CrpaHHbIA CITyTHHK".

CruxorBopeHue, 6e3 pemMapku U B (popMe uUeTBEpO-
CTHMIUMMA, BriepBhle 6bUIO ONyGJIMKOBAHO NMOX Ha3BaHMEM
"IBoHMK" B napmxxckoMm Xx. Cmena Bex 1921/5 (26
HOAOpA): 21, c maro#: 1921. Moms. C oxHUM pa3sHOUTEHHEM
B 2: J cnyTHUK HeXHbIA ¥ HeMOoR. ITox HUM Gwlno ony6.
ctix. 3. lonnepbaxa "Muxaun Kyamus (IToprper)”, matup.:

1921,
5c¢B ¢hpaza B ckobKax mOJMXKHA YMTATLCA: B NOMONHEHMUE K
pomany o ['pane u k Cmepri Aprypa
24 cH "Berpeua npysei” “Berpeua rocreit”
13¢cB AnanuH AnannuH

8 cTpoKa CB HOJIKHA UMTATBCA. JIOMOH, MoXkeT 6bITh, Bepnses.
Armnejuiec B KOHUE CTUXOTBOPEHMA, MOXCeT ObITh, bakcr. AnammuH,
310 KoHcTanutnn ComoB, a N'anumen - nuemaHHuk KysmuHa,
Cepreit Aycnennep. 'epmec - noat Ceprei#t N'oponeuxwuii.

7 cH HUcaunsa 15,18 Hcansa 15,8
8 cH 1968 1868
ScH K10 Memepckui, Memepckuit, kH. bopuc
YCTAaHOBHTDb HE AnekceeBHd, XyIOXHHK,
yIaNoCh, ¢ cepeauHsr 1910-x rr.
xcun B [Tapuxe.
19cs nocne Canomesn") BctaButh: O Hell M Opyrux yrnoms-

HYTBIX B "r'mMHe" ¢ A.E. ITapunca, P.JI. Tumen-
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714
715
717
722

725
725
726
729

731
735

wKa "IIporpammel 'bponsueit cobaxu

» IIaMATHHKH KyJ/IBTYDBI.

Hossre orxperris. Exxeroarimx 1983 (J1., 1985), cc. 252-253.

9cH
15¢cH
20 cH

5-6cH

18 cH

l1cH
24 cB
24 cH

21 cH
25cH

No. 16 No. 6

B BHHT. B BUHT

1920 1929

KTo "neBa", ycraHo- "Iesa", no-BMAMMOMY

BHUTL HE YOaJIOCh Bepa AnexkcannpoBHa Cy- |
tyruHa (Kmonep), 1892-1969, |
CeKpeTaph M3ATENLCTRA.

CTaTbH CTarse

HonHa HoanHa

(I"'pennannmii). (I"'pennannueit).

Ham He ynanocs ycrano-  "Poccuiickas A#cenop”,

BHMTb, KTO ITPO3LIBAJICA no-BMOAMMOMY, Ana

"poccuitckot Aficenop” KopsuH (Ama AnexceeBHa
IOwkepuu, yM. 1919), TaHuos-
OMUA-60COHOXKKA M IpaMaTH-
YeCKas aKTpuUca.

96 86

Anaromuit Kankaposuu  AHnatonu#t Mcaakosmu Kanxaposuw.
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