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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 Timenéik, 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 apreés le Symbolisme, organized by Jean-Claude Marcadé 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of unpublished materials ("Archivum") by or about Kuzmin and one piece by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,



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. "CiryumTcs BCe, YTO IIpeAHa3HAYeHO, | BoxxaTsni Hac Bener. | 3a Te
uacsl, yTo 31ech yrpadeHsl, | HeGecHbiit Bkycrm men” (M.A KysmuH).

John E. Malmstad
Harvard University



John A. Barnstead

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.1 In her article "Arxivist i§¢et datu" K. N.
Suvorova writes of her successful search for final proof of Kuzmin's exact date of
birth:

V literature vstreaetsja tri daty roZzdenija Mixaila Alekseevi¢a
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 poe¢tax 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 Enciklopedideskij slovar' izd. Granat, vyxodivij pri
zizni Kuzmina. V poslednee vremja v nau¢nyj oborot byla vvedena
e3¢e odna data - 1872 god ("Blokovskij sbornik". Tartu, 1972, str.
359). Eta data stoit i na ankete, kotoraja xranitsja v CGALI. 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 literaturnye isto&niki i daZe svidetel'stva samogo Kuzmina
protivoretili drug drugu, sledovalo iskat' dokument, to¢no udo-
stoverjajus¢ij vremja rozdenija po¢ta. Takoj dokument otyskalsja v
arxive Peterburgskoj konservatorii, gde u¢ilsja Kuzmin. V liénom 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
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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 rudej, provalilsja, i melkaja serebrjanaja forel'
bilas', vybroSennaja 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.8 The tensions established by these
correspondences tend to fragment the formerly unified, symmetrical surface



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 Mallarmé -

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 Pugkin's prose fragment "Cezar' pute$estvoval”)
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, horned, 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 Pugkin'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



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 Pudkin work, "Roman v pis'max". Both stories are constructed to
undermine the conventions of the epistolary form. Puskin 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
Humphrey 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
Plavajuscie putedestvujuscie:
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Lavrik mol¢a poZal ruku Lavrent'eva i potom uZe skazal:
-Kakoe segodnja ¢islo?

-Sestnadcatoe avgusta.

-Segodnja sdelany dva 3aga.

-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 vek!6

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 "Veéer 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.19 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
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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 Pugkin'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
pisem devicy Klary Val'mon k Rozalii TjuteI'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 Jjudi 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
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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 Alexandria 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 o. 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 "Kusetka
teti Soni", "Nec¢ajannyj 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.25 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
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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.
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6 Mixail Kuzmin, "Plamen' Fedry", Paraboly (Peterburg-Berlin, 1923), pp. 61-

68, drawing the images of Icarus and Pasiphae from the penultimate section of

Kryljja.
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19

20

Mixail Kuzmin, "Sv. Georgij", Nezdesnie 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 writing 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 T am grateful to Professor Joan Delaney Grossman, University of California,
Berkeley, for drawing my attention to the Brjusov poem.

24 Cf. Mixail Kuzmin, "XudoZestvennaja proza 'Vesov'", Apollon, no. 9 (1910),
p- 39:
Nam kazetsja, ¢to my ne ofibemsja, predpoloZiv za vnesnej i psixolo-
giteskoj povest'ju soderzanie e§¢e bolee glubokoe i tajnoe dlja 'imejusix usi
sly$at”, no ustupim Zelaniju avtora, ¢toby éta 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'™,
Tret'ja 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.! 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 Pugkin'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 I 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 Belyj.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#

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.5 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 poetization 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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HI. 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".8 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 IZorskij
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 Zauberflote, 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 vlade;j!
Ctoby potom -
V Grade Druze;j:
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V &tom pustom,

V ¢tom 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 modern 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 1' 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 osveZzennom
veternem vozduxe. Eto - naibolee soveriennoe sozdanie v oblasti
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liri¢eskoi dramy v Rossii, proniknutoe kakoj-to otarovatel'noj grust'ju
i napitannoe ton¢ajdimi jadami toj ironii, kotoraja tak svojstvenna
tvor&estvu 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".!11 But Eleanor Clark also wrote
that the "self-centeredness of 5th 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 (Vozatyj), we read:

Es¢e mne sku¢no byt spravedlivym, -
Velikodu§'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 xocu!", 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

23



Spain) cultures.!4 Puskin seemed to be aware, when writing "The Fountain of
Baxc¢isaraj", 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 unicorn,
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., Sa8a 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 luna, 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.!7 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 Ni-
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 Art,
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 modemizes 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 Gondla, 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.'22

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 junosa i deva).2? 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.
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Iennagwmit IlImaxkos

MHUXAWI KY3MHWH N PUXAP]I BATHEP

Muxaun Kysmun 65111 CTOEK B CBOMX NMPUCTPACTUSIX - TUTEPATyPHRIX U
MY3bIKANbHBIX-, (M KOMIIOZUTOP ¥ JIMTEPATOP B HEM CYACTIMBO Y>KUBAJMCh):
Opannuck Accuackuii ¢ ero Fioretti m oco6eHHO ¢hpaHUMCKaHCKUE MMMHBI,
THOCTUKH, Mouapr, 106aX0BCKUii MEPUOJl B My3bIKE, HEMELIKHME POMAHTHKH,
B ocobenHocT¥ 'ocbdmanH. OH MX 3HAJ JOCKOHANBHO, M BIUSHUE UX, U pe-
MUHECLIEHIIMM YETKO MPOCTYIAIOT ¥ B KY3MUHCKOM Ipo3e u cruxax.! O cso-
ux npucrpactusx Ky3MHMH rOBOPMII OTKDBITO, HE HElas M3 HUX HUKAKOMH
TaifHbI, ¥ TOJBKO O cBoei mo6BU K Barnepy KysMuH He roBopui Tak ornpe-
IENEeHHO, Kak 0 Mouapre, de6occy nmm PaBene B ero xxusHu. JIpy3bs U mo-
ypraren KysMuHa, KOTOphIE B LIECTUIECAThIE oAbl B JIEHMHIpage menpo
IEJUINCh CO MHOI cCBOMMHM BocrnioMuHaHussMu o HeM (M. A. JIuxauesB, A.H.
Erynos, H.5l. bepxosckuit, O.H. Ap6ennna-I'unsae6pannr, B.H. IleTpos,
B.H. Opnos, A.H. Uzepruna, A.M. Illagpux) yame BcriomuHanu Kysmuua
WUIPAOLIEM Ha CBOEM YMBILIIEHHO PACCTPOCHHOM posiie (UTOOBI 3ByYal Kak
knaBuKopHsI) He6ioccu unmu rocpmaHoBekyo "YHauHy" u penko Baruepa.
Brpouewm, sxxena ¥0.U. FOpkyHa, O.H. M'mmne6paunr, Bugesinas Kysmuna s
IBaALAThIe-TPUILIATHIE TOMBI, TIOUTH UTO €XKEIHEBHO, PaCCKa3bIBAJIa MHE, YTO
"Muxaun AnekceeBUY YacTO OTWH MIM IPU IOCTAX UIrpal IacCcaXxky N3
"Banbkupun” uimm "3urdpuna’, ocobenno kosky meua Horyura, Ilenect
sneca wumu Ilyremectsue 3urcdpunma rmo PeitHy, ¥ BooOGlle KOHIEILIHIO
"Konbua HubenyHra" mouura, rmo ero cliosaM, "Ienaolleil 310Xy U rpaH-
ouosHoi". "Tpucrana" ke OH MOYTH HE MI'PaJl HUKOI'Ja, CUMTAs, UTO Ha
POsUIE OH TEPSET CBOIO MOIIb M 3BYyuMT Inocko."? [To ceunerenscrey B.H.
IleTpoBa, "cBOero ckpsrroro npucrpactus Kk Barunepy KysMuH Kak-To CThI-
IOWICS, KakK, BIIPOYEM, NPEIIOYUTAN YMaTYUBaTh O CBoeil mo6Bu Kk JI'AH-
HYHUMO, ¢ KHUramu kotoporo Kyamun He paccraBancs."3 WA, Jluxaues
BCIIOMMHAJ, yTO "BarHepoBckoe "Koubro" u "Tpucrana" Kysmun nmounran
TaKUM dX€ COOBITUEM B MY3bIKE Kak oIepsl MoliapTa ¥ 4acTO [OBOPMII, YTO
"6e3 Barnepa Tyro mpuunocs 6b1 ¥ Huxonaio AnpgpeeBuuy (Pumckomy-
KopcakoBy) n UaiikoBCKOMY M JIOOUI CPABHUBATH yBEPTIOPY K "JleTyuemy
ronnannuy” ¢ "Jle6equHeiM o3epoM” (6IM30CTH OCHOBHOTO JIEMTMOTHBA)
MITM OpKecTpoBble naccaxky B "3urcpune” u "CkazaHue 0 HEBUIUMOM rpane
Kurexe u nese Pepponnn.4

PaccyxneHusimu o Baruepe nomnurcs nepenucka I'. Ynuepuna n Kys-
MuHa (YuueprH 6511 MEHTOPOM IOHBIX KY3MHHCKHUX BKYCOB, KOTOPBIA €My M
oTKpbLN ¥ Baruepa, u Huue, u Illonexrayspa u ceirpan rpoMagHyo poinb B
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CEeKCyalbHOM CaMOOIIPENENIEHUH 10DTa), U KySMHHCKUN IHEBHHUK, I'le OH
roBOpHUT 0 Barnepe xax opuruHaibHERIEM MoaTe: "3aMEYaTENLHBI CTUXY B
"Burdpune"! Y BooS1ue kakas Moup B 310i peropuke."S U eme 6onee ToH-
Koe 3aMeuanue: "B pycckoM nepenoxxeHun BarHepoBCKuUit TEKCT, HABEPHOE,
IOJIXKeH 3BydaTh Kak Bsuecnas (Mpanos - I".111.)".6 Ha mporsxenue Bceit
>xu3nM KyamuH ucneiThiBad K BarHepy uto-To Bpome J06BHU-HEHaBHUCTH-
MPEKJIOHEHUS MEepeN I'eHUANbHbIM MY3bIKAJIbHBIM HOBATOPOM M OXHOBpE-
MEHHO OTBpAIlleHMs K "4elOBEKY MOHCTPY" C €ro 300JIONMYECKUM BrOU3-
MoM, 1010o6cTBOM U hoHOGepuelt, 6e3rpaHMYHOI0 BOCXUILEHUS BarHe-
POBCKMMM MHCTUUYECKMMH TPO3PEHUSIMM U MPOHHH MO MOBOAY €ro moGpo-
BOJILHOI'O M HaBsI3YMBOIO MeccHaHCTBa. M BeCh OPKECTP ®TMX CMSTEHHBIX
YyBCTB, PA3yMEETCsl, OTO3BAICA B M0331M 1 11po3e Kyamuna.?

IToMpaueHue BarHEPOBCKOI'O MIOJa GBLIO BBI3BAHO €LIE U TEMH MHU30-
repMaHCKUMM HaCTPOEHUSIMM, KOTOPble 6POCHIIMCH B MOJNIOBBI MHOT'HMM pyC-
CKMM MHTEJUJIMI'EHTaM B TOXbl IEpBOi MHMpPOBOHl Bo¥HbI. XoTs KysmuH
pa3zeNsaN 3armai UBeTaeBCKOro Ber3oBa: "[epmanus, moe 6esaymue! Iep-
MaHHu#A, Mos TI060Bb!", TEM He MeHee B CTMXOTBOPEHHMH "TsOKENOBECHBIM
rpO3BIHM HIOpoXoM" B 3-€it crpodhe unraem:8

Onymaercs ym 'epmanns
OcraBuTh Nary6GHbL MapLUIPYT,
Kyna Bener cMelnHas MaHus

U B Kacke BarHEpOBCKMIA WYT.?

B 3-eit xaure anbmanaxa "Iletporpanckue Beuepa", riae GbUIO BIEPBLIE
HAIIe4yaTaHO ®TO CTHUXOTBOpeHMe, Ky3MUH MOMelIaeT CBOXO CTaThIO, IIPO-
rPaMMHYIO IJIsI €ro ®CTETHMKH Boobiue, "Pasmymes u HemoymeHus Ilerpa
OTtwensHUKa", TIE OH OMSAThH HanamaeT HAa Baruepa: "Hactosimas rpannu-
03HAsA M BBICOKAasl KOHLEIMIMsS MHPa ¥ BO3BLIIIIEHHOE MUPOBO33PEHMUE [TOUTH
BCErja NMpUBOIAT K YMMIEHHOCTH cBsitoro dpannucka ("Cecrpuua-sona'),
KOMHYeCKHM onepaM Mouapra u 6e306naunbiM catupam $paxca. Henopas-
BUThIE UIM NYPHO MOHSATHE K GpsAllaHuo, poMaHTusMy U Baruepy."10 B
pasrap BoMHBI B pasroBope ¢ ['eopruem AmamoBuuem KysmMuH 3ameuaeT:
"Barnep? Onsats Brr o HeM?... [Tocnymaiite, BoT s Bam 06bsacHI0: ['eHuans-
Ho? I'enmnansHo. I'panauozHo? I'pannuosno. Hoso? Hoso. a, ma, HeoO®I-
YaiiHO, M elle Pumckuit-KopcakoB MHe HacueT ®TOH reHUATbHON HOBUSHBI
BCe yuru npoxxy>x>an. Ho 6ecuyenoBeuno. Y s 3anmeixaock ot ckyku. Koe-
4TO, Koe-r1e B "Tpucrane”... DTOT aHIIMICKMI POXKOK y macTyxa... [la, Hesa-
6rvmBacmo. Ho, B nenomM, 6ecuenoBeuHo. Kak 6ynTro BEUHBI KaKOi-TO COJI-
maTckui napan Ha Kaitsep-nuane. 11
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B Hauwane pBamuaTsix romoB KysmuH Bosppamaercs K Barnepy mno pas-
HbIM IPUYMHAM - Manemi TeaTp npeanaraer eMy repesectd "JlosHrpuHa", ¥
Ky3sMuH rnorpy>aercs B u3yueHue maprurypel. B "JIHeBHUKe" BO3HUKAET
xapakrepHas 3anucs: "B "JlosHrpune", He roBops yxe o "Tpucrane", 60ms-
me cunocodun 68U u dunocodun poobuie, 4eM B M0G0 U3 KHUXKEK
Hunue. On-TO gyman, uto numer UiaocoduIio, a Ha CaMOM JieJie ITPOCTO
npenasancs cTuwimcTrke."12 O Barnepe KyaMuH MpocTpaHHO PacCy >k IaeT B
cratee "I'nmamarait rpaBasl” (He BOLIENIIEH BITOCIENCTBUE B €ro C6OPHUK
crareit "YcnoBHocTu"13 B cBA3M ¢ poMaHTU3MOM TpeThelt yeTBepTH XIX Beka
rnpeuMyinecTseHHo B ['epmanuu: "Haubonee sipkuM npepcraBureneM (Heo-
pomantuama - [".II1.) 6s11 Puxapn Baruep. CBoficTBa ero JIMYHOrO TaNaHTa,
npoby>KIeHWe HalMOHANLHOI'O YyBCTBA BO BCEil cTpaHe rocie cpaHko-
TIpyCcCKO# BOMHBI (Kak poMaHTH3M mocne 1815 roma), rpaHIMO3HBEIE MAEO-
JIOrMUeCKYe MEUTAHHUS O HOBOM TEATPe, OFPOMHBIE MaclITabbl - BCE ITO X0
TaKOM CTENEHM BBIIBHHYJO BArHEPOBCKOE TBOPUECTBO Ha IIEPBOE MECTO, YTO
IONroe BpeMs Ja’Ke [0 CHIO NIOpPY My3bIKalibHasl U JIMTepaTypHas ['epMaHus
IEHACTBYET MO BTOM KOJOCCAIbHOM MY3bIKaJIbHON 3BE3IOM.

HurepecHo, 4To My3bIKalbHas CTOPOHa BarHepoBCKOro BIMSAHMA CKas3a-
JIaCh Ha YMCTO JIMTEPATYPHBIX IpousBeneHusx ["apara, Poxmennepa, CryxeHa,
PuTHepa ¥ Ipyrux IpeAcTaBUTENEH HOBO-poMaHTM3Ma. VIX npambl - Mo
GoJbIneii YacTH - [MOYTH orepHsie JmbperTo 6e3 my3sku. Koneuno, mubper-
TO B BarHepoBckoM Iyxe, HO TeM He MeHee - IubperTo..."

ITpenomnenue BarHepa B Ky3MMHCKOI [T033MM MPOTEKANIO 110 PA3HOMY -
OIIOCPENCTBOBAHHO, a IMOPOI0 BIpsMylo. Tak mukn "Mopckue maunmuun" B
"TTapa6onax" MOYTH LIEJIMKOM HaBesiH BarHepoBckuM "TpucraHoMm u M3oins-
noit" - tax "Onerus Tpucrana" noetopsier MoTHBEHI 1ot cuens! IlIro akra
OMnephl: CMEPTENLHO paHeHHbIT MenotoM Tpucran Haxomurcs B Bperanu B
CBOEM PONOBOM MMeHMM Kapeosb M JIeXXHT IO TEHbIO JIMITBI B OXKMIAHUM
Hsomabl. B ronosax y Hero cumur ero npyr ¥ HanepcHUkK KypBseHan, HeoT-
PBIBHO CIERSAINMI 32 HbIxaHMeM ymupalolnero TpucraHa. 3a orpamoit cama
TACTyX, BRICMAaTPUBAIOIINI B MOPCKO# manu kopa6ib H30Jbabl, BREIBOOUT Ha
OKapuHE IeYaJIbHEIA HaleB:

Cenoro Mops COJEHbIA OyX,
3a MBICOM 3ENEHBIM 3aKaT MOTYX,
Tpusnoit TpuctaHy noer nacryx.

Jho6onbITHA pethpeHOM MPOXOAAINAS TPUKIbI NOBTOPEHHAs CTPOKa-

O cepaue! One-onatie!
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"

Iymaercs, 3ti "one-onaiie" U B ocoGeHHOCTH "2003y MO3i" B ApPyromM
CTMXOTBOpEeHMH 3TOro HMkia "Besserpue” cMOmENMpPOBAaHEI MO aHAIIOIUH C
IMKAPCKMMHM BBIKPMKAaMM B CONBHBIX ITAPTUSAX BarHEPOBCKUX I'€POMHB -
"nosit" xpuunt 3enta B "Jleryyem rommanaue”, "uoys" BonsAT BpyHrunsma u
ee cecTpsl B "Banskupun”. B ctuxorBopenuu "Cymepku" TOro xe nmkia (Ha
nonsx pykomucu y Kysmuna xapanmamuas rnomera - Gotterdimmerung -
"I'u6ens 60roB") MOTUB BarHepoBckoro "Tpucrana" 3ByUMT ITPHUKPOBEHHO.
CTHXOTBOpEHME TOJIKYET O JXEHE MOPsKa, XXAYyIleh My>a TOMOJ U3 MODSL.
BrionHe BO3MO>KHO, UTO CTMXOTBOpPEHME Kak GBI MpenTeva INECTOro ymapa
u3 "®openn pa3buBaer nen”, 6annanel 0 BEPHYBINEMCS MEPTBOM MOPSKE,
KOTOpas BO MHOT'OM IHATAETCS JIMTEPATYPHOM MmamsTsio nosra o Kompumxke,
TedHUCOHe U onATsL Xe "Jleryuem romnanane” Barnepa.l4 B "Cymepkax" Ha
MEPBLI# B3rJsA BO3HUKAET HEOXXUIAaHHBIA 06pa3 "keabTH4eckol SJpocna-
BHBI"15 - xeHa Mopsika yrnomo6isetcs u SpocnasHe, ¥ M301b1e (KensTCKas
Wsomna - o6pas caMelit JpeBHMIT) - 06pa3, MOKa3aBIIMICA, CKAXKEM, pelNaK-
Topam Cob6paHus CTMXOTBODEHMIH HEMOHSATHBIM, TaK Kak, IO UX CJIOBaM,
"VI30Mmb10a HM C KAKKX CKAI He ruiakana."16 Dro ne BrioinHe Tak: Bo hparmenre
U3 Ky3MMHCKOro nmkia "Tpucran", JOmEnIIero 10 Hac He MOJHOCTHIO, MbI
YUTaeM:

U BoT mpopociu [0 Abaa
1 00paTUBINKCE B JIET,
HackambHas M3omsaa
roproue cneast aer.17

Barneposckas onepa "Tpucrad u Usonsna" pumenace Kysmuny rpanmm-
03HO# MeTachopoit CTpacTH ¥ MO6BH, ONIEPOI O HEYTONMMOCTH CTpacTH 16o
"CTpPacTb MMEET MHTEJUIEKTYalNbHYIO Ipupony 18, kak on rmcan B "JIHeBHMKE"
1934 r. u o HenpexoxsiuecTH JIIOGOBHOIO TOMJIEHUS M TOCKM IO ITOJHOTE
o6naganusi, TOJHOTE BPOTHMYECKOro U No6oBHOro nepexxusBanus. "Toibko
B "cMmepTy m106BH" - monHOTA - pleroma - OTkyna =ro 3Hau der alte W.? Uuran
raocTukoB? IIpo »T0 HUKTO He nucan."!d

Barneposckuit "Tpucran” orkpemBaer 1b1if, ssHBapckuit ynap "®opemm pas-
6uBaeT yen’', CaMOro 3pejoro rmpousseneHus rnosgHero KyamuHa u enes-
pa pycckoii mos3ny XX Beka. "Crosinu xonoma, 1 men Tpucran".

W B mBeHaguaTH DIM304aX IIOBMBI I10-CBOEMY IIPEJIOMIISIETCS BarHEPOB-
ckas koHuernuusa Liebestod, koTopas o6pacTaeT 1o Xxony HEHCTBUS CMEKHBI-
MY KyJbTYPHBIMM aCCOLIMALMSIMHY, UbS aMILIMTYAa IIKMPOKa - oT IInoTuHa M
CHOCTHMKOB 10 HEMEIIKMX POMaHTHKOB 1 ['amana,20

"dopens pa3buBacT yex" HACKBO3b My3blkanbHas, ¥ A. H. EryHoB Beicka-
3bIBaJ JA>KE IPENIONIOKEHHE, YTO CTPYKTYpa MO3MBI Kak Obl MOJICKa3aHa U
CMONeNMpoBaHa 1o o6pa3iy 3HaMEeHUTOro my6GeproBckoro kBuHTeTa "®0-
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pem". Illy6eproBcknit pomaHc Die Forelle 3ByunT B METpHKE BTOPOro BCTYII-
JIEHHS, ¥ B IBUOKEHHMHM yIapOB MTOBMBI €CTh TOHKHUE repexons! ot IIly6epra k
Baruepy u 6erxoBenckoit 9o#t cumoHMM BKyIe ¢ muDiepoBckoit "Omoit k
pamoctu" -- o6e IIPUKPOBEHHO 3ByuaT B 120M ymape, rae Tpuymdupyer
6narasi, MOYTH CIMPUTYyalbHas MOG0Bb, Ta CaMasi, KOTOPas TaK BOCXHMILAA
Bioka B KysMMHCKUX Iukinax "Boxcareit" u "Cmunsnsie romy6xu".2! Ot
TSAXKEJION, HEYTOJNIEHHOM BarHEPOBCKOM cTpacTu MeTramopcossl mo6BU B
12tu ymapax "®openn" IBUXYTCS B CTOPOHY IIOJHOI'O CIIMPUTYaJIbHOIO
Tpuymdpa.

B "IlepBoM BCTyIuIeHHMH" 3aKIIOUEHBI TEMBI ¥ cMbIca "®opemn”. Ilefizax ,
3UMHSISI 3aDUCOBKA, HaBEsIHHAS 11yGEPTOBCKUM DOMaHCOM M €r0 BOKAJIBHBIM
UHKIoM "3uMHUHA nyTh" - (pOpeNs, KOTOPOil HAHOENIO BUIETh CKBO3b TOJIILY
JIbIA aKBAMapMHOBOE CONHIE (HE HOPMalbHOE KPACHOE MM OPAHXXEBOE) U
JIVIIb TEHU PEIOIIMX ITTHLL, POpeh, HEUCTOBO ITPOGHBAIOLIANAC CKBO3b JIIOT-
HEBLIM 3BOHOM 3BEHSLIMM JIEH, ¥ KPECThSHMH, CTOAIIMIA Hal HEI - 3TO
KapTMHKA CPOOHY CPENHEBEKOBOM ayneropyMu. Brioise BO3MOXHO, BTa Kap-
TMHKA - OJHA U3 TeX, U3 KOTOpbIX AN KysMuHa craraucs ero JMYHbIA orbis
pictus - MMp B KapTUHKaXx, ¥ Bcs KHUra "®opens" - 3T0 cpe3 Ky3MHUHCKOIO
orbis pictus. (Cp. B "HosoMm I"yne" - "4 Bce rusixy, u orbis pictus Haxoxy").

Bonpekn kokeTimBoMy 3asiBnenuio Kyamuna B 8om ynape -

Bellb, HAOGHO MPU3HATECS, 66110 6 riIyro
YIIPSAMO YTBEPXKaTh, YTO 32 CIIOBAMHU
CKPBIBAETCS KAKOM-TO BBICIIMA CMBICIL.

3puMble 00passl feif3arca MOJHLI ABTOPCKOro wmugpa ¥ ¢ My3BIKaNBHON
HEePaCUJIEHEHHOCTHIO BBOIAT OCHOBHYIO cHUrHatypy "®openu" - meracopy
mo68y, ynono6ieHHOU npoBOpHOM phibe, ynapoM xBocra ("d4eM Kpyue
C3XHMMaeIbCsl, 3ByK pe3ue”) nmpobusalolnas Jel, HHaue roBops, TpUyMupy-
omas B o6iuube HOBOH mo6BHM ("Bo3Bpar ApyxO6e1"). DToT MeTadhopuue-
CKUl psx MOXET yuTaThcs U 6onee 06061eHHO: hopens-mo60BbL, COBMEIIA-
jomas B cebe ee MeraMopdo3bl, "TaMHCTBEHHbIM OOMEH" oyll1aMu, M ee rpe-
o6GpadxKeHue -- MPOPHIB U3-MOK TOJIIM JbIA, U3 KOCHOM 060JIOYKM B MUD C
€ro COJIHLIEM M SMUMHMM, SOIpPAIIMM BO3LYXOM, B MUP PEUTbHBIA, HUUEM HE
OIOCpeACTBOBaHHBINA. "Bropoe BecTyreHue" 60jiee OTKPOBEHHO IMOIXBAThI-
BaeT TEMY IIYGEPTOBCKOI'O POMaHCa: TPEXCTOMHbIE, Pa3pelIaOIINecs Mepu-
XusaMu sMG6bI, 3ByYaT NMOATEKCTOBKON K My3wmike Illy6epra (namoiite u
rpoBepbTe!) ¥ BBOOAT HOBYIO TEMY -- TeMY "HEIpPOIIEHHBIX rocreit”, npu-
LIEJIINX Ha YaelWUTHE K I03TY (SHAMEHUTHIE Ky3MUHCKuE "chbaiiBOKIOKH"
IBaIUATHIX-TPUALUATHIX rOOOB)22, TeMy "MeEpPTBBIX Apy3ei”, "MEPTBBIX mio-
GOBHMKOB", CMBIKAIOIIUXCS C TEMO ITaMSATH.
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Cpenu Hux Huxonait CanyHoB ("XyZOXHMK yTOHYBIIMit"), Bcesonon
Kusses ("rycapckmii Mmanburk") ¥ ¥0puit Opkys ("mucrep Hopuau", ero no-
MalllHAs KIJIMYKa), [TOCIENHss MOoGOoBs, €lle He CTABIIAas BOCITOMHHAHUEM.
Crporo rosopsi, 3HaHME STUX UMEH MANIO YTO JAET MJIS MOHMMAHUA CMBICIA
M ITO3TUYECKMX OTKPLITHI B "Popenn”. OHM MHTEPECHBI ¥ BaXKHbI JMIIb KaK
3BEHRS NaMATH, Bexu B 6uorpacuueckoM Marepuaie, 06pocuieM KyJIbTyp-
HBIMM aCCOLIMALIMSIMU U repepaboTaHHOM B Mud.

"ITamMATE-3KOHOMKA" BO3ZHMKACET JMIIL [TIOTOMY, UTO U3 €€ KJIaIOBOM Uep-
MMalOTCs 3aMachl, FOMALIMECH AN MMOITUUYECKON BO3OHKH, KOTOpAas yXe Ha
rorneyeHuy BooGpaxxeHus. U oHo, kak boy, kak Manbuuk Ha moGeryumkax,
MOCIIyIOHO JIUIIBL Bosie nosrta. M 910 KOKeT/ImMBOE "HY" M INyTIMBas yrposa
"He TMpOomylly BaM XapoM NpPOAENKM s Takoi" B 0OpallleHMM K IaMSATH U
danTaszum Kak 6Bl BBHIIEOIIMM M3 IIOBMHOBEHMA [I0DTY, ayKAaIOTCS CO
crpokamu "3akmovyeHus’ -

U Tak BCe nepenyTanock, 4To A
M caM He pall, YTO BCE BTO 3aTeAI,

CJIOBHO II0BTHMYECKasl peaJlbHOCTh B "®openu" TBOPUTCA HE3ABUCHUMO OT
Kysamuna no useii-To BrICIIEH BOTIE.

B "Ilepsom ymape" Illy6epr cMbikaercs ¢ Barnepom - ymap OTKpheIBaeT
MEpPBYIO CTPaHMIY KaleHIaps, PaHUIIAMHM KOTOPOro CTSHYTa BCS MHOIO-
CIIOffHAs CTPYKTYPpa IMOBMBL "Bellb s XOTeJ ABEHANUATh MECALEB U306 pasuTh,
/¥ Ka>KIOMY TIpMAYMaTh Ha3HauyeHbe/ CPEIM B3aHATHI JIEMKHUX M BIIOGIEH-
HBIX", KaK C pacroylaralollliM K JOBEPHUTEILHOCTH MPOCTONYLIMEM OGBACH-
eT cBolo 3amavy Kysmun B "3akmouennn”.

"TlepBbIt ynap" sSIHBApCKWIA - MEPBbIi MECAL r0Ja, B TEUEHHE KOTOPOro
PasBHBAETCA JpaMa HEOOBIYHOrO JIIOOOBHOIO TPEYroJIbHUKA (HEOOBLIYHOIO
BO BCAKOM Cily4ae IJIsl pycckoit cioBecHocTH) - OH, OH, OHa, B KOTOpOit no-
CTAaTOYHO YETKO ITPOCMATPUBAIOTCS DKCITOZULIMS, 3aBA3KA, KYJIbMUHALIUA Y
pasBsI3Ka.

JI1060mbITHO, YTO ®MODHUOHAJIBHO 1bIf yOap BOCXOOMT K CLIEHE U3 Ky3-
MHHCKUX "KpBIbeB”, €ro HeyIaBIIErocs ¥ CKaHIaNbHOro (hurocodckoro
poOMaHa o 1paBe YeloBeKa Ha CBOM IyXOBHBIA M CEKCYANBHbIA MyTh, O IPaBe
IyIIX HA CaMOYCOBEPIIEHCTBOBAHME -- TaM Irepoil Bansa Cmypos, B U3BeECT-
HOM cMbIce alter ego 1oHoro KysmuHna u I'eoprus UnuepuHa, 3aXxBaueHHbIH
BarHepOBCKOM MY3bIKoi "TpucTana", mepexKMBaEeT elle OCTPee OT Hee IpamMy
CBOEro CEeKCyaJlbHOI'O CaMoolpeneneHus. Bokpyr Hero nmy6imka cKydaer,
IaMBI CUIAT MOYTH CITMHOM K ClLIeHe, KaBalepsl C 6yTOHbepKaMH, "CKYUHBIE U
KOPPEKTHBIE", COBEPIIAIOT BU3MUTHI U3 JIOXKH B JIOXKY -- BaHs >ke "He cibIlIan
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IIOITOTa ¥ LIyMa BOKPYT, BECh IMOrJIOLIEHHBIA MbICIbI0 06 M30mbIOe, KOTO-
PO Uy IUIUCh POXKKM OXOTHI B LIEJIECTE JIMCTHEB.

-- Bor anodeos mo6su! bBes Houn u cMepTH 3T0 Gblna 6 BenMyaias
MECHb CTPACTH, ¥ CAMM OYEPTAHMUSA MENOMUM U BCEH CLIEHBI KAK PUTYAIbHBI,
Kax momo6usl rumHaM! "HamenTeBaeT Yro OpcuHHy, alter ego y>ke 3penoro
Kyamunua, Bane, no6menHeBmmemMy ot BonHeHHs. U TOT clienoM 3aMeqaer:
"Bens BOT MAeanbHOe M306paskeHme, amodeos crpacTu...” TaMm ke SCKU3HO
BOBHMKAET Y MIPOTOTHMN "KPacaBMIIbI, KaK MMOJOTHO Bproymopa” -- ">KeHIMMHa
- Beponuka Uu6o - c ApKO-YEpHBIMM BONHUCTBIMM BOJIOCAMH, CTOSAYUMH
6enecoBaThIMM, OTPOMHBIMHM I'Ia3aMHM Ha GJie THOM, He HADYMSIHEHHOM JIHLIE,
C TYCTO KpacHbIM GOJBIIMM PTOM, B SPKO-XXEITOM, BBIIIMTOM 30JO0TOM
IaThe, 3aMEeTHasl, MIPETEHIIMO3HAS U C TIOXGOPOIKOM BYJIbTapHBIM M PEIIH-
TedbHBIM 00 6e3ymus." OHa yBOOWT OT ApPYroi >XKEHIUMHEI GeloKyporo
XYIOXXHHKA, X UX OTHE3X BOCIIPUHUMACTCA MPOTArOHUCTAMHU KaK INIpeaaBe-
pue ero rubenu.

Tema "HenpOLIEHHBIX rocTeil” Morpyaercs B arMocepy "CMepTeLHOM
mo6BU", BCEMOrIOmAanIIei, HUUEM HE YTOJMMOM, BCKUIMAOIIE U B3IObI-
Marmwlleics, Kak Mope, CTPacTH, HE 3HAIOLIEH IepesioMa, KaK 3TO 3BYUUT B
BarHepoBCKOIi yBepTiope. B 3ToM cMeicne - "paHeHoe Mope" - MOUTH 3puMast
MeTtadopa 3TOro 6ECKOHEYHOr 0 U MYYUTENLHOI'O TOMIEHUS. "3eNeHsblit Kpak
32 MapoM roixyObmM" BBICISIIUT KaK BarHEPOBCKAsA PEMUHECIIEHLIMS TOXE --
sT0o KopHyoin, kyna rusByT Tpuctan ¢ M3onbsmoit, BoTuMHa Kopois Mapka,
rxe, no ciosaM bpenrensl, "Blaue Streifen steigen im Osten auf, Kornwals
griinen Fluren (Tristan, Act I, Scene I) nmm, xak moer cam Tpucrax, "wo dort die
griinen Fluren / dem Blick noch blau sich firben (Act I, Scene I).

"3eneHbrl Kpait" - MECTO, I'lie 3AKUIIAT POKOBBIE CTPAaCTU MEXIy JIIOGO0B-
HMKaMHM, KOpPoJieM MapkoM ¥ ero BEPOJOMHBIM HBOPOM, A€ HEOZOIUMAS
mo60Bbe 6yneT 6GMTLCS 32 CBOM ITpaBa C 3alpeTaMM YCJIIOBHOCTEN M BTHKETA.
D710 cTpaHa cTpacTeil, ry6AIIMX YeJOBEYECKYIO AYLIY, ONEPXKHMYIO JIIO-
60Bb10, U3 KOTOPOI1 BLIXOI OIOUH - B CMEPTh.

ITosiBneHne KpacaBHIEBI B JIOXKE MOAXBAThIBAET TeMy crpacTd. Iloprper
SKEHIIMHEI, HATIOMUHAIOLIEH! GPIONIOBCKUX JaM U €€ XapaKTepMCTHKa C YIo-
POM Ha KPOBaBhIE KUHEMAaTOrpachuueckye IpamMsl ('3a HUX CBEPLIAIOT KPasK,
MIPECTYTUIEHBS...") - BTO MMOPTPET XXEHCKON pa3pylIUTEILHOM KPacoThl, Kpaco-
Tl Hactacsu OununnosHsl, la beaute du Diable. CoBpemennnku KyamunHa
y3HaBaJlM B 9TOH KpacaBHLE, KyTaloIIe CBOM GaCHOCIOBHBIE IJIEYX B ANIYIO
mwanb (IBET KPOBM U CTpacTy) AHHY PanioBy, BTOpOCTENeHHYIO MosTeccy,
TaNaHTIMBYIO U Ge3yMHyI0 nepesoquuity Illekcnupa, GIU3KYIO NPUATENLHU-
ny Kysmuna, kotopoit u nocesimena "®opens pazbupaer nen." BoaMoxxHo,
€€ HECKOJIbKO I[BIMaHCKAas, C OTTEHKOM BYJIbI'APHOCTH KPacoTa Y 3areyarieHa
B BTOM [IOPTPETE -- BO BCAKOM ciydae HU ¢ Omroit ['ne6oBoit-CynefikuHoi,
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Hu TeM Gonee ¢ Ombroit Ap6enuHoit, cepachuueckmu Konom6uHoit u Icn-
Xeel IeCATHIX-IBANIATHIX MOJOB, OHA HUKAK He Bsxercs.23 Kak 65 TO HU
651110, 3TO mEKCIMpOBCKas woman colored ill u3 144ro conera, To Kpacora
paspywmrenbHas mis nyud. OHa elle He COIEpHULIA [03Ta, OHA JIMUIbL YI'po-
3a CTPACTH, KOTOPas MOXKET B NIOGYI0 MUHYTY BTOPIHYTECS B €0 3KU3Hb.
TIpencrasnenne "Tpucrana" ynono6iseTcss CIMPUTMYECKOMY CEaHCY I'e
MYSbIKa, TOYHO METUYM, BbIIBIBAET B IIAMSATH I103Ta YMEPIUYIO JIOGOBS -- OHA
elle He KOHKPETU3MPOBaHa - ¥ My3bIKa BarHepa, KOTOpOi# yIpaBisieT Iupu-
xep "3a6UThI uex",24 OKpy>KaeT 1osTa JeneHsmeit armocepoit cMepTH.

B mmpokoe oKHO HMICSA CBOGOTHO
roxy60BaThIi JEICHLIVIA CBET,
JIyHa Kak OyZITO C ceBepa CBETHIIA:
Hcnanmusa, I'pennangus u Tynos,
3eJIeHbI Kpaif 3a ITapoM ronyOsIM.

DTH CeBEpHBIE XOJNOIHBIE KPaCKH, CEBEPHbIE OPHMEHTHDHI - McmaHmus,
I"'pennannus, cBasanHsle ¢ "TpucraHoMm" Barnepa u Ty (Mudonoruyeckas
Thule, MecTo Ha 3eMIle, CAMOE YIOaJIEHHOE OT XXHBBIX, [TOYTH PaBHO3HAYHOE
Awny, HapCTBY MEPTBBIX) - BTO HE TOJNBLKO AHBAPCKHIt KOJNOPHT "ymapa“. Dto
¥ aTTpU6yTHI "3€IeHOro Kpas", KOTOPLI B ITOM KOHTEKCTE Y>X€ HEe CTpaHa
MEPTBSIIMX AYIIY CTPACTEN -~ BTO CTPaHa MEPTBEIX, OTKYIa U MPUXOIUT Iep-
BBII IpUILJIEL - [IEPBOE BOCIIOMUHAHME - IEPBHIA BO3NMIOGIEHHBIN TIO3Ta,
"YeIOBEK JIeT HBAaALIATH C 3eNIEHRIMH I'1a3amu”'. Ero nossieHue npenBapsercs
LIECTHIO CTPOYKAMH, OIMCHIBAIOIIUMM CEPHIO CMATEHHBIX YYBCTB B Oylie
N05Ta, BHI3BAHHBIX My3bIKoit "Tpucrana".2> DTo He MPOCTO MCUXONOrHUEC-
Kas JOCTOBEPDHas KapTMHAa IOMOCEKCYallbHbIX UYBCTB IODTa, WUIM BEpHEE
repos lro ymapa, ero tocka no mo68u ("oxunmaHee" M "oTBpaleHbe') Kak
HeKoe IPOTUBJIIEHHE NYIIM Nepel HEYMOJIMMO HaJBHUIAIOLIUMCS 3aITPETHHIM
BJIEUEHMEM, M "IIOCIEMHMIA CTHIN", KO a PHIBKOM IyIIM M BOJNHM OoTOpachIBa-

~I0TCSl BCE 3AMPETHI M HACTymaeT "noiHoe 6maxxeHcTBO". B 310 ommcanme
propraercs o6pas copemu, Gpromeit XxBocToM 0 Jien (Meracdhopa mywuu, pBy-
Ieiics M3 TENECHOT O IIJIEHA K eIMHEHMIO C TPYroM IOJIOBMHKOM); 6oiee To-
ro, CMATEHHE YYBCTB I103Ta Yrnoxo6ieHo "JerkoMy cTyky", ¢ Kotopsm ¢o-
Pelb MpobUBaeTCs CKBO3b TONIIY Jbaa. [IepBhIit ynap peIGhl BRISLIBACT MOSIB-
JIEHME MEPBOrO JMPUUYECKOrO repos B MOBME -- "M3 aBaHJOXM BBIIIEI
YyeoBeK / IeT ABaAIaTH C 3eJIEHBIMH IJIa3aMu..." BTo emne HesHakomell ("Me
Hsl OH IpUHAN 6YITO 32 OpYroro'), KOTOpsIA CPa3y BOBJIEKAETCSA B CIOXKET-
HO€ IBMDKEHHE POMaHa B CTHXax.

Ckopee BCero pealbHbIM I[POTOTHMIIOM IBAMUATHUIETHErO MOJIOLOIO
YyeJIoBeKa 37ech BrICTyaeT BeeBonon KHs3eB (Cyns 1o THEBHUKOBLIM 3aIIy-
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cam Kyamuna, oHu BcTpeTunuch B Pure, B Teatpe, B 1910 r, ¥ peMuHecHeH-
LKeil 5TOi BCTPEUM OCTAIOCh CTUXOTBOPeHME "MBI CHIENHU PSIOM B JOXKe", B
KOTOPOM 3arieyaTieHa Ta e atMocchepa "0>xuIaHes" ¥ NpeIBKyLIEHUs TO-
ro, 4to BCTpC‘{CHHLIﬁ UM B TE€aTpe MOHOHOﬁ rOCIIOAMH OTBETHUT €MY HaA
YyBCTBA - "HU Tpolla S HE UMEIO - BAPYT aIThH..."26). Ho 3Hanue Toro, uro
37ech CKpbBaeTcsi KHA3€eB, He CYIECTBEHHO: €r0 PeasibHbIE IPUMETHI U3Me-
HeHbI (KaK HY MeJAHTUYHO DTO 3BYYMT, HO npH BeTpeue ¢ KysaMuHbM emy
6pu10 17-18 ¥ rmasa y Hero cepole, He pa3 BCIUIBIBAIOLIME B "KHA3EBCKUX"
nuknax u3 "I'muHsaHeIX rony6ok” u "Boxxaroro"). CyIinecTBEeHHO TO, UTO Y
Hero "3eNeHbIe ri1a3a” - OH MPHIIENEL U3 "3eJNEHOro Kpas", CTpaHbl, 4peBa-
TOi B3pLIBaMH cTpacTeil, crpans! Tpucrana u 301w b1, cTpaHs MepTBBIX. Tax
CTPacTh ¥ CMEPTH NO-BarHEPOBCKM MOABOIMTCA Ky3aMHHBEIM IOX OMMH 3HA-
MEHATe b, o

IToce "®openu" Tema TpucTtaHa CHOBa 3PEET B MTODTUUECKOM CO3HAHMH
Kysmuna. Tomy cBumeTenbcTBO - nuka "Tpucrtan", nmucasmuiics criopagu-
yecky ¢ cepennusl 20x 1 B Havane 30x romos, coxpaHuics ¢hparMeHTapHO
(TIp¥MepHO MOJOBMHA BCEro LIMKIA), M HEKOTOPLIE CTUXOTBOpeHus (Bomx-
BoBaHue, Cymepky, Hackansnas Msombna, "W 6osbiue HeT 6enbl, 1 HeT bpen-
reusr"), no ceunetensctBy B.H. IleTpoBa, 6b11M YaCTUYHO HABESHBI BIIEYAT-
JIEHUAMH OT sAcpeTrueckoro c6opurka "Tpucran 1 Msomna" non pemaxuuei
O.M. ®peitpenbepr n L. Ppanka-Kameneuxoro.2” Ckopee BCero, MOTUBBI
BarHepoBckoro "TpucraHa" M ereHmsl 0 HeM BOOOIIE CPAIMBAINCE 11O U3-
mobneHHoMy Ky3sMHHBIM METORY "KOCBIX COOTBETCTBMIA", KAK OH BBIPA3UIICS
B "IlapaGonax"”, MHLIMHM CIIOBAMHM, YEPE3 ACCOLIMATUBHOE COIIPS>XKEHHUE Iaje-
KMX IOHATUI M MPEIMETOB C €ro KYJbTYDHBIMM aHANOTUSIMH (KENbTCKUMU
BapHaHTaMM JIEM€HObl UIM NPYTUMHU ee BapuaHTamu). Tak, mymaercs, BO3-
HHUKJIO BO MHOI'OM I'€pMETHYECKOE, COTNPOTUBIISAIONIEECS TOIKOBAHUIO CTH-
xorBopenue "Onenp Wsonbnbl”, ony6irkoBaHHoe Ky3MHUHBIM B OTHOM U3
ampManaxoB 1926r.

ITockOIJBKY CTUXOTBOPEHHE M3BECTHO OUEHb HEGONBIIOMY KPYyry "Ky3MH-
HHMCTOB", 51 €ro TPHUBOXY 3IECh LIETUKOM, YTOOBI MOM COOBpa>keH!s He ITo-
BHUCJI B BO3OYXE.

OJIEHb U30JIbJbI

OneHb KOMENLCKUM, COTHUK 61aro4yecTHbIA,
yiycaM JIEHb Ka3aTh JIENSIHBIA por,

HO CBET 3€JICHOBATHIN 30Pb MOJHOYHBIX

B CBOMX 3pauKax ThI ¥ Tenepb coeper.
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Crosa "mo60Bb 1 uecTs". OHU - CMepTeNbHBI!
JKuBoe cepaiie KpoBBIO UCTEKIIO. .

A JecoBBIE KPYTJIBIE TPOCTOPSI,

a 3UMHee, JOMallHee TeruIo!

Bamomuncs o mamiHoBo# pybaiuke,
a 30pM PBYT MaJIMHOBLIA MOpPO3...
¥YMemm nacts nojpy6ienHbe 6partss,
M ThHI TAKOM >K€ POIMIICS M PocC.

A cuHMi1 co60IL, OrHEHHAA ITTULIA

y TIEUEHM M BBETCSI, ¥ 30BET:

"CMoTpH, cMOTpH, TpucTaH 3eneHornassi,
kakoe 3eme ppay M3omna meer!”

O, sror ronoc! JleBouka ¢ ucryry
3areJia B HEIOCTPOEHHOM IOMY.
Iloer, MpopoOYMT, BOPOJKUT U TIIAYET,
M T'OJIOC HEMIOHATEH HUKOMY.

IIpUAOyT XUIBLLL, OHA 3a6yIeT CTpaxu,
KaKk MMAHUHHWILA HOﬁlICT HpMJIC‘-[l:,
CepIL K€ ITOMHSIT, YTO B YaChI HOUHbBIE
OHM CTYYaJIii B FOPSUMit MeU.

(Cob. ctux., 111, 505)

3mecy BarHepoBckuit TpucraH, npumnen U3 "3eI€HON CTPaHbI" MEPTBHIX
CpallleH ¢ MOJIOZbIM PacKOJLHMKOM M "6JarouecTMBbIM COTHHKOM" EBcra-
duem ITnaxunoit, sxurue xotoporo KysMmuH xopouo 3Han (ero o3HaHUs B
SKHTHITHOHM JIMTEpaType GbLIM MOUCTHHE OrpoMHbI). COriacHO XXHUTHIO, COT-
vk EBcrachmit Ilnakuma yBugen B jecy 6e3pororo (KOMOJOro MIIM KOMEIb-
CKOI'0, €CJIM CIIEIOBaTh CEBEPHOMY BApMAHTY CJIOBA) ONEHs, Y KOTOPOro
BMECTO poros ropen kpect.2® JXutue Ky3MuH uMTan B €ro ceBepHOi BEPCHH,
9YTO, BOBMO>KHO, AKTUBMU3MPOBAJIO €0 BOCIIOMHUHAHMUSA O CTPAHCTBUAX IIO
CEBEPHBIM PACKOJNBHHUUBMM MeCTamZ? ¥ BBIBEIO HA JAOPOTY 3E€JNEHOIIIA30r0
Tpucrana. B cruxorBopenun Tpuctan u V3onbaa BLICTYNAIOT B PaCKONBHU-
ybeM OOJIMUbE: OH - "'C 3EJICHOBATHIM CBETOM 30pb IOJNHOYHLIX" B I'JIa3ax Bbl-
poc cpenu "moapy6ineHHbIx 6paTheB" (HaMeK Ha IIPECIIeTOBAaHUA PaCKOJIbHM-
KOB ¥ cTapoBepoB). MHTepeceH 3aeck o6pa3 cobons, "OrHeHHOH NTHULBL",
CHMBOJIA CTPACTH, U3BECTHLIM I10 PAMY CEBEPHBIX CKa3aHMii U nerenn,30
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Muorue o6pa3sl CTUXOTBODEHHMs] HAIIOMHMHAIOT KPUIITOMpaMMY, Kak,
BIIPOYEM, BOOGIIE CTANO XapaKTepHO Ans Ky3MuHa mBamUaThIX-TPUALIATHIX
rofioB, IepHUoja "repMeTHsMa’: ckaxkeM, (hHMHaJI CTUXOTBOPEHUS (HETIOHAT-
HO, KTO 3Ta IEBOYKA B HEJNOCTPOEHHOM IoMy, Ilcuxes?). MHTEepecHO 3mech
ynoTrpebieHe BIUTETa "MATMHOBBIA": "BSMOIMICS O MaJIMHOBOH py6ainke”
(peub UOET, MO-BUIUMOMY, O PaCKOJIEHMYBEM KOCTPE) M 30pH, pPBylIME "Ma-
JIMHOBBIA MOpPO3", KOTOPHIE MOKHO BOCHPHHMMATh KaK MpUMeEp "MaHIelNhb-
LUTAMOBCKO# MeTachopsl” - MOPO3 MAJNIMHOBBLIN, TaK KaK OT HEro pIeT,
OeJaloTCs MAJIMHOBBIMHU IIIEKH (XapakTepHbIA Mt MaHIensluTama repeHoc
IPU3HaKa Ha IPEIMET, C KOTOPHIM TOT CBsI3aH IIO aCCOLIMATHBHON Kaca-
TENBHOI - TUNA "BOJOCSAHAS MYy3bIKa BOABI" - My3bIKa TMXasl, TOHKas, KaK BO-
JIOC, CTANO GLITh BOJIOCAHASA).

B nukie "Tpuctan"”, KOTOpbIA TpeOyeT MyGIMKalMY ¥ MOTPOGHOr0 KOM-
MeHTapus B 6ymylneM, OTpasmioch rnocienyee sHaHue KysmuHa o nyanusme
CTPAacTH M JIOGBM, KOTOPHIA BCIO >XM3Hb MHTEPECOBAJ I109TA; U MBICIM O
HEBO3MOXHOCTHA JOCTHYb ITOJHOTHI B CTPAacCTH M JNIOGBU IOJKPEILISAINChH
ropeyblo rnociegHux ysieueHuit nosra (Jles Pakos, repoit "Hosoro I'ynsa",
u Buxrop IMaucunos3l). B stom ceere ¢hurypsr Barneposckoro Tpucrana u
BArHEPOBCKUX TI0O00BHUKOB INpuobperany s KysmuHa oco6yio ITPOH3M-
TEILHOCTh ¥ OOPEYEHHOCTh, (PUryphI, MEUEHbIE POKOM CO BCEMH OTTEHKAMM B
CIIEKTPE TEMBI - OT TOCKM ¥ BEYHOI'O TOMIICHUS 110 NIOGBU IO NECCHMUCTH-
YECKOI'0 OLIYINEHUS €€ HEBO3MOXXHOCTH M PEalbHOCTH MOTEPh U CMEPTH.
DTUMM YyBCTBaMH ITPOHM3AHO MOCIEIHEE CTUXOTBOpeHue B mukie "Tpu-
cTaH", 3aKpHIBAIOLIEE TEMY M HAMMUCAHHOE LIECTUIECATHIIETHUM ITOSTOM,
CMOTPSIIMM B riasa cMepTd. CTUXOTBOPEHHE Ty 6IMKYETCs BIIEPBBIE.

B Havane 65110 Tak - 1 MY3bIKa, M CIIOBO,
¥ ThI, ¥ 5 - OOWH KPbLIATbIA Yac,

M BCE B 3€JIEHOM CBETE CHOBA,

¥ HAaYMHAJIOCh MY3BIKOJ 114 Hac.
Mir erkoren, mir verloren,

"Euridice", yxHyJI BOpOH,

T, IPY>KOK, He 06eccyb...
Bunouepnuit 'ommicTaHa,

yr0 >xe Menms? Kinrys Tpucrana.
Ham nopa. CkiioHKCh Ha rpy Iib.
Konu npaesr Hac k Banrane,

ThI YCTAaJI, ¥ MBI YCTAIIH,

roxy6bee JIbHA ¥ CTAI

jla3 KOCHT JICHUB Y BSUL

A c KOHsIMHM HeTy ciany...
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Xouelns receHKy B Harpany?
Winterreise...[leHHbLA BaL.
(uroHb 1934r.)

CTUXOTBOpPEHHE TOJIKYET O MOCJIERHEH nmoe3jxke rnosta B Bamramry, u3
Yero clexyeT, YTO OH caM M ero aBa ciyTHuka (TpucraH u mpyroii, cBoero
pona BOCTOUHEIM [anHuMen, uMmeHyeMuiil "BunHOuepnuem [onwcrana'32)
MEPTBBI, U60 TONBKO MEPTBLIM '€POSIM OTKPLIBAIOTCH, 110 MUMY, IBOPLIOBLIE
Bopora Banrannsr. C gpyroit croponsl, Banramna - mopyka 6eccMeprus Bcex
TPOMX CpeIy HeGOXKUTEIEH.

B cTtuxoTBOpeHMM, KaK B (poKyce, COIIJIMCh MHOI'ME CKBO3HbIE 0Gpa3bl
KysMuHCKOM mmpuku: M3onbma, o6o3HaueHHas MpPAMON LIMTAaTOH U3 ec
MoOHoJIora B 10M aKTe BarHepoBCKO# onepsl - "MHOI0 M36paHHbIHA, MHOIO
yTpadyeHHbIA", DBpuauKa U3 BeyHo mobumoit Kyamunemm omnepst "Opdeit”
I'mioka (ramenrauu Opdest, apus J 'ai perdu mon Euridice) 1 Bopon D arapa
Ilo, BOBHMKINMIA 1TO0 ACCOLMATHBHOM GIMU30CTH KaK CMMBOJ HEOOpaTHMMOCTH
YTPaTBI, ¥ CBETIOOKMIA CITYTHHK, YK€ He BOXKIb victor, dux 1 He "paloCTHbIHA
CIIYyTHHMK', a y>XK€ CMOTPAIIMIA I'JIa3aMH, TPOHYTHIMH CMEPTENLHOI mpemoit. Y,
HaKOHell, B IMOCJIeIHel cTpouke - nmocnenHuit or3yk Illy6epra (yxe He
nuKylowei "®openn”, a ero 3UMHEro, MOYTH CKOPGHOr o ImyTH, LMKia Win-
terreise) ¥ B3OBIMAIOIIVXCS BAJIOB ''PaHEHOI0 MOPs” BarHEPOBCKOH YBEPTIO-
psI k "Tpucrany”, B kotopoit KysmuHy Bunenace spuaiimas meracgopa Beu-
HOM HEYTOJICHHOCTH CTPacTH M He0GOPUMOCTH CyIbOBIL.

IIpumeuanus

1 B.H. Ilerpos. "KamuocTpo. BocioMuHaHnus ¥ pasMmblulIeHus o M.A.
Kyamune", HoBsuit xypHai, kH. 163, 1986, 98-99.

2 W3 zanmucu Gecensl ¢ Onbroit HukonaeBno#t Ap6ennHoit-I'nnsnebpannr
(1897-1980), 14 arp. 1968 B JIenuHrpane.

3 M3 zarmucu pasrosopa ¢ B. H. IlerpoBeM, 15 Hos6ps 1970 r. B JleHun-
rpaze.

4 W3 zarmucu Gecenst ¢ UBaHom AnekceeBrnueMm JIuxauesnim (1901-1971),
mait, 1965 r. B JlennHrpage.

5 M.A. Kysmun, JJHeBHUK, 19 okTa6psa 1909 (MamMHOI'HdCI:) Apxus A.M.
ITagpuna.

6 Tam xe - 6ynymemy uccienosareio Kyamuna 6bu10 651 MHTEPECHO CPaB-
HHTh NosTHYecKyo aukuuio B "IInamenn ®enper” ¥ naTeTHUYECKUi CTHIIb
MoHonoroB bpyurumeas: B "3urdpune” n "I'n6enn 6oros."

42



19

21

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

Ilerporpanckue Begepa, ku. 3, 1914, c. 216.

BarnepoBCKui#l 1IYT - 1IyTOB, KaK M3BECTHO, y BarHepa B oTimMuue, cka-
xeM, or Hlexcrmpa, Het. KysmuH ymorpe6iusierT ciroBo "myT" B Xapakrep-
HOM [1JIsl HEI'O CEMAaHTMYECKOM IPEJIOMIICHMH - "NPOBHUAEL" - CM. 06 3TOM
ero crareio "Tparemuio myra" B 2KH3HH HcKyccTBa, 1921, 21 mas, c. 4.

M.A. KysmuH. "Pasgymbs 1 HegoyMenus Ilerpa Ormensuuka“, Ilerpo-
rpanckHe Bedepa, kH. 3, CII6, 1914, c. 216.

I'eopruit Anamosuu, "Bectu ¢ dponTa”, brupikeBsie BEAOMOCTH, HOMED
15786- cenrabps 25/okTa6ps 4, 1916.

M.A. Kysmun, IneBHUK, 3armuch 18 Mas 1934 ropna, B yactHoM apxuse O.
H. 'unspe6pannr. JansHeinas cyns6a ero MHe HEU3BECTHA ITOCIIE KOH-
9UHBI BIIAfENbLIA.

2Kuznp uckyccrpa, 1920, oxkrabps, Homep 571-572-573,¢. 1
John Malmstad and Gennady Shmakov, op.cit., p. 151-153.

CM. mpuMeuaHUe pPeNakTOpPOB K CTUXOTBOpeHuio B Muxaun Kyamuy,
Cob6panne cruxorsopenmid, Tom III, 679.

W3 rucema B. Mapkosa ko Mue - 18 siuBapst 1986 roma.

CoxpanuBiuiica hparMeHTapHO UMK "TpUcTaH", OTKyZia B TaybHeHeM
¥ cnenyioT uurarsl, xpaHuics B apxuse O.H. I'mibne6paHaT; BrOCIencT-
BUHM ObLI nepenmaH Ha xpaHeHue A.M. IIlanpuHy, KOTOpPRI M06E3HO man
MHeE CIucaTh TeKCT. BoaMoxxHo, Ky3aMuH 3Hanm GPETOHCKYIO BEPCHIO
nereHnpl, rae M3ombma ¥ ckaya - TOXKIECTBEHHbI; 3TO PEMUHECLIEHIIUE!
ocranock B ctapoM ¢hunsmMe JioBuBhe "BeuHoe Bo3BpameHue", rae Mo-
nepHu3KupoBaHHbIe TpucTad ¥ M30/mb12a NpeBpaliaoTcs B KAMEHHOE Hal-
rpo6Gue.

M. KyamuH, I HeBHUK, 3amuck 26 suBaps 1934 roma. Apxus O.H. I'uib-
Je6paHmT.

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

Ilonpo6hee - cM. I'. IIImaxos. "Biok ¥ Kyamun", bi1oxoBckHF c60pHHK,
I, TapTyckwit rocyapcTBeHHbI yHUBEpcuTeT, Tapry, 1972, 346-347.

ITonpoGHee - B. Ilerpos, "Kanmoctpo”, mvr. cou., 96-97.
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B mo6oBHOM TpeyroipHuke "dopenu” nperoMMIIICh PeabHbIE TPEYrOJb-
HUKU B >xu3HM Ky3smuHa - cHavana BeceBonon Kusazes - Kyamun - O.A.
I'ne6oBa-CyneitkvHa B gecsteie ronsl ¥ 3ateM IOpuit IOpkyn, KysmuH u
Omra ApGenuHa - 'unbne6paHnr.

ITo mpennonoxxenuio Hunpt Bep6epoBoit noy "3a6UThIM uexoM" CKphI-
Baerca Dnyapn Ppanuesnu HanpasHuk (1839-1916), mocpencTBeHHBIA
KOMIIO3UTOD ¥ CTOJNIb K€ MOCPENCTBEHHBIA nupuXep Mapumuckoro
TeaTpac 1863 r.

"Tpuctan" Barnepa 6nmaronaps ocTpoTe MOO60OBHOIO TOMIEHMSA Y OTCYTCT-
BHIO €r0 peanu3alliy MM BepHee, 6aromaps HEIMOJIHOTE €ro peaiu-
3aIMM, CTOJIb MEHHUANbHO BBHIPAXXEHHBIX B MY3bIKE, 00Jaman Bcerja oco-
6011 IpUTAraTeILHOCTBIO IJIsi TOMOCEKCYaJIbHOI'O CO3HAHUS HE TOJBKO
Kys3muna, Ho KaBachu u Jarunera. CMm. 06 atom - Richard Buckle,
Diaghilev, Atheneum, New York, 1979, p. 537.

N3 Heonmy6nMkoBaHHOrO MONHOCTHIO IMkina "Ilpumep BiOGIEHBHIM",
kxotopslit Kuases n Kysmun nucamm smecre. ITocne cmeptu B. KHszepa
€ro POICTBEHHUKH, HE JKEJIaBIIIME OrJIACKM I'OMOCEKCYAJLHBIM OTHOIIIE-
HusaM BceBonona ¢ KysMuHbIM, noMemam mMyGnuKauM LMKIA, ¥ B
TTOCMEPTHOM H3maHHOM cGopHuke ctuxoB KHsizesa (Bcesonon Kusses,
CruxorBopernns, CII6, 1914) BEITpRBUIIM IOMOBPOTHUYECKHE HAMEKHU B
CTMXOTBOpEHMSIX, NocBsimeHHsx Kyamuny TeM e nmyreMm, kakum Camyun
Mapiak nepeBoguII MEKCITUPOBCKUE COHETHL

HBowoponnas cecrpa Bopuca ITacrepnaka Onsra MuxaitnosHa dpeitneH-
6epr (1890-1955), ubn nuceMa k IlacTepHaky OTKpBLIM MMpY €€ IpoMan-
HbIA JMTEPATYPHBIA TaNaHT (KaK CBEPXTAJAHTIMBBIA MCTOPDUMK KYJIBLTDPYhI
oHa OblNa OLIEHEHA JaBHO), 6bINIa CTPACTHON NOYMUTATENbHULIEH MMODIUN
KyamuHa (kak, Bripoyem, u IlacTepHak), eciy CyIUTh MO HAAIIMCH Ha IIpU-
CIIaHHOM MO3TY B nomapok sipeTnueckoM c6opuuke Tpuctan u Hconsnaa.
Ot repounu mo6su ¢eonmansHoii EBponsl o 60rMHM MaTpHapXxanbHOM
Adpespasun. KonnexkrusHsiit Tpyn Cexropa ceMaHTHKM Muga n ¢os-
KJopa, nox pex. akagemuka H.5. Mappa, JI, 1932 (Tpynst MHcTUTYTa A3BI-
xa u meniennss AH CCCP): "Muxauny Anexceesuuy Kysmuny - mocnen-
HeMy U3 Morukad. C Bocxuinenuem Onsra @peitnenbepr” (B co6paHuu
Bceesonona Hukonaesuua Ilerposa).

Buszantuiickuil BapuaHT >xutHs Escracdus IInakumsl NpeBOCXOXHO Mepe-
BeneH C.B. IlonsikoBoii B kuure Busantuiickue nerennsl, JlureparypHole
nmamMsaTHeKY, JI 1971,

CM. B Ilapabonax -

Jvmsartcs cpy6ul, TyHOpE 6€3 mopor,
Io Brira He mOOpPATHCS MONMLIEACKIM,
TToRMONMBHUKH, XIILICTHL ¥ GETryHbI

Y1 B manpHMX MJIABHAX 32>KMBO MOT'MIIBL.
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OrBepikeHHas, MpecBATas paTh
Cso6ogHoro u boxeckoro yxa! (Kysmun, II, c. 319)

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

Bukrop Ilandunos (zaThl >KM3HM HEUIBECTHBI) - coriacHo B. Bepurune -
XyHOXHMK, paborain s Tearpa, Aejad MPUYYIUIMBLIE HEKODALIMM, HATIO-
muHalomue CamBagopa Jam. 2Kun 6e3 macropra, npornan B CEpeIuHe
TPUALATHIX FOXOB ¥, OUEBUIHO, KOHUWI IHHU B ['ynare. KysmuH 6su1 M
OUYEHb YBIICUYCH.

"Bunouepnuit 'onucraHa" - BO3MOXHO, IMOX HUM CKphIBaeTcs Bukrop

IMTandunos, y xkoroporo, mo cioBaMm B. IleTposa, "6bU1 MUHIANTEBUIHbIE,
BOCTOUHbIE I'J1aza’.
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Satho Tchimichldan-Jennergren

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

Nous connaissons la répugnance que Kuzmin a manifestée & 1'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-mé&me abstenu; ou en tout cas qu'il n'a fait que réaffirmer
certaines évidences, comme il le craignait tant lui-mé&me, lorsqu'il déclarait par
exemple:

"BbU10 6BI IPECTYMHBIM JIUIIEMEPHEM U HEIIOHSTHEIM CHOGM3MOM
yManyuBaTh 06 OCHOBHBIX MOJOXEHHUAX XYXOXXECTBEHHON HMAEOINO-
ruM 13 60s3HU, Kak GBI OHM HE OKA3aNUCh OOINEM3BECTHLIMH, TEM
6ouee, uTO, 6€ps 32 TOYKY OTIIPABIIEHUS TOJIOXKEHHUE, BCEMM ITPU3-
HAaHHOE, BBIBOABI MO3KHO CIEJNIaTh NAJIEKO HE s BCEX IIPUEMIIE-
MbIMH. CoJIHEYHasi TEMJOTA - ABJIEHUE NOCTATOYHO MIBECTHOE, HO
[IPUMEHEHHUs M CJIENCTBUS €€ MOTYT OTIMYATHCA HEOXHMIAHHEIM
pasHoobpasuem."l

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 1'ceuvre
poétique entiére est 1'€laboration lente, méthodique et acharnée d'un systeme
artistique ot les théses et les formules ne manquent pas. Simplement, ces
"formules" ne sont pas données a priori: elles sont le résultat de I'expérience de
l'artiste, expérience qui va du niveau de la sensation pure a celle de la révélation
mystique et en tant que telles ces formules échappent & I'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 ol 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 & coté de la question:
"La littérature n'est pas l'art"? dira-t-il. Mais quelle est la question? Laissons
Kuzmin répondre pour nous dire qu'il faut remonter aux origines de la création:

"BripoueM, 3TO 3aBeJio O6bI MEHs OYEHb NAJIEKO, 3aCTABUIIO GbI
FOBOPUTH O Belllax, ceiiyac oueHb HE MOMHBIX, Bpoae GOrocnoBUs 1
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IIPOMCXOXKIEHUsI YEJOBEYECTBA, UTO BOOGINE COBCEM HE BXOIMT B
MOM ImaHsL'"3

Lire I'ceuvre poétique de Kuzmin, c'est aussi reconstituer, pierre par pierre,
I'édifice qu'il a patiemment érigé. Cette lecture, cette reconstitution sont parfois
malaisées 3 cause de la densité des images et de leur imbrication; elle est
néanmoins possible car tout se tient: le "systéme"” Kuzminien est logique et rien
dans son €laboration n'a ét€ laiss€ au hasard:

"HeuyastHHOCTEH HET MPEJIECTHBIX,
K KOTOpbIM HEKOrZia BIEeKIo. "4

Tout tend chez Kuzmin a démontrer que 1'ceuvre artistique s'identifie a la création
originelle et qu'elle conduit a la résurrection, a une deuxiéme naissance du monde
et de I'homme et que par conséquent elle met en échec la mort, seule loi que
Kuzmin et son systeme aient jamais admis. En posant avec Kuzmin 1'équation Vie
= Art, nous allons suivre les étapes qui ménent a la résurrection et pour cela, il
nous faut, nous aussi, commencer par les origines de la vie et de 1'art, en espérant
que ces questions sont moins démodées que ne le craignait Kuzmin!

Dans la cosmogonie Kuzminienne, a 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 lumiere et sa chaleur. 11 cedera 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 1'espace interplanétaire: c'est le
soleil des astronomes, le centre du systéme qui porte son nom. L'éther, dans Les
Paraboles, vibre, frémit et brille: voila un des effets de la chaleur solaire, comme le
dirait Kuzmin:

"3onuaKkairbHbIM ILIAMEHEM
115
ITons meUIAIOT, KUIUT BCPUP.

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 o la terre sous le
signe du soleil lui parait belle et ol donc la mission de I'artiste est de transmettre
cette vision d’harmonie et de beauté A une deuxiéme étape ol 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 a le retrouver:

"] BMIEJ CeT, ero s BcroMuHapo".5
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En effet, les ombres qui s'étendent sur Les soir€es 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 précéde la création et la naissance, ce qui
n'a pas été mais qui sera:

"Taxo# Bcerma ABCTpPaIMsi MHE CHIIACH
Wnn BceneHHas [0 pa3jeseHbs
Bonsr ot cymm".7

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

"Bee, 4TO OT CMEPTH, JIAT Ha aHO".8

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

"CTOos/UMX BOJ IIPO3PAYHO IUKU
Benecosarsie nons".

Le paysage se couvre de lacs et de marais. Ces eaux seront bientot 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:

"2KHuua 4, Mog3eMHas Jib HapUIa

B nynnom Hune co6upaer poxxs?

¥ nmotuH nopa oCTaHOBUTECS, -

Pyxy 3aTOHYBIIIY10 HaIEIb

A mneyo B Ipyrom noiMaeuis MecTe,
Viuu B TpeTseM ... criuHy ¥ 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
multiples reflets d'une lumiére désormais verte:

"Ha 3eneHb nma>kureit He6eCHbIX
CMOTpIO CKBO3b JIbOUCTOE CTeKI0". 11

Le poeme La nuit blanche est caractéristique & cet égard:

"3aropuU30HTHOE CBETHUIIO
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Y1 3ByKOB 3BYYHOE OTCYTCTBHE
3epKansHON 3ENEHBIO ITPOH3NIIO
OcrexisiHenoe npeUyBCTBUE -
WY npemner mensneHHas BOJIA, -
CexyHmet HaBcerna otcrykana”, 12

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

L'amour seul, d'aprés Kuzmin, peut tirer 'homme de la Iéthargie ot le confine
la vie quotidienne, provoquer I'exaltation et I'enthousiasme sacrés et donner a
l'artiste une nouvelle impulsion créatrice:

"ITo6y>xmaeT K TBOPYECTBY - aKTUBHAS, HEOTBIIEUEHHAs JOGOBS,
KOTODas HE MOKET He OBITh TBOpUECTBOM. " 14

D'ou 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 'univers découle la conviction
que la vérité€ et la réalité ne peuvent étre percues 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 séve etc. Nous reconnaissons les deux
constantes métaphoriques de cette quéte: I'eau et la fragmentation des objets et de
la lumiere.

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

"Bemp B KaXXION My>XHIIE - OCKOJIKHU
CrexisHHO-aMbIX 061akoB"15

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

" ep>Ky HEBUIAHHBIA KPUCTAILI

Kax 6yxTro MHO>XECTBO 3epKal
CoenuHHUIO rpaHu
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Oco6p1ii B KaXXIOH KJIETKE CBET:
To 30n0TO rpsAAyIKX JIET,
To 61eck BOCIIOMHMHAHMIA.

Pyka Bomue6Ho HaBena
Ha npaBvimHbBLI KBampaT cTEKNA
Y 3opHrle purypsr:
Mops, neca U ropoza,
ITotoxu, panmyra, 3Be31a,
Bce "rauHcTBa HaTypHRI'.

Pa3mMuHbpIX I IETYYWil poiA:
IosT, OTIWIENLHUK ¥ Iepoit,
Y1 3ByKM M IBIXaHbA
W xa>xnplil HOBBLA MOBOPOT
Bce HOBY10 ¢ cO60it HEceT
Urpy u coueranse. [...]16

Mais ce jeu est un jeu diabolique, dans la mesure ou I'image ainsi reconstituée
est prisonni€re du verre et en l'occurence d'une illusion d'optique, donc d'un
truquage; il faut atteindre la reconstitution dans le réel et 'incarnation totale: nous
voila désormais proches de l'instant ou la réalité qui a été 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>xcHy10 BLIBEN BOJIHOI KobGem"17

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

"UT06 BHOBb DOAMTHLCS, HANO YMEPETh,"18

Le ventre de la mére est qualifié 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, I'emmoc, Tuonuc, Ian,
BnusHews, 6n1usHenn".20

51



Si le théme du jumeau, du double de soi-méme acquiert une importance
essentielle pour la définition et l'explication du sentiment amoureux et de 1'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
l'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".2! 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 1a 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 2 double titre: ils se meuvent sur une trajectoire, dans un espace qui est
aussi en mouvement. Le rapport de similitude, par référence toujours & une
troisieéme 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, 1'arc-en-ciel et le pont, I'oiseau et le
poisson) que, lorsque nous trouvons mentionné 1'un d'eux, aussitdt se greffe sur
l'image de l'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 étant A notre avis '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 €clate lorsque I'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 '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 I'espace et le temps conferent & 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 stirement. Cette réalité en mouvement
sera alors réalité dans le passé et réalité en devenir. On peut tirer de cette théorie
une legon 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 2 la porte du pote.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 1'un sans
l'autre et ils coexistent dans le phénomene 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: aussitdt déclenché,
il appartient lui aussi au passé! Les émotions jouent un grand réle 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 'eau: le poisson répond a ces critéres! Il
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:

"Cepe6GpHUCTEIM pPbIGa MaxHyJIa XBOCTOM,
3Be3ma 3axernrena B He6e rmycrom - "27

C'est un "messager de vie" comme la petite fille qui dans La mort de Néron?8
sort elle aussi de I'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
théme sonore de la résurrection sera composé par le craquement de la glace, le
tintement du cristal:

"KpeCTUIIbHBIM 3BOHOM 3aJIPOKal Xpycrams".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 péle et vert reflet de lui-méme; sa lumiére ne rencontre plus d'obstacles, elle
inonde a 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: "Tb1 6paTew;, Bech
nozomnorexn",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 I'élégance de ne pas se prendre entiérement au sé€rieux 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 poéme, 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'intégre néanmoins dans un ensemble et fait partie d'une vaste
démonstration. Kuzmin amasse et organise les arguments qui lui permettront de
constituer une theése. Le fait qu'il élabore sa thése en méme temps ne I'empéche pas
de faire finalement ceuvre de théoricien méme si chez lui I'application précede la
théorie. Nous avons parl€ des plans d'application métaphysiques et esthétiques qui
s'imbriquent 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. II lui faut avant
tout faire coincider la vision du monde de I'homme avec celle de 'artiste. Le mythe
du dieu démembré puis reconstitu€ 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
"mystére" de la création. Son ceuvre est l'interprétation de ce mystere: 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:

" JIBU>KEHUE U TBOPUECTBO - SKU3Hb,
Ona xe m10608b 30BeTCS. 31

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

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

3 Ibid,, 13.
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M. Kuzmin emploie les expressions "zelenaja len’" et "zelenaja pustota” dans
le "Onziéme coup" de Forel’ razbivaet led (Leningrad, iz. Pisatelej v
Leningrade, 1929), 20.

M. Kuzmin, "Deklaracija Emocionalizma", Abraksas, fevral’ 1923, 3.

M. Kuzmin, VoZatyj. (Peterbourg, Prometej, 1918), 25.

M. Kuzmin, Novyj Gul’. (Leningrad, Akademia, 1924), 29.
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M. Kuzmin, Forel’ razbivaet led, op. cité, 20.

L'expression "rodimyj grob” se trouve dans Paraboly, 84, et "materinskaja
utroba, teplaja mogila” également dans Paraboly, 36.

M. Kuzmin, Paraboly, op. cité, 105.
Le premier poéme de Paraboly commence par les mots: "Kosye sootvetstvija".
Voir dans Forel’ razbivaet led, op. cité, 14, les vers:

"Kogda na kazdyj zvuk i mysl’

Vstaet, ljubja, protivoves".
M. Kuzmin, Forel’ razbivaet led, op. cité, 24.
On peut lire dans "Deklaracija Emocionalizma", op. cité, 3: "Projavlenie
tvorcestva, kak ljubvi i ZiZni, nerazryvno soprjaZeno s dvizeniem." (C'est
Kuzmin qui souligne).

Par exemple, dans Forel’ razbivaet led, op. cité, le poéme qui commence par
les vers:
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"Nepro$ennye gosti

Soslis’ ko mne na ¢aj."
26 Marcel Proust, A la recherche du temps perdu, VIII, Le temps retrouvé,
Gallimard, 1954, 256: "La grandeur de l'art véritable (...) c'était de retrouver,
de ressaisir, de nous faire connaitre cette réalité loin de laquelle nous vivons,
de laquelle nous nous écartons de plus en plus au fur et & mesure que prend

plus d'épaisseur et d'imperméabilité la connaissance conventionnelle que nous
lui substituons (...)."

27 M. Kuzmin, Nezdesnie veéera, op. cité, 83.

28 M. Kuzmin, Smert’ Nerona, in: Sobranie Stixotvorenij, par J.E. Malmstad et
V. Markov, (Munich, Fink Verlag, 1977, tome III), 613.

29 M. Kuzmin, Novyj Gul’, op. cité, 13.
30 M. Kuzmin, Forel’ razbivaet led, op. cité, 93.
31 M. Kuzmin, Paraboly, op. cité, 107.
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Hpuna ITanepuo

JBOMHHUUYECTBO M JIIOBOBHBI TPEYTOJIBHHUK:
IIOSTUYECKHA MH® KY3MHUHA U ErO IIYIIKUHCKASA
ITPOEKIIHA A

Mpuxauna Kyamuna - Hapsany ¢ Ocunom ManpmenbiiTaMoM M AHHOM
AXMaTOBOH - MOJKHO I10 NPaBy CUMTAaTh OJHUM M3 CO3IATENEi ILIEIOCTHOM
BCTETUYECKOM CUCTEMBI, ITpUIIEALIEH Ha CMEHY PYCCKOMY CUMBOJIM3MY. Kak
OTMEYAJM UCCIIEIOBATEIH, BTa DCTETUMKA MCXOIUT M3 IIPEICTABIICHUA O CMBIC-
JIOBOM €IMHCTBE MHPa, KOTOPOE PEAIM3YETCSI B TIOCTPOEHMH BCEIO TBOPYECT-
Ba Y BCEil )KM3HU IT0BTA KaK €MHOI0 "CMBICIOBOI'O ITPOCTPAHCTBA" - €IMHO-
ro, XOTA ¥ NPUHUUIUANEHO OTKPBITOr0 TEKCTa, COOTHECEHHOT'0 C MUPOBOM
KYJIBTYpOM B UeIOM (C "MHpPOBBIM ITOBTHYECKUM TekcToM'")l. OnuH U3 nep-
BbIX uccrepoBareneit Kysmuna, I'.I". IlIMakoB, Tak ONucan OCHOBHOM IIPHH-
LIUIT KY3MMHCKOM MMOTUKH: "... PeambHbrit MUD U ero "sieMeHTHl" He3aMe-
JIUTENBHO MOPO>KNAIOT KYJIbTYPHLIX IBOAHUKOB, 1y6iepos, nonobus, BCTy-
MaloT C HUMH B CJIOXKHeHIKe "ceMaHTUueckue 6I0KH", KOTOpbIE "'repMETHY-
HbI", OO PACCYMTAHBI HA BHICOKYIO WHTATEILCKYIO [OAIOTOBKY, Ha CIIOCO0-
HOCTb UMTaTeNsd K JemUdPOBKE "KyNbTYPHOIO KOJa", pasrazKa KOTOpPOro
06 yCIaBIMBAET CMBICI [TOSTUUECKOTO MIPOU3BENeHUs "2

MO>XHO NPEXRITONIOXXHUTh, UTO B OCHOBE BTOM ITODTHUKM JIEXKUT XapakTep-
Hoe nns Cepe6psiHoro Bexa MU(OJIOrMUECKOE TMPEACTABICHUE O "BO3BpAT-
HOCTH" - O BEUHO MOBTOPSIEMOCTH MIM "BO3BpAaLaeMOCTH" COGBITHSA, JIUIIA,
cioBa. IIpy 3TOM NPOMCXONMUT B3aUMHAas IIPOEKIMS M COBMEIIEHHE Tpex
TIJIAHOB: TMO3TUYECKOrO TeKCTa, 6uorpachum u xynsTypsl. TakuM o6pasom,
COOBITHE MJIM MTEPCOHAX ITOSTHMUYECKOT'O IIPOU3BENEHH S BOCIIPUHHUMAETCS KaK
"BO3BpallieHHe" Hekoero npoo6pasa, Kak peanbHO-6UOrpachUYecKoro, Tak u
"TexcToBoro” (y>ke BcTpeuaBlIerocs B pyrom Tekcre Kyamuna) uiam o61ie-
KYJBTYpPHOTO (y>Ke BCTpPeYyaBIIErocs B IPyroM KyJIbTYPHOM TekcTe). Jlio6oi
CMBICJIOBOM DIIEMEHT IPOM3BENEHUs, OYIb TO CIOXKETHBIN XOI, IEPCOHAX
MM CIOBECHBI KOMILIEKC, OTOXIECTBISAETCS ¢ y>Ke "OhIBLIUM" COOBITHEM,
JIMLIOM, CJIOBOM. DTOT OGIIMI MPUHIIMII NOJIYYaeT KOHKPETHYIO PEaM3alio
B LICJIOM DSJIE XYIOXKECTBEHHBIX NPUEMOB. Tak, CI0KET CTUXOTBOPEHUs MIIN
uukra Ky3MuHa 4acTo pa3BOpauyMBAaeTCs 3a CUeT "y3HaBaHMUS" BO MHOT'HMX
MPOUCIIIECTBUSX ONHOIO COOLITUS; NPU pa3paboTKe CUCTEMBI MEPCOHAXKEM
Kyamuu npuberaer k npueMy "ynBoeHHUs" repos, IpUYEM Irepoi 06bIYHO
CBA3BIBaETCA ¢ 6GMOrpaMUECKUM MIPOTOTHUIIOM (T.€. XXM3HEHHBLIM " IBOWHM-
koM™)3. DTOT NMPUHIUIL, KOTOPHIA MOXHO Ha3BaTh "IBOMHUYECTBOM", CTa-
HOBMTCSI OCHOBHBIM KOHCTPYKTHBHBIM IIPMHIIMIIOM, OPIraHU3YIOIIMM TEKCT.
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MHe npencTaBIsieTCs, YTO XBOMHHMUYECTBO (M HaJybHEHIIEEe PasBUTHE BTOM
CXeMBI) BBICTyIaeT B TBopuecTBe Ky3MUHa He TONBKO KaK OOLIMI KOHCTPYK-
THMBHBIA IPUHIIMUII, HO ¥ KaK CBOEOOPa3HbI ITOBTUYECKUA MU - CUMBOJIH-
YECKH CIOXKET, HAIIpaBJIIEHHbIN Ha MHIMBUIYaILHOE paspelleHue riobains-
HBIX KYJbTYPHEIX ITPOOIIEM: BTOT MUP M MHO# MUP, JIIO60Bb ¥ CMEPTh, CMEPTh
¥ BOCKpeCeHMe. DTOT CUMBOJIMUYECKHUA CIOXKET (MJIM cxeMa) moJpo6HO paspa-
GarrBaeTcs B paHHeN mvpuke KysMuna u nmonyvaer saTeM IMOJHYIO peain3a-
LU0 B €ro UTOrOBOM IIpo3BeneHUM - nosMe "dopens pasbusaer nen”
(1927). Ananus nostuyeckoro Muda 0 TBOMHUUYECTBE M €0 HATLHENUIIEr O
pasBUTHS B MU 0 JI0O0BHOM TPEYrOI-HUKE ABISETCA 3afadeil HacTosIe
paboTsl.

VY nupuueckoro repos paHHero Ky3aMmHa ecTs IBOMHUK; IBOMHHUK - 3TO
SIBIISIIOLIMIACS €MY BECTHUK M3 [TOTYCTOPOHHErO MUPA, KOTOPBI CTAHOBUTCS
"BOXaThIM" U IIPOBOJHMKOM repos (06pas, HaBesHHbmt Janrte). BecTHuk
BPYYaeT repoio "YyIOecHbIM map" - 3epKajlo, B KOTOPOM 3aIleyaTJIEeHbl ero
yeprtsl: "... MHe 3epkaino Bpyuuin Boxartsni; / Tam oTpa>kajcst OH KaK TeHs...".
3epkano - ®TO 3aJ0r BEYHOH U HEM3MEHHOH CBA3M MEXIY HMMM U 3HAK
OXPaHBI OT [IPEBPATHOCTEH 3IEINHEr0 MUpa. 3epKalo ABISIETCS TaKIXKe 3aJI0-
rOM NPUYACTHOCTM Ieposi K MOTYCTOPOHHeEMY MHpY: "BodxaTelit MHe: "o
Ipyr, cMOTpH - / Msl o6penu cTpaHy npyrywo..." (1908, uukn "Boskarsrit",
c6opHuk "Cern"). JTa CXEMa, B €€ MTOJIHOM BapHaHTE MM B BUJIE OTAEJILHBIX
KOMITOHEHTOB, MHOT'OKPaTHO Boruromaercsi B nupuke Kysmuna B repuon,
npemmectsylomui "@openu”. Tak, oHa BOCITpOM3BENEHA B CTUXOTBOPEHUH
Toro >e uukia "C Tex rmop Bcerga s He OguH":

C Tex rmop Bcera s He ONKH,
Mowu maru Bcerga IBOMHEIE,
U 3Haxu MunocTy npocreie
IOaer mue Box e u ["ocrionuH.
C Tex 1op Bcernua s He ONUH.

ITyckait He BUXy Girecka Jyat,
Bcerga TBoit 06pa3 3peTh He CMEIO -
51 B 3epkane ero umeio,

OH TaKk>xe CBETEN M KpbUIAT.

ITyckait He BXKy 6iecka Jiar.

Tl caM Bpyym MHE 3TOT Hap,

Y TBOIt IBOMHUK He CAMO3BAHEH,

M >xpe6uit HaII [ HAaC HE CTPAaHEH -
O Ty 6pOHIO CKOJIB3HET yap.

Tl caM BpyuHI MHE 3TOT JIap.
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ITocTossHHBIMU aTPHOYTaMHM ABOMHHKA-BOXKATOIO ABIAIOTCA GlecTAinue
KpBInbs (ITPUYEM IBA KPhUIA MHTEPIIPETHPYIOTCA KaK CUMBOI IBYEIUHCTBA),
CBEPKAIOINUE JIaThl (BAPMAHT 3epKalia), Me4b MM KOITbe, KOHb MJIM KOHHHUIIA.
OueBUIHO, YTO KYJbTYPHBIH IIpo06Gpa3 BOXKATOIO - 3TO aHIEI-XPaHUTENb Y
CcBOEro pona HeGecHbI pBOMHMK Muxauna KysmuHa: Apxanren Muxaun
(cormacHo aramuyeckoi Tpamuuuu, ApxaHresn Mwuxaui, NpexBOIUTEINb
He6ECHOr 0 BOMHCTBA, BBICTYIAET TaK)Ke B POJIM 3aCTYITHMKA M 3aINUTHUKA).
O6pa3 ApxaHrena Muxauna yacto BcTpevaercs B iupuke KyamuHa; npuuem
06pa3 He6eCHOro MBOMHHMKA JMPHUYECKOIO Iepos TaKXXe yIBauBaeTCs:
OMUPpasiCh Ha TPAMUIIMIO XPUCTHAHCKOM MUcponoruy, KyaMuH npupaBHMBaeT
ob6passl ApxaHrena Muxauna 1 Cstoro I'eoprus (rnocinemHuii 3aHMMaeT
Ba>HOE MECTO B ero TBopuecTse)?. CripoenmpoBadHoe B rian Guorpaduue-
cxoro muda, aBoitHuyecTBo Apxaurena Muxauna u Csaroro I"'eoprus mnpo-
SBIISETCA KaK OTHOILIEHHWE ABOMHMUeCcTBa MeXxnay "Muxaniom KyamuHem"
(smpuyeckuM repoeM rmos3uu KysMuHa) ¥ Ka>XIbIM M3 IBYX JIMII, UIPaBLINX
UCKJIIOUMTENBHYIO POIb B €0 XXU3HM: ['eopruem UnuepuHbIM, UETOBEKOM, C
KOTOPHIM CBS3aHO NyXOBHOe camoornpenenenue KyamuHa, u KOpuem (Bapu-
aHT umeHM ["eopruit) OpkyHOM, BO3MIO6JIEHHEIM M MHOT'OJIETHUM CITyTHH-
KOM I109Ta.

J BOMHUK-BOXATBINA, "4yIECHBIA IOCTh" U3 NMOTYCTOPOHHEr O MUpA, YacTo
BLICTYTIAET B POJIM BO3MIOOIEHHOTO IUPUUECKOro repos. Tak, Hanpumep, B
cTuxoTBopeHuHu "TpHXXIbI B TeMHbI# ckien crpacted Tomsmmx" (1910,
c6opuuk "OceHnue oszepa”), nocBsAIeHHOM Boamo6ienHoMy Kyamuna Bee-
poyony Kussesy, purypupyer "BecTHHMK MedeHOCHbIM" - ">xenux" u "Opat”
repos, MaHsIIWiA ero B "cTpaHy MHYIO", MM "Kpail CBUIAHUM"; ero yxon
MIEPEXXMBAETCA KaK yTpaTa Bo3mobneHHoro. Ta sxe cucrema o6pasoB ¢ MX
CHMBOJMYECKMMH 3HAUEHUSIMU TosABIseTcs B c6opHuKe "['nuHsHbIE rOMy6-
kn" (1923). Tak, B CTUXOTBOpPeHUHM "MBI HyMany, KOHUMIOCH Bce" (LIMKIJI
"Becenslit myTs"), "rocts” (MK ">XXUIE MHOro MUpa') BLICTYNAET B CHUKEH-
HOM BapuaHTe - B 00pa3e KOHKPETHOI'0, 3eMHOI'0 BO3MIOOJIEHHOr0; INpH
3TOM 3EMHOM >XEHMX HAIIEJNIEH TEMH K€ CUMBOJIMYECKUMMY aTpUbyTaMu, UTO
M ero HeOeCHbI IBOMHHUK: B PyKax €ro Majka - BApMaHT MEYa MIIM KOIIbA.

BorutomeHue Maen OBOMHMYECTBa B 06pa3e YENIOBEKA, CMOTPSIIETrO B
3epKano, coobiraeT ocofoe 3HAYEHHE CAMOMY 3€pKally - MMOCTOSHHOMY
aTpubyTy BTOI CMMBONMUYECKOH cxeMbl. 3epkaino (M mobasd oTpaxkaninas
TIOBEPXHOCTh) OKAa3bIBAETCs MPErpajoi, pa3meaoliei repos 1 ero IBoiHu-
Ka (Bo3M06IEHHOT0), TOCTS M3 HHOro Mupa. BeTpeua u coepuHeHue (a TOY-
Hee, CIIMSHUE) I'eposi C BO3MOGJIEHHbIM [IPOMCXOIUT B PE3YJILTATE IIPEONOIe-
HU 3T0M nperpansl. B mupuke 1910-x - 1920-x romos nperpana BLICTYIIAET B
BUJIE 3€pKaja, OBEPIbl 3€PKaJbHOrO WKaca, T.e. IBEPH, 32 KOTOPOH CTOUT
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"yypmecHslii rocTh" ("MbI gyManM KOHUMIIOCH Bce"), "CKBO3HOro ®KpaHa"
("BsI - MOTYATHMBO-HEXHOE TUTA"), TbIa UM NNOBEPXHOCTH BOJBLS

OG6pa3 MoBEpXHOCTHU BOIBI, PA3AENAIOLICH repos U ero BO3M6IeHHOTO,
otcrnaeTr K Mudy o Hapirmcce. IIpsMere u KocBeHHbIe yriomuHanusa Haprmc-
Ca yacToO BCTPeYaloTcst B TBopuecTBe KysmuHa (CM., HarpuMep, c6OpHUK
"Dxo", 1921, Ha o6n03Ke KoToporo n3ob6paxkensl Hapuuce 1 Dx0). Mud o
Hapumcce cTouTt U 3a UCTOpHEHt AHTHHOSA, K KOTOPOIl HEOMHOKpPaTHO 06pa-
maercs Kyamun.6 Tax, npekpacHsIi 10HOIIA AHTMHOM, KOTOPBIH, COMIACHO
JereHnxe, yrouyn B Hume Bo BpeMs KynaHUs, MPEeICTaBJIeH YTOIMBIIMMCS,
noxo6Ho Hapruccy, Bmo6eHHOMY B CBOE oTpakeHue B npyny (cM. "Ecin
65l 51 GBI IPEBHMM ITOJNKOBOLLIEM", UK "AnexcaHnpuitckue mecHu', 1907;
"Bbasunun”, uukn "Cocpus", 1917-1918, c6opuuk "Hespmeinue Beuepa').
BaxxHas meTans UCTOPMM AHTHHOS - ®TO TO, UTO IIOCIE CMEPTH AHTHHOIA
GBI MPUUYUCIIEH K JIMKY 60roB. DTa meTanb NPOACHSET CMBICT COBMELIEHUS
IBYX MMQOJIOrUYECKUX CIOXKETOB: NMONKDPEILIEHUE ACCOIIMAILIUU MEX Iy
COCOUHCHHEM C HBOﬁHHKOM-BOQHIOGHCHHBlM U JOCTHUIKCHHUEM 6CCCMCPTPUL

B camoM mene, IBOMHUK - ">KMWIIEN] MHOrO MUpa”, a CIENOBATENbHO CIM-
SIHAE C HHMM IOJOGHO TNPEONOJIEHUIO Mperpanbl MeXIY STUM MHUPOM M
MHBIM MHMPOM. Accoumanus MeXXAy CIMSHMEM C HIBOWHMKOM-BO3NIO0JIEH-
HBIM M TIPEOIONIEHMEM CMEDTHU CTAHOBUTCA elle Gojiee OUEBUIHOM B Tex
CIIyyasix, KOI'la CHMBOJIMYECKHIA 06pa3 Iperpansl MpeIcTaeT B BULE TIOBEPX-
HoctH nbaa. Tak, B ctuxorBopenun "Cresamu cepaue s oMomo” (uukin "Bece-
neiit nyTh", 1914) BeTpeua repost ¢ BO3n06IeHHBIM ("MOIt FOCTh HEXXIAaH-
HbIi1") MeTtachopruecku ynono6isieTcs BCTpeue 3MMbI C BECHOH M BOILIO-
maercs B o6pase nomawoluerocs rouy6oro sisna. Yacro B nupuke Kysmuna
06pas3sl IOMAIOIIErocs JbAa, JIENOX0Ma, MPOPhIBA BOJALI CKBO3b JIENSHYIO
rperpany CBA3bIBAIOTCSA C BeCHOI, ¢ ITacxoit 1 ¢ BockpeceHneM XpucTa:

U uebo, nerxkoe, Kak ObIMBI,
W nemoxomna KpecTHBI XOX
TanHCTBEHHO HECU3IBACHUMBI,
Kak BockpeceHbe 'poGHBIX BOX.
"Kakas mpenects B lacxe panneit” (1919)

XapakTepHbl B BTOM OTHOIIEHMH CTHUXOTBOpeHHMs "BHuU3y HemBHXKeH
xpyrusiit npyn" (1912-1913; mukn "Cepnue 3epkansHoe"), "CHer coiizner,
npocoxHet nyxuna” (1915), "Eme HexHe#, eule npenectHeir” (uuki "Bo-
xaTeii” 1916).7 OrMeTrM, UTO B LIENIOM Psfe Clydyaes J€AsiHasi perpana
paspyluaeTcs ¢ IOMOIIBIO YIapa JIy4OM-KOMbeM MM MedoM: "BecHa ckopeit
nyuom ynape" ("Kakas npenects B Ilacxe panneit”); "M3 nacxanbHoit 3 o6u-
Temu / Boxxuit nyu, kak Mey, etut” ("CHer coitrer, mpocoxHer ry>xuua"). B
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Ipyrom ciiyyae "BOCKpECeHbe BOL" HEITOCPEICTBEHHO CBA3AHO C SABJICHHEM
"qyIeCHOro rocTs", KOTOPbIA COBEPLIAET Yy IO "OTKPbIBAHHUA BOABI":

KameHs konbem rpo6onas,

Beraosu Bony,

YToObI TEKIA, 30JI0TAA,

BnoBs Ha cBOGoOxny!

"CnanocTHoit Beps catome” ("Ocennue o3epa”, 1912).8

Hrak, B mupuxe Ky3muna cknagsBaeTcsi yCTOMYMBEIA CUMBOJIMYECKUIA
CIOXKET: SBJICHME I'epOI0 JBOMHMKA (BECTHMKa U3 IOTYCTOPOHHErO MMpa U
BO3JIO6JIEHHOT0) ¥ CIMSIHME C HUM IIyTEM ITPEOJONIEHUs Pa3lesomel ux
nperpangsl. CKIATbBACTCA M YCTOWYMBAS CUCTEMA OTO>KIECTBIEHUS pOIeit
(IBOMHMK=BECTHUK=BOXXaThIH=6pPaT=>KEHUX) ¥ BaXKHEHIIIUX DIEMEHTOB CH-
TyauMy (3epKalo=»KpaH=BOJA=IEcH). DTa CUMBOIMYECKAS CXEMa JIEXKUT B
ocHOBe nosMmsl "®opens pazbuBaer nen'.

Tak, eHTpaJbHbIA, OPraHU3yIOIIMil 06pa3-CHUMBOII IO3MBI - thopens, pas-
6uBaoIIas Jex - 3aKII0YaeT B ce6e MOCI0 BOCKPECEHNS U3 MEPTBBIX, TECHO
CBA3aHHYIO C COEOUHEHNEM I'epos IOBMEI C BO3NIOGIEHHBIM - BECTHUKOM U3
IIOTYCTOPOHHEI'O MMpa, €ro Ha3BaHHBIM OpaToM MiM 6paToM-6JIM3HELIOM
(T.e. TBOIHMKOM). "®opens" BBHICTYITAET KaK eIle OZVH BapMaHT OPYy s IIpe-
oponeHus (pa3OuBaHMUs) MpPErpajasbl; IPUYEM HMCIIONbL30BaHUE 06pasa prIGHI,
PaHHEXPHUCTHAHCKOI0 CMMBOJIA XPHCTA, HOIMOJHUTEILHO MTOAKPEIISET UAEI0
BOCKDeCEHMs (C Opyroi cTopoHsl, 06pa3 chopeny UMEeT ¥ BPOTUUECKUE KOH-
HoTtaumu). CioBo "ypmap" (KOTOpoe HEOZHOKDPAaTHO BCTPEYANOCh B JIUpUYE-
CKMX CTUXOTBOPEHMSX, CBABAHHBIX C TEMOM IBOMHMUYECTBA) 3aHaeT KOMIIO-
3UIMOHHOE JIEJIEHNE [T03MBI Ha I'JIaBLI-YIAPhI - CUMBOI IIOCIEIOBATEIbHbIX
MOMLITOK NMPOOMBaHUS CUMBOJIMYECKON Nperpambl, KOTOpasi pasbeIUHSICT
BO3MIOOJEHHBIX ¥, ONHOBPEMEHHO, Pa3lENs€T STOT MUP U UHOH MHUp, NpO-
CTPaHCTBO CMEPTHBIX Y IPOCTPaHCTBO 6eccMepTHeIX. O6pa3 mperpans! Bbl-
CTYIaeT B [105ME BO MHOXKECTBE BapMAHTOB: BTO U JIEX, ¥ IIOBEPXHOCTh BOIBI
(B cBA3M Cc ueM BO3HMKaeT o6pa3 kynanbiuka-Haprmccea), u crekno (lecs-
ThIit ynap), u neepb (IlepBbmi ynap), ¥ maBepua creHHoro mikadga (IecsTsrit
ynap), 1 "rony6oit map" (Ilepssrit ynap u JlecsTsiit ynap: "3eyeHblit Kpait 3a
napom roxy6em"9).

Ognako B npenenax "dopenu” CMMBOIMUYECKAS CXEMA, OMUCAHHAS BBILIE,
3HAYUTENbLHBIM 00pa3oM BUIOM3MeHseTcs. Ee u3aMeHeHue CBA3aHO C TPaHC-
MO3ULIMEH CXeMBI IBOMHMUECTBA M3 >XKaHpa JIMPUMKH B >kaHp noamel. HecMmo-
TPs Ha BBICOKYIO IOJIIO Pa3MbITOCTU M Ha ABHYIO 6JM30CTh K TMPUYECKOMY
nukny, "®opens" npexcrasnser coboil MoBecTBOBaTENbHbIN TeKCT. (OGpas-
oM ®TOro >kaHpa mnsi KysMuHa Ou€BHUIHO MOCIY>XHMI pPOMaH B CTHXax
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IMTymxuna "Esrennit Onernn”.10) B cooTBeTCTBUM € TPeGOBAHMAMM >KAHPA,
[MoApa3yMeBaolIero Oolee UETKyo pa3paloTKy MEPCOHAXEH M CIOXKeTa,
MUQOIOrUUeCKas CXeMa COENMHEHHMs C XBOMHHUKOM-BOINIOGIEHHLIM, HE
Tepsisi CBOMX CHMBOJHUYECKMX KOHHOTALMM, BOILIOIIAETCS B IIEPCOHAXAX
TPaXULIMOHHONO POMAaHHOI'O NMOG0BHOrO TpeyroyibHuKa. TpeyroisHUK co-
CTaBJSIOT repoit (iupuyeckoe "), 0HOA-BO3MOOIEHHbIH (6paT-6H3Her,
T.e. aBCOMIOTHOE MOXO6Me, Wi IBOMHUK [epos) U SKEHIIUHA, Pasiyyaolnas
repos ¢ Bo3mo6neHHsIM. O6pas >KEeHIMHBI-Pa3IIyYHULIBI IPEICTABISAET CO-
6011 MpecoOHUNKALIMIO DIIEMEHTA U3HAYANLHOM CXeMBbI, 2 IMEHHO CUMBOIIH-
YecKoli mperpamsl Mexay mobosuukamu.!l B "®opemn” Kysmun paspaba-
THIBAa€T CBOM MHIMBUIYAJbHBIM BapMaHT MHUca 0 TI0GOBHOM TPEYrOJLHUKE,
OIHOTO M3 LEHTPAJIbHBIX KYJIBTYPHBIX MU(DOB.

Kysmunckuit Muc co3maercst 3a C4€T MHOTOYHCIEHHBIX ¥ MHOT'OCIOM-
HBIX MTPOEKLIMIA CUTYALIMU TPEYroJbHMKA Ha 6M0rpachuecKyio peanbHOCTE, C
OJHOM CTOpPOHBI, M HAa U3BECTHHIE KYJIbTYPHO-JIMTEPATYPHbBIE BAPUAHTHI JIXO-
6oBHOrO Tpeyronnivka, ¢ Apyroi. Ilpu stom Guorpaduueckue 1 nurepa-
TypHbIE MPOEKIMY MEPEILIETAIOTCS M 06Pa3yIOT CIO>XXHbIE "CEMaHTUUECKHE
6no0ku". IIpexxne Bcero, pacCMOTPUM 6UOTrpachUUECKUE ITOATEKCTHI ITODMBI.

OG6pa3 Bo3M06IEHHOr0 BOCXOANUT K HECKOJBKUM PEajibHbIM ITPOTOTHITAM;
riaBHble cpely Hux - BeeBoon Kusases u IOpuit FOpkyH. O6a onM cBA3aHbI
¢ cuTyauMeit M060BHOIO TPEYrobHIKA. B MepBOM ciiyyae STO OTHOLIEHUS
mexny Kysmunsm, KussessiM u Onbroit I'ne6osoit-CyneiikuHoH, OTHOCS-
muecs K 1913 ropy (tak HasriBaemas "uctopus 1913 roma”, xoropas mpous-
BeJla OPOMHOE BIIEYaTJIEHUE Ha COBPpeMEHHUKOB KyamuHa u npuobpeina B
MX rJa3ax CUMBOJNMYECKHI cMbIci). Bo BTopoMm - oTHoweHus mexny Kys-
MuHbM, KOpkyHoMm U Onbroi Ap6exHuHoit, oTHocsmecs X 1921 romy.12
PasnuuHele miacTsl 6MOrpachuyecKoro MOATEKCTA HAXOMSITCSA B CIOXHOM
B3auUMONEHCTBUU. B 1enoM, curyanus ¢ KOpkyHoM M ApGeHUHOM MepexXu-
BaeTCs KaKk BO3BpAIIIEHUE, WM NyONeT, yxe nepexxuToit curyauum ¢ Kusse-
BbIM U CyneitkuHo#t. OTCBUIKM K 06CTOsSTENbCTBaM poMaHa ¢ KHs3eBbIM
[eperuIeTalTCsA ¢ OTCHUIKAMM K 06CTOSATENsCTBaM poMana ¢ IOpkyHoMm; mpu
BSTOM ITPOMCXOIWT HAKAMIJMBaHME M COBMelleHHe GHorpadMyecKux Mon-
TeKCTOB. B peanbHO! >XU3HM OTHOWIEHUS ¢ KHA3EBBIM 3aKOHYWINCH I'H-
6emio KHA3eBa, KOTOPEILA, B pe3yibTaTe HecuacTHOM JI06B8K K Cy IeMKHHOM’,
TIOKOHYMII >XU3Hb caMoyOuitictBoM. Mctopus ¢ IOpkyHoM paspemniach
BosspaweHreM OpkyHa k Kyamuny (B peaymsTare yero o6pa3oBaics cBoe-
o6pazubni ménage A trois). Passs3ka Tpeyronsauka B "®openu"” peanusyer
06a 3T¥ BapHaHTa OXHOBPEMEHHO: BO3NMOGIIEHHBI reposi TMOHET B PE3YIIb-
Tare CONMKEHUS C JXXEHIIWHOM; OIHAKO, OH 3aTEM BO3BPAINAETCSA K repolo
Bockpecasi U3 MepTBbIX. (JI1060MBITHO, YTO ero CMEPTE HOCUT MeTadopuUec-
Kkuit xapakrep: " - "YTonynu? - B nepeHocHOM cMBICe".) DTOT CIOXKETHBIH
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XOI, BO3HMKINMHA 334 CUET COBMEILIEHUS ABYX Pa3JIMUHBIX M, Ha IIEPBBIA
B3I, HECOBMECTUMBIX CUTYALH, IIONYYaeT METa(hPU3UUECKYIO HHTEpIIpe-
TAalMIO B TEPMMHaX M3HAYaJIbHOM KY3MMHCKOW CHMMBOJMYECKON CXEMBI, CO-
I'JIaCHO KOTOPO# COeaWHEHWE C BO3NMIOOJIEHHBIM SIBIAETCS aKTOM ITPEOIO-
JIEHUS CMEPTH.

Bo BTopoM BCTYIUJIEHUH K NIOBME MMEIOTCS sICHBIE YKa3aHUS Ha Guorpa-
hrueckue MPOTOTHITBL BO3MIOGNEHHOr0. ['epoio ABNAIOTCA "HEIPOINEHHBIE
roctu” (U3 MMpa MEPTBBIX): "XYIOXHHMK YTOHYBINMI", "I'yCapCKUil MaTbUMK
¢ mpocTpesieHHbIM BuckoM", "Muctep Jlopuan". IlepBerii - 3T0, 6€3 COMHE-
HUs1, KHA3€EB, CIIy>XXUBIIMI B I'yCapCKOM IOJKY ¥ YOUBIIMIA ce6sl BHICTPEJIOM
M3 nucTosera. Bo3MOXXHO, 4TO "NPOCTPENCHHBIH BUCOK" - ®TO HE TOJBKO
OTCBUIKA K KOHKPETHBIM obcTosiTenscTBaM rubeimm KHs3eBa, HO U CUMBOIIH-
yeckuil o6pa3 cMepTH B pesdyssTaTe MpobMBaHUsA "Mperpanbl’ - YEPEIHOMH
kocTH - ymapoM nyiu. (Cp. o6pas us JlecsToro ymapa, B KOTOPOM Iepoi
BHOBBL OOpPETAaEeT YTPAuEHHOr'0 BOIMIOOJIEHHOr0: "U OMIIaCh BEHa Ha CYXOM
BHCKe"; IO BCE BUIMMOCTH BapHaHT o6pa3a chopeny, Gpromieiics o Jien.)

"XynoxHuk yroHyBuuit" - sto Hukonait CanyHnos, 6nuskuit gpyr Kys-
MHHa, YTOHYBIIIM1 BO BpeMsl COBMECTHO! ITPOryJixy Mo Mopio jeroMm 1912
roga. DTo ymBoeHre 6Horpacduyeckoro rpororuna obpasa BO3MOGIEH-
HOTI'O BEPOSITHO CBA33HO C 0COOBIMM o6cTosiTeNbcTBaMU rubenn CarnyHosa.
CarnyHOB YTOHYN BO BpPeMs KaTaHMs Ha JIOIKE; €ro CIIyTHMKaMu GBbLIM cam
Ky3muH ¥ Tpoe Apy3eit->KeHILUMH, ITpUyeM, o cayxam, CanyHoB 6bL1 BiIIO-
6nen B onHy M3 HUx. HenoBkoe nu>xenne Kysmuna (coryiacHo oHON U3
BepCcHUil) ONPOKUHYIO JONKY; Bce kpoMe CanyHOBa, KOTOPbIA HE YMEX Iia-
BaTh, ObUM criaceHbl. Oco6bni IpaMaTU3M DTOM CUTYyaLMM IIpUaat ToT dakT,
yro CamyHoBy 6bLIa IpeicKasaHa rajfaikoil CMepTh B Bone. DTHU 06CTOs-
TeNbCTBA (OHM MOIPOGHO OMMCaHbl COBPEMEHHMKAMHU M HEOJHOKPATHO YITO-
muHamuch camuM Kyamunem!3) genaior rubens CamyHoBa MaTepuanom,
KOTOPbIA €CTECTBEHHO BKIIIOYAETCS B CHMMBOJIMYECKUI CIOXKET, JIEXXAIIN B
ocHoBe "®openn". 31eck U HAMEK Ha JI0GOBHBIA TPEYTrOJIBLHUK, U MIEA IIPO-
pouecTBa 0 6ynmyweM (cp. cueHy Bopox6ul B JIeBsATOM ynmape), U, I'IaBHOE,
cuTyauus ru6eim I0HOWIM B BOME, KOTOpasi B nmosTudeckoM mupe Kyamuua
sABNsAeTCs peanuaanueit mucpa o Hapuucce - AnTuHoe (0o6pa3 Haprmcca no-
sBnsiercs B CexbMoM ynape).14

"Mopuan" - mpoasuiue IOpkyHa (0OHO CBSI3aHO C €ro MOJIOKABOCTHIO
"BEYHOr0 IOHOUIM" - CBOMCTBO, OTMEUEHHOE B MEMYApHBbIX UCTOUHHKAX). Bo
BpeMs HanucaHus "®openn” IOpkyH (EIWHCTBEHHBIA U3 TPEX YKABaHHBIX
TPOTOTHIIOB) 6bLI XKUB. Ppa3y "a BbI U HE POXKIANNCL" CIENYET YUTATh: "a BB
¥ He ymupanu" (IIpueM, No-BMAMMOMY, MOTMBHPOBAHHBIA TEMOH 3epKaia,
T.e. 06paIleHHOCTH).
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K ucropum rubemm gpys3ei#l OTCHLIAET M MOTHUB HOBOT'OIHE! HOYM, 3aHU-
Maloui BaxxHoe Mecto B "®openu". Y3BecTHO, uTo BeTpeua Hosoro 1913-
ro ropa B bpompsiyeit cobake (coBmasiuas ¢ NEPBOM MOAOBIUMHOMN OTKPLITHS
kxa6ap®) Mpollna MoK 3HAKOM IoMuHaHus CamyHoBa (XapaKTEpHO B BTOM
orHomeHnM ctuxorBopenue Ilerpa IloTemMkuna, YieHa TOro xe Kpyra, obpa-
meHHoe K CamyHoBy: "Bcerans! Bo3smu 6okan BuHa ¥ npomonBu: C HOBEIM
ronom!".15 PerpocriextuBHo, s moneit Cepe6psaHOro seka rubens aByX
YJIEHOB JPY>KECKOI0 Kpyra MOSTOB M XyHOXHHMKOB B 1912 u 1913 roxny cBs-
3aJ1ach ¢ uaeeit "nocienHero roma” nepex o6wei ru6esio, Nepes HaYaIoM
IlepBoit MHPOBOI1 BOIHLI M 3aTeM peBomonny. OnHako mns Kysmuna cury-
auus HoBoro rona BeI3bIBaNa ¥ HOIOJHUTENLHBIE JIMYHBIE acCOLMALNH. Tax,
cBs3s IOpkyHa ¢ Ap6eHMHO# cTana 061en3BecThIM (PaKTOM MOCIE MX COB-
MECTHOIO MMOSABJIEHUS HA KOCTIOMUPOBaHHOM Gany 11 siuBaps 1921 ropa.l6
Ilpuuyem 1921 ropm - 3TO €1l OOMH CMMBON "KOHIA"; ron KOHIA ["paknaH-
CKOI1 BOMHBI, MaccoBbIX cMepTeit B 3uMHeM Ilerporpane, rox cmeptu I'ymu-
nesa u Biioka. DT accounaunu - rubens npysei ¥ KpyuieHue Ji068H, HEOT-
IenMMble OoT rubeld Mupa - CTOST 3a cleHoi Bctpeun Hosoro roxa B
IO Benannarom ynape: "2Kuss! Mb1? U Bce sxuBsle. / Mbl MepTBbI? 3aBHUIHBIN
rpo6! ... Bxoogutr B nBepu Genokypsiit, / Cymacwenwnit HoBrrit rom!"
BrionHe BeposTHO, UTO ABEHANATh I'IABOK-YIAPOB - BTO HE TOJHKO ABEHA-
LIATh MECSALIEB, HO ¥ IBEHAIUaTh YA2pOB YaCOB B HOBOIOJHIOO Houb (cp. "He
criemia geeHanuats ObetT” B JIBeHamuaToM ymape).

Buorpacduueckue npoo6passl, 06pa3yolue HeNb IBOMHUKOB, UMEIOTCA
M Y XKEHCKOI0 MEPCOHAXA [ODMBL. ¥ KashIBaJOCh, YTO CPEXM BO3IMOXKHBIX
npoToTUNOB o6Gpa3a "6prooynoBckoit kpacasunel" - Onsra ['teGosa-Cymeii-
kuHa, Onera ApGennna, Anna Pannosa.l? K sToMy cniucky MO>xHO no6a-
BUTh M AHHY AxMatoBy. Illans, cnion3aomas ¢ 1e4a - XapakTepHas [IPUMETa
AxmaroBoil B kynerype CepeGpsHoro Beka (Cp. CTpokM MaHemnbinTama:
"Cniamas ¢ reu, okamenena / JlooxxHo-knaccuueckas mans"). CylecTsoBai B
BTO BpPeMs M YCTOHUMBBHIH 06pa3 AXMaTOBOM - LADCTBEHHOM KPacaBHIIbI.
OrmeTnM, uto 06pa3 AXMaTOBOH, KaK GBIIO YCTAHOBNEHO, JIEI B OCHOBY OJI-
HOI'0 M3 XEHCKUX IpecoHaxkeid pomaHa Kyamuna "IInasaoomue - myreirecT-
ByloliMe", KOTOPLIH, kKak U "dopens", MepeurpriBaeT coOLITUS poMaHa C
Kuszennm. 18 XapaxrepHo, uTo B KynsTypHoM cozHanuu Kysmuna (u Cepe-
6psiHOro Beka B LIEJIOM) Pas3JIMYHbIE ITPOTOTHIILL repouHHy "Popenu” npupas-
HUBANMCh OPYr K Opyry. Beiine y>xe roBOpMIOCs O MPUPABHUBAHMM B MHIU-
BunyansHoi Mucponoruu Kysmuna Onsru I'me6osoit-Cyneikunoit ¥ Onb-
ru ApGeHMHOM, IBYX €ro COMEPHMII, HOCUBIIUX OnHO uMs. CymeitkuHa u
AxmartoBa 6bLIM HEPA3IYYHBIMU ApPy3bsaMy; B "Ilosme 6e3 repos” Axmarosa
ob6pawaetcs Kk CyneikuHoi: "Tsl - oguH U3 Moux nBoiHMKOB". CooTHece-
HbI M 06passl IByX MosTecc, HOCUBIIMX MMs AHHa (06e oHM, AHHa Axma-
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ToBa ¥ AHHa PaoBa, IOJIb30BAINCh B HAYAJIE CBOEH MOBTHUYECKOI Kapbephl
rokposutenscTBoM Kyamuna); B Bocnomunanuax H.S. Maunensirram Pan-
noBa uMeHyeTcs "npyras Axxa".19

YkaxceM Ha elle OIWH BO3MOXHEIM Guorpaduueckuit mpoobpas >KeH-
cxoro mepcoHaxa "®openn”. Dto mobumas cectpa KysmmuHa, HocUBIIas
uMs AHHa, KOTOpas, [0 CBUAETENLCTBY camoro KysMuHa, crirpana MCKITIO-
YWTEIHHO BaXKHYIO POJb B €r0 JYXOBHOM M SMOLMOHANEHOM pa3BuTHU.20 B
onycaHuu cectprl AHHbI B mucbMe oT 18 uionst 1893 ropma ectb nopasurens-
HbI€ COBITANEHMS CO CLIEHOI IMOSBIEHMS KPAcaBHUILI B OIIEPHOM TeaTpe B
IlepBoM ymape "®openn":

"N s 6eaymHo mobuin cectpy.... OHa ObUIa MOITUYECKAS U OPH-
rUHajbHAs HaTypa. ['0BOpMIIM, YTO OHA CTPaHHASA M MPUUY IJIMBas
IEBYIIKA; [I0-MOEMY, OHA IIpocTO Gbla ¢ UCKpoit Boxxbeit u 3Hama
0 roxy6oM 1BeTKe. Y Hee OBbLI TAJAHT AJISA CUEHB, U Pa3 s CIbIIY
HOYBIO, YTO OHA TOBOPHUT, A TUXO IMONOLIECT K IBEPU U BUXY, UTO
AHS CTOUT C THXOH YJIBIOKOW B MaHTHM M3 KPacHOIO IaTka U
roBopuUT cioBa I'epMMOHBI B NpepnociefHeM akTe "3uMHeH
ckasku" Illexcriupa. Tuxoil, CMHER OTpamod MOBESNIO HAa MEHS.
¥YTpoMm st Hauas eit rOBOPUTH, YTO 3ATIOMHMI U3 BYEPAIIHET O; KO-
HEUHO, NOJKeH OBbLI MPHU3HAThCS, UTO s NMoAcHyluan. Torma oHa
nana mue Illexcrniupa. Thl 3Haemb TM Yackl HOYLIO, KOI'Ia BECh B
Capy M TpelneTe, MOXXUPaellb 3arpelleHHbIe CTPAaHUIIbI, ITOJIHbIE
KpOBH, TIOOBU, CMEPTH U 3Ib(OB, 2 HOYb, YEPHAS JIEHTA, TAHETCS
nouro, xonro? IloToM ckopo MHe NO3BOJMIM YMUTaTh. TeMHbIE
3MMHHE BeYepa y MeUYKH, KOria s saunthsancs [opmaHom. 2!

K "®openu" BexyT ¥ LeHTpanbHbLIA 06pa3 cecTpbl AHHBI "B MaHTHM U3
KpacHoro miatrka” (0TMeTuM, uTo B IlepBoM ymape MCMOJNbL30BAHO CIOBO
"rnmaTouek"), CBA3aHHBIA C UJIEeH TeaTpPaJbHOI'O INMpEeICTaBIEHUs, U MMEHa
Illexcrimpa u [ohMaHa (BadkHas 4aCTh KYJBTYPHOIO KONA MOBMBI), ¥ aTMO-
cchepa HouHoro Bumenus (cp. B Ilepsom ymape: "... Texo mHe ckomana /
Kakas-to mpemora"...).22

Dtor Guorpacuueckuit mpoobpas "dopenn” 3akmouaer B cebe U yKasa-
HYE HA ONVH M3 JIMTEPaTYPHBIX NMpoo6pa3oB: 1o "3uMHAA ckaska" Illekc-
nupa (KOTOpyio HeKiamupyeT cectpa Aus). B menrpe "3umueit ckasku" -
OTHOIIEHWS ABYX Ha3BaHHBIX 6paTheB, kopons CUiMIMM U Kopois boremun
(ripyyeM 4acTh NEMCTBHUS NMPOUCXOIUT B BoreMuu - Toroc, yrnoMmHaeMsblii B
"®openu"). Pa3ngeneHHble 3eMIEH ¥ MOpEM, OHU CBS3aHbl 6e3rpaHUYHOMN
M060BLI0 M [MOPa3nUTENbHBIM Nomo6uemM ("cxoxy kak 6amuzHeusl"). CBsA3b
MeX Iy HUMH PaspylLIaeTCsA U3-32 BMELIATEIbCTBA KEHIIMHDI - JKEHbI CULIHU-
MUACKOro KOpoJs, I'epMronsl. MydyrUMBIil pEBHOCTBIO, CHLIMIMMCKHANA KOPOJIb
ry6UT XEHIIMHY ¥ COBEPILAET MOIMLITKY "GpaToybuiicTBa". B duHane npecst
[IPOUCXONUT BO3BpAllleHME - BocKpeceHue ['epMMOHLI, "MOXUINEHHOU y
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cMepTH". Maruueckuit KpUCTAILN - 3€PKao - 06paliaeT BpeMs. DTH MOTHBBI
"3umnei ckasku” [llexcrmpa, B MpUYYyIIMBOM NEPEMIIETEHNH, HALIM OTpa-
>xenue B "®openn” Ky3smuna.

Otcpuiky k 6uorpacuueck KOHKPETHbIM COOBITUSAM M JIUIIAM TOCIEIO-
BaTeJbHO CMEUIUBAIOTCS M nepereranTca B "Popenn” ¢ MHOTOCIOAHBIMH
OTCHUIKAMM K JIMTEPATYPHLIM M KYJIbTYPHBIM TEKCTaM, B KOTOPhIX TPAKTYIOTCS
TeMbl "KpOBH, JI06BM, cMepTH" M JI060BHOro TpeyroisHuka. Cpeay HUX
"Tpucrad 1 Mzomsaa" Baruepa, mud o Hapuucce, conerst Hlexcriupa, "Es-
reau#t OHeruH" M apyrue npoussenenus Ilymxuna, etc. Pasmuunsle miacTsl
JNATEPATYPHOrO MOLTEKCTA BCTYMNAIOT B CIIOXHbIE B3aUMOOTHOIIEHUs. Pac-
CMOTPHMM HEKOTOPbIE U3 BTUX MOATEKCTOB.

IlepBrut yoap, Kak U3BECTHO, OTCHLIAET YUTATEIN K BBICOKOMY Npoo6pa3y
CUTYyalINy, OIMMCHIBAEMO B mosMe - K "Tpucrany u Mzomspe". Berpeua reposi
¢ 6ynyuyM BO3MIOGICHHBIM U C CONEPHMLIEN IPOMCXOIUT B Tearpe, BO Bpe-
Msl IIpencTaBieHus onepsl Barnepa. Bo BropoM ymape nmpoucxomut cBoeo6-
pasHOe yIBOEHHUE UCTOUHMKA; CUTYAIUs IEPEKIIOYaeTCs M3 "BRICOKOro" B
"Huskuit" peructp. Bropoit ymap mocTpoeH Ha MHOTOUHMCIIEHHBIX OTCHIIKAX K
CLIEHAM ¥ MOTMBAaM LIBIM'AHCKOIO TeaTpa-kabaps, onepeTThl ¥ KuHemaTorpada.
(MO>XHO NpeRIIoNOXUTh, YTO GLITOBAsI CUTYAIMs, Jexalnas B ocHOBe Bro-
poro yaapa - rmoe3fka K LbIraHaM I10CJe TeaTpa; 3T0, KaK M ITOCELIEHNE OrTe-
psl Barnepa, - xapakrepHast npuMeTa srnoxu.) OnuH U3 TaKUX TEKCTOB MPSAMO
Ha3BaH Bo BropoMm ynape: "[aitma, Mapuma!" - 3T0 IpUIIeB 3aKIOYUTEILHOMA
apum u3 oneperrsl Umpe Kamsmana "TI'pachbuns Mapuma” (1924), xoropas
6blIa OUeHb IONYJISIPHA B OBaAIaThie roxbl (M3BecTHO, uTo KysMuH 6bIn
jobuTesneM >xkaxpa onepertol). JIo6omneTHO, yTo "Mapuna" comepiKuT, B
CHM>XEHHOM BapHMaHTe, T€ BArHEPOBCKUE MOTHUBEI, KOTOPbIE IIPOUI PHIBAIOTCS
B "®openun": MOTHBBI JIOGOBHOIO TPEYrOJbHMKA, 5XEHCKOIO KOBApCTBa, Oec-
CMEepTHOM NM06GBH, CMEPTH M Bo3poxxIeHus. HeicTBue mpoucxomur B BeH-
rpuM (BeHrepckue KapnaTs - TpagMIIMOHHBIA "JIOKaNb" LBIFAHIIMHEL B KY JIb-
Type Hauajia BeKa) ¥ COIIPOBOK HAETCs KaTaHMEM BIIIOOJICHHBIX Ha JIOWIAMSAX,
MOE3/IKOi B LIBIFAHCKOE KaGapa, rafaHueM o Oy myIeM.

Onnako usiraHumuHa B "®openu” BOCXOAUT M K IPYrOMY, BHICOKOMY
UCTOUHUKY - K "Isrranam"” ITymkuna. K "LisiranaM” oTChUIAET MPERITOCIEN-
Hsa crpoca "Broporo ynapa':

A 3aKOHBI y HAC B OCTPOrE, MBI IMKH, HET Yy HAC 3aKOHOB,
AX, NTPYBOJIbHBI OHY ¥ CTPOrM: Mps1I He Tep3aeM, HE Ka3HUM,
KpoBs 3a KpoBb, 32 N11060Bb JTIO60Bb. He Hy>XHO KPOBM HaM M CTOHOB...
Mur 6epem 1 DaeM IO YECTH, © "Ipmrans"

Ham He Hazmo KpoBaBoOit MeCTH:
Ot 3apoka pa3Bsixer 6or...
"@Ope]’[},"
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K "IpiranaM” BeposiTHO BoCXoZWUT M o6pa3 U3 Havana Tpereero ymapa:
"Kak Hemo6uToe KpbLio, / Bucur mogeins...". Cp. myIkuHCKuiA o6pa3 paHe-
HOT'O >XYpaBsi, OCTABJIEHHOIO B Yy>XOM Kpato: "OnuH nevansHo ocraercs, /
TIoBUCHYB paHEHBIM KPbUIOM".

JIuTeparypHble ITOATEKCTH], B MX B3aMMOHANOXEHUU ¥ B3aUMOJIEHCTBHUHY,
HIPaIOT B TEKCTE BAXKHYIO OPraHU3yIoIly1o poik. IIpoekuus TeKCTa Ha LENyio
MapagurMmy JIUTEPATYPHBIX TEKCTOB OGECIIEUMBAET CIOJKETHYIO U TeMaTuuec-
KyI0 CBA3HOCTb. Ha mepBbIi BAriAm MPEenCcTaBIsAETCs, YTO BTOPOM ynmap mno-
CTPOEH IO NMPHHLIMITY aCCOLMATMBHOIO CLEMIeHUs 06pa30B M JIMILEH CIo-
>KeTHOM opraHusanuy. OIHAKO OTCHUIKM K IPYTMM JIMTEPATYPHBIM TEKCTaM,
3aKIJIIOUEHHbIE BO BTOPOM ynape, BBOASAT B IOSMY LeJIbI HaGOp MOTEHLM-
aNbHBIX CIOKETHBIX XOHLOB M BO3MO>XHOCTHM MX COEOMHEHHUS B IEJOCTHYIO
cTpykrypy. Tak orchimxu K "Ipiranam", a UMEHHO K 3aKIIOYUTEILHOMY SITH-
301y MYIIKWHCKOM TOSMBI, MTOACKA3LIBAIOT ONHY U3 BO3MOJXKHELIX pealn3a-
Ui TEMBI "KPOBH, JIOO6BH, CMEPTH"': YOUIICTBO COMEPHUKA M BO3NIOGIIEHHOMH,
COBEpLIaEMOE U3 PEBHOCTH. YMHOXXEHME M KOHTAMMHAIMS IIOATEKCTOB
TIPUBOIMT K TOMY, YTO B TEKCTE COMPUCYTCTBYIOT U APYIrHe€ CIOXKETHBIE BO3-
MO>CHOCTH. PaccMOTpMM HEKOTOphle U3 HUX. MOTHMB "KPOBONPOIMTHS" BO
BTopoM ymape COOTHeCEH C LENbIM DAOOM (DONBKIODHBIX CIOXETOB M
TekcTOoB. ONUH M3 TaKUX CIOXKETOB - "0O6MEH KpoBM" B 3HaK "KPOBHOro"
poxncTsa (T.e. HEPa3PLIBHOM CBA3M), KOTOPhIA BOCXOIVT K GaJIKAaHCKOMY pM-
Tyany 6pataHus. DTOT PUTYall YCTaHABIMBAET OTHOIIEHUS GpaTcTBa MEXIY
repoeM M ero BO3MOGIEHHLIM. IIpr 3TOM Z06POBONBHBEI OOMEH KpPOBHM
(6paranue) cMemmBaercsi Bo Bropom ymape ¢ mpyrum (GOJIBKIIOPHBIM MOTH-
BOM, BAMITUPU3MOM, T.€. YOUMUCTBOM 4epe3 MOrioleHue KPoBH (06 OIBIT-
HO, UTO BTOT aKT obecreunBaeT y6uitlie-BaMIIUpy, a TIOPO# U €ro >KepTBe,
GeccmepTue?3),

He 6oremMckux 1ecoB BaMIIHpOM -
CMmepTHBIM 6paTOM MpeJ LeJIbIM MUPOM
Te1 Ha3Bancs, Tak 6ynp >xe Gpar!

Cam cebs ocyxnaer KauH...
ITo6nenHen MoJIOoOM XO3SAUH,
Peszanyn o JiagoHU BKOC...
TUXO KaraeTr KpoBb B CTaKaHbI:
3Hak o6MeHa U 3HaK OXPaHbL...

Camo onucanue o6psna 6paranns ("Tuxo KarmaeT KpoBb B CTaKaHbI"), BU-
I¥MO, OTCBUIAET K CLIEHE U3 U3BECTHOIO KMHOMMILMa 0 Bamniupax, "Hocde-
pary" ®. Mypnao (1921).24 Ynomunanue umenn Kavna B Hauane Toit >xe
CILEHBI BBOIWT €IlI¢ OXMH MOTEHLMANbHBIA CIOXKETHBIA ®JEeMeHT - Gparo-
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ybuiictBo. (B KOHTEKCTE BTHX accomanmii, chopMyna “"cMepTHsIit 6pat” BOC-
[IPUHUMAETCS KaK MCKAXXEHME 06 LIesA35IKOBO MIMOMBI "CMEPTHbIA Bpar”,
MOTHMBHPOBAHHOE COBMeLIEHUEM "6par - Bpar".)

AccoumatuBHbIi X0 "6paTaHue - 6paToyOHMICTBO" MOOKPEINAETCS 3a
CUET ellle OJHOT0 BO3MOXXHOIO ITyHIKMHCKOro noarekcra, "IlecHei 3aman-
HBIX ciaBsiH", a UMeHHO recHM "SIlHko MapHasuu". ["epoii Toi1 necHu oka-
3LIBAETCA HEBONBHBIM yOwuiinieit cBoero "usabpanHoro Gpara" ("6para mo
6ory") U, Kak CIeNCTBHE BTOro, rMOHET OT PYKM HEKMX MUCTMUYECKMX CHI
("xpoBoMineHba"). HeBonpHoe 6paToy6HMiACTBO COBEPIIAETCA CIEAYIOLIUM
o6pa3oM: "SIHKO BhICTpENNI U3 cBoero mucroins, / Ho pyka ero nesHas apo-
xana, / B cynmpoTuBHMKa CBOEro He Imomnai oH, / A monan B cBoero apyra'.

IIpencraBiseTcss BO3MOXHBIM CIIOXKHTh BCE STU [MOTEHIIUANLHBIE CIOXKET-
HBIE XOMBI ¥ BJIEMEHTHI B HEKYIO LIENOCTHYIO CIOXKETHYIO CTPYKTYPY, CBSA3aH-
HYIO C MOIEJIMPOBAaHMEM BO3MOXHBIX NMYTeH Pa3BUTHUsI U Pa3peLICHUS MU-
donornyeckoit cuTyau moGOBHOIO TPEYroJbHUKA: MOMbITKAa yOuicTBa
COmepHUKa 060pauyuBaeTCs HEBOJLHEIM yOUICTBOM BO3NMIOOIEHHOrO W,
OIOHOBPEMEHHO, 6paToy6uiCTBOM; MOruGaeT U caM repoii, HEBOJbHbIA BH-
HOBHUK "Gpatoy6uiictBa”. TakuMm 06pazoM, nemiudpoBKa KyJIbTYPHOI'O KO-
Ia o6yciaBiMBaeT pasranKy, @ BEpHee, PEKOHCTPYKLIMIO CMBICIIA [TOBMBIL.

DTOT cBOCOOPa3HbI CIOXET, JIEXKAIIWA 32 IPENEIaMHi TEKCTA ITIOBMBI, CTa-
HOBUTCS 4YacThIO co3laBaeMoro B "Popenan” KY3MHMHCKOIO IO3TUUECKOrO
Muga o TI060BHOM TPEYIONBHHKE.

B camoMm nene, y6uiicTBO conepHuka, oGopaumBalolneecs 6paroyouiicT-
BOM, - BTO PE3yJIbTAT CMELIEHUS ¥ NIEPeCTPauBaHUs TPATUIIMOHHOM POJNEBOIA
CTPYKTYDHI TPEYroJbHUKA, KOTOPOE BLI3BAHO TEM, UTO PeUh UJIET O JIOOBU
MY>XYHMHBI K MYy>X4YWHe. TpamuuuoHHO "HPYyroMy My>XuuHe" OTBOIUTCS
POJIb COII€pHUKA TE€posA; UMEHHO OH SBISETCA INMOTEHUHAJIBbHBM 006 BEeKTOM
y6uiicTBa U3 peBHOCTH. OHAKO B KOHTEKCTE KY3MHMHCKOI'O TPEYTrOJbHUKA
"Apyroif My>4uHa'" SBISIETCS HE COMEPHUKOM, a BO3IMIOOIEHHBIM I'€post U
ero yOuiACTBO HEBOJIbHO M HEU36E>KHO OKa3bIBACTCA yOMHACTBOM BOANIO6-
neHHoro - 6para. Ilepudpasupys ctuxorBopenue IlyimkruHa MOXKHO CKa3aTh,
YTO LENSCh B "CyNPOTHBHMKA", repoiil nmonaxaer B "Gpara”. (3ameruM, 4TO
TakMM 06pa3oM ITOJHOCTRIO Pean3yeTcs CUTyalus ImymkuHekux "Ilbiran”,
T.e. yOUTHIM OKa3bIBAETCS U COTIEPHHMK, M MPEeIMET NIOGBY, TOJNLKO B JaHHOM
CIly4ae OHM COBMEIIEHLI B OIHOM JIMLIE.)

I/ICKJIIO‘-[PITCJILH}’IO POJb B PCATTU3ALMU 3TUX CMBICJIOBBIX XOIOOB UI'PAIOT
otchukH K [Tymxuny. OTCHIIKM K pa3iMuHbIM TekcTaM ITymkuHa, MHOTHE U3
KOTOPBIX y>XX€ GBIIM yKa3aHbI HCCJIEIOBATENAMH, GYKBANbHO MPOHU3BIBAIOT
TekcT 1osmbL25 K TIyluKuHy BOCXONSAT, BUIMMO, TAKUE KIIOUEBbIe 06pa3sl
"dopenu", KaKk SBJIEHUE HETMPOIIEHHBIX [OCTel (Cp. "HE3pUMBI poii rocreir”
B "Ocenn" 1833) u o6pa3 cpocmmxcs OIHU3HELOB (KOTODPHI BOCXOIMT K
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cruxotBopeHuo "Tlogpaxanue apaGekomy" (1835)26). Kak 6b110 OTMEUEHO
BBIIIE, CaMbIil BbIOOD >KaHpa M TEMBI YKashIBAET Ha OPUEHTALIMIO HAa MIEAlb-
HEBINA pooGpas 3TOro >kKaHpa B pycckoi ymrepatype - "Eprennit Onerun". B
ITOM KOHTEKCTE, LIeJIbIe PSIbI CIOB, 06pa30B, CUTYalUi, IPUEMOB HAUMHAIOT
BOCIPUHUMATBCA KaK ITyIIKNHCKME - HAIIPUMEP, 3UMHHUE Nei3aKy, KaTaHUE B
caHsX, Bopox6a, atMocdepa yeIMHEHHO! >XKU3HU B IEPEBHE, IOCEIIEHNE
Tearpa ¥ 1pou.2’ B 1enoM, BOSHMKAET OLIYIUEHHE COMIPUCYTCTBUS B T105MeE
ITyIIKMHCKOrO CJOsl, & B CBA3YM C STUM BO3HMKAET BO3MOJXXHOCTb IMPOEKIINM
BCEro CIOXeTa U Beeit curyauuu "dopem” Ha CIOXKEThI M CUTYallMH, CBS3aH-
Hele ¢ mmeHeM [lymkuHa.

"IIylInKMHMAHCTBO" - CO3HATENIbHAs Y MOCIENOBATENbHAST OPUEHTAINA Ha
MOSTUYECKUIt CTHIIb U YenoBeueckuit o6pa3 IlymkuHa - 6b11a BadXkHOI 4ep-
TOM TBOpYECTBa U camMoco3HaHMs Ky3MMHa, KOTOpass HEOMHOKPATHO OTMe-
Yanach B MEMYyapHbLIX MCTOYHMKAX U MCCIENOBATENLCKON nuTeparype.28 Dra
yepra sBISETCS HEOT'hEMIIEMOM YacThlo KyIbTyphl Cepe6psAHOro Beka B Lie-
JIOM: COBpPEMEHHbIE COOBITHA M JMua (M COBpEMEHHas T093Ms) MOCTOSHHO
COOTHOCHITCH C COOBITUSMU JIMLIAMH M TIODTHUUYECKUMHU TEKCTAMU CTOJIETHEHN
IIaBHOCTHM M BOCIIPMHMMAIKChL KaK MUosoruueckoe "Bo3spameHue” 3oio-
TOrO BEKa - MYIIKKMHCKOM 31moxu.29

IIpoexuus CoBpeMEHHbIX COGBLITUI Ha IMMYIIKWHCKYIO DIOXY ChIrpajia
GOJBIIYIO POJIb B XYIOXECTBEHHOM OCMBICIIEHUM TaK Ha3bIBAEMON "HCTOPUM
1913 roma" (ru6emu Kusaszepa). sl MOHUMAHKUA CMBICNA ¥ 3HAYEHUS MyILI-
KHHCKOM mnpoekuuy "ucropum 1913 roma" (u ee "Bosppamenus" B 1921
rony, B ucropuu ¢ KOpkyHoMm n Ap6ennHoii) B TBopueckoM cosHaHuu Kysa-
MHHA HEOGXOIMMO 0GpaTUTLCA K KYJIbTYPHOM Muconorum snoxu. Perpo-
cnekTvBHO, rubens Kusaepa npuobpena B riasax COBPEMEHHMKOB CHMBO-
JINYECKUI CMBICI: TParudyeckas 1 6€CCMBICIEHHas: CMEPTh MOJIOJOTO I109Ta B
1913 romy, nepex Ha4YaJIOM MCTOPMYECKMX KaTacTpod, CTajia BOCIIPUHUMATHCS
Kak mpejaBecTve "Havana koHHa". 'mbens KuszeBa Bnucanack B LENBIN psin
cMepTeit mosToB CepeGpsAHOro BeKa; OHa CTalia YaCThI0 OMHOrO U3 EHTPAIb-
HBIX KyJIbTYpHBIX MUOB nepBoit Tperu XX Beka - "cMmepru nosrta”. CMepTh
Biroka B 1921 rony, paccrpen 'ymuneBa B ToM >ce roay, cMepTh XneGHUKOBa
B 1922, camoybuitctBo Ecenunna B 1925, u, nakonen, camoy6uiicreo Masi-
xoBckoro B 1930 rony - @ra cepus cMepTeii NO3TOB Ha MTOPOre HOBOM DIOXH
B ucropuu Poccum cioxxunack B cBoeo6pa3Hblif 06pa3 eqMHOro, "3 Beka B
Bek nosTopsiomeroca” (IlacrepHak) coGbITHS r106ansHOr0 MUOIOrnyec-
Kxoro 3HaveHus. CoriacHo copmynuponke IlactepHaka (B "OxpaHHOi rpa-
MoTe"), KOHEIl M03Ta, "MHOTIa HACHJILCTBEHHBIA, Yallle €CTECTBEHHbIA, HO U
TOr[1a, IO HEXXENAHUIO 3aLIUINATHLCA, OUEHb MOXO0XUI HAa camMoyOuitcTBO",
3HaMeHyeT co60it yXoI ¥ yMMpaHHe KyJIbTYpHOIt armoxu. IIpu »ToM rubesns
mosra Cepe6pAHOro BeKa OCO3HABANACH KaK 'CTOJNETHee BO3BpauleHue"
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Mudooruueckoro npoo6pasa - cmepry IlymkuHa, a KOHKpPETHbIE 06CTOS-
TEILCTBA, COMyTCTBOBaBIIMe rubeim ITylnkuHa, BOCIIPMHMMAIINCE KAK 3HAKH
BTOM CHUMBOJMUECKOW cuTyauuu.3® B TOM KOHTEKCTE BOZHMK OCOGBIH
MHTEpEeC K UCTOPHM IOCIEeIHUX JeT Xu3HM [IymkuHa, 06CTOSTENBCTBAM €0
sxcenuTh6b1 Ha Hatanse Hukonaesue 'oHuapoBoit U, B ocoGeHHOCTH, K 06-
CTOSTENLCTBAM, MpuBeRmMM K nysmm Ilymxuna ¢ Jantecom.3! Dror kyims-
TYPHbLA KOHTEKCT OIIpe AeJIMII CO3HATENLHYIO ITPOeKLHMIO cuTyanmM "®opem”,
a Tax>xe 6uorpacuueckux COOBITHM, JIEXAIUX B €€ OCHOBE, HA UCTOPHUIO TH-
6enu Ilymkunaa.

Bo BropoM BCTymuieHMH K nosme U B I[lepBoM ynape BBOZUTCA TeMa IIpo-
XOXXIEHUs CKBO3b BPEMEHHOI 6aphep M BRI3BIBAHMSA TEHEH M3 MPOLLIOTO
("5 6bUT Ha CIIMPUTUYECKOM CeaHce"); B KaUeCTBE MEIMyMa BBICTYIIACT OIepa.
9Ta curyaums, BEposTHO, oTchinaeT K pacckasy 3. T.A. T'odmana "on
KyaH", repoif KOTOpPOro, BXoAs B JIOXY TE€aTpa, r'Ie UIET MpeIcTaBIeHUE
oneprsl Mouapra "JoH 2KyaH", BLIXOMUT B MHYIO pealbHOCTh. OIHUM U3
BOILJIOLIEHN MHOM peanbHOCTH B "Popenu” ABIsETCA MHAA UCTOPUYECKAs
310xa - MUHUUECKoe BpeMs 30JI0TOro BeKa PYCCKOi rnossuu. ['epomns,
MOSABJISIOIIAsICA B BTON CLIEHE, KaK OBl CXOOMT C NMOJoTHA bpioiuosa, coBpe-
‘MenHuka [Tymkuna ("Hukro He Bumen, Kak B Tearp Boma / M okasanace yx
cunswmen B moxe / KpacaBuna, kak nonotHo bBpiomnosa"). Dror >xe MOTHB
nosiBisieTcss B pomaHe "IlnaBaoiue-nyTeleCTBYIOMME ", CIOOKET KOTOPOro
nepeurpsiBaeT "ucropuio 1913 roma". I'epouns pomana, Mpauna JIbBoBHa
Bep6una (sureparypHbiit gBoiHMK CymeHKNHOM) BENET >XU3Hb >KEHITUHBI
TPHUALIATHIX FONOB ZIEBATHAXLIATOrO BEKa; BHYTPEHHEE YCTPOICTBO ee KBap-
THPbI "COXpaHsIO NMOANMHHLIN xapakTep 30-x romoB”, a cama Bep6uHa "He
TOJBKO B OGCTaHOBKE, HO M B KOCTIOMax CTapajiaCh COXPaHUTh XapaKTep CTa-
PHHHOCTH, KOTOPHIi OU€Hb IIEN K ee BLICOKOM, MOJNHOM purype, HarroMHu-
HaBlIe# BpIOJIIOBCKME OPTPETHI: MOKATHIE IIEHH, BHICOKHMHA 06 € MPAMBIM
npoGopoM, 6onblINe, TEMHEIE, 6€3 0cOG0ro BHIPaXKEHMA [N1a3a, YIJIUHEH-
HBIl OBaN W MaNeHbKUH poT 6aHTUKOM..."32 B cBeTe ITOr0 BEChMa BEPOSITHO,
YTO CPEXM NMPOTOTHMIOB GPIOJIOBCKON KPacaBMIILI MUMEETCS KOHKDETHas
SKEHIIMHA TPUAUATHIX [OIOB JEBSTHAMUATOrO Beka U uto Ky3smuH uMmeer B
BUIY KaKOM-TO peanbHbIii moprper bpionnosa. CyuiecTByeT 3HAMEHUTHIA
noprper Hatansu Hukomaesnst ITymkuuoi# pa6ots bpionsnosa (1831), xoTo-
PbIi BIIOJHE COOTBETCTBYET ONMCAHHUIO, TaHHOMY B "IlnaBaomux-yTemecT-
pyowmx". BponnoB - He TOILKO COBPEMEHHHMK, HO M mpusTens IlymkuHa,
OCTABMBIUMHA JIIOGOIMLITHOE CBUAETENLCTBO O €r0 CEMENHOI KU3HM (M Hera-
THUBHYIO ee oleHKy). O6pa3 Hataimn HukonaeBHEl B TPUILIATLHIE TOMIBI - BTO
MMEHHO 00pa3 yIUMBHUTENbHOM KpacaBullsl. IIpekpacHsle mieuy, MOTYEpKHY-
ThIe Ha noprpete BpionnoBa, - xapakTepHas uepTa e KpacoThl; 1aJb, HeGpeXx-
HO HaOpoOlIeHHas Ha IUIEYH, - JeTaJlb TOrJallHeH MOABI (B OJHOM U3 MEMY-
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apHBIX OIMHKCAHMI MOJNIOmOM >keHb! IlymKHMHA OHA MpeICTaBlIeHa C KPAaCHOM
IIATBIO HA TUIeyax33),

IIpencraBnsercs BO3MOXHbBIM CBs3aTh 06pa3 Haraimu Hukonaesns! Ilym-
KMHOM M y>K€ yCTaHOBJIEHHbIE MPOTOTHUITEI "6PIOIIOBCKME KpacaBulkl'. B
cserckoM ofuectse Hartamio Hukonaesny npossany "Icuxeeit”.34 "Tlcuxe-
eit" HaspBaMM B NPy>xeckoM Kpyry Onery CymeiikuHy (Tak o0painaercs K
Heil Kysmun B ctuxorBopenuu 1918 ropa); "Ilcuxeeit" B momamHeM o6uxo-
ne Kysmuna npossamu Onbry Ap6GeHuHy (CM., Harpumep, o6palleHHOe K
Apb6ennnoir ctuxorBopeHue Kysmuna 1930 roma, "Ckonsko ner TeGe, cka-
s, IIcuxea?"). JIro6onsrTHO, uyTo M CyznefikuHa 1 ApbeHMHa GBIIM aKTpH-
CcaMM; U3BECTHO KY3MMHCKOE BOCIIPDMATHE aKTepcKoi mesrensHocT Cyneit-
KMHOI KaK CIIOCOGHOCTH OXHUBISATh B €€ DONSIX MEPCOHAXH M COOBITHS
CTOJETHE!N NABHOCTH, BOCKpEIIaTh "snu3nyM TeHeit".35 B ceere sToro, Mox-
HO NPEIIIONIOXHTh, YTO CLIEHA B JIOXKe ornepsl ('CIIMPUTUYECKHUI ceaHC'") U30-
6pa>kaeT 1 COBpeMeHHUKOB Ky3MuHa, corylanommx npeacrasicHue "Tpucra-
Ha ¥ U30Jmab1", ¥, OMHOBPEMEHHO, COBpeMEHHMKOB IlyIukuHa, ciymamommnx
npencrasnenue "Jlon XKyana" Mouapra.

Ecm "6promnoBckas kpacaBuua” B yoxe - Hatamsst Hukonaesna Ilymxu-
Ha, TO BXONSIIMI B JIOXKY "4YesoOBeK JIET OBaIaTH C 3eJIEHBIMU r1a3amMu” (OH
6enokyp; cp. "Bxoaour B nBepy Genokypsli, / Cymacmenuni Hoserit rox!"™) -
Hautec. Ycroiuuseni MeMyapHslit 06pas JlaHTeca - 9TO KpacuBbIi GeloKy-
PbIii MOJIOLOM YeNoBeK, "JeT ABanuaTH”, co "CTEKJISHHLIMM Iiasamu”.36 Ta-
KUM 00pasoM, JMpHUeckuil repoii "Popenyn"” oKaspIBaeTCs B POJIM 'IaBHOTO
y4YaCcTHUKA 3HAMEHUTOTO TPEYrONLHMUKA - B posin camoro Iyimkuna.

Tema ‘TlymukuH HakaHyHe rubenu’, BKIOYAOIAs DIEMEHT CaMOOTOX-
necTBieHUs ¢ IIyIMKuHBIM, aKTMBU3MpOBanack B TBopuecTBe KysMuHa B
Havane 1920-x ronos, B CBA3M C CEPHEl TPAYPHBIX TOPXKECTB, MOCBAILIEHHBLIX
IIymkury. B 1921 rony B IleTporpane TOp>KeCTBEHHO OTMEUanach 84 ro-
IOBILIMHA CO IHA cMepTH ITymxkuHa. KysMUH MIPHYHSI yyacTUe B I06MIIEHHOM
sacenaHuM 11 cbepans B JJoMe JIUTEPaTOPOB; OH IMPOYEN HAMKCAHHOE K
3TOMY Cirydaro cruxorBopeHue "IlymkuH" (Ha ®ToM 3acemanun Biok npous-
HeC CBOX 3HAMEHMTYIO peus "O Ha3HaueHUH Mo3Ta", CBOEOOPa3HOE MPOPO-
yecTBO O cob6cTBeHHOM rubenu). Tema sToro ctuxorsopenus - GeccMepTue
IMymxuna: "OH xuB! ¥V Bcex nyima HerxreHHa, / Ho on oco6Geuno >xxuset!"
Beccmeprue TlymkyHa NpencTaBleHO Kak BO3BPAIIEHNE U3 TIOTYCTOPOHHET O
Mupa ¥ GpaTaHKe C COBPEMEHHBIM ITO3TOM:

W3 cTpaH, oTKyIa HET BO3BpaTa,
UYepes roma oH 6pocuil MOCT,
U ecym1 B HeM npusHaeM Gpara,
OH He o6UmUTCSA: OH - MPOCT.
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B c¢eBpane 1927 roma, B 90-nerue co mHs rubemu Ilymxuxa, Kysmun
BBICTYITMII C €1lIe OOHUM ITYIIKMHCKHMM CTHXOTBOpeHMEM - "IIylnkuH emer Ha
oy3inb". B ®TOM CTMXOTBOPEHMM MPHUCYTCTBYIOT MHOrMe 06pa3sl ¥ MOTHBEI,
Bowennve B "®opens"”, raTupoBaHHyio TeM ke 1927 romoM. DTo ¥ 3UMHHIA
rei3a>k, CX0XMit ¢ neit3asxeM [IepBOro BCTYIIEHMs K MTOBMeE:

I'po3HbIA IeHb HaBUC, KAK TCHb,
XONOIHO, TYMaHHO.

OH 1 e MOpO3HBIA IeHb?
HenonsiTHo, cTpanHo!

DTO ¥ SBIEHUE JMPUUECKOMY I'epPOI0 YMEPIIKX NpYy3eif:

M npen HUM cO BCEX CTOPOH
TEHM, TEHHU, TEHH -

ITymun, Koxns u 6apoH,
Ornennbni KateHuH.

JT0 M MOboBHAA U3MeHa (Bo-nepBbx, Hatansu HukonaeBHsl, a BO-BTOPBIX, -
ee murepaTypHoro asoiiHuka, Harammm, nepconaxa "Apana Ilerpa Benuko-
ro'); ¥ KapThl Kak CUMBOJI KallpU3HOCTH CBoel 6ynymei cyns6br; u "cnusi-
Hue" mpyseit u BparoB ("Kro npy3ss u kto Bparu? / Bce cimnucs B xonoze").
ITon ctuxoTBOpEHMEM cTouT ABOMHAs mara: 11 cheBpans 1837 - 11 cheBpans
1927 (mara cmeptH IlyImKyHa B IEPEBOLE HAa HOBbIA CTUIb). B KOHTEKCTE MU-
cha o cMepTH MoaTa 9TA IBOMHAS JaTa - HEe NPOCTOE YKasaHUe Ha I00MIIeHbIA
XapakTep CTUXOTBOPEHHUS, a OTCHUIKA K UIEe CUMBOIUYECKOIO "CTOJETHETO
BosBpaiteHus” cMeptH IlymkuHa.

OTchUIKHM K TEME NysiM M cMepTH IIylIKMHA CTaHOBATCS Ba>XKHOH YacThIO
"®openu". IIpuueM obcTosTembeTBa Aysinu IlyimknHa ¢ JlaHTECOM CiMBaloTCS
¢ arpubytamu nysnd OHeruHa ¢ JIEHCKMM; BTH OTCBUIKM HEM3MEHHO
COIIPOBO>X NAIOTCA AETAISIMM 3MMHEro rneisaxa. IlepBoe BCTyIiieHHE pUCyeT
3MMHBIA TEi3a5X, MCIONHEHHBIM NyMKUHCKUMM accoumaiusamm.3’ Tak,
nepeasi CTpoka (OTKphIBaOlas MO3My B LenoM) - "Pyueii cran makoMm oo
mppa" - no-BupMMoMy otceinaeT K "EBrenumio Oneruuy" ("OmnpstHeit
MoxHoro napkera / Bmucraer peuxa, ibmoM ogneta"). HauanbHble crpoxu
Broporo ymapa - »To siBHas peMuHucueHuus u3 "Esrenmss OnermHa",
oTchImarouias K cueHe nysmu OneruHa u Jlenckoro:

Konu 6pI0TCSA, XparsT B MCIIYTE... Iouys MeprBOrO, Xpansr
"®openn" U 6p10TCSA KOHM...
"EBrenuit Onerux”
I'nmasa VI, crpodha XXXV
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IIpnuem, cormacHo ofmeit Mmee romoBOro LUKIa, Bropoi ymap - 3TO
chespains, T.e. Mecau nysnu ITymxkuna ¢ Janrecom. K teme nysim Onernna u
JleHcKoro OTChUIAaET M 3aKIIOYMTENbHas crpodha Tpersero ynapa.38

Kak Taer cHeXXHOE LINThE, I"oOHMMBI BEHTHUMM JIyYaM¥,

BeceHHMMH FOHSCH JTydyaMy, C OKpeCTHBIX I'Op YXXe CHera

Tak I0HOIIECKOE >XUThE C6exxaym MyTHBIMU PyUbsIMU

Wner kanpusHbMU TyTaMu! Ha noromnnenHsie ayra.

"®opens” "EBrennii Ouervn”, I'masa VII,
crpocha 1.

HeTpynHo 3aMETHTb, YTO BTH CTPOKHM CONEPIKAT OCHOBHBIE BIEMEHTHI LIEH-
TPaJIbHOM CHMBOIMUYECKON cxembl KysMuHA: OTKphIBaHME BOXbLI (TasiHbE
CHE>XHOI'O IOKpOBa), FOHMMOM JiyyamMM coJHUA (06pa3, COOTHECEHHBIN C
yZapoM KOIbsA-IocoXa-yya). CMEPTh Ha TAIOWIEM CHEr'y MIIM JIbIY ITPEICTaB-
JsieT co6oit UIeaNbHYI0 PEATM3aLMI0 KYSMUHCKOM MIEH CMEepPTH-BOCKpece-
HUS: TaKas CMEPTh HEOTIEJNMMA OT aKTa CIMSHHSA Feposi CO CBOMM 3€PKallb-
HBIM OTPAa>XECHHUEM (HIIC&JIBHLIM IIBOﬁHHKOM) U NIPOHUKHOBEHHS CKBO3b
rperpany, pa3gensAolylo Ba MUPa; Takass CMEPTh HEOTIENIMMA OT BECEHHEIO
BOCKPECEHH s IIPUPOIBL

O6pa3 cMepTH Ha CHET'y (B HEMOCPEICTBEHHOM CBSi3M C 06pa30M PEKH; CM.
pucmy "6per-cHer") UrpaeTr BaXHYIO poib U B cTUXoTBOpeHuM "IlymikuH
€IeT Ha Tyanb":

Konuen nyTs. ITocnenuuii 6per.
Yeii-To xpuk: "Haunure!"

W 6e3 uyBCTB ynai Ha CHer
ITyIIK¥H, COYMHUTEND. 39

OrmetnM, yto mysns Ilymkuna ¢ Jlantecom mpoucxomuna "Ha YepHoi
peuke"; B KY3MUHCKOM KOHTEKCTE BO3MOXHO OYKBaJIbHOE MPOUTEHUE DTOM
WIOVOMBL Oy3Jb Ha peke (B 3TO BpeMs OHa ObLia IMOKPHITA NLAOM). B pesyib-
TaTe BBEJCHUSA B CUTYAalUMIO r'NOeIH Ha NOENMHKE JETaeli BeCEHHE-31MHETr0
neisaxka, uMmemKx y KysmMuHa ocobble CUMBOJNMYECKME 3HAUYEHMS, DTa
CcUTyauus - rubesib repos Ha MOEIUHKE MEXCIY NMPOTHMBHUKAMM-IPY3bSIMHU
(v "6paTbAMU"), IPOUCXORALIEM M3-32 XKEHIIVWHbI, - CBA3LIBAETCA C Maeei
CMEPTH -BOCKDECEHHU .

O6pa3 cMepTH (HACHUIILCTBEHHOH CMEDPTH) Ha TAIOIIEM CHET'y BO3BHMKAET B
elle OXHOM, paHHeM ctuxoTBopeHuM KyamuHa - "S 3naio, s 6yny y6ur”
(mmxn "Masik mo681", 1911-12, c6opuux "Ocennue ozepa”). Beuny ocoboit
Ba>XHOCTH 3TOI'0 MAaJIOM3BECTHOT'O CTUXOTBOPEHMS IJIs HAlleil TEMBI, IIpH-
BEIEM €0 IOIHOCTLIO:
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51 3Haw, 5 6yny your

BecHol0, Ha TaJIOM CHEre...

Kak myTHHMK ycTambni CrT,
CorpeBIIuCh B TEITJIOM HOYJIETe,
Tak 6yny nexars, IEXAaTh,
IIpurBoxaeHHbIHA K TEGE, O MaTh.

51 cam 3TO 3HAIO, CaM,

He MHe ragana ramana,

Ho ubuM-TO MUIIBIM yCTaM

Mowux 6yner >aJnko...

U 6yny nexxars, Jexarb,
ITpurBo>xaeHHbIA K Te6E, 0 MaTh.

1 6ynet MHe BCE PaBHO,
HakoHuTcs 1» KTO HaJIo MHOIO,
Ho B HeGec romy6oe mHO
BarnsnHy s ¢ ynsI6K0i1 3eMHOIO.
Y 6yny nexars, Jie>xarth,
IIpurBo>x neHHbIN K Te6E, O MaTh.

DTO CTUXOTBOPEHHME MHOI'MMHM HUTSIMH CBSI3aHO C TEMOW HYy®IM M CMEPTH
IlymkuHa u ¢ "®opennio”. I'epoit 3HaET, UTO yMPET "Uy>KOi CMEpTLIO" -
CMEpThIO, NIpeACcCKa3aHHOM mpyroMy ("He MHe ramana raganka'"); oH O6yner
y6ut Ha cHere. CMepTh IIPOMCXONMUT "BECHOIO"; B MIOBTHMUECKOM KaJleHIape
KysMmyHa nepBbIi BeCEHHUHM Mecsll - 310 ¢heBpams ("Beap B Beommit TeromM
cerpans / BecHa Berpeuaercs ¢ sumoro”; "Crneszamu cepaue s omomo”, 1914),
Bo3HUKao0OIMIAI B ®TOM CTUXOTBOPEeHMM 06pa3 mHa HeGec BBOIUT HIEIO
06 palleHHOCTH 3TOr0 MUpa ¥ MHOro Mupa (ToT 06pa3 MOATBEP>XKIAET, UTO
TAOLIUN CHET - BTO BapUaHT JIOMAIOIIErocs JIEASHOr O MMOKPOBa pexku). MHe
IIPEeICTaBNIsETCs, YTO DTO CTUXOTBOPEHME BOCIIPOM3BOIUT MU O CMEPTH
MO3Ta: CMEPTh M03Ta (JINPUYECKOro "s1" 3TOro CTUXOTBOPEHMUS) IOBTOPSET
rubens IlymkuHa (u3BectHO, uyTo rubens Ilymkuaa, "ot Genoit roiossr”,
6bl1a npeackasana ragankoi). IIpuuem KysMuH 3anoyHseT KapTHHY 3TOM
CMEPTHU CBOMMH MHIUBUIYAJNLHBIMU CHUMBOJAMHU 6CCCMCPTMH: CMEPTH Ha
TAIOIIEM CHET'Y.

ITongBeneM WTOrM aHamMU3y MpOEKLUHM COOBITUIL, OTpakeHHLX B "Pope-
au", Ha IIYMIKKUHCKYIO BM0XYy. MOXHO yTBEp>KHAaTh, YTO UCTOPUSA rubeiu
ITymkuHa cocTaBNseT OOHY U3 BaXKHEHIIMX JIMTEpPaTYPHBIX MapajUIesed CHUTy-
anu JMOH0BHOrO TpeyronbHuka B nosme Kyamuna. bes comHenus, myui-
KMHCKHU MOITEKCT JAJIEKO HE OYEBMIEH; OH HY>KIAETCS B PEKOHCTPYKIIMM H
BOCCTaHABIIMBAETCs JIULIbL B Pe3yJIbTaTe PaCIyThIBAHUS LIEJOM CETH accolMa-
THUBHBIX CBS3€M, MOMKPEIUIAEMbIX aleUIALMeR K KyNbTypHO# Mudomoruu
snoxu Kysmuna. KakoBa >xe (DyHKLMs 3TOroO MYIIKMHCKOI'O IMONTEKCTA B
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nosme? MHe npencrasiseTcs, uro (PyHKLMS ero ABOjAKa: B pe3yJbTaTe B3a-
MMHO ‘Tipoekuuy cioxera "Popenn”, ¢ ero 6uorpaMUECKNM acIeKTOM
(uctopus 1913/1921 rona), 1 uctopum keHUTHOBI ¥ rubemu Ilymkunaa, Kys-
MMH, C OOHOH CTOPOHBI, 0GOrallaeT Co3MaBaeMblili B [TODME IOBTUYECKHUIA
muc. C npyroit CTOPOHBI, OH IpeJiaraeT CBOE ITPOYTEHHUE OOHOIO U3 LIEH-
TpamsHeIX MHGOB 3M0XM: MUda 0 CMEPTH Mo3Ta - cMepTH [lymkuHa.

OTOXIECTBISAA CBOEr0 JMPHUECKOT0 repos (mpuueckoe "sa") ¢ Iymku-
HbM, Ky3amun kak 651 nmepeurpemaer ucrtopuio rubemm IlymkuHa Ha "6u0-
rpachuueckoM” MaTepuaie (Ha MaTepuaie cBoero 6uorpaduueckoro Muda).
OcMemoch NpeIOXKHUTD CIENYIOLYI0 PEKOHCTYKIMIO KY3MHHCKOI'O IIpOYTe-
Hus ucropun rubemm Ilymxuna: IlymkuH ru6HET B pe3yibTaTe BMEINa-
TENLCTBA B €0 CyNb0Yy HEIOCTOSHHON ¥ BETPEHOM >KEHINMHEI - "6 PpIOJIoB-
CKOM KpacaBMIfbl" (OTMETHM, YTO MMEHHO TaKYI0 MHTEPIPETALHIO "MCTOPUH
1913 ropma" KysmuH npennaraer B poMaHe "IlnaBaloime-nmyTemecTByio-
mue"40). BoKpyr >KEeHIIMHEI, CKJIAMLIBAETCS CUTYAMs TIO60BHOIO TPEYOMh-
Huka. "JIpyroi Mmy>xuuHa" B 3TOM TpeyroisHuKe (JlaHTec) - 9T0 npeKpacHbIA
IOHOIIA-BOMH (HANIOMHUM, YTO KaBajleprapiabl HOCUIM (DOPMY C PhILIRPCKUMH
snemenTaMu). OH romocekcyamuct. CONepHUKOB CBA3BIBAIOT OTHOILIEHMS
"n36paHHOr0 6paTcTBa": UBBECTHO, UTO B pasrap Apamsl JlaHTeC >XeHWICS Ha
cectpe Hatamu HuxonaesHe1, ExaTepune. CornacHo memyapam B.A. Couito-
ry6a, nocye cBaroBctBa Janrec ckazan Ilymkuny: "Hanerocs, 4ro Me1 6ynem
BUIATHCA KaK 6paTha"4! (3T MeMyapsl 66111 M3BeCTHHI Ky3MUHY; CM. CHOCKY
39). Takxum o6pa3zoM mysms IlymkuHa ¢ JIaHTeCOM (Kak M JIMTEPATypPHBIA
IBOMHMK BTOI curyauuu, aysns O”eruHa ¢ JleHckum) - 310 "GpaToyOuiicT-
Bo". CornacHo JIOrMKe Ky3MHHCKOro Muca o JI0GOBHOM TpPEyTOJbHHUKE,
WCTUHHBIM NaprHepoM IlymkuHa sBIseTCS He BeTpeHas "6pIoJUIoBCKas Kpa-
caBMIA", a MPEKpPacHbi JIoHOWIA-BoMH, JanTtec. Ctpenss B conepHuka, Ilym-
KHMH CTpensieT B "Ha3BaHHoro 6para”, wiM B IBoiiHuKa. B pesynsrare, oH
Hensbe>xXHO r'ubHeT cam; myais IIymkrHa ¢ JJaHTeCOM OKa3bIBAETCA CaMO-
y6uitcrBoM. HUtak, xak u B "uctopuu 1913 roma”, mo60BHbII TPEYTrOIbHUK
[IPUBOIUT K camoyGuicTBy. OOHako, OMHOBPEMEHHO OH IPUBOIMT M K
6eccCMepTHIO: KaK U3BECTHO, KYILT "6eccmepTHoro Ilyiukuna" Havancs B ca-
MbIIA MOMEHT €ro CMEPTHU U (35851 HEIMOCPEACTBEHHO CBA3aH C CUMBOJIIMUCCKHM
OCMRICIIEHMEM CaMUX OOCTOATENLCTB BTOM cMepTH. Takum 06pa3omM, ucTopus
rubenu IlymmKuMHA MHTEPIPETHPYETCA B TEPMMHAX TO# CHMBONIHUYECKOM
CXE€MBI, KOTOpasi OpraHu3yeT nostuueckuit Mup Kyamuna.

Hapsany c¢ atum, npoekuus cutyauuu "®openn"” Ha ucTopuio rubemu
ITymkuHa DOMNOJNHSAET, YTOUHAET M "YKPYIHSET" CMBICH U 3HaYCHME CO3/aBa-
emoro KysmunsM nostuyeckoro Muca o mo60BHOM TpeyroibHuKe. Tak,
6naromaps NMYIIKWHCKON IPOEKUMH MOMKPEIUIsieTcs UAess 6eCcCMepTHS.
OroxxnecrBiienue ("6patanue”) Mpuyeckoro repos ¢ IIyInmkuHemM - 3TO Bep-
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HeMmit 3anor ero 6eccMepTUs, a TOYHee BewyHOro Bo3ppamieHus. Iloins-
3ysch cnosamu Kyamusa (B ctuxorBopenun "Ilymkun"), - "Ou >xuB! ¥ Bcex
nyma HerneHHa, / Ho oH ocobenHo >xuBet!”

ITogsons UTOr BCEMY CKa3aHHOMY, IPUBENY DE3IOME ITOBTHUUECKOrO
muda 0 IBOMHUYECTBE U NIOGOBHOM TPEYrOJbHUKE, KOTOPLIA CO3NAETCA B
tBOpuecTBe Kyamuna. B mpenemax aroro mudca, mo60Bb - BTO 4yBCTBO
MY>UMHBI K MY>XXUKHE, T.€. K CBOEMY TIOJIHOMY MOXO6MIO, MM HBOAHMKY. B
DTOM CHUTYallMM COeOVHEeHMEe (2 TOUHee, CIMsAHUE) BOIIIOOGIEHHBIX IPOMUC-
XOIUT B Pe3yJLTaTe IIPEONONEHHS PasaeNsiomeit MX nperpansi (OKEHIIMHLI).
CoeauHeHMe BO3MOGIEHHBIX- IBOMHUKOB OKa3bIBAETCS PAaBHOLIEHHLIM IIpe-
ONOJIEHHUIO Iperpajbl, pa3uensiomeil TOT MUP ¥ MHOH Mup. B koHeuHOM
cuere, Mud Kyamuna - 3ro Mucd o 10681 Kak IIPEOTOJIEHNH CMEPTH; B ITOM
cMmeicie, KysMuH npemnaraeT NOSHTHBHYIO aJlbTEPHATUBY BarHEPOBCKOMY
mudy o mo6BHU Kak CUIe, BEAYLUEH K CMEPTH.

IIpuMeyaHus

1 Cm. O, Jesun, JI.M. Ceran, P.II. Tumenuuk, B.H. Tomopos, T.B.
IuBesH, "Pycckas ceMaHTUYeCKas IOSTHKA KaK MOTCHUMAIbLHAA KYJb-
TypHas napapurma', Russian Literature 7/8 (1974) cc. 47-82 (cm. B oco-
6enHoctu cc. 58, 64, 72); B »Toi1 pa6oTe OMUCAHO BOILIOIIEHHUE BTOM
MMO3THKY B TBOPUECTBe AXMaTOBO U Manpensirrama,

2 I.T. UImaxos, "Bnok u Kyamun (Hossie matepmansl)”, Broxosckuit
cb6oprmk, Bom. 2 (Tapry, 1972), c. 350.

3 Cm. P.O. Tumenunk, B.H. Tomopos, T.B. IluBbsH, "AxmaroBa u Kya-
muH", Russian Literature V/1-3 (1978) cc. 222, 228. MHorue Habmoneuus,
CIoeaHHbIe B 3TOM forareiiireM UHGOpPMALIMEH UCCIETOBAaHUM, UCIIONb-
30BaHbI B Mocit pabore.

4 CymecTtByer nono6ue Mexny yHKUMAMH U MeXIY TPaAMIMOHHEIMM
n3o06paxeHusMu ApxaHrena Muxauna u Cesaroro I'eoprus. O6a onu
BBITOJIHAIOT POJIb 3Mee6opueB. ApxaHren Muxaui n3o6pakaercs B BUIE
aHrena-BOMHA, C KPbUIbSAMH, KONIbEM MIM MEUOM M, MHOTZa, B JaTax. B
MpaBOCIaBHOM Tpamuuuu ApxaHren Mmuxaunnm vacto u306paxaercs
Iep>xanmmM ysneuku koHeit. Cesartoit I'eoprmit nsoGpakaeTcs B BUIE
IOHOIIIN-BOMHA Ha KOHE, KOMBEM IMOpakamuiero napakoHa. JIim6onsiTHo,
YTO ecny ApxaHren Muxauis siBIfeTCs aHreJoM-xpaHuTeleM Muxauma
Kyamuna, To Csatoit ["'eopruii - MokpoBUTEIEM €r0 POIXHOI'O roOpona,
SpocnaBns (Benukuit kHA3b SpocnaB B KpeineHuM rpuHsAn umsa "[eop-
rui").
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5 Merachuaudeckue MpoeKMM 06pas3a Mperpasl MOAPOSHO PACCMOTPEHBI B
cratee B. "actapoBa "Eme pa3s o npexpachoit sicHocTh: actetuxa M. Kys-
MMHA B 3€pKajie €€ CMMBOJMYECKOro BOILIOIICHUs B mosme "dopeib
pasGuBaer yex"", MOMELIEHHON B HACTOAIIEM U3TaHUU.

O6pamnasce K BO3MOXHOM 6uorpaduueckoil mpoeKuuu THX 06pa3oB,
CIenyeT OTMETUTh, YTO AHTHHOM - npo3Buime Ky3muHa B Kpyxke Bs-
yecnaBa MiBaHOBa.

7 06 sTO#t TEME CM. IOIPOGHEE B BhIEyKa3aHHOH cTathe B. [acnaposa.

JI1060MBITHO, UTO B XPUCTHAHCKOM MHA(OIOrUM CYLIECTBYET TPAXULIUs
IpvpaBHMBaHWsA ApxaHrena Muxauia u npopoka Mowuces: B araquieckoi
Tpamuiuy, ApxaHren Muxaun sSBIseTcCs NMPEeXBOIUTENEM U3PAUILTAH B
ITyCThIHE BO BpeMs ux ucxopga u3 Erumra (cm. M.B. Meitnax, "Muxaun",
Mnugpsr naponos mmpa, non penakuuein C.H. Tokapesa, T. 2 (Mocksa,
1982), cc. 158-160. Kak coobmmna mae Onsra PaesBckas-Xpio3, CymecT-
BYET MKOHOMUCHOE N306paxkeHue ApxaHrena Muxauna, HalpaBIAIOLIETO
skeanoM Bony ("Uyno Apxanrena Muxauna B Xonex").

9 HenocpencTeeHHas MOTUBMPOBKA 3TOT0 06pa3a - oTchuIKa K "Tpucrany u
M3zomne" Barnepa (cM. o6 3ToM B BeIneyka3aHHOM crathe B. ["acrapoBa).
OnHako, clieyeT OTMETHUTh, UTO 3eJieHbl - uBer CBsatoro [eoprus (B
3ananHo-cIaBsHCKoM domskiope - "3enenu Opait"), ommuerBopsiomero
>KMBOTBOPLIYIO BECHY.

10 Cm. 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.

11 XapaxTepHo, 4TO KOJOPUT, CBA3AHHbI C XKeHCKUMHM o6pasamu "dopenu”
- BTO IMOCTOSHHBIA KONOPUT "mperpamsl”, roiay6oBaro-cepsiit (“6pion-
JIOBCKasi KpacaBuHa" B JIOXXE M300pa’keHa "C >KEeMUY>XXHBIM IJe4oM';
DnmHop - B "rony6oBaTo-cepoit ama3oHKe").

12 Monpo6uoe nanosxenue sTux Guorpacuyeckux COGLITHI CHENAHO B:
John E. Malmstad, "Mikhail Kuzmin: A Chronicle of His Life and Times",
M.A. Kyamun, Cobpanne cruxos, T. Il (Miinchen, 1977), cc. 7-319. Mare-
puan, co6paHHLIX B STOM 3aMedaTelbHOM OYEpKe, JEI B OCHOBY MoOe#
pabotsr.

13 Cm. Malmstad, cc. 170-171.
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15
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20

21

22

BecbMa BEpOsITHO, YTO B MODTUYECKOM co3HaHuMM KysMuHa snuson c
rubensio CanyHoBa COOTHOCMIICA M € MyMKMHCKKMM "ApuoHoM". Tak,
cnoBa recHu B JIeBSTOM ynape, BUAMMO OTCHLUIAIOLINE K BTOMY SITU3ONY
(" - Iymut 3eneHas pexka, / I He cmacTy HaMm uenHoKa'), comep>kar
orceuiky K Ilymkuny: nmo MHenuio B.®. MapkoBa, cnoBa "yenH" ¥ "KopM-
K" UMeEIOT B Kpuke Ky3aMuHa yCTOMUMBDIE MTYINKUHCKHME aCCOLUAIIMU
(cMm. Bnagumup Mapkos, "Tlossus Muxauna Kysmuna", M.A. KysmuH,
Cobpanmne cruxos, T. II1, c. 363). B 3T0M OTHOILIEHHM MHTEPECHO, UYTO B
BDTOM MOPCKOI NpOryJke HOJKeH ObUI NMPUHATH yyacTHe biok; Biok
BOCITPHHSUI STY UCTOPHIO KaK CBOIO HECOCTOSIBIIYIOCS CMEDPTh. DTH (haKThI
c6imoxaoT curyarmio rubem CarryHoBa (rpy kotopoit "most", 6yns To
Kyamun unm Brok, "Ha 6eper BbIGpoleH rpo3oi”) ¢ MucdoM o cMepTH
103Ta, HEMMOCPENCTBEHHO COOTHECEHHBIM C MMeHeM IlylkuHa, KOTOpbIit
6brTOBaN B KyIbType CepebpsHoro Beka (rogpobxee o6 aroM - Huxe). O
peaxkuym bioxa cM. M.3. Jlomuuckuit, MckyccrBo u AmexcaHnp brox
(Mocksa, 1985), cc. 254, 309.

Tema Homoro roma B kymstype CepeGpsHOro Beka mompoOHO pac-
cmotpeHa B crarse P.JI. Tumenuuk u ap., cc. 237-238.

CM. Malmstad c. 254. Cp. ctuxorBopenne Kyamuna "J[1060Bp uyskas
sausena / [Tom HoBoromaHelo 38e3m010" (1921).

Cm. TumeHumk u np., cc. 228-230; Malmstad and Shmakov, cc. 138-139.
Cm. TumeHuuK U ap., cc. 233-235.
H.5. Mannemsirram, Bropas kanra (Ilapux, 1972), c. 510.

Kak sicHo u3 aBTO6Morpacduueckoil 3anmucu Kysmuna, o6pas cecTpsl
AHHBI HEINMOCPEINCTBEHHO CBS3aH B €r0 CO3HAaHMWM C TeMOH "MO6GBU U
cmeptu": "Korgma cectpa yexana us Ilerep6ypra, s TOCKOBan M XOTen
ymepets. Betise! SI cTaHOBUIICS HOUBIO Ha IMOJI, IMMJI XOJIOLHYIO BOLY H,
HaKOHell, 3a00JIe]l CTPAlIHEHIIMM OUPTEPUTOM BMECTE C HAPHIBOM B
ropie. JIBe HeleJM, Kak B KOLIMApe, 5 XA MEXIY XXU3HBIO U CMEPTHIO
Ha KPOBaTH OrPOMHOI IIOJ 3UMMHMM ILEIKOBBIM ONESJIOM, BBHILIMTOM B
MoHacTsIpe. JIexxai, kak Ha kaTacpaike, IMOJIOH CTPaHHBIX CHOB!" (LUTHPYIO
no: Malmstad, c. 24).

Ibid,, c. 20-21.

B TOoM >xe nHCBME 3aKJIIOYEHO OITMCAaHME IEpPBOi BCTpeuYd peGeHKa-
Ky3muna ¢ Mysbikoit (onepoif): "... s CTOI0 3a TSKEJNOH IMOPTHEPOH,
yTOGbI MEHS HE BEJIM CIaTh, ¥ CIYIIAIO, CIYyINalo... JIyHa Tak CTPaHHO SIPKO
CBETHUT, BIANM CTYUUT CTOPOXK, IOJNIOCA CBETA M3 COCEOHEN KOMHATEHI
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23

24

25

26

27

28

JIOXKUTCS Ha TOJI, I'OJI0CAa BAANM CIMIMCh B HESICHBIA T'YJI, YaChl TUKAOT
HEecTeCTBEHHO I'POMKO, KakK cepaue..." (murupyio no: Malmstad, cc. 21-22).
IlpencraBnseTcs BO3MOXHLIM, UTO 3Ta aBTOGHOrpachuueckas 3amerKa
JIeryia B OCHOBY 3aKITIOUMTENIBHOM YacTy ornepHoit cueHs! B IlepBoM ynape:
IIOYMPAK B TEATpPE, 3ATUTOM CBETOM JIyHHI, HEIIPEPBIBHLIN "IErKuil CTyK
BHYTpH" (B "®openu” cTyk cepaua cMemmBaeTcs ¢ 60eM 4acoB; B aBTO-
6uorpacuyeckoM IMUCHME - C TUKaHBEM YacoB). YkazaHo b. I"acmapoBemM.

Ha sty metam MHe yka3ana M.B. Posanosa.

Vkaszano I'.I". IllmakossmM. ABTOp riy6oko nmpusHateineH I'.I". IlIMakoBy
32 MHOI'ME€ LIE€HHBIC YKA3aHHUA ¥ COBETHI.

Cwm., Hanipumep, Malmstad and Shmakov, cc. 142, 159-160. Ha HexoToprie
U3 MpenilaraeMeIX MHOM IMYIIKUHCKUX ITONTEKCTOB MHE ykasan bB.
I'acnapos.

OTpOK MMIIBIA, OTPOK HEXXHBIH, He 6or0cs s HacCMeIex -
He CTBIINCE, HABEK ThI MOIA; MeI cBoMIMCE MEXX CO6OM,
TOT ke B HAC OrOHb MSTEKHBIHA, MB&I TOUb-B-TOUb IBOMHOM Opeliex

2KH3HBIO MBI X)KMBEM OIHOIMA. Tlonm enuHOM CKOPIIYTIOW.

XapakTepHbIM CBUAETENLCTBOM 6IH30CTH STHUX ITYIIKUHCKMX CTPOK CTUIIIO
¢ nostuke Kyamuna sinsiercs snu3op owmbouHoh arpubyumm IMyin-
kuHa - KysmuHy, cmemaHHOM nymKMHHUCTOM TBHIHAHOBHIM: "B omHO#
JIITEPaTyPHOM KOMITAHUM UIpay "B CTUXH'". ... THIHAHOBY 3aranany:
OTpOoK MMIIbIA, OTPOK HEXXHBIH,
He cTeimuce, HaBeK THI MOIL...
TrmHsHOB nepe6uIT:
-Hy, sr0, koneuno, Kyamun..." (P.II. TumeHuuK, "THIHAHOB ¥ HEKOTODLIE
TEHHOEHIHUM 3cTeTHueckoil Meicau 1910-x romoB". B: ThIHSHOBCKHIA
c6opHHK. Bropsie TsmaHoBcKHe TeHHA. Prra, 1986, c. 69).

B.®. Mapkos ormucan 31oT 3hchexT B MpUMeHeHMH K JMpuke Ky3muna;
cM. Mapkos, c. 362.

CM., Hanpumep, BoickaseiBanue B.M. 2Kupmynckoro B cratse "Ilpe-
ononeswMe cumBonaM” (1910): "Ero masickaHHasi mpocToTa B BRIGOpE M
COEJIMHEHHUH CJIOB €CTh CO3HATENLHOE UCKYCCTBO MIIM HEIOCPEICTBEHHBIH
XYIO>KECTBEHHBIA Nap, KOTOPHIH IEeJaeT COBPEMEHHOIO M03Ta YYEHUKOM
Tlymxkuna" (B.2KupmyHckuit, Borrpocs! Teopun aurepatypsl (JleHuHrpan,
1928, c. 280). Cepreitr ConoBbeB, B pelIeH3UMH Ha repBbid c6opHuK Kya-
MuHa "Ceru" mucan o "myImKHHCKO! UrpuBocTH” cTx0B Kysmuna (Becsr
6 /1908/ c. 69). CosHarembHas opueHTauus Kpyra KyamMuyHa Ha ImyInKuHC-
KYI0 DIOXY IPOSIBUIACh B COOTHECEHUHU IPY>XKECKUX MOSTUUECKUX KDYIK-
KOB ¢ Ap3amMacCKuM GpaTCTBOM M MyHIKMHCKUM KpyroM 1830-x romos.
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Tax, unmeHs! Kpy>KKa BOKpyr Bsu. BaHoBa, Bkmodas Ky3smuHa, nomo6Ho
ApsamacuaM, HOCUIIM TIPO3BUINA; pemakiusa "AIOUIOHA" B KPY>KKOBOM
SA3BIKE MMEHOBanachr "IoM Ha Moiike" - ABHas OTCHIIKA K TOCIHETHEMY
sxunuiny ITymkuHa (310T akT OGBIrPHIBANICSA B DMUIPaAMMax M IIYTOY-
HBIX CTMXax 3Toro kpyra). CyliecTBoBajia U TpaguLMA"NIpUMepHUBaHUA"
ponu IlymkuHa, T.e. "nepsoro nosra", kK o6pasam nosros CepebpsiHoro
Beka. Ky3amMuH 6bln OIHMM U3 riaaBHBIX "KaHaupmaToB". Tak BHELIHOCTH
Kysmuna ocMeIcnsiace kak "nymkuHckas”. Tunuunsnt o6pa3 Kysmuna
BOCITPOM3BelieH B MeMyapax ['eoprus MBanoBa: "Vl BHEIIHOCTH MOYTH
YPOIJIMBasA U O4apoBaTeNbHasA. MalleHbKUi POCT, CMyTJlast KOXa, pacriiac-
TaHHbIE 3aBUTKHU Ha 16y..." (ITerepbyprcxue 3mumsiI [Ilapuxk, 1928/, c. 131).
O6sA3aTeNbHEIM KOMITOHEHTOM 06pa3a Ky3smuHa 6bUIM OrpoMHBIE, TIpe-
KpacHble r'ia3a. Bce ®TH 4epTH - CMyrias Ko>Xa, BBIOIUIMECS BOIOCHI,
MaJIeHbKHi1 POCT, "y TUBUTENbHBIE", "HEOOBIKHOBEHHbBIE", "BEIMKOJIETHbIE"
riaza, a Tak>xe oblee BIIEYaTIIEHUE COYETAHUS YPOMIIMBOCTA ¥ OYapOBa-
TEJIBHOCTH - BXOIST B TPATULIMOHHBLA o6iuk IlymkuHa, 3arneyaTieHHbIHA
MHOI'MMM MeMyapucTaMy. XapaKTepHbI NMPUMEDP TaKOr'0 OTOXXHECTBIIE-
Hus Kysmuna ¢ ITymkussiM - ouepk Mapunsl LBeraeBoit "Heanmemuuit
Beuep”. OCHOBHas 4epTa B LIBETACBCKOM ropTpere Ky3aMuHa - CMyriocThb
koxu ("Ma3p"): "PoBHasi, MpouHas, TEMHO-KOpDUYHEBasi, MaBPOBa, MyJa-
TOBa, rocrnono-6orosa [Mass].. Ho u3 3Toro xodeitHoro usiraHckoro
HaBapa, 3arapa, MIECT Ha MEHs Ipyroe pomHoe cusHue: cepebpo?”’ (M.
IseTaeBa, HM36panHas npo3sa, T.2 [Heio Hopk, 1979/, c. 132). Mue npen-
CTaBJISIETCs], UTO B BTOM OIMCaHMHU NOJpa3yMeBaeTcs cooTHeceHue Kys-
muHa ¢ IlymkunsiM: Ky3MuH npencraBieH Kak MaBp (MYJIAT, LILIMAH)
Cepe6psiHoro Beka nerep6yprckoii mossuy, no aHanoruu ¢ IymkuHem -
maBpoM 3o0J0TOro Beka. Jpyroi COBpeMEHHMK, XyHOXHMK B. Muna-
ILIEBCKMM, B BOCIIOMUHAHMAX, OTHOCAIIMXCSA K Maio 1921 roma (T.e. mocie
3HAMEHUTOro I0OMIIEHOrO 3aceXaHHus, NOCBSIIEHHOrO IOXOBUIMHE
rubenu I[Iymxuxa), orBogur Kyamuny ponb gpyra IlymxuHa, 2Kykos-
ckoro, a pons camoro IlymkuHa moctaeTcss Bioky: "BO3MO>HO MHe
KasaJioch uTo Beeraa 6ynyT Tuxo 6ecenobars biok u KysmuH... I[Tymkux
u Xykosckuii..." (B. Munamesckuit, "B mome Ha Moiike. V3 3anucok
xynoxHuka", 3sezga 12 /1970/ c. 201). (Accounauus Kysmun - JKykos-
CKUI MOTMBHMPOBaHa ¥ TeM, yTo Kyamun pan uukny cruxos 1910-1911 rr.
"IIpumep BIIOGIEHHBIM" 11003aroJ0BoK "CTHUXHU IS HEMHOTUX".)

ITpo6iema cootHeceHus 3osotoro M CepeOpsHOro Beka M IIPEICTaB-
JIeHUs O "CToJIeTHEM BO3BpaleHuu" nocrasneHa B ctatee JO.U. JleBuHa u
ap., c. 48. Droit npo6aeMe ObIna MOCBAIIEHA KOH(MEPEHLUS, TIPOXOXMUB-
mas B Mae 1987 roma B University of California, Berkeley. Cm., B wacT-
HOCTH, MOIO cTaThio "IlyukuH B >xu3HHU 4yesnoBeka CepeGpsiHOro Beka", B
KOTOpOi1 06Cy>xIaeTcst pons "MymKHMHUAHCTBA" B GHOrpachuvIecKnx Mu-
dax mioneit CepebpsiHoro 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 Modernism (B neuaru).
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34

Mud o cMepTH MosTa MONYYUI OTUETIUBYI0 (hOpMYIHPOBKY B "OxpaH-
Hoit rpamote” B. Ilactepnaka (1930; cM. riasy 14), a TakXe B CTaThsAX
PomaHa SIxo6cona "O NMOKOJEHMH, pacTpaTMBIIEM CBOMX mosToB" M [I.
Casromnonka-Mupckoro "IIBe cmepru: 1837-1930", pomenux B KHUT'Y
Cmeprs Bnagumupa Maskosckoro (bepimn, 1931). Cm. 06 sTom JI.
®neitinman, bopuc Ilacreprax B ppanuatsie roas! (Miinchen, 1981), cc.
303-305 u ero "O rubenu MasikoBckoro kak yurepaTypHoM daxte"
Slavica Hierosolymitana 4 ( 1979), c. 127.

B teuennu 1926 u 1927 rona (HakaHyHe 1001Ies1) MaTEPHAJILI O Ny3IIM U
cMeprH TTylIKMHA TOSBASAIUCE B [1€YATH [TOUTH €XKEMECSAUYHO, OT CONMUI-
HBIX HAyYHBIX M3IJaHMA n0 Maccopoit 6ubinmoreku "OroHmka"; B
nepuonuyecknx maganuax ot "Kpachoit HmBe" ¥ "KpacHoit HoBH" mo
opuauueckoro oprana "Cypn upmer" (HamnedaraBmiero BOGHHO-CyaebHOE
neno Janteca mno noBony ero nysnu ¢ IlymkuHbemM), no "BeuepHei
Mocksst". Ocob6oe 3Hauenne umen KanuransHemi Tpyn II.E. Ileromnena
"Oysns 1 cmepTs IlymkuHa" (nepsBoe n3mauue - 1916, Bropoe - 1917,
Tperbe - 1928). B o111 roxusl BeIllle] HECKOJILKMMY U3JaHUSIMHA MOHYMEH-
TaJNILHBIA CBOJ MEMYapHBIX CBUIETENLCTB O XkU3HM Ilymkuna, B.B. Bepe-
caeB "IlymkuH B )XM3HU" (repBoe u3ngaHue - 1926, Bropoe (IBa>Kmsl) -
1927, Tpetbe - 1928). B 1927 ropy BbIIEN OTHEJbHBIA BHITYCK DTOrO
TpyZla, CHEIHATbHO ITOCBSLIEHHbIN MOCHEIHEMY T'OLY >XM3HHU MMO3Ta,
"Oysnep u cMmepth IIyImIKMHA: CHUCTEMATHMUYECKMII CBON [MOIIMHHBIX
CBUIETEILCTB COBPEMEHHUKOB". 3HakoMCTBO Ky3aMuHa ¢ 3TUMM M3naHU-
SIMM HE TOIEXUT HMKAKOMY COMHEHHUI0. MHorue nostsr Cepe6psaHoro
Beka, 6imskue k Kysmuny, o6pamanucs k teme rubemu Ilymkuna, npu-
YeM MYLIKMHUCTHKA HAITOJHAJACH IPU 3TOM aBTOGHOrpachHYecKUM MaTe-
puaioM, a aBro6uorpacus CTPOMIIACE 33 CYET "NMPUMEPMBAHMUA" K CBOEH
cymb6e 06CTOSTENBCTB XU3HM M cMepTH IlymkuHa. B 3TOM OTHOIIEHMH
oueHs xapakrepeH "Moit ITymxun" Mapunsr IlBeraeBoii (1937), a Takxe
crats¥ AHHbI AxMaToBoil "I'n6enb Ilymkuna" n "AnekcannpuHa" (OHM
NMOAroToBJSUINCE B TeueHUM 20-x ronos). CyInecTBOBANIM M JIMYHBIE CBSA3HU
MEXIy MO9TaMM U MYIIKUHWCTAMM; TakK, B IBajLaThie rogsl AXMaToBa
6bu1a mpy>xkHa ¢ >xeHoil Illeronesa, ODHOM M3 3HAMEHUTHIX NeTepOypr-
ckux "kpacaBuu”’. IMeHHO Ha 9TOM (DOHE ClENyeT PacCMaTpUBaTh ITyLI-
KMHCKHe MOTUBHI B 6uorpacduueckoM Muce Kyamuua u B Texcre "®o-

penn”.

M. KyamuH, Ilposa, T. V (Bepxuy, 1985), cc. 16-17.

Cm. A.C. IIymkHH B BOCIIOMHHaHHAX COBPEMEHHHKOB, T. 2 (Mocksa,
1974), c. 313.

Cum. B.B. Bepecaes, ITymkuH B x#H3HH, T. 2 (MockBsa, 1936), c. 128.
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Cm. Tumenuuk u 1p. , c. 268. B "Ilosme Ge3 repos” AxmaroBoii K
I'ne6oBoii-Cy nefikuHo# o6pameHs! cioBa: "3010TOro Beka BUIEHsbeE..."

Cwm. Bepecaes, c. 291.

OnyH 13 BO3MOXKHBIX MCTOYHUKOB 3UMHeET0 nefizaxa B IlepBoM BeTym-
JeHUM - 3HaMeHuUTas kaptuHa Haymosa "Ilysns Ilymkuna ¢ JJantecom”
(1885), xoTopas cchopMupoBanNa IPUTEILHLI 06pa3 NySMH ST MHOIMX
coBpeMeHHHKOB Ky3muna. Ha 3Toit kapTuHe M306pa’keHbI M TYCKIOE
3uMHee He60, ¥ TEHH ITPOJIETAIOIIMX IITHULL, M JaXKe KPeCThbAHUH (Kydep B
KPECThAHCKOM OJleXKie) C CaHsAMM, CTOSIMHA Ha JbRy. CBHIETENLCTBO
CMMBOJIMYECKON pOJIM DTOM KapTHHBI copepxurcs B "Moit ITymkux"
IIBeTaeBoii: "... KapTHHa B ciaybHe MaTepH - Jysib. CHer, uepHsIe MPYThA
ACPEBEL, ABOE€ YEPHBIX Iopen TIPOBOOSAT TPETHET O, [TOX MBIIIIKH, K CAHSAM,
a elle OOWH, IpPyroi, CIIMHOM oTXOoxuT. YBOoIUMBNA - JIyInKuH, oTXOHmA-
mmit - Jaarac. anTac Ber3Ban IlymkuHa Ha ysib, TO €CTh 3aMaHMII €10
Ha CHer ¥ TaM, MeXXIy YepHbIx 6e3IucThIX nepesell, youn. IlepBoe, 4ro s
y3Hana o Ilymxune, 370 - uTO ero y6mm. Ilotom s y3nana, uro ITymxkux
- no®T, a Janrac - Ppanuys.... O ["'oHYapOBO# HE YIIOMMHAIOCH BOBCE, U
s 0 Helt y3HaNa TONBLKO B3pocnoil. JKN3Hbe CIyCcTs ropsvo [IPUBETCTBYIO
TaKoe yMOJYaHue MaTepu. MelaHckas Tparefus obperana BelIuuue Mu-
a" (Useraesa, IIpo3a (Hsio Hopk, 1953), c. 284). Vkazano B. 'acniapo-

BBIM.

OrMmeueHo B npumMevanusx Kk Cob6panuio ctuxos KyamuHa (JI. Manmcran
u B.®. Mapkos).

DTa cTpouka SBHO OTchinaeT K Memyapam B.A. Comrory6a: "Haie 06-
LIECTBO TaK €IlI€ YCTPOEHO, UTO BEIMUYANIIMIA XyTOXXHUK 6€3 YMHA CTaHO-
BHUTCS B O(PMIIMAaJILBHOM MMpe HM>Xe nocienHero nucaps. Korma npu
passbesnmax kpuuanu: "Kapery IIymxunal!" - "Kakoro Ilymkuna?" -
"Coumnurens!" - IlymkuH o6uxancs...". DTOT OTPHIBOK BOLIEN B KHUT'Y
Bepecaesa "ITymxun B >xu3nu”. ¥YxazaHo b. ["acrtapoBem.

CM. TMeHUMK ¥ 1p., cc. 243-244.

Bepecaes, c. 334.
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Bopuc I'acrapos

EIIE PA3 O IIPEKPACHOHM SICHOCTH:
9CTETHKA M. KY3MHHA B 3EPKAIIE EE
CHMBOIHMYECKOI'O BOILIOHNIEHNA B IIOOME
"®OPEJIb PABEUMBAET JIEI"

Cratbsa Kysmuna "O npexpacHO# sCHOCTH. 3aMETKHM O Npo3e”, MOsBUB-
mascs B 4-m HoMmepe "AnoioHa" B siHape 1910 ropa, BocnpuHMMAaNace M
COBPEMEHHUKAMM, U MO3THEHRIINMH ucciegosarenssmu CepeGpsHOro Beka
KaK KyNIbTYPHbIA OOKYMEHT OOJBIIOrOo 3HAYEHUs, 3aKIIOUaBIIMil B ceGe
BaXKHYIO aJIbTEPHATHBY CHUMBOJMCTCKOM 3cTeTuKe. OQHAKO yCTAHOBHUTH C
TOJTHOM ONpPENEeNeHHOCTLIO SCTETHYECKY 0 Mo3unio Ky3aMuHa oka3bIiBaeTcs
HEJIerKo: ero NporpaMMHas CTaTksl HAPOUMTO JIHIeHa ®Mcpas, KaTeropuue-
CKHMX YTBEDP>KIEHMIi, OpaTOPCKOM MHTOHALMM, OHA HAIMCaHa B JIECKOM,
"crob3sIeR” U yCKONb3alo1Iel MaHepe, KOTopas cama Io cede SBJISAET MHO-
TO3HAYMTEJBHbI KOHTPACT C MECCHMaHUCTHUYECKHM IMachocoM, CTONb THUIHY-
HBIM KaK IS CMMBOJIUCTCKMX "OTKPOBEHMIA", TaK M IJIsl IOCT-CUMBOIHUCT-
ckux "MaHuQecToB". AHTHCHMMBOJNCTCKAs HANIPABIEHHOCTh BCTETUKU "KIla-
pusMa” HUr e He 3asBIseT O cebe NpsAMOo (ECIM He CUMTATh OCTOPOKHO He-
FaTMBHOM OUEHKHU cTHis A. benoro), a BoIpaskaeTcsi CpeCTBaMu ' IOMalltHeH
CEMaHTHKU" - HaMeKaMH, nepudpas’amy, allio3UsIMU (BIpOUYEM, BIIOIHE
NIPO3PAYHLIMM IJIs MOCBsLIEHHOro uurtareins).! Ho u mosutuBHBIA upaean
"IpekpacHOii ACHOCTH", UCIIOBEIYEMbIif aBTOPOM, NAJNEK OT OYEBUIHOCTH;
€0 CMBICII TO ¥ JIEJIO YCKOJIb3a€ET, PACTBOPSIACH B YTBEPIXKICHUAX U IIPUMEPAX,
KOTOpbIE, HAa MEPBbIA BITIAL, ABHO IIPOTHBOpDEYAT Npyr Hpyry. Uurarens,
FOTOBBIA OTOXXIECTBUThL KIIADM3M C GaHalbHON "CTPOMHOCTHIO" M "rapmo-
HMYHOCTBIO" (B IyX€ KAaHOHW3MPOBAHHOI'O LIKOJLHOrO obpasza Ilymkuna
MM aHTUYHOCTH), C HENOYMEHHEM OOHAPY>KHUT, UTO TMOHATHE PEKPACHOI!
SCHOCTH BKIIOUaeT B ce6s 1 cka3 Jleckosa (Ho He Pemusosa unm Benoro), u
HapOYMTO CTUJIM30BaHy0 MaHepy "Orue”Horo aHrena" Bpiocosa, u "cMmyT-
HBIE ¥ MpayHbI€ BRIMBICHLL", "mpuuymnussle hbanTtasuu" "'ochmana u Darapa
Ilo.2

OnHako CMBICK BCTETUYECKMX Bo33peHuit Kysmuna menaercs Gosee sic-
HBIM M COBCEM HE IIPOTHBOPEUMBBIM, ECIIM UMTATh €O CTaThIO TaK, KaK OHA
HAIKCAHA: HE MCKAaTbh B HEH NPIMBIX YTBEPXXAECHMI, a CTPEMUTLCS 0OHApy-
>KUTh 06 pa3Hble Mapajljiely ¥ IIPOTUBOIIOCTABIIEHN S, B KOTOPBIX BbIPAXKAETCS
HENpsMBIM, CUMBOJIMYECKHMM M OIOCPENOBAHHBIM IIYTEM TO, YTO XOYET CKa-
3aTh aBTOP.

Takoit crioco6 BbIpaXc€HMs ropa3no Gonbille CBOMCTBEHEH MOD3MM, He-
JKEJM XaHpY "3aMeTOK O npo3e”. MO>XHO [03TOMY YTBEPXKAaTh, UTO OCMbI-
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CJIEHHOE IMPOYTEHHUE BCTETUUECKOo# nexinapanny KysMuHa TOJIXKHO OCYILecT-
BIATHCA Ha (pOHE ero TBOpPUECTBA (B NEPBYIO Oouepelb, MODTHUECKOro). B
BTOM OTHOLIEHUH OCOGEHHYIO BaXKHOCTh NpencTaBisieT mosma "®opens pas-
6uBaet yen” (1927) - camoe 3HaUMTENLHOE U3 MO3ITHUX ITpon3BeneHui Kya-
muHa. COIOJIOKEHUE DTUX IBYX TEKCTOB, CTOSLIMX B UCXOIE IBYX BaJKHBIX
KYJBTYPHBIX BMOX (CMMBOJNM3MAa M KyJbTyphl 1920-x ronos), paccMOTpeHuUe
UX BO B3aMMHOM '3€pKaJbHOM" OTPa>KE€HMHU IMO3BOJIAET OOOraTHUTh Halue
[MOHMMaHWe Ka>XXKIoro u3 Hux. B crarthe Ky3amuHa Takas mpoekuus BbICBe-
YyuBaeT 06pasHbIe DIEMEHTHI, CUMBOJIMYECKAs [IEHHOCTh KOTOPBIX BhIPabaThI-
BaJiach Ha MPOTS>KEHUU BCErO €ro TBOPYECKOIO IYyTHU M Haina Hauboinee
KOHILIEHTPAPOBAHHOE, UTOIOBOE BOIUIOLIEHME B MOBME; B TO K€ BPEMA Ta-
KO# yroJy 3peHus I[O03BOJISET YBUIETh B 00pa3ax IOSMBI, Ka3aloch Obl,
MHTHMMHO-JIMPUYECKHUX, BOIJIOIIEHHBI! B HUX 6oJiee aGCTPaKTHBINA BCTETHUE-
CKUt ¥ METaDU3NYECKHI1 CMBICIL.

1. B nmosme "®opens pa3zbusacT nen” HeoObluaitHo MHOroo6pasHyio u
MHOT'OCMBICIEHHYIO0 Pa3paGoTKy MONYYalOT MOTHBBI, IPEACTABISIONINE
MPUHUMITHANBHBIA MHTEPEC 115 MTOHUMAaHUS NO3TUYeCKoro Mupa Ky3MuHa B
exroM. PaccMOTpUM 3TH MOTHMBBEI ¢ HEOGXOIUMO MOXPOGHOCTHLIO, C TEM
4TOGHI B JAIbHEHIIEM MMETh BOBMOXKHOCTh MPOELMPOBATh UX CUMBOJHYE-
CKoe 3HayeHMe Ha Gonee abGCTpaKTHbIE KaTeropuu acTeTuky KysmuHa.

1.1. "TlepBoii ynap" (nepBas riasa ITOSMbI) HAUMHAETCS C OTCHUIKY K Bar-
HepoBckomy "Tpucrany™:

Crosnu xonona, ¥ men "Tpucran".
B opkecTpe IeNo paHEHOE MOPE,
Benenslit Kpait 3a napoM roiy6emm. (11)3

INocnenuss cTpoka 3akiovyaeT B cebe npsaMyio nepudpasy cios Tpucrana
u3 I akra:

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

JaHHBIA MOXTEKCT HEMENJIEHHO BBOAUT YMTATENsA B OOMH M3 LIEHTPalb-
HBIX JIEATMOTHMBOB ITOBMBI: MOTHMB YCTPEMJIEHHS B OTHAJIEHHYIO CTpaHy, IO-
CTH>KEHHE KOTOPOH CHMBOJIM3UPYET CoelMHEeHUe B M06BH. CUMBOMUECKas
LIeNIb HAa3BaHa "3eJeHbIM KpaeM', UTO NMOMYEPKHUBAET ee abCONMOTHYIO M3Ha-
YaJbLHOCTH. DTa CTpaHa aGCcoNIoTa OTHENIEHA OT YCTPEMIIEHHOI'O K He#l Cy6pek-
Ta nperpanoi - MopeM M roxy6oi IbIMKON (MIes mperpansl, OTCyTCTBYIO-
was y Baruepa, nosiBIsAeTcs B pe3yJibTaTe Jerkoro uamMeneHus KysmMunemM
BArHEPOBCKOI'O MCTOYHHUKA).
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O6pa3s1 "Tpucrana" npuHoCcAT ¢ cO60# acCCOLMAIMU C KEILTCKMM MHPOM -
MHPOM, HaxXONSIIMMCsS Ha CEBepo-3amajgHoi okpaumHe EBpomsr M B 3TOM
CMBICJIE MMONISHLIM U "MpenenbHbIM" M0 OTHOLIEHUIO, C OJHOM CTOPOHBI, K
Cpenu3eMHOMOPBIO (MUPY KIIACCUYECKON aHTHUHOCTH), M C IPYyroii - k Poc-
cuu (Tletep6ypry). DTa IMHUS acCOMALIUMM TYT XK€ HAXOAMT ITPOJOIIKEHHE B
obpa3e eine 6oee OTOAIEHHEIX, YK€ HECOMHEHHO "MpeNeNbHbIX" 3eMeb!

51 6bUT HA CIIMPUTHYECKOM CEaHCe,

XOTb He JI06JTI0 CIUPHUTOB, ¥ Ka3aJCs
MHe >XaJIKUM MEIUYM - 3a6UThI YeX.

B mupokoe 0KHO ymics CBO6OIHO
Iony60oBaThIi e ZEHALIHIA CBET.

JIyHa xak 6yQITO C CeBepa CBETUNA!
Wcnanmus, I'pennannus u Ty,
3eneHbli kpait 3a mapoM rony6sm...(11)

Ultima Thule sBnsier co6oit 06pa3 MpocTpaHCTBEHHOI O abcomioTa; Io-
CIeNHEN peaysHO NOCTYMIXKUMMOIM (TIpenenbHOM) 3emiei mnepen »Tum abco-
JIOTOM OKasbiBaeTcs ['permaHnmus - "3eneHas crpaHa"; B CBOIO OUYEpEnb,
I'pennaumunu npennexur Mcnannus - "nepsHas crpaHa”. [ocnennuit o6pa3
npencTaBusieT co60i HE YTO MHOE KaK BapMaHT roxy6oi (B ZaHHOM Ciydae
"NnensHOI") rperpamsl, JexKaleil Mexxay "3eJleHbIM KpaeM' M IOCIOCTOPOH-
HMM MMPOM. B BTOM CIIMPUTHYECKOM COEIMHEHMM DEaJIbHOI'O M IOTYCTO-
POHHETO MUPOB B posix "MenuyMa" BeICTyMaeT "uex" (110 BCEH BEPOATHOCTH,
9.0. Hanpasuuk, GeiBuinii nupuxepom Mapuunckoro teatpa B 1900-x -
nayane 1910-x rr.5) - B IOJTHOM COOTBETCTBUM C TPAIULIMOHHBIM [IPEICTAB-
JIEHUEM O BaMajgHbIX CIABJIHAX KaK O MOCPEICTBYIOIIEM, ITPOMEXYTOUHOM
MMpE MEXIY ABYMS KyJIbTYPHBIMHM Monocamy - Poccueit u 3amanom.

Eme ogHMM BapuaHTOM roiy6oii 3aBeChl, CKBO3b KOTOPYIO JIMPUUECKOMY
repol0 TIO3MbI SBJISETCS 06pa3 3eJEHOr0 Kpasi, PelCTAET B BTOM BIIU30ME
CBET JIYHBI; BIIUTETHI "roNy60BaThIiA, IENEHALUMIA" NETaI0T CBA3b MEXIY BCe-
MM BapHaHTaM¥M MOTHBA BITONHE oueBMIHOM. JIyHa, B CBOIO OUepenb, BLICTY-
MaeT B KaueCTBE CMMBOJIA >XEHCKOI0 Hayana (Ha OCHOBAaHMM TpPaIMULIMOHHOM
MUOMOBTHYECKOI aCCOUMAIMHM). DTOT HOBBIM BapyaHT "nperpansl” BOIJIO-
IIaeTCs B TOM >K€ BNU30ne B pUrype HE3HAKOMOM KpaCaBMULI, JEATMO-
THMBHBIM aTPU6YTOM KOTOPOi1 OKa3hIBAETCA ">KEMUYXKHOE IIedo”:

Tenepb OHa BHUMATEILHO U CKPOMHO
Crxenuia 3a CMEPTEIBHOIO JI060BEIO,

He nonpasinsis ayoro niarouxa,

YTO Crion3 y Hel ¢ XKEMUYXKHOro Iieya,
He sameuasi, uto 3a Helt yrnopHO

Cnensr U3 3a1a MHOrMe GMHOKIIH. ..
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51 He GBLI ¢ HEll 3HAKOM, HO BCE CMOTpEN
Ha nmomympax mmycroit, ka3anocs, JoXHu... (11)

Y noMuHaHKe TeaTpaJIbHbIX GUHOKIIEH YyCUITMBAET CEMAaHTHKY YCTPEMIIEHHSI
BJlaJib, KOTOpPasA HOMMHMDYET BO BCEM BTOM snu30me. To 06CTOATENLCTBO,
YyTO repo#t "He 3HAKOM" C KpacaBHIlEH, acCOIMUPYeT ee ¢ 61okoBckoit He-
3HAKOMKOH - 3THM MapagUrMaTUYeCKMM 06pa30M YCTpEMIEHMs K s3arpe-
IeJIbHOMY abCoNIOTY B KYJNbTYPE CHMBOJNM3MA; NAHHASA AJUIO3HS UMEET
Ba>XHBI ITOJIEMUYECKUI CMBICH, KTOPBIA CTAHET ACEH B XONe NalbHENIIero
aHam3a.

O6pazsl "Tpucrana”, 3anpeneNnbHbIX 3eMelb ¥ "HE3HAKOMKH'' OO OTaB-
JIMBAIOT KyJIbMHHAIIMIO TIEPBO I'IaBbI - MEPBYIO BCTPEUY JIMPUUYECKOrO I'epos
C TEM, KOTO OH B HaipHelimeM OymeT HasbIBaTh CBOMM "6GpaTtoM” u "6im3-
HeLom":

A merkuit CTyK BHYTDM He TIpEepLIBAICH,
Kak 6ynro ppi6a 6beT XBOCTOM O JEL...

S BcTad, 1maTasch, KaK CIenoi JyHATHK,
Jomen oo nBepH... BApyr oHa OTKpPHINIACE...
W3 aBaHIO>KH BBIIIET YETIOBEK

Jler mBamuaTH, C 3€NEHBIMY I'IA3aMH;
MeHs oH npuHAX 6yATO 32 IPYroro,
IToxxan MHe pyKy M CKa3al: «IIOKypUM!»
Kax cuisHO priba IBHHY A XBOCTOM!
bBesBonue - npennsepbe BhicLIei Bosm!
TTocenuuii cThI M MoHOe 61aXKEHCTBO!
3eneHbli Kpait 3a mapom roayoem! (12)

"3esneHble riasa’ BOmIOWAKT B cefe o6pa3 "seneHoro kpas”, HOCTH-
>KEHME KOTOPOI'O NIEPEXXHBAETCS M'EPOEM KaK KOCTUXKEHUE IMOCIEIHEro Ipe-
Ilea, B KOTOPOM CIMBAIOTCs MOJAPHBIE COCTOAHMS ('IOCIENHUI CTHIN M
nonHoe 6naxceHcTBO"). CnioBa TprcTaHa, CBET JIyHBI, HE3HAKOMKA C €€ ">KeM-
UY>XHBIM HJIC‘IOM", BUIOCHUC 3AIIPCOCIbHBIX JICASAHBIX 3€MEJIb, OAaXK€ AHBAP-
ckue "xonoma" (meiictue "IlepBoro ymapa" NMpOMCXOIUT B MEPBOM MECSIE
roma) - Bce ®T0 ObUIM Iperpansi-MeIUyMbl, IPOXOXIEHUE Yepe3 KOTOphIE
MPUBORMT I'eposi K a6coioTy "3eieHoro kpas". B Ky IEMUHAIIMOHHOM cLieHe
K 3TOM Mmapaaurme Ho6aBisioTCs elle xBa obpasa: pbiba, cTpeMsinas pas-
6uTh nex,® ¥ ILIM Manupockl (COBMECTHOE KYPEHME KaK MPENIONUS BO3HHU-
Kalollei UHTUMHOCTH).

Hanbﬂeﬁmcc PAa3BEPTHIBAHHUC ITOBMBI MOAKPEIINSCT 3HAYCHUC MOTHBOB,
BBEIEHHLIX B IIEPBOi I'JiaBe, ¥ elne Goyee pacIIMpsAET MOTUBHYIO ITapagurMy
3a CYEeT BBENEHMsl LIEJIOr0 psiga HOBHIX BapMaHTOB. Bo "BTOpoM ymape"
ONMCaHa HOBas BCTpeya OBYX epoeB (MM IIPOINOJIXKEHME MEPBOIl BCTPEUH).
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OHa rMpouCXOmUT B IOME BTOPOIO I'epos, a 3aTeM B kabGauke (‘'rokane"), Ha
doHE I'yCTO OUEPUYEHHOI'O TPAaHCHUILBAHCKOIO KONOpHUTa. TpaHCHUILBAHCKUM
couleur 0603HaUEH M OTCHUIKAMU K MYIWKUHCKUM "Ilpiranam”, 1 3HaKamu
KaTONH4eCKoro u ¢oiknopHo-Muconoruueckoro Mmupa CeepHbix Bankaw,
Y, IJIABHOE, MHOMOYHMCIIEHHBIMU KIIHILIE JIMTEPAaTypPHOM, KUHeMarTorpacuue-
CKO¥, ONEPETOYHOM "BIraHIUHBI":

ITonocTs Tpennercs, IUBO-IITULIA;
Buar nosnosses - "raina, Mapuna!”
Cror... 6exut ¢ choHapeM raitnyx...
Bor kakoe TBOoE HOMOBBE:

CBer MaIOHHBI Y U3rOJIOBbS

U nopkoBa XpaHUT MOPOT.

(...)

He 60oreMckux JIeCOB BaMITMpPOM -
CMepTHBIM 6pPAaTOM NPEN LENBIM MUPOM
Ts1 Ha3BauCs, Tak Oyas oxe 6par! (12-13)

INomo6Ho xembTcKOM aype "TpucraHa", TPAaHCHUIILBAHCKHI KOJIOPDUT BHOCHUT
o6pa3 npelenbHOM, OKPAaMHHOM, MOJAPHO IIPOTMBOIIOJOMCHOM 3IEMIH, B
KOTOpOIt obuTaeT "6par” IMPUUECKOro repos, - NPeaebHOM, ONSATh-TaKH, C
TOYKM 3PEHMS KaK aHTHMYHOI'O I'DEKO-pUMCKoro Mupa, tak U Poccun (Ile-
TepOypra). (9TO HOBOE COIMOJIOXEHUE IBYX IMOJSPHLIX 3€MENb BHOBb BHI3bI-
BaeT o6pa3 Uexu - "6OreMCKHX JIECOB" - B KAUECTBE [TOCPEICTBYIOLIETO 3Be-
Ha MEXIY HAMH).

OTMeTHM, UTO BTOpast BCTPEUa repoes, KaK M MepBasi, OCEHeHa IIPUCYTCT-
BHMEM >KEHCKO# bUryprl. B JaHHOM BIH301I€ 3TY NEATMOTHUBHYIO (DYHKIIHIO
poruromanT "Mapuna" M o6pasok MamoHHBI C JaMNajzoi y M3royoBbs
kpoBaTy (cp. B "IlepBoM ynmape" HE3HAaKOMKY B IMOJIyMpaKe JIOXKH, OCBelnae-
MYIO CBETOM TeaTpalbHOM nyHsl). MMs "Mapuua” HachIIEHO TPaHCHUIBBAH-
CKMMH aCCOLIMALMSIMY - OT IMYUIKMHCKONH "MapuyJsl" 10 reporHHM OMepeTTh
Vmpe KanbMaHa; sl Hawlero aHanu3a OCOOEHHO Ba>KHA 3aNOXXEHHAsA B
9TOM MMEHM aCCOLMATHMBHO-3TUMOJIOTMYECKAA CBA3b, C OMHOM CTOPOHBI, C
"MopeM", ¥ C Ipyro# - ¢ umeHeM Mapum (1o ecth ¢ ManmoHHoi#t). JKeHckre
obpassl "BToporo ymapa"' (Mapuua/ManoHHa) NMpYMHAUIEXXaT K Mapagurme
"rosty6oit" nperpamsl-MeIUyMa, orocpenyouleit BcTpeuy AByx "6paTbeB”.

[Tpeo6paxxenre "He3HAKOMKHM", C OOHOM CTOPOHBI, B "6nymuuny” (dpu-
rypy U3 MHUpa onepeTTsl-kabape), ¥ ¢ Ipyroit - B ManoHHy, NpencTaBiseT
co6oit He YTO MHOE KaK THMITMYHBIA CMBICIIOBOM XOJ CHMBOIMCTCKOM (610-
KOBCKO71) MoaTHKH. Tem cambmM, nosiByieHHe 06pa3a MamoOHHBI TPONOIIKAET
JIMHUIO CKPBITO-IIOJIEMHUYECKHUX OTCBUIOK K CHMBOJM3MY, KoTopas 6ymer
rokasaHa Hmke. BmecTe ¢ TeM, BiunioueHe ManoHHBI B TapafurMy BOITHOM-
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JIENSIHOM->KEHCKOM ITperpaibl yKa3bBACT HA TO, YTO B CUMBOJIMYECKO CUC-
Teme Ky3MuyHa manHasi poib MMeeT He TOJBKO HEraTUBHBIA xapaktep. B ue-
JIOM, B NIEPBBIX ABYX IJIaBax MO®MsI "rony6as" nperpajaa BBICTYIIaJa CKOpee B
Ka4yecTBE MEOMyMa, YEM B KaUECTBE NPENATCTBUA. Takas TPAaKTOBKA JaHHOIO
JIEATMOTHBA COOTBETCTBYET OOILEH TOBUTUBHOM TOHANLHOCTH MEPBBIX ABYX
"ynapoB". MIx comep>xaHue Kak Obl COCTABJIAET B COBOKYIHOCTH IMEPBYIO,
ITO3UTUBHYIO ha3y apXEeTHMITMUECKOr O CI0XKETA: ‘BCTPEUa--CMEPTh/pa3nyKa--
BOCKPECEHME/BOCCOE IMHEHME .

IToBopoT k HeraTHBHOM haze NaHHOrO LMKIMYECKOI'O CIOXKETa Hame-
YyaeTcs y>e B Hayane cnenyowei, Il riaser. MuHyBIIe HOUbIO HA3BaHHBIA
6par repos paspesain cebe pyKy, 4TOOBI CKPENIMTh COI03 MEX Iy HUMM 0OMe-
HOM KpOBH. Teneps ero paspesaHHass pyka o60pauyMBaeTCsi aCHMMETpPUEH
"KpBUIbEB" - MapyCOB I'OJUIAHACKOT0 60THKa (3TO OBELIECTBIEHHOE CBUIE-
TENLCTBO (haHTaCMaropM4yecKuX MPOUCIIECTBUHM MUHYBIIIEH HOYM ITPEICTaB-
JIs1€T CO60# TUITMYHBINA CIOXKETHBIN X0 Paccka3a 06 060pOTHAX-BAMIIMPAxX):

Kak Hemo6uTOE KpBIJIO,

Bucur monens: ronnanmckuii 60THK.
OpaH>xepeifHOe CBETIIO

B crexne mono6HeIx 6MO6MOTEK.
BuepaiuHsis €302 ¥ HOX,

W KATBBI B IUKOM HCCTYILIEHBH
ITpopoumiy MHE YTO-TO JIOXKb
ITaponuio Ha npectryrieHbe... (13-14)

Mogpems 6oTHKA 3aKIIOUEHA MO CTEKJIO, ABIAOIIEEe COO00 HOBBI BapH-
aHT Mperpansl; TBEPALIA "HerpoOKUBaeMbIi" XxapakTep BTOi HOBOIA Nperpamnsl
KaK 6bI HAMEKAET Ha rOTOBSIIEECS Pa3beIHEHHE GpaTheB-6IM3HELIOB U ITIe-
HEHME OIJHOI'0O M3 HUX B IIOTYCTOPOHHEM Mupe, "3a cTekioMm". IlaHHbIA
CMBICJI TIOOKPEIUIAETCA U TEMH aCCOLIMALIUSIMM, KOTOPLIE HeceT B ceGe o6pas
"ronnaHnckoro 6oruka"”. C OOHO# CTOPOHBI, 3TOT 00pa3 MPONOIXKAET JH-
HHMIO BarHepoBckux accounaunit ("Jleryuunit [onmanpen” - eue oxuH CIOKET,
B KOTOPOM HOCTH>XXeHHe Gepera cTaHOBUTCsS MeTadhOopOi COEOMHEHUS B
mo6Bu-cMepTH). C Ipyroi CTOPOHBI - MOJIAHICKUA GOTHK BBI3BIBAET >KU-
Beitine accounnaumu ¢ Ilerpom I, ero myremecrsrem B ["ommaHnuio u ero
"6OTHKOM", ITOJIOXXMBIIMM HayaJo CTPOUTENLCTBY ¢hiora. JlaHHAST peMHUHHUC-
LIEHLMS TTOJKPEIUISiET MPOTHBOIIOCTaBIIEHHE 3aMagHoi oKkpanHbl EBporb u
IMeTep6ypra xak OBYX MMOJIOCOB, pa3feNeHHbIX "MopeM”. Kak kaxkeTcs, mus
TTOHMMAaHMs DTOI'0 MECTA ITOBMEI MMeeT 3HaueHHe (POJIBKIIOPHAs BEPCHUSA O
nyreuwecTsuu Iletpa "3a mope": TleTp Ha CBOEM MyTH 32 MOpE INOMNANAET B
ropon "Crexkonbublit" (Crokronem); napuma CTEKONBHOTO AEPXXHUT €ro B
IUIEHY, U3 KOTOPOr'O €My B KOHIIE KOHLIOB yAaeTcs ocBoGoautscs.8 Uurepec
Kysmuua x conpkiopy xopowo ussecTeH. IlompasyMeBaHue NaHHOTO
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PONBKIIOPHOIO MTOATEKCTA CKPLITO MOAr0TaBIMBAET TEMY IieHeHus Gpara-
6M3Hena >KEHIUHOM, KoTopas GyNeT yaep>XuBaTh €ro "3a CTekiIoM'/3a
MODEM, - TEMY, KOTOpasi UIPAeT LIEHTPANLHYIO POJIb B PA3BUTHUM CIOXKETA B
CPEIHUX Pa3MeiaxX IMOSMBIL.

BTa Tema monyvaet royHoe paspurue B "TIaToM ynape". HesHakoMxka u3 I
IJIABBI TONYYAET 3XECh MMA - DIUIMHOP, yKasbIBalollee Ha MPUHANIIEXHOCTh
ee K "0CCHaHOBCKOMN" (KENbTCKOM M ceBeporepMaHckoif) ccepe; MOTHB Iolty-
613Kl BO3BpAIIAaeTCs B BUIE ee "Tony6oBaTo-cepoit ama3oHku". Kpacasuua,
MIOCIIY>KMBILIasl [FOCPENCTBYIOIINM 3BEHOM ITPM ITEPBOi BCTpeue ABYX [E€POEB,
Ternepb CTAHOBUTCS ITPUYMHON MX PasilyuyeHMs; Ha3BaHHbINA 6par nHUpuuec-
KOro repost yeasxaer ¢ Heio B lllornannuio, B ropox "['puHok". KenbTckuit
JIOKYC, YIIOMMHAHME MOPS, IPUCYTCTBHE "ToXy60oBaTO-Cepoil”" KpacaBHULbI,
MOTHBEI 6pena-6e3ymus (IOTEpH BOJIM) M MOCTUrHYTOM "3eleHoi cTpaHsl” -
BCE BTHU KOMITOHEHTHI BOCIIPOM3BOMST, B BUJE JICMTMOTHUBHBIX BapMaHTOB,
curyarmio rneppoit scrpeun. Ho Teneps "3eeHas cTpaHa" OKasbIBaeTCs HENO-
CTYIHA JIUDUYECKOMY I'epoI0: €ro HasBAHHOrO 6para YINEP>XMBAET B Hei
m1060Bb K DILMHOP; "ronyboe npensTcTBUe” CTAHOBUTCS HEMPEOJOIMMbIM U
pasbvenuHseT 6paTheB-GIIU3HEOB:

51 maxxe He OCOBEHHO >X Al IMUCEM

W B3gporuy, yBUOaBIiy wreMnens: "I'puHok",

- MsI 3TOT Malt MPOBOIMM Kak B 6peny,

BeayMCTByeT LIMIIOBHUK, MOPE CHHE,

U DmmHOp npekpacHeii, uem Bcerpa!

ITpocTy, Mot Opyr, HO ecii GBI THI BUNEI,

Kak noyTpy oHa B LIBETHUK BBIXOIUT

B rony6oBaro-cepoit aMa30HKe, -

TbI OHsI 6bI, YTO CTPACTh - CUIIBHEE BONH. -

Tax BOT OHa - 3eneHas cTpaHal - (15-16)

PasbenuHeHre 6paTheB H306paXkaeTcsl Kak CMEPTh OJHOr 0o U3 HUX. bius-
HEIIOB Pa3fesisieT TONINA BOALI UM MOBEPXHOCTS nbja / crexna (I'm. VII, VIII,
IX), ckBO3b KOTOPHIE IMPUUECKHIT repoii BUAUT CBOEro "yTOHYBIero" 6pa-
Ta; TOT TILETHO CTPEMMTCSI BOCCOEIUHUTHCA C HUM M TEM BEPHYTHCS K dKUBHHU:

Hecokpy1iruMo OKpY>XeH CTEKJIOM 5
U 6r10ch kak pribal (...)  (20)

Eie onun BapuaHT rubemu-pa3seauHeHns pa3sepHyT B ['n. X B o6pase
KOJIIOBCTBA, 3aIMPAIOLIEro MIIaJIIEro U3 6paTkeB B MOTYCTOPOHHEM, 3a3€p-
KaJnbHOM Mupe. ['epoit BUIKUT ero 3a CTEeKJIOM (3epKaNbHOl IBephIo LIKaga),
B o0pa3se CTpaHHOrO "cCymecTBa" - ®KCITOHaTa KyHCTKamepsl. Ero rnasa -
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CHMBOI "3€JIEHOM CTPaHBI" - 3aKPHITHI, HO BUJHA "BeHa Ha BUcke" (erie 0aHO
BOIUIONIEHHE MOTHBa rony6oii rmperpans).

B xynbmunaumm sroi cuensl (koHeun I'm. X m I'm. XI) "3enensie rmasza”
OTKPBIBAIOTCS, YTOTUIEHHUK BEHITUILIBAET U3 BONHOM r1y6uHbI, M hopens pas-
6GHBaET IEX ¥ CTEKJIO aKkBapuyma. IIpoMCXOMUT BOCCOeAMHEHUE GIIM3HELIOB,
BOCCTaHOBJIEHNME "OGMeHa KpOBbIO" MEXIY HUMHM, BOCKPELIEHHE MEPTBOIO -
3aMBIKAETCS LIMKIIMYECKIiA MUDOJIOTHUECKUIA CIOXKET:

- 51 cnpmIry cepaia CTyK, TETIIEET KPOBb...

- He ymepnu, koro 30BeT J1060Bb...

- PyMsineit mexu, ¥CYe3aeT TJIeH. ..

- TaHCTBEHHBII CBEPIIIAETCSA OOMEH...

- Uto mepBhM OOGHOBIIEHHBIA B3rusam Haiper? -
- ®opens, s BIDKY, pa3busaer jex. - (25)

1.2. Utak, B OCHOBE CIOXETA IOBMEI JEXUT MUPOIOruyYecKas Cxema,
KOTOpas, KaK yBHUIUM HUXKE, UTPAET BaXHENIIYIO POJIb B TBOPUECKOM MUpE
Kyamuna B uenoMm. Comep>xaHre 9TOH apXeTUITUYECKOH CIOXETHOM CXeMbI
COCTaBINAIOT OTHOIIEHUS IBYX "6GparheB" - OJIM3HEOB-aHTUIIONOB, ITPHUHAT-
JIeXXaIllMX K IBYM nonsipHbiM mupaMm. OnuH u3 Hux ("crapmuit” n3 6parses,
nUprYecKuii repoit KysmuHa) o6UTaeT B OCIOCTOPOHHEM, PeaJlbHOM MHUpeE -
mupe "snecs”. IIpocTpaHCTBEHHO BTOT MUP OCMBICIsETCs1 Kak Poccus (BepHee,
IeTepOypr: BOCTOUHLIA IMONIOC MPOCTPAHCTBA, Pa3mElEHHOIO0 MOPEM), a B
6oJee OTHANIEHHOM aCCOLIMATUBHOM ITNIAHE - KaK ['PEKO-PUMCKMIT aHTHYHBIHA
sokyc. Ero antnnon-6imsHen ("miramuuit” 6pat) sBiseTcs oburartenemM "3e-
JEHOM CTpaHbl" - MOTYCTOPOHHEr0, TPAHCIIEHIEHTHOI'0 MUpa, MHpa 3arpe-
nexsHoro abcomorta ("tam"). DTOT MHUp JIOKAIMIYETCs, BO-NEPBBIX, KaK
3aramHas okpauHa EBpombl, HAXORAMIANACA ITO TY CTOPOHY MOPS - KEJbTCKHUE
crpaunsl, [N'onnannous, I'pennanaus, a mo3gHee Tak>xe AMepuka - 3Ta BOILIO-
tuBmascs Ultima Thule (B "BoceMoM ynmape" 6IM3HEL MOSABIATECS B OKPY-
>KE€HMHM BHAKOB-KJMILIE aMEPUKAHCKOI'O MMpa: B aBTOMOOMIE, B "aMepHKaH-
ckoM" ManpTO-MJAINE M Kelu); IPYroil ero yokanusanueit apusercs TpaH-
cripBanus. (CImsiHue NOKyca, paclioNioKeHHOro "3a MopeM" U "3a ropamu”,
B eIMHBIM 00pa3 3anpenesbHOM 3eMIM TUITMYHO U1 PONIBKIIOpHOTo Mudo-
[MO3TUYECKOro CO3HaHMA).?

PazbenuHenne GJIM3HELIOB O3HAYAET pa30biIeHe MaTEpPHALHOIO M HIie-
aJbHOTO, TeNa M OyXa, PEaJibHOrO M TPAaHCUEHIEHTHOI'O - TO €CTh CMEPTb.
O6uraTens "3eJeHoi CTpaHbl" OKa3bIBA€TCSA 3arePT B CBOEM ITIOTYCTOPOHHEM,
3a3epKaJbHOM OBITHH, OTAENIEH OT MMpA >XMBBIX IIperpamoil (BapHaHTaMu
KOTOPOM CIIYXaT CTEKJIO, BOMA, JIeH, XEHIINHA), KOTOPYIO OH HE B CHIax
MPEOIONETE.
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CorinacHo norvke MuOIOrMYECKOro CIOXKeTa, MOXHO 6bLIO 6Bl 0KU-
IaTh, UTO IIOSUTUBHENA MOIIOC MU(POIOrMIECKUX LIEHHOCTEH GYIeT ImpencTa-
BJIEH MTPOTHUBOIOJIOXHLIM COCTOSHHUEM - TO €CTh BCTPEUEH U OKOHYATEIILHEIM
coenuHeHUEeM 6m3nHenoB. OQHAKO BHUMATENbHOE [TPOUYTEHME MTOBMBI Y6ex-
IAeT B TOM, YTO KOHEYHOE COEIMHEHHME OTHIOIbL HE SABISETCS 6E30r0BOPO-
YHO I[MO3MTHUBHBIM COCTOSHHEM B TOM MHAMBUIYaTU3UPOBAHHOI TPAKTOBKE
TPaOUIIMOHHON MU(POJIOrMUECKO CXEMBI, KOTOPYIO npemiaraer KysMuH.

KapTuHa MonHOro CIUSHUA M, Kas3aloch Obl, MMOJHOW rapDMOHMHU pas3-
BepHyTa B "UeTBepToM ymape':

O, 3TOT 3aBTPaK TaK IOX0>X

Ha sipMapouHbBIX GIU3HEOB:
OnuH XUBOT, a CepAla IBa,

,[IBC r'OJIOBLI, OOHA CITMHA...
Ponunuce Tak, 4TO MpPOCTO CpaMm,
N Taitna HermoHsTHA HaM.
ByxBanbHO BrIpasu o6MeH, -
Bazapueni Beriiger henomeH. (15)

"Cnusinre" IOCTUTHYTO, HO OHO HeMmenneHHO mpuobperaer rpy6o-
BEIECTBEHHBIA "OyKBaNbHbIL" XapakTep. Ero UTorom okassBaeTcsi CUM6HO3
CHaMCKUX GJM3HEI0B, MOKA3HBAEMBIX B ipMapoyHoM Ganarane. BpaTckuit
06MEH KPOBBIO ITOJIYyYMII TIOJHOE Y NIEPMAHEHTHOE BOILIOIIEHHE (Y CHaMCKHUX
6IM3HELOB eUHOE KPOBOOOPAIEHHE), U B DTOM KauecTBe CHEJNAaJCs] 00 beK-
ToM ("cheHoMeHOM") ApMapOYHOro JIOOOIBITCTBA.

Bonbuioe 3Havenue mjisi MOHMMaHKsS 3TOro ofpa3a MMEET TOT aCCOLM-
aTUBHBIA 3hDEKT, KOTOPIA MOZHUKAET U3 COIONOXEHUSA CIOB "oOMeH",
"cpenomen", "GazapHrLi”. DTH CI0Ba HECYT Ha cefe SBCTBEHHbIH OTITEYaTOK
durocodcKkoro U NOIMTIKOHOMUYECKOT 0 OUCKypca ('6asapHslil” B 3TOM
MJIaHE OKa3bIBAETCA MPOHUYECKUM CYOCTUTYTOM TEPMMHA "DBIHOYHBIN'). B
koHTekcTe 1920-x romoB maHHAss KOHHOTAUMS HEIBYCMBICIEHHO HUIEHTH-
dunmpyercs ¢ "Kanuranom”, ¥ mupe - Boobme ¢ Mapkcu3moM. s Hac,
OIHAKO, Ba>XKHa He MpoHUs Ky3MuHa mo ampecy CTONb MOIMYJISPHOH# B TO
BPEMs MapKCUCTCKOM (hpa3eonoruu, a TOT KOHKPETHBIA aIpecaT, KOTOPHIit
BO3HMKAET B IMOATEKCTE M3 COIOJIOXXEHUS] MApKCHU3Ma U UleH "OyKBaib-
Horo" obMeHa KpOBbI0. DTUM aIpecaToM, OYEBMIHO, sABIseTca A. BornaHon
- MapKCHUCT-60rOCTPOUTENb, CTPEMUBIIMIACSA CBA3aTh MUCTHKO-TEXHOKpaTHye-
ckylo yronuio H. ®enoposa ("dunocoduio obiero gena") ¢ couuanspHo-
DKOHOMHUYECKOM yTomuei mapkcuama. B 1920-e ropst Bornanos 6611 onHOM
Y3 LIEHTPaJbHLIX hUryp, uepes MoCPeNCTBO KOTOPBIX COBEPLIANACH TPAHCMY-
TaluMs MecCMaHUCTUUecKuX uneit Genoposa, B. ConoBneBa U CUMBOJIKCTOB B
HOBBI{, TOCJIEPEBOIOLIMOHHBI MECCUAHU3M KOHCTPYKTUBHUCTOB M Ilposer-
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KYyJbTa, OKPallEHHbIH TEXHOKPATUYECKUMU M MOMYJIUCTCKUMH MAESIMH BII0-
xu.10

B pomane-yponuu BormanoBa "KpacHas 3Be3pa”, HamMCaHHOM €lIE B
CUMBOJMCTCKYIO 3noxy (1908) u nepensnaBaBmemcs B 1920-e romsl, neict-
BHE IIPOMCXONUT Ha Mapce, Ha KOTODOM IOCJAHLBI 3eMIM 0GHAPY>KUBAIOT
HeajbHOE colManucTuueckoe o6imectso. OmHUM U3 aTpUbyTOB BTOr0 06-
mMEeCTBa SABJSIETCA HEINIPEPBIBHOE U, IMTO-BUOUMOMY, HEOFDAaHUYEHHOEC TTOBBI-
IUEHME JONrONETHS BCEX €0 WIEHOB, HOCTUraemoe GJaromapsi MOCTOSHHO
rpoucxonsineMy rnepenusanuio ("o6MeHy'") KpoBH, KOTOPOE NMPUBOIMUT K
OOHOBIIEHMIO OPraHU3Ma M OCTaHaBiMBaeT crapeHue. CyINEeCTBEHHO TO, UTO
Takoe "Hay4Hoe" pemieHue NMpo6IeMbl COXPAaHEHMS] MOJIOLOCTH OKa3bIBAETCS
BO3MO>XHBIM JIMIOL B MICANLHOM O6INECTBE, B KOTOPOM "06MeHy" He mpe-
MATCTBYIOT HUKAKHE COIMANBHBIE U NTCUXOJIOruueckue 6apbeprl. Takum o6pa-
30M, TEXHUUECKMIA ¥ COMMANBHLIN MPOrpecc B3aUMHO MpPEANONaraioT Ipyr
Ipyra - cosceM Kak y Penoposa, C TOM JMIUb Pa3HUIIEH, YTO MUCTUUECKMIA
o6pa3 BceneHckoi auTyprum ("o6inero mena") 3amMelel 3IeCh KapTHHOM
COLIMAJIMCTHYECKOro o61ecTna:

-Mpei (...) ycTpaBaeM 0 6 Me€H KD O BH MEXIy IBYMS YEIOBe-
UYECKMMU CYILIECCTBAMM, U3 KOTOPBIX KaXXO0€ MOXKET MNepenaBarh
IpyroMy MacCy YCIJIOBUiA MOBBIIIEHUS XU3HHU. (...)

-Ho ecnu 310 Tak nMpocTo TO royeMy >Ke Hallla 3eMHast MEIULIMHA
IO CHX IIOp HE TOJIB3YETCs STUM cpelcTBoM? Benmb oHa 3HaeT u
TepeIMBaHre KPOBY YK HECKOJIBKO COT JIET, €CIIH HE OLIMGaIoCh.

- He 31210 (...) MOXeET ObITh BTO MPOCTO PEIYNLTAT T'OCIIOMACT-
BYIOIIEH y Bac IICUXOJIOTMM MHIMBHIYanuU3Ma, KOTOpas TakK
riy60KO OTIPaHUYMBAET Y BAC OJHOIO YEJIOBEKA OT IPyroro, 4yro
MBICIIb 00 MX >KM3HEHHOM CIMSHHM IS BAIIMX YUYEHBIX ITIOYTH
HEXOCTyIHA. (...) ¥y Hac (...) TOCTOSIHHO TIPUMEHSIETCS JPYTroe, - TO,
YTO COOTBETCTBYET BCEMY HallleMy CTPOIO: TOBapHIIECKH1 0OMEH
SKM3HU HE TOJBKO B MICHHOM, HO U B (DMIMOIOIMYECKOM CY-
mecTBoBaHnM. 11

B 1920-¢ ronsr bormaiioB oprainm3oBan UICTUTYT KPOBH, IMPOBOIMBLINIA
DKCIIEPHMEHTBHI C NEPeIMBAHUEM KPOBH C LieJbIo IponiieHus xus3Hu. Korma
rucanach "Popenb”, KysmuH ewte He 3Hai, uTo uepe3 rox (1928) cam Bor-
aHOB IOrMOHET B pe3yNbTaTe DKCIIEPUMEHTOB, KOTOPBIE OH ITPONEBIBAT Ha
cebe. Ho uponus no nosoxy "GyxBanbHoro” ("He TONbKO B UICHHOM, HO U
B (pM3HOJIOrUYECKOM CyUIECTBOBAHMH'', FOBOPS HEYKIIIOXXMM S3BIKOM bBor-
IaHoBa) oOMeHa KPOBBIO MMEET B €O MOBME SIBHBIA Y HEIBYCMBICIECHHBIN
XapaxTep.
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I pyruM mamoGIeHHbIM CUMBOJIOM MECCHAaHWCTHYECKOIO CIMSHHUS, Y-
UM OT BIIOXM CHMMBOJIMCTOB, siBiseTcs o6pad Tpouusl. Ha sToT 06pas
HamekaeT ucnom3ayeMmast KyamunemM "TporuHasi hurypa" CimsiHus, KOTOpPYIO
OH IMOBTOPSET C HAPOUMTON HACTOMYMBOCTHIO, HAHU3bIBAS ONMH BAapUaHT
o6pa3a Ha Opyroil. DToT 06pa3 BO3HUKAET ITPH OMUCAHMM "SPMAaPOUHBIX
6nu3neoB" (CM. BhIIIE) M HAXOIWUT IIPOJNOJIKEHME B clenylolleit crtpode
"UerBeproro ynapa'“:

Ts1 pochImIaNCs - A He CILIIO,

MEi 1Ba KphbLIa - OfHA AyHIa,

MB&I IBE XyILIY - OXMI TBOPEIL,

MpI aBa TBOpLA - ONMH BeHell... (15)

Npouns KysmuHa mposBisieTcs B TOH MapamoKCanbHOCTH, C KOTOPOH
BO3BBIIIEHHO - MUCTHYECKHE 00pa3sl TPOMYHOIO € XMHEHMS COMIOCTABJIECHBI C
rpy60-hn3nuecKmM, HEMTPUCTONHO GYKBANILHBIM MX "MEpeBOIOM".

Haxkonen, eme onHu o6pa3 aGCOIIOTHOIO I'aPMOHHMUYECKOTO €NMHEHUS
3ajaH B HauansHOM cTpocpe "UeTBepToro ymapa" uepe3 IOCPENCTBO My3bl-
KaJIbHLIX aCCOLIMALIMIA:

O, 9TOT 3aBTPAK TaK MMOX0K

Ha opkecTpoBaHHbIE THY,

Korpa Ha Ka>kIpLi 3BYK M MBICITb
Bcraer, mo6 5, MPOTUBOBEC:
Po>x0oK ¢ KJ1apHETOM 'OBODMT,

B 065X apdsl dhneitTa crmr,
Beiaer TpaypHbIit TPOMOOH -
ITokoitHrkaM npusiteH oH. (14)

Kak ¥ B mpeasIayIux MpuMepax, CMbICT STUX 06pa3’0B CTAHOBUTCS IOHS-
TEH, €CJIX YYECTh TOT KOHKPETHBIA (B HaHHOM CIIyuae, My3bIKalbHBIA) UCTOU-
HHFK, K KOTOPOMY OHM OTChINaloT. OnucaHHas 37eCh "OPKECTPOBKa'" BechMa
TOYHO BOCIIPOM3BOIUT HNAPTUTYPY BAKIIOUMUTENbHBIX TakToB "TpucTaHa u
Nzoneawr”. Tpuctan "crut” B 00bATHSAX V30IB1ABI, KOTOpPAas OTKAa3bIBAETCS
[IOBEPHUTE, UTO OH MEPTB, M TOET CBOM 3aKNIOUMTEIIbHBIA MOHOJOI-"KOJIbI-
6enbuy0". B huHamsHOM anodeose, B MOMEHT CMepTH M301b 16!, rapMOHU-
yeckoe ¥ TeMOPOBOE HANpPs>XKEHUE BHE3AIHO CrajnaeT. B aToT mMomeHT B
OPKECTpE B BHICOKOM PErMCTPE 3BYYMT MENOIMS (PIEHTHI, COIIPOBOXK IaeMast
nepenuBaMH apdsr; hreiTe OTBEYAIOT KIIAPHET, ro60i M aHI IMICKUA POXKOK,
M HaKOHEII, C 3aKJIIOUUTENbHEIMHU "TpaypHHIMUA" aKKOPIAMM BCTYIAET TPOM-
6on:

(B HMDKECTIEAYIOLIEM ITPMMEPE BBINTMCAHA JIMILb YaCTh I'OJIOCOB IMAPTUTYPbI)
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Brnue MbI BHIENH, YTO MEpBas BCTPeYa IrepoeB ITPOM3OIINA HAa MpPEeX-
craBieHuu "Tpucrana”. Onucanue My3uiku B "IlepBoMm ynpape” ("B opkectpe
MeNI0 PaHeHOE Mope"'), 10 BCEH BUIMMOCTH, OTCHLIANO K BCTYIIICHUIO K ONepe
(mpenBapsoOIMEMY KapTUHY IUIaBaHWs B ] akTe), MOCTPOEHHOMY Ha pPe3KO
IUCCOHUPYIOLIEH TapMOHMM - 3HAMEHUTOM "TPHUCTaHOBCKOM akkopne". B
"UerBepTOM yHmape" IMCCOHAHC OCHOBHOI'O JIEATMOTHMBA OIEpPHI IONyYaeT
paspelleHue, yM "paHeHOro Mopsi" IPeTBOPSAETCS B KONBIOEIEHYIO; HO BTO
KOHEYHOE pa3pellieH’e MUCCOHAaHCa O3Ha4yaeT cMepTh. (MoHnonor Hzombns!
GBI MepeNodXeH It CUMCPOHUYECKOI'O OPKECTPA - TO €CTh "OPKECTpOBaH", -
¥ 4aCTO MCITOJHICS BMECTE C BCTYIUIEHUMEM B BUIE OTHEIBHOM OPKECTPOBOI
mbecsl - "Berynmenue u cmepts M30mbas1").

TaxuM o6pasoM, BCs KapTHHA MAEATBHOI'O COEUHEHM S, HADUCOBaHHAs B
"YerBepToM ymape", COTKaHa U3 HaMEKOB-OTCBHUIOK K LIEIOMY PSARLY ITPUH-
LIMITHATIBHO Ba>kHbIX AN Ky3MHHA TEKCTOB, C KOTOPBIMU OH KaK Obl BEXET
CKpBITEIN juanor. CorocTaBlleHMe BCEX BTUX HAMEKOB IPYI C IPYroM H ¢
KOHTEKCTOM, B KOTOPOM OHHM IOSBISIOTCS, IIO3BOJISET MOHATh CMBICIIOBYIO
IWHAMUKY JAaHHOW CLEHBI, €€ CKPBITOE HAINPSAXXEHHE. DTO HaNps>KEeHHE
OKOHYATEJIbHO BBIXOIUT Ha TMOBEPXHOCTb, CTAHOBUTCS SIBHBIM B 3aKJIO-
YUTeJbHBIX cyoBax IV riassl:

3aueM dxe 3arepT YeMoIaH

W B34T Ha cTaHLMM GUneT?

O, 3TOT 3aBTPaK TaK MTOXOXK

Ha nopo3purensuyio jgoxn! (15)

Marepramsanus eTUHEHWsS] B KaUeCTBE KOHEYHOI'0, YCTOMYMBOI'O COCTO-
SIHUA HaeT, 1o KysMuHy, OTpULIATENbHBIA pe3ybTaT - "JI0XKb". DTOT BRIBOJ
CPOIHM TIOTUEBCKOMY: "MBICIL U3pedeHHas eCThb JIOXKb"'. O6pa3 "u3peueHHOH
MBICTM" (MOEU, MATEPUATU30BAHHOM B 3aCTHIBIIEM, KOHEUHOM BOILIOLIE-
HuH) BhicTynaer y KysMuHa B Takvx BapMaHTax, KaK "OpKecTpoBKa" (MaTrepu-
aJIbHOE BOILIOIIEHUE MY3LIKAJILHOTO COYMHEHMUS) M POXKIEHME "CHaMCKMX
6ymaHenoB". CMepTs, "cpaM" ¥ "NOXB" - TakOBBI aTPpUOYTHI A6CONOTHOrO
€OUHEHHMS, TPM BapMaHTa KOTOPOI'O HAPDHUCOBAHBI B 00pa3e My3bIKAJIbHOMI
rapMOHHUH, (PU3MOJIOrMYECKOr0 CMMOMO03a ¥ MUCTHMUYECKOIO TPHEIUHCTBA.

B 31011 cCTEMe LIEHHOCTE! pa3ilyKa CTAHOBHUTCS TAKMM K€ BaXCHbIM KOH-
CTPYKTUBHBIM BJIEMEHTOM, KaK M BcTpeya. [Io3UTHBHOE HAYaJIo MOJKET OCy-
LIECTBIATLCS TOJNBLKO B IMHAMMUKE, YEPE3 HEMPEPLIBHOE UEPEIOBAaHUE COEIH-
HeHMs M pa3beduHeHus. Bor mouemy nperpana, pasgensiouast 6IM3HELOB:
>KEHILIMHA, TPOCTPAHCTBEHHOE OTHANIEHHE, MPAaHULIA 3EMIIM ¥ BOIbI, CPaHUlIA
PEasbHOrO ¥ TPAHCLIEHIEHTHOI'O MHUPpA, - BhINoNHAET y Ky3MuHa He TOIbKO
HETaTHUBHYIO, HO Y [TO3UTHUBHYIO poiib. Ee Hanmuue HeOGXOIUMO ISt TOTO,
yTo6bI ObLIA HOCTUIHYTA IMO3UTHMBHAS KYJIbMMHAUMS BCTpeuM. BmusHern
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HOJDKHBI COXPAaHATH CBOIO IIPMHAAJIEXXHOCTh K Pa3HBIM MHDPaM; MEXIY HUMU
IOJKHA CYIIECTBOBATh NPErpana, 3acTABIAIOMIAs WX MEPUOTUUYECKHA Pa3ly-
yaThcsA. [IOMbITKA 3a€ep>KAThCA B COCTOSHUM COETUHEHUS, DIMMUHUPOBATH
TIperpany BeIeT K 3aCThIBAHUIO (a 3HAUMT, K CMEPTH, B MUDOIOTUYECKOM
CMBICJIE) B TaKOH K€ Mepe, KaK M 3ajiep>KKa-IJIeHeHne "OpaTeeB” Mo pa3Hble
CTOPOHBI Pa3EIAIONIEro ux 6apbepa.

Takoe BUIOM3MEHEHUE TPATUIIMOHHON! MU(DOMIOBTUUECKOM CXEMBI NENacT
HENIpHUEMIIEMBIM 1A KyBMHHa 3aKJIIOYNTEIbHBINA anocbeoa, KOTOp]:If{, no
Joruke MUONOrHYECKOro CIOXKeTa, HOMDKEH HACTYIIMTh BCJIEH 32 BOCCOENU-
HEHHEM pa3iyueHHbIX OausHenoB. B "I BeHamuaToM ynape”" HapucoBaHa
MIOVILTAYECKast KApTHHA, KOTOpas, Ka3anoch Obl, MOTHOCTbIO COOTBETCTBYET
3aKIIOYUTENLHON hase Mua 0 CMEPTU/BOCKPECEHUH; HO BTO TOPIKECTBO
FapMOHUM He ABIAETCS TMOCIENHMM, 3aBEPUIAIONINM CJIOBOM B nosme. 3a
"JIBeHamUATHIM YXApoM" CIELYET BIIUIOr, M CONEep>aHHE KOTOpOoro, H,
HEO PEXXHO-MPOHNYECKHH TOH MOJHOCTHIO CHUMAIT 3hheKT PHUHAILHOIO
arnoceosa:

A snaere? Benb s xoTen cHavyana
JBeHanuars MecsiLeB 306 pasuTh

U xa>k ToMy NpUIyMaTh Ha3HAUYEHbE

B kxpyry 3aHATHIi TEerkux ¥ BMOGIeHHBIX.
A Bot yto noxyumiocs! Bumno, s

U He Bm06JIEH, Oa M OTSAXENEIL.

Tonroi HaxJIBIHYJIN BOCITOMMHAHB S,
OTpLIBKY U3 [IPOUYMUTAHHBIX POMAHOB,
ITOKOMHHUKYM CMEIIAIMCA C XUBBIMH,

U Tax BCe nepenyTanock, 4To s

U cam He paz, YTO BCE BTO 3aTESJI.
JIBeHaOIATh MECSLEB Sl COXPAHUI

W npu6au3UTENLHYIO Aal TOrony, -

Y 1o He mioxo. Y noTtoM s Bepio,

Yto nex pa3buTs BOZMOXKHO 1isi hopei,
Korpa oxa ynopHa. Bot u Bce. (27)

Dnunor rnpoBO3TIalUIaeT HOBHIA pacnanx (OTpUliaHMe BIIOGIEHHOCTH) U
HOBOE TOP>KECTBO xaoca ("nyTaHuibl") Hal rapMOHHKEH, BCIIEN 32 KOTOPHIMH,
OIHAKO, cieayeT obemanne HOBOrO IPEONOJIEHUs nperpansl. TeM camsbM,
LUKIIMYECKMIA CIOXKET CMEPTH/BOCKPECEHHS MpPeo6parkaeTcss B OTKPHITYIO,
HE3aMKHYTYIO [TOCJIEIOBATENLHOCTb YEPENYIOIUMXCSI HETaTUBHBIX ¥ [TO3MTHB-
HBIX COCTOSIHUM, OTPULIAHWUI ¥ YTBEPXX IEHUH.

He mMeHee xapakTepHa B 3TOM OTHOILEHMM TepBasi BCTpeYa repoeB, KakK OHa
onucaHa Bo "BtopoM ynape". Bo3HMKIINIA COI03 CKPENIAETCS TPATULIMOH-
HBIM DHATYaJIOM 6paTaHus - OOMEHOM KPOBBIO MEXIy Ha3BaHHEIMU OpaThsi-
M. OgHAKO YITOMMHAHME IIPOJHMBIIEACS KPOBM CUMYJIETAHHO IIPUIIAET DTOM
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clueHe xapakTep 6paToy6uiicTa: orciona ynomunanue "Kauna". Bno6aBok k
STOMY, TPAaHCUIBBAHCKUI (hOH CLIEHBI MPUIAET KapTHHE O6MeHa KPOBBIO ellie
OZHY 3JIOBEIYIO aCCOLMALIMIO, BEI3bIBasi 06pa3 BaMIIMPOB-O00POTHEM:

He 6oremMckux necoB BaMITMPOM -
CMmepTHbIM 6paToM Ipex LeJIbIM MHPOM
Ts1 HaB3BaJICA, Tak 6ynn >xe 6paT!

()

Cam ce6s ocy>xxmaer Kaum...
ITobnenHen MOIOXOM XO3SMH,
Peaany 1o nagoHu BKOCh...

Tuxo Karaer KpoBb B CTaKaHBbI:
3Hak oOMeHa ¥ 3HAK OXPaHBL..
Ha xoHomH0 BenyT KoHel... (13)

Taxum 06pa3oM, CUTyallUst BCTPEUM IIPOHMKHYTA HpamMaTU4ecKoi aMGuBa-
nentHocThI0. CoenuHEHME OBYX OpaTheB-aHTUITONOB, CHMBOIU3UpPYIOLIEE
06010 IPOPLIB NMpPErpamsl MEXAY DEaNnbHBIM M NMOTYCTOPOHHUM MHPOM,
MIPUMHUMAET XapakTep GpaTckoro noeauHka.!2 C TOUKy 3peHrs OIUCHIBAEMOM
3/1eCh TUHAMHUYECKOM CUCTEMBI, MMEHHO BTa IapajloKCaLHOCTh, ABOMCTBEH-
HOCTh CHMTYallMM O3HAYaeT €€ BHICOKYIO LieHHOCTb. Mmean KysmuHa - He
rapMonms (cuM6uo3), a npy>x6a-Bpaxcna, 6paTaHue-MOeIMHOK: OTHOLIEHWS
IBYX MY>XYHMH, OTHOUIEHUS, O0ECIEUNBAIOIINE JUHAMHKY CXOXIEHUH U
PAaCXO>KIEHHUM, HENIPEPHIBHOE OBUXKEHMUE - MONOGHOE HEMPEPHIBHOM rapMo-
Huu "TpucraHa".

1.3. enrpamHeM 06pa3oM, B KOTOPOM peasm3yercs Uaesi AMHAMHUYECKHUX
HEIPEPBLIBHLIX M3MEHEHUH, SIBIsAETCSA B 1I03Me 06pa3 o6mMeHa. O6MeH rpen-
cTaBusAeT cO60M HenpephBHOE U 6ECKOHEYHOE YePEeIOBaHME IMOJISIPHBIX CO-
CTOSIHMIA: CXO>KIEHMIA/pacX0o>X IeHUH, yMUPaHUs/BOCKpeceHUs. DToT 06pas3
KakK HEIL3 JIyylle NepenacT IMHAMAUYECKUM, HEYCTOMUNBLIN, PEPLIBUCTLIA
XapakTep MO3MTUBHOIO ITONOCA.

Nnes o6MeHa npencrasneHa B "®openy” B MHOrOOGPa3HbIX BapUaHTaX:
Kak hU3MONOruYecKnit O6MeH BELIECTB, BKOHOMMUYECKUHA 060pOT, Kpyro-
BpallleHHE B rpupone (CME€HAa BPEMEHM I'Ola, CHMBOJM3UPYEMOE TASTHUEM-
JIOMKO# IIbJIa), ¥ HaKOHEL, Kak MeTamopdo3a 3HaueHui crnosa-o6pa3a. Pac-
CMOTPHMM JaHHbIE BapDUAHTHI C 60NbIIEH NOIPOGHOCTHIO.

Buonoruveckuit o6pa3 o6MeHa NPeaCTaBICH B [109ME B Ka4ECTBE METa-
6osn3Ma - o6MeHa BEIIECTB, MPOMCXONALIEro MEXAY GpaThsiMH-aHTHUIIONA-
MM B MOMEHT MX BCTpeun. Pa3zmenenue 6IM3HELIOB MPUBOIUT K TOMY, UTO
o6uTaTens MOTYCTOPOHHEN "3eNeHOMN CTpaHhl" TepseT CrIoCO6HOCThL K MeTa-
6omM3My; €ro TeJecHble Pecypchl ObICTPO UCCAKAIOT 6€3 0O6MeHa KPOBBIO C
€ro 3¢MHBIM aHTUITOAOM:
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(...) Bo mHe uccaxmu

Kposs, >xxemus, Mosru u mnmda. boxe!
W nopxpemnieHss HET U HET o6MeHa!
Hecoxpymmmo okpys>keH CTeKIIOM st

M 6b1och Kak peiba! (...) (20)

WNnes dusmonoruueckoro "obmena" mexay 6GiusHeuaMu, HEOGXOmu-
MOT0 IJIsl TIONAEPIKAaHUS UX XXU3HM, MTApaJUeNbHO Pa3BUBAETCS B IIODME B
IBYX IJIaHaX: €CTECTBEHHO-Hay4YHOM (B o0pa3e IObpIXaHUs M KPoBOoOGpalle-
HMs1) ¥ haHTACTHMUECKOM (B BUJe OGMEHA KPOBBIO M TEJIECHOH 000JIOUKOi B
MMpE BaMIIUPOB-060pOTHEH).

dusnonoruueckas Meracopa XU3HA Kak o6MeHa BELeCTB ¥ CMEPTH Kak
MPepBaHHOr0 MeTabONU3Ma SABJSETCS JIUIObL OOHUM M3 BADHAHTOB NAHHOI'O
MoTuBa. JpyruM BapHaHTOM MOTHMBa CMEDPTH KaK IIPEPBAHHOI'O KOHTaKTa-
"o6MeHa" CIY>XHUT B [MosMe ToM "HexouuTaHHbIX" coHeToB Illexcrimpa. Co-
HETHI YIOMSIHYTBI IBaXKIbl, ¥ 06a pasa - MpU KPUTUUECKOM TMOBOPOTE CIO-
xceta: B ['a1. 111, B TpenyyBCTBMM HacTymnalolle# pa3inyku, 1 B . X, B MOMeHT
BoccoenuHeHus. CMbIcn 3TOro obpa3a packpeiBaeTcsi 6iaromaps TOMY
ITOATEKCTY, KOTOPbIi coHeTs! Illexcrupa BHOCAT B cloxeT "®opemn”. OxHum
W3 I'JIaBHBIX 'EPOEB COHETOB ABJISETCS IOHOLIA, M36eralolnii CypyKecTBa;
TEM CaMbIM, OH OTKa3bIBAETCS OCTABHTL IOCJE ce6sl IOTOMCTBO M 06peKaeT
CBOIO KPacoTy Ha MCYe3HOBEHHe. DTo Hen3bedxHoe B OyHYIIeM HCCIKaHHUe
KpacOTHI IOHOIIIM OITMCBIBAETCS B COHETax B 00pase TOProBiM U oOpallleHus
KaImuTaNa: I0HOIIA PAaCTPAauYUBAET NAHHLIA €My IPUPOROH "KamuTan", BMECTO
TOrO 4TO6LI NYCTUTh €ro B 000POT, ¥ TEM CaMbIM IBMXKETCS K HEMUHYEMOMY
6aHkpoTCcTBY. JlaHHbN1 06pa3 mupoko pa3sepHyT B Conere 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

(CBs3p orchuiky K IlexkcrMpy ¢ MOHATHEM pPBIHOYHOrO o6opoTa Gbuia
BITOJIHE aKTYaJbHOM JJIS TeX JIeT, B KOTOpble nmucanack nosma Kyamuna: emm-
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3aBeTUHCKas AHIIIMA TpakTyercs B "Kanmrane" B kauecTBe neprona "rmepeo-
HaYaJbHOI'O HAKOILICHMA", C KOTOPOro BENET CBOE HAayallo KJIACCHMYECKas
KaIMTAIMCTHYECKas PhIHOYHAS CHCTEMA).

JaHHBLI TOATEKCT MMO3BOJISAET UINEHTUDUIIMPOBATh (PU3UYECKUIA M BKO-
HOMMUYECKU MeTaboim3M (06GMEH BEelIeCTB ¥ 060POT KaIlKTalla) B KAUECTBE
YIEHOB ONHOM MOTMBHOM IapagurMbl, MHBADMAHTHBIM CMBICIIOM KOTODPOM
SIBIIAETCA "IpeBpaleHre” Kak HeOOXOMMMOe yCIIOBHE MONAECPIKAHMS XHU3HH.
ITpu 3TOM IIEKCITMPOBCKMIt 06pa3 TpaHchopmupyercs y KysMuHa B COOT-
BETCTBUM C €r0 COGCTBEHHbIM APXETUITMUECKHM CIOJKETOM: OH OTHECEH HE K
CYTIPY>KECKOI CBS3H, & K OTHOILEHMIO OBYX MY >K4YMH-OJIU3HELIOB.

Eme oxno o6pasHoe BOIUIOLIEHHWE MAEM OOMEHA CBS3aHO C CEMAaHTHYE-
ckuMm ObITHEM cl0OBa-o6pas3a. B mosrtuueckoit cucreme Kysmuna cioBo
HANENACTCS TAKUM Xe AYyIU3MOM MaTEPUANLHOIO U IyXOBHO-CUMBOJIMYEC-
KO0, BEUIECTBEHHOI0O M TPAHCLEHIEHTHOrO, KaK Mapa GIM3HELOB-aHTHU-
nomos. CioBo-Bews ([IpsAMOe, BEIIECTBEHHOE 3HAUEHUE CIIOBA) U CIIOBO-
CHMBOI (ero MepeHOCHbIH, MeTachOPUUECKUH, CUMBOJIUYECKHUNA CMBICT) TaK
e HYXIAITCA APYr B Ipyre, Kak TeJNO U AyX, CyLIa ¥ BONA, PeajbHBIA U
MOTYCTOPOHHUI MMp. 115 MORmEp>KaHUs XKU3HHU CJIOBA HEOOXOIUM I1OCTO-
siHHBIN "06MeH" MeX Iy MMPOM Belleil ¥ MUPDOM CHMBOJIMYECKHX, HaJBe-
LIECTBEHHBIX CMBICIOB. be3 aToro ceMantmueckoro Mera6oin3Ma CMBbIC-
JIOBbIE PECYPCHI CJIOBA KCCSKAIOT - MPOMCXOAUT CMEPTh CIOBECHOI'O 3HAKa.
Mup Bemieit oka3bpIBaeTCs paBeH caMoMy cebe, MsoJMpoBaH, "3anepr’ B
CBOEM IMOCIOCTOPOHHEM MaTEpHalIbHOM GBITHMM M OTBEIUHEH OT MUpPa TPaHC-
IIEHNEHTHOIO0 ¥ CUMBOJIMYECKOT O:

-Bort s npuein... He B cunax... IToru6aro.
Hamr anren npespaliesuii oTieTen.

E1rie HEMHOTO - 51 COBCEM OCIIETIHY,

U craner po3a po30ii, He60 HeboM,

U 6onve Hyyero! Torpa s, mpax,

Y Bosspamalocs B ripax! (20)

O6pa3 "crenoTsl" coBMelIaeT B ceGe MoTepio (PU3HMUECKOrO 3PeHHs, B
CBSI3M C UCCAKaHMEM (PM3UYECKMX M JYXOBHBIX PECYPCOB, U IIOTEPIO CIIOCOO-
HOCTH K MeTa(hOPHUECKOMY BUIEHHUIO MUPa.

U nakoHell, Ba)KHOE 3HAUEHWE B PNy BapMaHTOB IpeBpaIeHus/o6mena
umeeT 06pa3 CIOMaHHOIO JbJa. B HEM COENMHSETCS LENbIA y3es accolMa-
TUBHBIX CMBICJIIOB - OT OLITOBBIX MIMOMATUUECKMX accoumauuii ("ciomartn
nen" B OTHOLIEHMSX MEXIOY NIOAbMH) HO IMODTUKO-MUMDOIOTUYECKUX
o0pa3Hbix CBssed (Jen/sepkano Kak paHMIA, OTACIAINAS 3EMIIO OT
MOTYCTOPOHHEr o/mogBoHOro Mupa). CIOMaHHBIA JIEN BBI3bIBAET TaKXXe
aCCOLIMAIMYU C BECHOM - BpeMeHeM Ilacxy; maHHbIA CMBICIIOBOH XOJl XOPOILO
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COYETAETCS ¢ MUONOTUUECKAM OCMBICIEHHMEM BCTPEUM KaK BOCKDEIUIEHUS
(BO3BpAlNEHMA Ha 3EMIII0) OXHOro U3 "6parbeB”.

B "®opem" Ky3aMHH HEe UCIIONB3YET NMPSAMBIX MacXalbHbIX anmmiosuil. On-
HaKoO CBA3b JEeHOoXoma U BockpeceHns 6puta mMpoko paspafoTaHa B €ro
MpeUIEeCTBYIOIEM ITODTUYECKOM TBOpUECTBe. JlaHHAs MODTHUYECKAA MAES
BCTpeYaeTcs B LIEIIOM psANe CTUXOTBopeHuit Ky3muHa, OTHOCSAIIMXCS K
1910-M romam - BpeMeHM, KOI'a Pa3BEPTHIBAIMCH JIMYHLIE OTHOUIGHMA,
MoCIy>XuBLIKe Gnorpacnueckoir 0CHOBOM o6pa3Horo cioxera "®openn".14
Oco6eHHO HarJIsigHO NaHHLIA CUMBOJ MPENCTaBIEH B CTUXOTBOpeHuu 1919
roza:

Kaxas npenecrs B Ilacxe panuei,
Kaxas cnagocTHas Jpoxs!

Terto Bce 6imKe, BCe XKeJIaHHEH,
U tpener BepOrI € BETPOM CXOXK.

W nebo serkoe, Kak ALIMBI,

U nremoxona KpeCTHBIA XOX
TanHCTBEHHO HEUIBSCHUMBI,

Kak Bockpecense rpo6HbIx BOI. (...)

Ha seneneromyio 3emMirio

sy, ceeTnes 6e3 KOHIIA,

W ceparieM pamoCTHBIM ITPHEMITIO
Ot TMBI Bockpeciuero TBopra.

Eme Tenneit, eme uynecHen

BecHa, ckopeit 1y4oM ynmapb

B cepnuax monei, 'ocrions, BOCKpeCHH,
Ipunu ¢ He6ec, Hebecunrii Laps.!

3ameyarenbHO o6nime MOTHUBOB, CBSA3BIBAKOIIUX BTO CTUXOTBOPEHME C
"®openpio".16 Jlen Ha pexe M Jierkoe, "Kak EbIMBI', HEGO ABIAIOT CO60H 06-
pas rony60#i 3aBeChl, KOTOpas ONOCPeayeT HACTYIUIEH!E BECHBI U 0GpeTeHNe
"zeneHelome# 3emnu”. BecHa "ymapser” nyuom B Iel, JoMas ero, nogo6Ho
cthopemm B nosme (cp. crpoky u3 "IlepBoro BcTyruienvs” k mosme: 'Y maps,
dopensb, nmpopopHeit!"). Accounaunsa Bockpecenuss Xpucta co CIOMaHHBIM
JNBIOM, Belyllas B HJanbHeitimem TBopuecTBe KysmmHa k o6pazy chopeny,
pasbuBaIolIeil JIel, CKPEIUIAETCSA TeM 06CTOATENLCTBOM, UTO B €€ OCHOBE Jie-
XUT OOUH M3 MOMYJISPHEHIINX CUMBOJIOB PAHHErO0 XPUCTHAHCTBA: U306pa-
xeHune Xpucrta B 06pase pe6br.l7

Ecnu cTuxotrBopeHue o Ilacxe Mociy>KUio UCTOUHHKOM HEKOTOPBIX KIIO-
yeBrIXx 0o6pasoB "®openn”, TO CaMO BTO CTUXOTBODEHME, B CBOIO OUEPENb,
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KMMEJO SBHBIA MCTOYHMK B I[TOD3UU CUMBONM3MA; TAKUM HCTOYHHKOM HIS
HET'O ITOCIY U0 cTUXoTBOpeHue bioka 1902 rona:

BecHa B peke JIOMaeT JIbIUHEI,

M MUIIBIX MEPTBBIX MHE HE >KaJIb:
ITpeomosneB MOM BEPILMHBI,
3a65sL 51 3MMHME TECHUHBI

U BuKy roiay6yio nais.

UTO COXKaNeTh B MBIMY IOXKapa,
UYTO COKPYIIATLCS Y KPECTa,
Korna BcevacHo xny ynapa,
Wnu 6o>xecTBeHHOr0 mapa

W3 Mowuceesa kycra!l8

BnusiHue ®TOr0 CTUXOTBOPEHMS Ha NosTHUeckuit Mup KyamuHa oueBun-
HO: o6pa3 BeceHHero "ymapa', TOMaIoIero JIEI ¥ OTKPHIBAIOIIErO TPAaHCLIEH-
IEeHTHYI0 "rony6yio mams", TEXXUT BecbMa 6JM3KO K LIEHTPaJbHLIM MOTHBaM
ctuxoTrBopeHus o Ilacxe u "dopemn"”. Bmecte ¢ Tem, 3TO SBHOE POACTBO
TOJIBKO SIpUE€ OTTEHSAET JIErKME, HO XapaKTePHBIE Pa3lUuUs MEXIY ABYMs
MOYTHYECKUMH KAPTUHAMM, - PA3JIMYMUS, B KOTOPLIX NPOSBISIETCA [TOSTHYEC-
Kas uapuBuayansHocTh Ky3amuHa. ¥V Broka "romy6ast mans" ABisercs Ko-
HEYHOH LIETBLIO BCEX YCTPEMIIEHMIA; npuobineHue K rony6oit ganu (To ectb K
He6EeCHOMY, TPaHCUEHIEHTHOMY) COCTABJAET CYINHOCTh "GOXKECTBEHHOI'O
napa", KOTOpbIM I09Ta HamensieT BecHa-Ilacxa. ¥ Ky3MHMHa L€HTPabHBIM
06pa3oM ABIAETCS HE HOCTHMXKEHME "Troxy6oit mami”, a MPOXOKIeHHUE Yepes
HeEe, Nallee BO3MOXXHOCTE MIHOBEHHOM BCTPEUHM C aGCONIOTHEIM HAUalIOM -
"3eJIeHOM cTpaHoit".

ITpousoenineil cMeHe CMBICIIOBOrO akKLIEHTa COOTBETCTBYET CMEHa IToJa
rapTHepa, BCTpPeua C KOTODbIM CHMBONM3HPYET NPHUOOIIEeHUE K TPaHC-
ueHneHTHoMy. "Tony6as pams" Bioxka BormuomaeTrcs B o6pase >KEHIIUHBI;
BTO CUMBOJI KOHEUHO, HeGecHol rapmonuy - IlpexpacHoi mamsi, Codum.
ITpumeuyaTenbHO B 3TOM OTHOUIEHMM €lIe OJHO CTUXOTBOpeHHMe Bbioka -
"Hesnakomka" (1906), B koTopoM 3Ta MeTapm3uueckass UAes ITOIyUUIA
Pa3BEpHYTOE BOIMJOULICHKME; B BTOM CTMXOTBOPEHUM "ouapoBaHHas Iais"
SIBIISIETCS 0BTy B 06pa3e CMHMX I'JIa3 JKEHIIMHBI:

M xa>kpbIii Beuep B yaC Ha3HAUCHHBIN
(s 9TO TONBLKO CHUTCS MHE),
IeByumii CTaH, IIIEIKaMM CXBaUE€HHBIA,
B TymanHOM nmBUMXeTCs OKHE. (...)

M cTpanHOIiT 61M30CTHI0 3aKOBaHHbIIH,
CMOTpIO 32 TEMHYIO Byalb,
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W Buxxy Geper o4apoBaHHbIA
M oyapoBaHHYIO Day®. (...)

U nepss cTpayca CKIIOHEHHBIE
B MoeM KauaioTcs MO3ry,
W ouun cunue 6e310HHbIE
IseTyT Ha namHeM Gepery.l?

OTMeTHM psil MOTMBOB BTOI'0 CTUXOTBOPEHMS, OTpasuBluuxcs B "®o-
penu'": repoii Iorpy>Kaercss B COCTOSIHUE TPaHCA, B KOTOPOM €My BMIUTCH
TIOTYCTOPOHHUI1 "6eper"; TPAHCLEHIEHTHOE BUICHUE ABIAETCS CKBO3b ITpe-
rpamy-IObIMKY: OKOHHOE CTEKJIO, Byaib, TyMaH, BUHHbIE mapbl. Kysmuu B
MOJIHOM Mepe MCIIONL30BANl NAHHBIA 0OpasHBEIA MaTepual, OJHAKO pagu-
KalbHO Mpeofpasull ero CMBICK: KeHcKoe/HebecHoe Hauano ("HesHakoMKa'")
CTAHOBUTCS y HEr'O 4acThio roiy6oif rmperpaib-MeIMyMa ¥ B DTOM KayecTBe
BKIJIIOYAETCS B ONHY MapagurMy ¢ MOPEM, CTEKJIOM, IbIOM, JbIMKOM; TPaHC-
LIEHICHTHAs LIeJb BOIJIOLIAETCA B 06pase My>XUKHBI C 3EJIEHBIMH I'JIa3aMU.
He aGcomoTHbri KoHel (He60), a abconoTHOE Hayano (3eJeHasi CTpaHa), He
pPacTBOPEHME B I'aDMOHMH "BEYHO >KEHCTBEHHOTO", a AMHAMUYHBIA ITPOPHIB
6apeepa, BCTpeya-IoeMHOK JBYX MY>KYHH - TakoB oTBeT KysMuHa Ha MeTa-
bU3UKY ¥ [IOBTUKY CUMBOIJM3MA.

PaccMoTpeHHast mapamurma MOTHBOB, B KoTopoit KysmuH Bomnommaer
YPE3BLIYAMHO Ba>KHYIO MJISI HEr0 MIEI BEYHLIX MeTamMopgo3, LEIMKOM
BBIPACTAET U3 MaTepHala, UMEBIIEro CaMOe IIMPOKOE PaclpoCTPaHEHUE B
COBPEMEHHON €My KyNbType. MBI BMOENM, KAK MHOI'O MEPECEYEHUH C
[MO33Ueil CUMBOJIMCTOB 3aKIOueHO B 06pasax "Popenu”. B nosmy Bowmnu
TaK>XX€ MHOTHE SIBICHMS, IPUOGPETIINE UIMPOKYIO MOMYNspHOCTh B 1920-¢
rOJbI, - TAaKKE, KaK uziesi 6uonoruyeckrux Meramopcho3 (BRIIBUHYBIIASICS Ha
aBaHCIIEHY KYJIbTYPHI B CBSI3U C Pa3BUTUEM HEO-JIAMAPKMCTCKOM GMONIOrUHM)
MM DKOHOMUYECKAsT TEOPUs PhIHOYHOro o6meHa. Hakowen, o6pa3 cMepTu-
HCTOIIEHUS CIOBECHBIX CMBICIIOB MUMEET B CBOEM INOJNTEKCTE TPAKTOBKY CJIOBA
B noo3uM ¥ MaHucecrax yrypucto u cratbsax OIIOA3'a , B koTophIx
CIIOBO IPEICTABISIOCh aPEHON IMOCTOSHHON OOPLOBI MEXIY aBTOMAaTHU-
3arueil (yMupaHmeM) u neasromarusanmeit (o6noenennem) cmseicna. (OTme-
THM, YTO IIPOLIECC OOHOBIIEHUS A3bIKa M300pa>kaicst B NIOCT-CUMBOJIMCTCKOM
HUIONOruM M SCTETHKE KaK ITpolece "BocKpelueHMs" U "ocBoboX meHus"
cmoBa20),

3ameyaTenbHa, OTHAKO, TA HEHABSA3UKBAsI JIEMKOCTh ¥ BMECTE C TEM ITOJHAS
I10CJIE ZOBATENLHOCTH, ¢ KOTOpo# Ky3MuH npeoGpasyer Bce STH IMOIYJIAPHbIE
3HAaKM CBOEr'0 BPEMEHU B KaTErOpMM CBOEr0 MHAMBUIYAJIbHOrO TBOpPYEC-
KOr0o MHpa, CONEP3KaHHE KOTOPOro BEChbMa CYINECTBEHHO OTKIIOHSETCS OT
T'OCIIOICTBYIOLIETO YCTPEMIIEHHS YMOB.
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IlepesxxuBaHue Tparuyeckoi pa3beIMHEHHOCTH MATEPUM M IyXa, peaib-
HOI'0 M TPaHCLIEHAEHTHOI'O, CJIOBA-BEINM ¥ CJIOBa-CUMBONa, Poccun U 3ama-
I3, ¥ MECCUAaHUCTHYECKOE CTPEMIICHUE COETUHUTD DTH ITOJIOCHI, COCTABIISANN
LIEHTPAILHYIO UICOJIOrMYECKYIO MapagurMy CUMBOJMCTCKOM M MOCT-CUMBO-
JIMCTCKOM KYJLTYPHI ITEPBOIt UeTBepTH Beka: ot "cunocodum obiero nena”
H. ®enoposa u cumsonvku Tpounst y Bi. ConoBbeBa, yepe3 DKCTaTUIECKY IO
(mroHHUCHIICKY10) "COBOPHOCTB" BCTETHMKM CHMBONKCTOB, NO COIMANBHBIX,
TEXHOKPATUYECKUX Y BCTETUYECKHUX YTOIMIA IIOCIIEPEBONIOIMOHHOIO JECATH-
netus. OnHako nus mo60# yTOMMYeCKoi cucTeMsl (6yIb TO MUCTHUYECKAs
yrormuss PenopoBa, M "BOCKpElIEHHE" MOSTHYECKOr'O CIOBA Y CHMBOJIMC-
TOB ¥ (DYyTYPHUCTOB, UM, HAKOHEL, CIMAHME MapKCH3Ma, TEXHOKPATUYECKUX
MIOeit ¥ 6OroCTPOUTENLCTBA B KyIbType 1920-x roxoB) npeomoNeHUe paspbl-
Ba, CIMSAHUE, BOCCOEIUHEHHUE SBISIOTCS KOHEYHON U abCONIOTHOM LEeJbIo;
IOCTUXXEHME BTO LN [EePEeXKHUBAETCS KAaK OKOHYATeNbHas rnobena, Kak
IOJIHBIM M KOHEYHBIN BBIXOJ B MHUP TPaHCLUEHIAECHTHOIO, BEYHBI M HEU3-
MEHHBI B cBoeil aGcomoTHOCTH. B oTamume oT 3TOro, MOBTUUECKOE
mbinteHue Ky3aMuHa IMHaMMYHO 110 CBOEH NPHMPOJE - OHO UYXKIAETCs CTa-
THKH, 3aCThIBAHHUS, MOTEHLIMAILHO 3aKIIOYEHHOI'O (B KayeCTBE KOHEUHOM
neny) B mo6oit yronuu. Orpruanue "cobopHOCTH", IPU3HAHUE COEIUHEHU ST
JIUINb KaK DKCTATUYECKOrO MIHOBEHHS BCTPEYM, 32 KOTOPO Heob6Xonumo
IOJKEH MOCIeN0oBaTh HOBBIA LMK Meramopcos, Brimenser Kysmuna us
MECCHaHUCTUUYECKOH M YTOIMMYECKOI TPaguIMK, MOCIIOICTBOBABLIEH Ha BCEM
MPOTSA>XXEeHUM TepBoii yerBepTy XX cronerus. "AHren npespatueHuit” Kys-
MMHa, TPpUHUMUIT "0o6MeHa", MOJIOXKEHHBI B OCHOBaHHUE MO3THUKO-MHUOIIO-
TUYECKOr0 CI0XKeTa 0 OHJIM3HENax, 3aKI0YaeT B ce6e BaXKHYIO albTePHATUBY
MeTaU3UYECKUM U DCTETUYECKUM HIESIM CUMBOJIM3MA U [T0CT-CHMBOJIM3MA,
MPOBO3IIIALIABIIMMCS C MCKIIOUUTENLHOM DHEPriUeil Ha MPOTSIXKEHUHM Tpex
IECATUIIETHMA.

ITpu sToM Ky3MuH CTpOUT CBO# OTBET, CO3HATEILHO 3aUMMCTBYs 00Opas-
HBIM MaTepHal y CBOMX MpPENIIECTBEHHUKOB M OIMIIOHEHTOB; CTPOUT €TI0 HE B
BUIE MPSAMBIX NEKIApalMil U OMPOBEPXKEHUH, a MMYTEM JIErKoro npeodpa-
>KEHUsI UCXOOHOI'O0 MAaTepualia, ero peapaH>XHUpPOBKU Y CMEILIEHWUs B HEM
CMBICJIOBBIX aKIIEHTOB.

B 1912 r. Kysmus Hamucan muki "JIyXOBHBIX CTUXOB", B KOTOPOM HCKYyC-
HO BOCCO3JaHHble TPaAULMOHHBIE MOTHUBBI HADOJHON! PENUIMO3HOCTH TEC-
HO IIEPEILIETAIOTCSA C KaTENOPUAMH €ro COGCTBEHHOIO IIOBTHYECKOI 0 MUpa.
OnHO M3 LUEHTPAJBHBIX CTUXOTBOPEHUH 3TOro Hukia - "XosxaeHue Boro-
POIMILILI MO MyKaM" - BHOCUT B TPAaKTOBKY 3TOT'O PaclpOCTPAHEHHOIo CIO-
>KEeTa HEKOTOPbIE NETANH, IPEACTABIAIOLINE MHTEPEC OIS HALIEro aHaJM3a.
I'peminuky, ornasmue ot Xpucra ("bora ne sHaBmwme, // Xpucra moaza-
6bIBHIME"), 3aKIIIOYEHBI "B PEKY OTHEHHYIO" M OOpedUeHbl BEUHBIM MYKaM.
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Boropoauie Tak >kaib I'PEIIHUKOB, YTO OHA CaMa IOTOBA IIOrPYy3UThCS "B
TFeeHHY OFHEHHYIO", UTOOBI MYUYUTHCA C HUMM;, ONHAKO B OTBET €if Muxaun
ApxaHren yTBep K IaeT HEITPEJIOXHOCTh pa3fieieH)s Heba ¥ afia:

«Bnagsruunia boroponuna,
TNocno>ka Mos npecseTnasn!

TBo€ 1eno - B paro MOKOUTHCA,
A TpelHKam - B any Kumetsb».2!

Torna Boroponuua IpocUT MUJIOCTH IIsl TPEIIHUKOB y XpHcTa.

H ycaprman nx ocriogs MUnocTHBSIA,
W cxxanmuncs OH Hal IPEIIHUKAMU:

Jan uM 1mokoi1 ¥ Beceme

Ot Besmkoro Yersepra

Io Cesreis IlsTHaecsTHULIBL 22

H36aBieHye OT MyK JaeTCs IPEIHUKAM TOJBKO HA KOPOTKHUI CPOK, ITOCIe
Yero OHM BHOBb IOTPY3ATCS B OTHEHHYIO peKy - Ho cienmyloueit ITacxu.
Mup rpemHmMKoB u HeGO OCTAIOTCA pa3meleHHsIMH; boropomuia He MOXKET
COMTH K I'DEHIHMKaM B "I'éeHHY", HO OHa OKa3bIBAECTCS MOCPETHMIIEH MEX Y
nByMs mupamu. ITocpenHudecKkas, MEIMYMUUECKAs POJIb MEXAY IOJIAPHBIMY
MUpaMH, OGUTaEMbIMHM "IpelTHUKaMu" U "aHremaMu"”, - TAKOBO MECTO "KE€H-
ckoro Hauana" (B BRICOKOM €0 BOIUIOILICHWM) B TIOBTUYECKOM MeTadhuauke
Kyamuna. Otum Boropopuna KysmuHa (a Tak>xe 3eMHOE BOIUIOLUEHHE
>XEHCTBEHHOCTH - He3HakoMas "KpacaBuua" B "®openu") oramuHa ot Codun
1 He3HaKkoMKM y CMMBOJIMCTOB.

ITocpenuuuecTso Boropomuns! MeXXny agoM UM HEGOM MO3BOJSAET 'PELI-
HMKaM 00pecTH Ha KpaTKoe BpeMs "moko#t u Beceme”. Ilo-Bunumomy, ane-
KBATHBIM TIEPEBOMIOM STOr0 "IMOKOS M BeCENuA" Ha SA3BIK DCTETHMYECKMX
KaTeropuii camoro KysMuHa MOXHO CUMTaTh HE YTO MHOE, KaK - "IMpeKkpac-
HYIO SICHOCTB".

2. Temeps, Mocie TOrO KaK MbI PACCMOTPEINM NMPOLECCH! CUMBOJIM3ALIMH,
nocpencteoM Kotopeix KysmMuH BorutomaeT cBoio obinedunocodckyio u
BCTETHUUECKYIO TIOBHLIUIO B JIMPUKO-TIODTUYECKUX 06pa3ax, MMEET CMBICT Bep-
HYTBCSA K €0 NPSAMBIM BCTETMYECKHUM BbICKAa3bIBAHMAM, ¥ IIPEXIE BCErO, K
LEHTPANILHOMY B STOM IUIAHE JOKYMEHTY - cTaThe "O NnpexpacHOi SCHOCTH".

IIpencrasisercs 3HaAMEHATENbHBIM TOT (PaKT, YTO M3HAYANLHBIM M, IIO-
BHUIMMOMY, Haubosee Ba>XKHbIM aTpUOYTOM "TNPEKPACHOM SACHOCTH" OKa3bl-
Baercs B cratbe Kysmuna pasgeneHue (pasrpaHuyYeHue, TIperpana, TPaHuIla).
JlaHHBIA [IPU3HAK BBOIUTCSA B CAMOM Hayalie CTaTbH, BOILIOIIAACH B LENOM
rnapagurme CUMBOIMYECKHX 06pa30B:
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Korpa TBepabie ®rneMeHTbl COEIMHUIMCE B CYIy, a BIAra Oos-
cajia 3€MJI0 MOPSIMHM, PacTEKJIach IO HEW peKaMH M 03epaMy,
TOrZ]a MUD BIIEPBBIE BLILIEN U3 COCTOSHMA Xa0Ca, HaJl KOTOPBIM
Besul paspensommi Jyx Boxuit. 1 gansuie - nocpeacTBoM pas-
FPaHHMYUBAHMSA, SICHBIX GOPO3J - MOJIYYMIICH TOT CIOXKHLIA U Ipe-
KPaCHBIA MUP, KOTOPLIA, IPUHUMAS MIIM HE TIPUHUMAS, CTPEMSATCS
Y3HATB, TO-CBOEMY YBHMIETh U 3AMEUATIETh XYTOXHUKH.

B >XM3HM KaXJOro YeJOBEKA HACTYIA0T MUHYTSHI, KOrna, 6y-
Iyun peGEHKOM, OH BAPYT CKaXXeT: «5 - U CTYJI», «5 - U KOIIKa»,
«d - ¥ MAY», TTIOTOM, OYIy4Yd B3POCIBIM: «A - U MUp». HezaBu-
CHMO OT GYAYLIMX OTHOLIEHMI €r0 K MUPY, BTOT PA3EIUTENh-
HEBI1 MOMEHT - BCerja riry6oKuii MOBOPOTHBIN MyTKT. (5)23

DTOT ke IMPU3HAK IOCTaBJIEH Ha MEPBOE MECTO B mocienymomei acgopu-
CTUYECKO# (hOPMYIMPOBKE CYLTHOCTH "AMOJIIOHAYECKOr 0" UCKYCCTBA:

(...) aTIOJJIOHMUYECKMIA B3r NIl HA UCKYCCTBO: pasmensolumi, dop-
MHPYIOIIMIA, TOYHLIA U CTPOHBIA. (7)

Taxwue, Ha nepBbIA B3rnsy 6oJiee OUEeBUIHBIE, IIPU3HAKH "KIIapU3Ma'', Kak
COBGCTBEHHO ‘SICHOCTBH’, @ TAKXKE ‘CTPOMHOCTB’, ‘COPa3MEPHOCTh’, ‘TOYHOCTS’,
BBOZATCS JIMILB [1OCJIE TOr'O, KAK YCTAaHOBJICHA Ta [IEPBOHAYANILHAS KAaTErO-
pus. COOTBETCTBEHHO, TOT MHIMBUAYANWU3WPOBAHHEIA CMBICI, KOTOPBIA
KysMun BKIameBaeT B TH, Ka3anock GbI 061IEM3BECTHHIE M 06 IIEMOHSATHLIC
MPU3HAKM, MIPOSACHSETCS JIMIIb NPH COOTHECEHUM MX C KaTeropueil ‘pasme-
TmeHus’.

XapakTepeH Takxe 0T60p TeX KOHKPETHBIX 06pa3oB, KoTopeie KyaMuH
KCIIONIb3YET IJIA TOrO YTOOBI MPEACTABUTh MICIO ‘pas’ieNieHUs’ UUTATENo.
ITapagurma ®THX 06pa30B BKIOUaeT B ce6sl OTHENEHHE BOMILI OT CYIIN, KaK
aKT COTBOPEHUS MMPA, ¥ OTIeNieHue Cy6BeKTa OT 06 BeKTa, KaK aKT Ipoby K-
IeHus: co3Hanms. IlocnenHuit 06pa3 MpencTaBieH TaK, UTO BBIBIBAET acCo-
LMALMIO ¢ 3¢PKAJIOM: YEJIOBEK OIO3HAeT ce6s1 B COMOJIOXKEHUH C OKPY>Kalo-
IIMMH IIpeIMETaMH, TO €CTh KaK Obl I'JIAIs B 3€PKaJIO.

Eme onHO MIOCTachI0 pasieNeHMs OKa3bIBAaeTCs I'PaHMuA - "SCHBIE 6O-
po3ns".24 B nocnenymoueM CBOEM pasBUTUM 06pa3 GOpPO3AbI [IPUHHUMAET
BMJI IpaHuibl PuMckoit mMmniepun, pasMeiBaemoii cTuxueit Mypa "BapBapoB™:

TToxo>xHMe 0TYaCTH BTAIBI MPOXOIUT UCKYCCTBO, TEPHOIUYECKH -
TO PasMeEpSIOTCS, PACMIPENENATCS M (DOPMHUPYIOTCS Halblle €ro
KJamsl, TO JIOMAIOTCs JOBEIEHHBIE O COBEPLIEHCTBA (hOPMBI HO-
BBIM HaYaJIOM X2OTMYECKMX CHJI, HOBBIM HallECTBHMEM BapBapOB.

®
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3TOT 06pa3 mompa3’syMeBaeT IIPOTHBOIIOCTABIIEHME MOTYCTOPOHHErO U
IOCIOCTOPOHHEr 0 Mupa: PuMmckoro mmpa kak "o6uraemoil semim" u 3ampe-
IeJIbHBIX DTOMY MHUpY ''BapBapckux" 3emens (B MUGOIOrMUECKOH TPamUIIMU
UIEes 3aIpelelbHOM 3eMIIN U ee oOUTaTeNIell YacTo BOMJIOMIAeTCs B 06pase
BOIHOM CTMXMM, Pa3JIMB KOTOPOI yrpO3KaeT MOrJIOTUTH "Cylny"”, TO eCTh Io-
crocTopoHHuit Mup). Ilocienyolee cpaBHEHNE AIOJIIOHUYECKOr 0 UCKYCCTBa
C MasgKOM, IPOTHBOCTOSIIMM "HAMOPY pa3pylIUTENsiIoro npubos', eme
CHIIbHEE MTONKPEeIIAeT MAEI0 [PAHUIIBI MEXIY MOJNIAPHBIMM MUpPaMH - Cylel
¥ BOIO#, TBEPABIO M CTHUXMEM, "3mecs” u "tam":

Ho ornspsiBasick, MbI BUTUM, YTO MEPUOILI TBOPUYECTBA, CTPe-
MSLIErocs K SICHOCTHM, HEKONEGMMO CTOST, CIIOBHO MasiKH, Be-
IyIye K OXHOM LIENH, U HAMOp PaspyLIMTEILHOro Npubos npu-
IAET TOJILKO HOBYIO I'ISHLEBUTOCTh BEYHBIM KAMHSM Y TIPUHOCHUT
HOBBIE IParoleHHOCTHA B COKPOBMIIHUILY, KOTOPYIO CaM IIBITAJCS
HU3BEPrHYyTh. (5)

YroMuHaHue Masika BHOCHT B aHHYIO MapagurMy MOTHMBOB 0Gpassl KO-
pabist ¥ MOpEIIaBaHUsA - UINIOOIEHHBIH CHMBOJ IIPOTUBOCTOSIHUSA CTUXUU
XaoCy B aHTUYHO#, PAHHEXPUCTHAHCKOM, a TaK>Ke MO3THEMLIEH €BponeicKon
(pOMaHTHYECKOMN) TpagUIIMK; B COOTBETCTBUHM C DTOH acCCOUMAIIMEH, CHIIbI
Xaoca CpaBHMBAIOTCS B Pa3HbIX MECTaX CTaThbM C "MOPCKMM npuboem” u "Ty-
MaHOM".

Jlerko 3aMeTUTh, YTO BCE BTH 06 Pa3bl MEPEKIIMKAIOTCS C MOBTUYECKUM MHU-
poM "Popem". MOMEHT TBOPEHHS M TIOCTM>XXEHUS MHPA OKa3bIBAETCS CBS3aH
C OCO3HAHMEM PA3AEIILHOCTH IBYX ITONAPHBIX MUPOB: CYIIM M BOMIbI, 06 bEK-
THUBHOI'0 ¥ Cy0BEKTMBHOIO CYIIECTBOBaHMSA, KOCMOCa aHTMYHOIO MHpa M
Xaoca "BapBapCKUX" 3arpemesIbHbIX 3eMelb. Bce 3TH KaTeropuu nonyuuim
BITOCIIEACTBMAM TTOBTHUYECKOE BhIpa>xeHue B rmosme KysmuHa, o603HauuB
co6010 cceprr oburaHus ABYX ONM3HELOB-aHTUMONOB. COOTBETCTBEHHO,
o6paTHast MPOEKLHUs OTHOWEHHH MeXHIy OIM3HEeNaMH, Kak OHM OITUCLI-
BAIOTCS B M0®MeE, Ha T€ [PU3HAKM U ITPUMeEPBI, KoTophiMU Ky3MuH nomb3y-
eTCs B CBOEH crarbe, uTOOBI Pa3bLsACHUTL MAEAT MPEKPACHON SACHOCTH, MO3-
BOJISIET JIyYlI€ TOHATH TO COLEPIXAHME, KOTOPOE OH BKIAAbIBAET B 3TOT
LIEHTPAJILHBI 06 pa3 CBOEH BCTETUYECKOM CHCTEMBL

Wnean npekpacHOi sicHOCTH nopobeH mjeany, HOCTUIaeMOMY BO B3a-
MMOOTHOUIIEHUAX MEXHYy OpaThsAMHU-GIM3HELAMHU: OH TaK K€ KPAaTOK U
HEMpoyYeH, TaK K€ JUHAMHWYEeH Y ITPOTUBOpeYMB. MOMEHT "MIpeKpacHoil sic-
HOCTH" - MOMEHT COBEPIIEHHOI'O, BKCTATUYECKOIO MTOCTUXXEHUSI MUPA B €ro
a6GCONIOTHOM LENOCTHOCTU - BO3HHMKAET M3 HAaIPSXXEHMS, CYLIECTBYIOLIETO
Ha I'PaHHMIE IBYX MHPOB, M3 IMPUTSIXKEHMUA-OTTANKUBAHUA MEXIY ITUMHU
MHUpPaMH. DTO TOT KPAaTKMII MOMEHT PaBHOBECHS, TO MIHOBEHHME, B KOTOPOE

106



ITPOMCXONMT IIPMKOCHOBEHHE K I'PaHMIIE M €€ NpopsIB. Bee, uTo cyecTsyer
IO BTOr0 MIHOBEHMS M IIOCIE HErO, OTHOCUTCS K HEraTHBHOMY LIEHHOCT-
HOMY MOJIIOCY: 3aCTbIBAHME, YPE3MEPHOE NOXYEPKHUBAHMUE I'DAHHMLIBI, 3aITH-
paollie#t MUPHI-aHTUITIOAbL B MX OJHOCTOPOHHEM ObITHH, JIMGO ee IMOJHOE
NPEONOJIEHHE U Pa3MbIBaHUe, Beyllee K GECKOHTPOILHOMY PasiUBY CTUXHHU
M TOPKECTBY Xaoca.

B cuny 3TOr0 NpMHIMIIA, TE IMUCATENH, B KOTOpbiXx Ky3MuH BUAUT 0OHO-
CTOPOHHEE, MCKYCCTBEHHOE CTPEMIICHME K D30TEPU3MY, K YUCTO# chopme,
OKa3LIBAIOTCA BHE TOrO ®CTETHYECKOro ¢bokyca, B KOTOPOM IJIS HEro
BBICBEYMBAETCS KNApUCTHUUECKUM nuean. TakoBbl, B ero oueHke, PeMru3oB u
Awunpeit benpnit (Bensnt "Cumdonmit” - pomansl benoro eme He 6bumM CO3-
IaHbI KO BpEMEHHU HamMcaHus cTaThy). OMHAKO D30TEPUYECKHIA, OPHAMEHTH-
POBaHHBI CTUIL menaeTcsa (PaKTOM KIAPUCTUUYECKOTO UCKYCCTBA, €CIIM MpPO-
HCXONUT CUACTIIMBOE COEIWHEHHE €ro C "MJIOThI0" >KU3HEHHOI0, OCSI3aEMO-
peansHoro marepuana. Takos, nmo MHeHHio Kysmuna, ckas Jleckosa. Ilo-
HATHO Tak>e, [T0UeMy MIeas KJapusMa BMEILaeT B ce6s mucarelns, CTOJb
Ianexoro or "scHoctu" B 6aHanbHOM ee nonumanuy, kak D.T.A. IN'odman:

HauGonee mpuuynimBeie, CMyTHBIE M MpadyHble BBIMBICIIBI DAr.
ITo, Heo6y3nanusle danTtasuu ["'opMaHHA HaM OCOGEHHO HTOpO-
' UIMEHHO ITOTOMY, YTO OHHM O0JIeueHbl B KPUCTaIbHYIO (DOPMY.

(©)

HeoOysnanHas ¢haHTa3ust OTHIOAb He MPOTHBOPEUUT NOCTHOKEHUIO SACHO-
CTH B TOM CMBICIIE, KOTODBI BKJAIbIBAaeT B 3TO NoHsTHEe KyamuH; Gonee
TOr0, COEIMHEHUE "CMYTHOr0 ¥ MpavHoro" ¢ "kpucransHo# chopmoir” kak
Pas3 ¥ JaeT Ty caMylo BCTpeuy-00ps0y NBYX MOJNSPHBIX HAYall, B KOTOPOM Iis
Ky3aMuHa 3am0>xeH BLICIINI BCTETUYECKHUIA Haeal.

Ho, xoHeuHO, rII1aBHBIM aJpecaTOM, K KOTOPOMY ITOJIEMHYECKH o6 palieH
MIleaN KJapu3Ma, ABISETCA CUMBOJIM3M - ero MeTtachusuka u acreTuka. Kys-
MMHA OTTAJIKUBAET B CUMBOJIM3ME ero "co6OopHOCTL", OHOCTOPOHHEE MPEO-
6nagaHue TMOHUCHICKOIO Hayaa, MPOSBIAIOLIEECS B CTPEMIICHUH K TOTAIb-
HOMY CIMSHUIO JXMTEMCKOro M TPaHCUEHIEHTHOro, BEIIM M CHMMBOIA.
" 2Ku3HeCTpOUTENECTBO" CHUMBOJIMCTOB, B KOTOPOM TEPSIMCh I'PaHUIIBI MEXK-
Iy Ka>XX TOMHEBHBIM >XM3HEHHBIM OITLITOM U MUCTHYECKHMM PUTYAJIOM, IpEI-
craBasnocs Ky3MHHY HE 4eM MHBIM KaK pa3jIMBOM xaoca. Takas HeapTMKy -
POBaHHAA "TOTANBHOCTEL" JXM3HEHHOT'O M XYIIOXKECTBEHHOT'O OBbITHS BbI3BI-
Baer y Ky3amuna eme 6onee OTpULIATENBHYO PEAKIIMIO, Y€M OOHOCTOPOHH 51,
3aMKHYBIIascs B ce6e 30TEpPUUHOCTD:

YT0 € cKazaTh PO GBITOBYIO MOCKOBCKYIO MCTOPHMIAKY, KOTOpas
6b1a ObI OETAa B CTOJIb HETIOHATHBIN, TEMHBI KOCMUYECKMH
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y60p, YTO pelKue BPa3yMHTENbHEIE CTPOUKM HaM Ka3aIUCh OBl
JNYYIIMMHU IPY3bsMM mociie pas3nyku? (...) DTO HECOOTBETCTBUE
OpMBI C COIEPKAHUEM, OTCYTCTBUE KOHTYPOB, HEHYIKHBIA TY-
MaH ¥ aKpo6aTCKuii CMHTAaKCHC MOT'YT ObIThb Ha3BaHbl HE OYEHb
KPaCUBBIM MMEHEM... MBI CKPOMHO Ha30BEM BTO - GE3BKYCHEM.

©

(51 3aTpymHAIOCH CKa3aTh C YBEPEHHOCTHIO, HA YTO HamekaeT KyaMuH,
roBOpsi 0 "MOCKOBCKOM ucTopuiike". CKopee BCEro, UMEETCs B BULY UETBEP-
Tas cuMdonus A. Bexoro - "Ky6ok mMeteneit”, ory6inkosanHas B Mockse B
1908 romy ¥ KOCBEHHO OTpa3MBLIAs - B POMAaHTHKO-CMMBOJIHUCTHUECKOM
BOIINOLIEHUHX - TEPUIIETUM OTHOLIeHMit Mexny bensmMm, Biokom u JII.
bnok. Xorsa neitctBue "Ky6ka", mo Bceit BUmUMOCTH, rmpoucxoaut B Ilerep-
6ypre, 3TO IPOM3BENEHHUE, [TOSBUBILIEECS B Pa3rap MOJIEMHKU MEXIY MOC-
KOBCKO# M mneTepOyprckoil BETBhIO CUMBOJIM3MA, MOTJO ObITb Ha3BaHO
"MOCKOBCKMM'", C TOUKH 3PEHMsA €ro NUTepaTypHoit reHeanoru. Cumdonnst
Bernoro comep>cana psx AXOBUTHIX BBHINANOB IIPOTHUB INETepOYpPrcKoro
JUTEPATyPHOrO MUpa W B YaCTHOCTH, NpoTuB KysMuHa, KOTOpPLII MpsAMO
HasBaH B Hel 110 MMEHH).

OnHako "npekpacHasi SCHOCTb" HE O3HAYaeT MIPOCTOIO0 OTPULIAHUS CUMBO-
nMaMa; 3TO He "cyma", IpPOTHBOIOJIOXIIAS BOZIION CTHXHH, HO "Mask",
CTOSIIMH Ha I'PaHU CTOJIKHOBEHMUS CTHUXHMH C TBEPIbIO. AIONIOHHYECKOE
HMCKYCCTBO '"IPOTHMBOCTOMT HAUIECTBUIO" IVOHUCHMHCKON CTUXMH, HO HE OT-
nensieT ce6s oT Hee noaHocThO. Kak Mbl Bugenu, KysMuUH B CBOEM TBOD-
YECTBE IIOCTOSHHO HCITONB30BaN OGDPa3HbI MaTepHall CUMMBOIMCTCKOIO
KCKYCCTBA, Ipeo6pasyst ¥ nepeocMeIcisis ero. Ero oTHouenme K CUMBOIU3-
MY - BTO OVHAMMYHBIA AIHANOr, HAIIOMUHAOUIMI "0OMeH KpoBblO", 6paTa-
HHE-TIOEIMHOK, KOTODPBIM MPOMCXOIUT MEXIY M€POSAMHU €ro MO3MBIL.

XapakTepHbIM ITPOSIBJIEHHEM BTOrO IPUHIIMIIA 6PAaTCTBAa-BPaXk bl B XKU3-
HM Ky3MMHA MOXHO CYUMTaTh TO, KaK CTPOMIINCH €0 B3AMMOOTHOILEHHUS C
BsiuecnaBom MIBaHOBEIM - LIEHTpPaNbHOM pUrypoii nerep6yprckoro CUMBO-
nu3Mma - B Havaie 1910-x ronos, B nepros BO3HMKHOBEHMA "ArmoiioHa'.
Ky3muH >xuit Ha "6amHe” y BaHOBa M MOOIEP>XXUBAJ C HUM M €r0 KPYroM
TeCHEMIIME JTUYHBIE U JIMTEpaTypHbIE CBA3MU. B 9TO >xe Bpems, OIHAKO, OH
aKTHBHO COTPYIHHMYal B "AIOJUIOHE", B KOTOPOM COCPEIOTOYMBAIACH OI-
[O3ULNA CHUMBOJM3MY. IIpencTaBUTENH CUMBOJNMCTCKON MapTUM BUJEIH B
TakoM noseneHry KysmMuna murieMepue Wiy, B Iy4IieM ciryyae, 6€30TBETCT-
BEHHOCTb. XapaKTEPHBII B ®TOM OoTHOMIeHUM noptper Ky3muHna Ha "6GamHe"
ocrasun Benert.25 [TokasaremmHO Takxe obpameHHoe Kk Ky3MuHy CTMXOTBO-
pexve Bsau. MBanosa:

Colo3Huk Moit Ha ["enukone,
Yy>0if MEX CBETCKHMX MEPEIpAT,
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Moit 6par B renbuiickoM AMNOJLIOHE,
A B TOM - Ha Motixe - uyTs He Bpar!26

O6pa3 "6para-Bpara” TPaZMIIMOHHO HeceT B cebe GUGIEHCKY0 accomm-
aimio (Kaun 1 Asens, McaB u Wakos). IpaMaT3M BTOr0 HaMEKa, C TOUKYU
spenuss MiBaHOBa, eme Goxee 060OCTPANCA TeM, YTO BhIpa)keHue "6par B
Arosutone" BbISBIBANO B MAMSATH UAEANLHEI 06pa3 TROpUYECKOro "GparcTra”
nosroB IlymkuHCKOro Kpyra; cBouMH "6patbsiMu 1o Anoinony” IlymkuH
HaseBan JlemsBura u Basemckoro. Hanomunanue 06 mpeansHOM mosTHUEC-
KOM co103¢ "30JI0TOro Beka" CIY>XXUIIO XXMBbIM yrnpekoM Kysmuny, npu-
HaJIIEXKHOCTh KOTOPOro K "Amnoinony” (>xypHany "Ha Moiike") npumaBano
€ro rosTUYECKOMy OpaTCTBY C CUMBOJIMCTaMH "uyTh He" xapakrep Kaunosa
6parcrsa.

Onnako ynpexk MBaHoBa 3akmioyan B ceGe BHYTPEHHEE IPOTHBOpPEYME,
CKDBITBIA ITapafloKC, 3aKIIIOYABIINIACS B TOM, UTO caM VIBaHOB, C €ro yTBEpPXK-
IEHUEM IYOHUCHIICKOrO Havyana B MCKYCCTBE, 3aCIy>KHUBAJ YIIPEK BO BPajk-
IeGHOCTHU K aroJUIOHUYECKOMY Hayaly, a 3Ha4MT, M K MJIee TBOPYECTBA KaK
"6parcTtBa B AmnoioHe". DToT napagokc Ky3MHH HCHIONB30BAlI B CBOEM
oTtBeTe MBaHOBY, KOTODBIA IOCJIENOBAaN MHOIO JIET ciiycTs - B "®openn”.
Cuena 6paTaHus BO BTOPOIi JIaBE [IO3MBI COEEPXKHUT B CBOEM ITOATEKCTE Psik
HAMEKOB, PacKphIBaloIIMX oTHoneHHe Kysmuna k UBanoBy M, mmpe, K avo-
HUCUICKOM CTpye CHMBOJIM3MA.

ITpumeuareneH B TOM OTHOILIEHUM BHIGOP TPAaHCWILBAHCKOIO JIOKYCa KaK
MECTa BCTPEYH-IIOEIUHKA ABYX 6parheB. ONHUM H3 SCTETHYECKUX TE3UCOB
HBanoBa, C MOMOIILI0 KOTOPHIX OH O60OCHOBBIBAN 0CO0YI0 GJIM30CTH COBpe-
MEHHOT'O PYCCKOI'O MCKYCCTBAa K NXMOHMCUHCKON CcTUXMM, 6blya Mues o
"cbpaxuitckoM" MPoMCXOXIeHNH TMOHKCA - B MIPOTUBOIIONOXXHOCTh YMCTO
"SIIMHCKOMY" XapakTepy AIIOJUIIOHA; T0 OGCTOATENLCTBO, o VIBaHOBY, He-
nano Iuonuca 60>XECTBOM, M3HAYANLHO MPMHAMJIEIKAIIMM K CJIaBSHO-6aJ-
KaHCKOMY MHpY:

Benykast CTUXMS - HE-DIUIMHCTBA, BAPBAPCTBA, )XUBET OTAENBHOIO
>KU3HBIO PAIIOM C MMPOM CTHXMHM BIUMHCKOMH. O6a Mupa OTHO-
CATCS OOUH K Ipyromy (...) xak AnoiuoH M JJTuoHHC - ppakuii-
ckuit 6or 3abankaHbs, MPETBOPEHHBIA, INIACTUYECKH BbISABIEHHbIHA
U YKPOIUEHHBIA, 06€3BPEXEHHBIN DIUIMHAMY, HO BCE K€ CamoIo
CTMXMEN CBOEA - Halll, BAPBAPCKMIA, Halll, CIABAHCKUM Gor.27

B cBoeit cratbe Ky3muH Hamekan Ha 3TO M noao6Hble YTBEPXKAEHUSA
MBaHoBa, roBopst 06 Miease NMPEKPacHOM ACHOCTH Kak 06 uuealne KIaccu-
YECKOI'O aroJUIOHU3Ma, KOTOPOMY TIOCTOSIHHO YI'PO>KaeT "HallecTBUE BapBa-
pos". OTcofa 9Ta JIMHUS MOJEMHYECKUX HAMEKOB IpOTAHyNacs K "dopenu”.
TpancunsBaHckas armocdepa "Broporo ymapa", xapakrepusyemasi 6 ypHEIM

109



pasnuBOM "LBIFaHCKUX" CTPacTeil, CBA3LIBAETCS C NOMOM BTOPOIr0 M3
6patseB ("Botr xakoe TBoe nomoBee"). C Opyro# CTOPOHBI, JOKYCOM JIMpPH-
YECKOro repos ciyxxur "knaccuueckuit” Ilerep6ypr, mins KOTOpOro, paBHO
Kak ¥ IJsA KIACCUYECKOr'O0 MHpa aHTHYHOCTHM, TpPaHCHIIBBAHUS SBIAETCS
3anpenebHbM "BapBapckuM” MUpoM. TakiM o6pasoM, BCTpeua 6paTheB-Bpa-
OB 3aKIIOYAET B CBOEM ITOATEKCTE OTHOLIEHUS "KiIapucTuueckoro” "Anoi-
soua" ¢ "cpakuiickum” JIMOHKUCOM - OTHOILIEHMS, BEI3BABIINE B CBOE BpPEMS
o6Bunenue KysmuHa B mBoenymmu. Teneps Ky3smuH BosBpamaeT ynpek:
"Cam ce6s ocy>xkmaer Kaun", - HaMeKkass Ha TOT NapajioKC, KOTOPHIA OBl
3aKII0UEeH B OOBHMHEHUH €ro cO CTOPOHHI VBaHOBa B u3MeHe "6paTcTBy B
Armnonione".

PaccMOTpeHHbI MOXTEKCT BadXXeH M MOHMMAaHUs oTHomeHus KysmuHa
¥ uuHO K VIBaHOBY, M K CUMBOJIM3MY B IesioM. Mness 6e30roBOpPOYHOrO
"coGopHoro" 6parctsa minia KyaMuna HermpueMiieMa; HO €ro OTHOIIEHHE K
CHMBOJIMCTaM HEJb3s HasBaTh M Bpakmoil. JBOMCTBEHHOCTh IMOBENEHHS
Ky3MuHa 1o oTHOLIEHUIO K o6urarensM "GaurHu" He 6bl1a JIMLIEMEPHEM, HO
oTpaxana yHIAMEHTANBHYIO KaTErOpHUIO ero >XM3HEHHOM U DCTeTHUYECKON
dunocodur. MoOXKHO C YBEDEHHOCTHIO CKa3aTh, YTO OTHOLIEHUS C CHMBO-
JIU3MOM ¥ CUMBOJHUCTAMM MMeNM mist Ky3MHMHA BBICOKYIO IIEHHOCTH - U
MMEHHO [10STOMY CTPOMIIMCH IO IIPUHLIMITY IPY>KOBI-BPaX<IbI, CXOXKICHUIA-
Pacxo>XIEHMIA.

MomeHT npekpacHOi SCHOCTM BO3HMKAEeT TOrJa, KOrJa CTAJKUBAIOTCH,
MIHOBEHHO COIPHKACasICh, PeasibHOe U IOTYCTOPOHHee, (DaHTa3Us U KpU-
cTamnuayomas opMa, uxealbHoe ¥ (DU3UYECKOE, CIOBO-BEIb U CJIIOBO-
CHMBOIJI, PycCKasl ¥ 3anagHas KyJbTypa. DTO MOMEHT IPEeNeNbHOro TUHaMU-
3Ma ¥ HalpsI>XeHUs!, ¥ TOTOMY OH KPaTOK U IIPEXOIIAII - TaK XK€ KPAaTOK, Kak
"Becenue" IPEIIHMKOB B aly, HacTynaroliee B Bemvkuit Yersepr. Xy mOXKHUK
MO>KET JIUIIb HANESATHCS U3PENKa NMPHUKOCHYTHCA K BTOMY HIEaNy, MOXET
ums "MoimThea" 06 3ToM. Ho caMa nomgBUiKHOCTE MIealna ABJISETCS 3aJo-
I'OM TOrO, YTO OH OyIeT BO3BPAIlaThCs BHOBb M BHOBb:

(...) Tro6bumMomMy >xe Ipyry Ha yxo ckasay 6bl: «ECIH BbI COBECT-
JUBBIA XYIOXXHUK, MOJIUTECH, YTOOBI Ball Xaoc (eCM Bl XaOTH-
YHEI) [IPOCBETUIICA M YCTPOMJIICS, MIIM MTOKYHa CAEPXXUBANTE €ro
sicHO#M cpopmoit (...) - ¥ BBI HalijleTe CEKPET OUBHOW BELIM -
MPEKPACHOMN SCHOCTH » - KOTOPYIO Ha3BaI ObI 51 «K N A -
pu3IMoOM»28

Ho «myTs MCKyccTBa HOJIOT, a >XM3Hb KOPOTKa», M BCE 3TU
HACTaBJIEHNA HE CYTb JIM TOJILKO GJarue rnoxexaHus camomy cebe?

10)
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Ilpumeuanus

1 Muorue u3 3TUX HAMEKOB-AILIIO3Mii NONYyYMIM pasbACHeHue 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.

CripaBeINIMBO NPENOCTEPEracT IMPOTHB CIIMIIKOM OYKBalbHOrO ITOHM-
MaHunsa "sicHoctun"” JI. Mammcran:

"Kuzmin may in fact have later regretted the essay, as its title became the cliche
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Kuzmin meant by «simplicity» and «beautiful clarity» seems more complex
than is usually understood. S...I both the article on Gluck and "O prekrasnoj
jasnosti” appear more and more like declarations of artistic independence, war-
nings that their author would not be drawn onto either side of the growing dis-
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(John E. Malmstad, "Mikhail Kuzmin: A Chronicle of His Life and Times",
in: M.A. Kyamun, Co6parne cruxos [ 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 cormaceH, OJJHaKoO, C TeaUcoM MammcTaza o ToM, uTo cTaTths Kya-
MHHa He COIep>Kala IOJIEMUUYECKMX YTBEPXKIEHUH 10 OTHOLICHHIO K
cumBosuctaMm (ibid., S. 136). CooTHOmeHUe MOHATHUA "ITPEKPaCHOM SCHO-
CTH" C BCTETUKON! CUMBONIM3MA GYyNET PacCMAaTPUBATHCS B HACTOAILEH
CTaTse.

TexcTt mosmbl "®opens pasbupaer Jex" LUTUPYETCSA IO M3maHMIO: M.
Kyamun, Popens pazbusaer men. Cruxu 1925-1928 (Jleunurpan, 1929)
[repr. Ardis: Ann Arbor, 1978], cTp. 7-27. B mampHeifliux npumepax B
CKOGKaX YKa3bIBAETCS CTPAHULIA 10 STOMY U3TAHUIO.

Kaxk nokasan I'. IlImMakoB B cCBOEM HoKnaze, MyOIMKyeMOM B HacTOSIIEM
c6opHuKe, maHHbIM 06pa3 Berpevaercs B I akre "Tpucrana" nBa>kabl: 1Mo-
MMMO IIPMBEIEHHON MHOI0 perumkd TpucraHa, Tak>xe B cnoBax Bpan-
rensl: «Blaue Streifen steigen im Osten auf S...I vor Abend erreichen wir
sicher $...I Kornwalls griinen Strand».

MkHe ykasana Ha 310 o6crostensctso H.H. Bep6eposa.

PaccMarpuBaemsble 06pa3bl MMEIOT LENbIA PAN NaJbHEHRINMX aCCOLMALHA
(6uorpadhuueckux, CeKCyalbHbIX, UCTOPUKO-KYIbTYPHbBIX). CM. 06 3THX
cMbIcnoBbIX MuaHax "Ilepsoro ynapa" B paborte: 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. Cm. Takxxe crateio U. IlanepHo, ny6mkyeMyIo B Ha-
CTOsLIEM COOPHUKE.

7 WN.TlanepHo,op. cit.

8 CM. ananuz (hoIbKIOPHOrO CIOXKETa 0 mepeceueHr IleTpoM BoaHOro
nmpocTpaHcTBa B pabore: M.B. IlmoxaHoBa, "I'u6eins Ilerpa I B pexe Cmo-
pomune", Acta et commentationes Universitatis Tartuensis, t. 604: TpyasrI o
pycckoit H craBsaHcKo# ¢puitonorun. JIureparyposenenne (Tartu, 1982),
crp. 17-31.

9 B.H. lyrtunos, "3actaBa Gorateipckas (K cTpyxrype GHUIMHHOIO MpO-
crpaHcTBa)", TpyasI Mo 3HaKoBbM cHcreMaM, Beil. VII (Tapry, 1975), cTp.
52-64.

10 Cm. o cBsa3sx BoraaHnoBa u nponerkynsta ¢ uaesmu ®enoposa: Muxaun
I'ennep, Auapest IlnaroroB B novckax cuacteA (Paris, 1982), ctp. 37.

11 TTurupyercs no uspanuo: Anekcauap bornauos, KpacHas 3pe3na: po-
MaH-ytonus. Huxenep Mbsuun: ¢panractnaeckuii pomad, JleHMHrpan,
1929 [repr. (Helmut Buske Verlag: Hamburg, 1979)]; paspsinka B TexcTe
npuHannexur Borxanosy. Ha Hanuuue MaHHOTO MOXTEKCTa B ITOSME
Kyamnna mue ykasana U. ITanepHo.

12 Cm. aHanus MoTHBA TyaiM B rrpoxrekcte nosmer: W. IManepuo, op. cit.

13 Nutupyercs mo uananuio: The Complete Works of Shakespeare, ed. by
David Bevington (Scott, Foresman & Co.: Glenview, Lllinois, 1980), p. 1584.

14 John E. Malmstad and Gennady Shmakov,0p. cit., pp. 138-140.
15 M.A. Kyamun, Co6paHHe CTHXOB..., T. III, cTp. 472.

16 AHAMOrMYHOE COYETAHHE MOTMBOB MOXHO BCTPETUTh B LIEJIOM PAE ApY-
rux cTuxoTBopeHuit Ky3MuHa aToro nepuoma. YKa>xeM, B YaCTHOCTH, Ha
CTUXOTBOpEHHME U3 1MKIa "Boxxarsnt" (1916):

E1e HeoxHei, ele rnpenecTHei
TIponen Ampens: MPOCHUChH, BOCKPECHH
Ot coHHoit, kocHoI1 cyeTs!! (...)
Poxnuk 3a6un B nylue CMyIIEHHOH, -
W pamocTHbIA, ¥ 0GHOBIIEHHBIH,

Te6e, 'octoms, TBoe oTaam!

W, BHOBe BO3maHHLIT Anam,

CMOTPIO A B COJHIIE, YMHUIIEHHBIA..
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17 John E. Malmstad and Gennady Shmakov,op. cit.,p. 144

18
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Iutupyrecs no uspanuio: Anexcannp biok, Cobparye coumHeHHi, MO
pen. Bin. Opnosa (Mocksa-Jlenunrpan, 1960), 1.1, ctp. 182. Mue yxasana
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A.A. Bnok,op. cit.,T.2,crp. 185-186.

Cratss B. Illxnosckoro "Bockpeienue ciosa” (1914) n mocny>xuna uc-
XOIOHBIM IYHKTOM B ¢hopmupoBannu uneit OIIOSA3'a. Mertacdopuueckoe
u3obpaxceHue OGHOBIEHUS MOSTUUYECKOrO S3BIKA KaK ero "0cBOGOX-
neHus" (C UCIIONBL30BAaHUEM IIOJIUTHYECKOM hpa3eonoruu) 6bUIO TUITHY-
HO mnsA MauudectoB ¢yTypuctoB Hauama 1910-x romos ("IlomeurHa
o6umectBeHHOMY Bkycy", "Canok cyneit"). O6pa3sr cMepTH M 6aHKPOTCTBA
("pacTpaH>xupuBaHuA") CTaporo s3bIKa Urpajgy BUOHYIO POJb B [IOD3UM
Masikosckoro 3Tux ner (mosma "O6nako B wITaHax", CTUXOTBOPEHHUE
"Hare!" u mp.).

M.A. KyamuH, Co6paHue CTHXOB..., T.I, cTp. 437.

Ibid.,crp. 438.

23 Anonnon, No.4 (auBape 1910). B mansHeHIUMX [MPUMEPAX CTPAHHULILL I10

24

25

3TOMY HU3[JAHMUIO YKa3bIBAIOTCA B CcKOOKax.

Kysmun ucnonbsyer sgech "dyixoe cioBo"- 3arnaBue cGopHuka B.
UBanosa "Boposmsr u Mexu" (1916); cMm. ykasanue Ha 3T0: John A.
Barnstead,op. cit. p. 4. OnHako mo6aBiieHKe KBaiaucuImMpyooero
SIIMTETa "ACHBIE" HEHAaBA3UMBO YKa3bIBaeT Ha TO, 4To Ky3muH ormiyaer
CBOE MOHMMaHKe "60po3x” OT TPaKTOBKM 3TOr0 o6pasa y VisaHosa.

(...) Ha "6amHe" OH OLUT - OYEHb-OUEHb NOMAIUHMIA, MIPOCTOM; M APYroi
6bln B MOATSAHYTOM "ArmoisoHe": Bpaxk neGHbIN, Uy>KO0#, 3aHMMAIO IV
ITONIEMUUECKYIO MOSKUUMIO N0 OTHOLIEHUIO K HaM, CUMBOJUCTaM. (...) Ha
Muxauna AfekceeBuua oueHb cepmuics rnopono MBaHOB; Benms BOT B
CaMOM JieJie: JKMBET Belb - TYT, BMECTE, BHICIYIIIMBAET I'OJIOBOMOWKH, He
BO3Pa>KaeT, [MOUTHUTEJIEH, a MTOJIEMUKA C CUMBONIUCTaMHU - miurcs. B. W
ronaran: KyamuHa oH Ha "6amHe" cniacaer oT... akMenU3Ma, IOTOBOTO YoKe
o6bsBuThCs; Ky3amun He onpaBaeiBan oxumanuid B. U.: He cracancs, a
YTBEPXXIANCS B CBOEH JIErKOMBICIIEHHOM M KOKETIMBO-BHI3HIBATEILHOMN
sicHOCTH; M3 "AmnoinoHa" MHoOpol0 NHpenep3KOo OH HAC, BETEPaHOB,
rnamaTtaes CMMBOJHM3MAa NMPOAEPrUBal 32 'NTUOHHMCHUECKUE' TyMaHBL
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(Aunpe#t Benwtit, Bocmomuraaus o A.A. Bnoke, Wilhelm Fink Verlag:
Miinchen, 1969, cTp. 639-640).
26 IIwrara U3 CTUXOTBOpeHus: BanoBa "CocencTBO" MPUBOMUTCS I10 CTaThe:

John A. Barnstead, op. cit. p. 2, - rie noApoGHO KOMMEHTUPYETCS €ro
CMBICH B KOHTeKCTe BhICTyreHuit KyamuHa B "Anosmone”.

27 Crarsa «O BecenoM peMecie M yMHoM Becem» (1907); uurupyercs mo
u3n.: Bsuecnas VBanos. Cobpanne counnenuH, non pen. J.B. Visanosa i
O. Hewapr, 1. III, Bpioccens, 1979, ctp. 20. CM. aHaNM3 MOIEMHUKH

WBanoBa ¢ KysmuubsiM Bokpyr aroro Tesuca: John A. Barnstead, op.

cit.,pp.5-6.

28 Paspsanka B TEKCTE MPUHALIEXUT Ky3MuHy.

114



John E. Malmstad

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

Ts1, ITamsiTh, My3 ponvBInas, cBsTa,
BeccmepTita 3a310r, BEHEI! CO3HAHbA,
HerneHHoro B ucTieBueM xpacora!

B. MBanos, "Jepesba”, 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 Xodasevi¢'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
Vjadeslav 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-
Ialija), 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 PodstriZzennymi
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" (Set), 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: "VoobrazZen’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 BCIIOMHSAT, TaXKe Te, KOTOPHIM [TOMHUTh
To Heuero, HAYHYT B3ABIXATh HEBOINLHO,
UTO He XXUBET OJISI HUX BOCIIOMHUHAHBE.
("MBI Ha JIOIOYKE KATaMUCh")

Throughout the decade memory remained a constant source of revelation for him
("Pamjat’ pazuxi! Otkrovenij klad!" - "Legge 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’
studat neZelanno gosti / Sepéut: 'Plot’ju kakoj pokroem / My prozra¢nye nasi
kosti? <...>/ Kto vdoxnet v nas dyxan’e duxa? / Kto nagonit gorjacej krovi?" -
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"Serdce", in the cycle "Stixi ob iskusstve").# The insistence of personal and
cultural memories keeps interrupting the poet, interfering with his work,
disrupting sequential logic ("Kak busy nanizat’ na nit’ / I sluatelej tem pronzit’. /
No vy3lo vse sovsem ne tak, - / I sam popalsja ja vprosak.” - "My na lodo¢ke
katalis’"), and tingeing personal encounters:

I"me >xe mope? rae xe chapoc?
OxkeaHCKMit mapoxonuk?

ThI cUOUIIL CO MHOIO PSATIOM
U He enem HUKY 12,

Ho moxoxe, Tak noxoxe!

M noer BocnnoMuHaHse,

UTO NOMpEXXHEMY KOJIIYET
AdponuTuHa 3Be3ma.
(3Be3na Adpponutsr, I1)

OH Tak noxox... He motomy ib
O nem 3arosopuna my3sa?

<...> BOT OH CUJIXT

(Anb 310 Bl cunute?)
(Berymuenue, HIN3

"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
plod!”

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:

Jepoxy HEBUIAHHBINA KPUCTAIL,
Kak 6ynTo MHOXECTBO 3epKa
CoenuHMUIIO I'paHH.
Oco0blit B KaXKI0M KIIETKE CBET:
To 3070TO rpALyILKX JIET,
To 6neck BOCIIOMHUHAHUIA,

PaanuuHeIx nuu neTyvuit poii: <...>
W kaxxne1it OLICTPBIA TOBOPOT
Bce HoBYI0 ¢ co60it HeceT

Hrpy u coueranse.
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Korpna nmo60Bb B TEGE 3KUBET,
Crexia HUYTO He pa3obpeT <...>
(HT, No. 11)¢

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, 3aBrpak, uok! 0, 3aBTpaK, yoK!
ITo3070TUCE 3UMOI, CKAaUOK!
PyMsHbIX KpLUILEB KaKasd palib!
JIykoM ynpIGKHM YHBUIO paHb.
XOMOMHBIN MOTHUK PIOMKY CKDBLI,
VIronkoi B rieus - pocTOYEK KPLUTL
Arpens siHBapckuil, Ans6ep, Ans6ep,
"TauHerr crpexko3", 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 (kryl’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 is discerned 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:

Bnaronapﬂ maMsATH BO3SHMKAET TOCKA O TOM, UTO OBLIO TOrjma
<...> Kaxk MBI n CKasanM, Kpacora CHs#jla Cpean BCEro, 4yTto TaM
61:1]10; KOorjpa >€ MBI IIpUIIJINA CIONA, MbI CTAJIN BOCIIPDUHNUMATDL €€
CUAHHUE BCEr'O0 OTUETIMBEE NIOCPEACTBOM CaMOIr0 OTYETJIMBOI'O U3
YYyBCTB HALUEro TeJia - BEIb 3PCHUE CAMOE OCTPOC M3 HMX. <...>
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Tonbko OmHOI KpacoTe BBINMAJO Ha HOJNIO 6bITh Hamboiee 3pUMON
¥ IIPUBIEKATENBHON. <...> A CTOMT TOMY Ha HEro B3TJAHYTh, KaK
OH Cpa3y MEHSeTCs, OH KaK B JIMXOpaJKe, ero 6pocaer B IIOT M B
HeOOBIYHBIN >Kap.

BocrpuHSB rj1asaMH UCTEYEHUE KPAaCOThI, OH COrPEBACTCA, & BTUM
YKPETUIAETCS MPUPOIA KPbLIA: OT TEMIa Pa3MArYaeTCst BOKPYT pOCTKA
BCe, YTO PaHee 3aTBEPAEIIO OT CYXOCTH M Melaio pocty <...> Korma
IIPOPE3BIBAIOTCSA 3yObl, ObIBAET 3y M Pa3Ipa>KeHUE B NECHAX - TOUHO
TAKOE K€ COCTOSHUE MCITBITHIBACT AYIA NPH Havyale pocTa KPLUILEB:
OHAa BCKHUIIAET Y IIPU BTOM MCIIBITHIBACT PA3MPAXKEHUE U 31, POXKIAAS
KDbIIbA.

I'nang Ha KpacoTy IOHOLUH, OHA [TPUHUMAET B ce6s1 BIEKYILIUECS U
HCTEKAIOIIME OTTYAA YACTHULLI - HEJAPOM BTO Ha3bIBAIOT BIIEUEHHUEM:
BIUTHIBAs UX, OHA COrPEBAETCA, U30ABIAETCA OT MYKU ¥ pamyeTcs.
<...> OHM ObIOTCA HanomoGue MyJbca, TPYT M KOJIOT, Uia cebe
BBIXOHA - KAa>KObIA POCTOK OTZHEIBEHO NIA Ceﬁﬂ, - TaK 4TO nyuia, BCA
W3HYTPY UCKOJIOTAs, MyYaeTCs U TEP3aeTCs, HO BCE XK€, XPaHs NaMATh
0 1IpeKpacHoM, panyercs. <...> IIpu BuIie ero BICUCHUE Pa3IUBAETCA
TI0 He#, ¥ TO, UTO 6BLIO paHee 3aMepTO, PACKPBIBAETCA: NI Ay1IM BTO
MEepenbIlIKa, KOrAa IIpeKpamanTca YKOIbI H MYKH, B 9TO BpeMs
BKYIUAET OHA CJlagdasiiee yOBOJIECTBHE. <...>

CocTrosiHHE, 0 KOTOPOM g' MEHS Peub, IIPEKPACHBIM MO MaJIbYHK,
JIIOIV 30BYT D pOTOM <...>.

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 ple¢i) which
accompanies the birth of Love (rostocek 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, ¢ok!) is purely situational,
establishing the time (mid or late moming) 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 Jjublju ja zapax
kozi,..." (O0); "Svetlyj moj zatvor!" (OO); "Utro vo Florencii” (P); "Blesnula
lakom lozka" (1926; III, 503-504); the fourth "udar" of {{(Forel’ razbivaet led)):
"0, etot zavtrak tak poxoZz." One, however, is particularly apt:
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Tsl caMm, amMyp, <...>

ITpucsnpe y Hamero crona -

IlpouecTs BMOGICHHOCTH ITPUMEDBL.
("CmyTHmscs ab cepauem opobemsm?”, I'T)

Dal’ accompanies his definition of ok (¢okan’e) with "Coknemtes’, govoriju, 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
"nezde3nee sijan’e" of Kuzmin's VozZatyj-Guardian Angel figure both in Seti ("I
jasno zoloteli laty...", in "Vzojdja na bliznjuju stupen’™) and in Osennie ozera:

Bopyr o6nak 30510T0s cpenp HeGa cradm,

A ropnuubI BAMETHYJIUCh TYUKOM CHEXXHOM

C BecenbIM LIYMOM KpbLT HABCTPEUY CTPEIL <...>
A nuK 3HaKOMBbIA B GliecKe s y3ped.

("KocHenu MBICIIM MEIIEHHBIE B JIEHU")

Gold is also commonly associated with the sun on a purely visual level (as in, for
instance, "Zarko-Zeltoj 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:

TbI - CONHLE TO, UTO MyTh YKAXET Oeckom!
51 - cTPaHHHMK TOT, KOMY JII0O0Bb - CHsAHbE!

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 TUXOM I'MMHE 57
Tebs, o conHLe, COJHLIE 3UMHEE! <...>

Cnexy st CKBO3b OKOHLIE JIBAHCTOE, <...>
Ho ssmatom ceeTa

CseTiio o1eTa,

Bouna vecnenHas BECHA.

Y nmycts MOPO3 OCTpee KOJIETCA,

U cepaiie mycTs TpeBOXKHEH MONUTCH,
W nycTs Bece nyie 356HEM MBI, -
IIbInHe# aBpophI

TBowu y6Gopsl,

O connue 3HOIMHOE 3UMBI

("Koro npocnasinio...")

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 "O, zavtrak ¢ok"): <...>

Tonblit OTPOK B IOJIE PXKU Bener o HeGy 30s10Tas
Meuer crpessr 300TBIE. <...> BA3b VMM JTIOOMMOE...
Ho ot cTpen ocranocs 3naro. <...> ("Bemer 1o Heby...", O0)
He crpenoit nu s orpasien? <...>
Huuero He BUXY ... pOXb, Kak HeXXHO 30JI0TEET Halb
Crpenbl, 31310 ... MUIILIA 06pas... BecHow!
("Tonbrit oTpok...", OO) ("Kak uexuo sonoreer...", 00)
<...> 0, cepnue, Jlerox, an 3.1aTOKPbUIbLA PALL...
He cousriue nb» ot6neck 3o0m0t0it 3umor0?  CBET Xe UX OT TBOUX OO BATHIH,
("Hecnocnsrit Betep..", O0) Bnyako TeI ¥ 3apeif rOpAT.
("IIumn Mou - o6naka zakara”, I'T)
CouHlie - IO TBOE, Berapuny nporsas Mapkusy
("Conuue - muuo teoe", I'T) ITo30/1049€HHbIH TBOR JYK.
("3BesmsI cBepxy...", I'T)
He BepHYJIMCh M CHOBA 3714ThHIE THU 3naro-BelHASA
He BecHo#f nmy naxHyNo B OCEHHM NeHb? 3ops nopa!

(Hoseslit Ponna, "Onats Beneuus", 9, I'T) (O, He3neminue”, HB)
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Cxopeii, ckopeit! Kaxodt pymMsausLis
xomon! <....>
Eine o6peI3rana 31aTHCTOH MBLILIO,
(O, conuue ammHee, Urpait, urpaii!)
(Uyxast nosma, 6 1 9, Dx0)

CMOTPIO CKBO3b JIBIHCTOE CTEKIIO <....>
O, conHIe, T BEOb HE YCTAIO...
IMoponsime cBer Ha 3eMiTIo Nei <....>
Tenno BoIHaMU MOALIMASCH,

Tak pafgoCTHO KPLUIMT MHE MPYIb <....>
Kax pneer B yTpeHHIO CTYXY

3HMOI0 PyCCKOIO BOCTOK.

Eme Bonna, eme pyMsHeL...
Packpoiics rpyns! Custit, cusii!

O, Ternsix po3 CBATOM GarpsHell,

B XOJIOOQHOM 3apeEBE, HE TaK JIH,
W Be1 BemeTe cBO#H y30p, <....>
Ho Bce sicHee mmiameHes
Bunatures cnoBo "kpacora”.
(T.I1. KapcaBuHoii, HB)

Uyno poxneHue! 3aps
pO30BeeT, <....>
Kvnxwit sHTaph 30JI0TEA

T'YCTeeT...
("Poxnmenne Dpoca”, HB)

3mnarokocmoro Gora o6pas?
Counnre - mo6oss!110
("Inamens ®enpsr”, I)

CrioKO#MHbIA ¥ TPEBO>KHbILA paii!
("¥YcnokourensHo#t npoxnanoit”, HB)

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 skué¢no" (OO0):

CIIOKOCTBYE MIIE HE JaHO,
Kak y 60nbHbIX TeMIIEpaTypa,
Ckauy 10 B He60O, TO Ha THO.

But its primary meaning - a sudden and agile leap upwards - introduces the
first suggestion of flight (polef) and, by extension, the ballet (for example,
"Gruzno skacet Bol3akova", 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 cTpEMUTENLHOIO UCTIONHEH OyX.
("Ceprue, kak yaia HarnonHeHHas...", C)

"Uny! Jleuy! ¢ ToGoro!"
JIeTH ckopei, KOMY - TIOJNIET. ("Kak meu mue cepare...", ©)

("Komy ectb BEIOOD, BRIGUpaer”, OO)
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51 MOMHIO BHOBb BECHEI BECEIILIA
TperET, <....>
B3JIeTHILb, B3JIETHIIL, KAK HE-
ITOKOPHBI cTpeneT!
("Onua 3Be3na Tebe...", 00)

¥l Bcs my1uia, BCE MBICIIM K Malo
V3K OKpLIIAIOT CBOY HOJIET.
("Cnesamu ceprue 1 omop...", I'T)

My3aa BCKOYHT, TIPO JIIOGOBB PACCKAXKET. ..

("Oywia, s1 ropeM He Tep3aeM”, B) Eme noser, onuH, 0pyroi...

(T.I1. KapcaBuHoit, HB)
JlykaBCTBa BEILIHEO MOJIET.

(IIBenckue nepuyatku, HB) B xoM >XUB 1101eT BJIIOOJIEHHLIA

Kpsuraro cepnue 6bercs,
(Benenas rruuka, I)

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.)!1 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 Puskin's "Blistact mladost’ / V ego lice; kak vesnij cvet /
Prekrasen on", Vadim, or VjaCeslav Ivanov's "plamen’ junosti letuéej"”, from
"V&era vo mgle neslis’ Titany", Kormdiec Zvezdy.)

UYyneceH yTpeHHH# o6MaH: 51 BcnomuHao Bawy mekwy,

S BU>XXY CTpaHHO, IpO3peBas,
Kax arocts HexxHO-3apeBas
PyMmsHAT CMYTHO 3BIOKMIA CTal,

lopsiiuue pymsaHuem 3apu
("ITpu B3rname Ha BECEHHME
usetsl”, O)

("JIobnwo", ckazan g He m0b4...", C)
<...> MOM LIEKH - KaK yTpElIIUe 30pU

3apu pymsHeL TaK 3J1aTHT, TaK aJ, <...> ("Hx 6110 yernepo...", O)

UTo yyer cepaue: ckopo 6ymeT Bcrpeyal

("Ocenunit Betep >xxanoctsio nuiman’, O0) O HOCTE KpacHas <..>
[T.e. mpekpacHasi]

ATBIM pyMSHLIEM TIOKPBLIOCS ("Her, He 3oBu MeHs", O0)

3HAKOMOE JIHLIO.

("Cseribie Kynpy na oTkpsIThie rinasa’, O0) <...> pymsgHas 3apA,
(Bcagnuk, 1, O0)

<...> MO roCTb HEXAAHHDINA

IIpunec MHE MOJIOZOCTD U CBET,

3apio rpsapyMx TEIIIbX JET. .

("Cnezamu cepaue s omoo...", I'T)

CBeT >x€ UX OT TBOMX OO BATUM,
Bnnsko ThI 1 3apeit ropAT.
("Ouu mom -", I'T)
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B o6nakax 3apu pymsHa pueor,

(Hoesnt Ponna, "Kopdy", 1, I'T) Uyno poxxnense! 3aps
PO30BEET <...>
Ort ek pyMsHen BETPEHHbIA Kunkuit AHTaph 30J10TEA
OTXIIBIHET, rycreer,

("Kak neBymku o xeHuxax meuraior”, II)  (Poxpenue Dpoca, HB)

KpacHa BockpecHas BecHa,

PyMmsrLeM 3apy PASHO Urpas, ("HeBusreH cMbIcI...", IT)
OTpOK PHMHETCS C 30JI0THIX CEHE.
("Jlerue nnamenwu,...", IT) VY1en MOpsIK, pyMsSH ¥ pyc <...>

CopokajeTHHit rie MopskK <...>
1 63aroponeH, ¥ BBICOK,
MopinvH He OTBICKATh, <...>
PyMsHel HEXXHbIA 3aUrpal,
3appenacs weka...

("®opems pasGusaer nexn”, 6, P)

Kuzmin at times also compares Eros himself to the Dawn, as in the fourth
section of the 1904 "Xarikl iz Mileta" (111, 442):

Bpoc, METKUI CTPEIIOK, CEPILIE POH3UT CTPEJIOH -
C1noBHO JIyu 3aGIIECTUT aJIOH 3apH THEBHOM.

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 (VozZatyj, 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.!3 I confine myself here to Kuzmin's
own verse, and in the list below I have further limited myself, with two
exceptions, where the VoZatyj and Hermes figures represent concrete carnal
ideals, to the "wings" of "Eros/Love".

BecnHoro Bce 0OQHOM BECEJION BEphI:

Ee 30ByT "KpbL1aTas m060Bs". Bpemsi, Kak NTULIA, BLETCS,

3uma yuna... m060Bb KPhLIATA.
("Becna", ®asH, KJI) ("Becna", FOxoua, KJI)

MuuTcs: BOT pacKpoeiib KpbLIbA "lTo6m0", ckasa s He Moo -

U 6e3 crpaxa, 6e3 ycuiba Brpyr npuneren Amyp Kpbmarf,zii
B 1e6o sicHoe B3NETHIIIb. Y, pyky B3sBIIM, KaK BOXKATBIH,
("®netita Bapmma", O MeHS MOBJIEK BO Clex TeO .

("Jo6mo', ckazan s...", C)
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Ho pan st octatecst B Mupe

Cpenu OKOB,

UT06 KphLIbS PACKPHLIACH IIIHDE.
("4 BcoMHI0 HeXxHbIe niecHU", C)

OH Tak >Ke CBETeN ¥ KphUIAT.
("C tex mop Bcerna s He opuH", C)

ITonpeskHeMy mns Hac AMyp
KPBLIATBI DEET,

W ocTpoio cTpero rposur.

("Bnenus! Bce mena”, Q0)

Mzu1 Bpora He uckanu,

MBI HAalllIIM €ro CIIy4anHo, <...>
Kpbuiss HEXXHbIE pacIIpaBuWI,

W xoxouerT, U IIEKOYET,

("Cepaue rubens He 6mmuaka 1", I'T)

B nocne guuit pa3 3oBy Teb,

mo60Bs, <..>
EnBa pacnipaBiio pagoOCTHBIE KDbUIbS,
(Couer, 1912, IT1, 454)

Bogurenem nymi, I"'epmecom,

Th1 mepecTan MHe Ka3aThCs,

PacnipocTiimics ¢ 60I0TUCTEIM oM

W ctai ThI JOHOLUEH MMIIBIM, <...>

Manenrkue Y HOr TpCIHOTKOﬂ
PacKpbLINCh KPBLIbA.

('epmec, HB)

A obpex cebe Boxaroro -
OH ripexpaceH ¥ KpbLIarT.
("5 usets1 c6uparo necrprie”, C)

Uys 6mm130CTh GENBIX KPhLT
OnecTAIIMX,
("Tpu>x el B TemHusIiA ckiernn”, O0)

W orHeHHsIil KpsUIaThId reHuit
Ponueit u 61m>xe MHe Terneps.
("He nassmait mo68u 3a68enveM”, I'T)

Ona rpuzeT, oHa NpUIeT,
Kpsrnaras mo60Bs.
(VTewenue nacrymkam, I'T)

W 33 HEXHBIMM ITI€TaMH

Brum 6 nBa KpsIa

GEIOCHEXKHBIX,

("Ecrm 6 Tb1 6601 HEGECHBI! aHren”,
111, 466)

KpsrraTo c6UBUMBOE NETIETAHRE,
IToutu HeBrICKa3aHHOE "MI06TI0".
("Kak peBymkwu...", IT)

Mynpbni My>€CTBOM, CIEIOTOM
cTpeneL,
Korna Tr1 6€3 KpsLT B TOPHUILY
BHUIEID,
("JIerue mnamenwu...", 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:

TBou ynbp164MBBIE I'yObI
AMyp cTpenoit HapHUCOBalL...

("B o6MaHYMBOM, TPEBOXXHOM CHE...")
but only stated in the wonderful "Ko mne skoree, Teodor i Konrad" of 1924:

JI:060BHBIM JIYKOM BBIYEPUEHBI I'y6EHI, <...>
OtBeTh, OTBETD, XOTh YIOJIKaMu ry6!

Thl ynbIGHyIICS.
(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 S; 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 pe¢al’" ("Ulybki novoj / Sladka pe&al’!", in "Utro vo Florencii", P; or
"Qdin vostorg, odno volnen’e / Sulit letu¢ee dviZen’e, / Gde radostna sama
pecal’”, NG, 1; or the earlier "Rasslablenno-zivitel’noj toski / Vesennej ni na ¢to
ne promenjaju” in "Predéuvstviju, du$a moja, vnemli!" in Ex0).14 Because of the
great frequency of the motif ("ukol strely", "ukol luka"), especially in the cycles of
OO and GG dedicated to Knjazev, the list below represents but a sampling.

KTto moxer y BenepnHa xonopra

JI106BM CTpeNION, TIOOBY CTPENION He 51 IPOH3EH CTPENOIO HEXHOIO,
yKOJIOTBCA? YMHpaw OT OrHA.

("Jlero", Humdpa, KJI) ("3mnma", Amyp u nost, KJI)

W uen Mo JIyK, Kak MpexXxXne Tyr,

TokopeH BacTu TexX e pyk, B! ipoH3aeTe cTpesiaMy rOPEKUMH,
UTo6 cHOBa mIpyra paHHI ApYT. <..> (“AX, ycra, LIeJIOBaHHbIE

Ko cepnuem crap, BHOBb UyeT >Xap. cronskumu”, C)

("3uma", Amyp, KJI)
Ceprua paHs! TUIIL OGMaHBI,
(Mackapan, C)

U ot 3apu u 1o 3apu Ho xak oxpaHa ropur B rpynu
Crekana KpoBb CTpyelo. Braxxencrsa pana.

Ho x anoit pare st NpUBLIK. ("IIycts coTHeM rpex BOH3aJCs
("Kak meu mue cepare npo6ognan”, C) xan", C)
AMyp-0XOTHHK BCE CTOUT Ha CTpaXke, M3paHEHO CTpexaMH HEXHOE TEIIO.
("ITpoxonur Bce,...", O0) ("Tel kak BocK,...", C)

To - BonsA Mymporo crpenka, <...> 51 BU>Xy B nepBhIit pa3, FOPUT

A pana? paHa - He >XaJKa BIIEDPBbIE PaHA.

Il 151 3TUX ra3, eMy MOKOPHLIX. ("Her, ne 308u Mens,...", 00)

("CMmupucs, o cepate,..." 0O0)
Ho 61m13K0 cTpesIs IpoLIeNecTeNnn

Y nM1uumm MeHs TIOKOS.
("Kak m0610 s 3anax koxu", O0)
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I"onbOi OTPOK B TONE PXXHU
MevueT cTpeIsI 30I0ThIE.
("Tonswt otpox”, OO)

XKenaHHbDA FOCTh, IPUIY, IPUAU
B IOOIUHY

W cepnue BHOBb CTPEJIOH yXKab
BeCHO!

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

W ToT, Koro mpoH3UT cTpea,
IIpouteT BIIOGIEHHOCTH ITPUMEPEL.
("CmyTrHiuscs s cepauem...", I'T)

AMyp, KOT0 CTpEJIOi yoXaaHILb
(baner, I'T)

B Moeit rpynu
Te1 paroi Bcer pamHei.
("Y nui6ka, B3mox mu?", I'T)

Ho onumm xonbeM, OXHOM CTPEIoi0
CJ1aIKoH

Me1, npoHseHHsIe, TI0GBY MpUHAL-
JIEXCUM,

(Hoserit Ponna, "Benenus", 6)

Kak useryT cBAThIE pars!
Cmeprs ot 6ora - cnaiue Her!
(Pox nenue Bpoca, HB)

BpoBu - 1yKk, a Barasg nox GPoBLIO -
CTpeJsI,
("Beex mouiusb ThL,...", O0)

W crpeinsi - ax! - 3naTeix pecHun!
CHoBa ¢ To6oit!!
("Korpa ycabimy...", OO)

CBe>X¥M yTpOM paHO paHo <...>
O, sanekuiasics paHa!
("Csexwum yrpom...", I'T)

Barusap ux 6sicTpee ¥ OCTpee CTpesisl,
("Commxue - ymo tBoe", I'T)

OnsATh, ONATH OTKPLUIACH paHa,
I yma ropur.
(HoBrut Posna, "Beneuus”, 3)

CTpeNox KpsuIaThit . <...>
IlpsimMa cTpena, HATSHYT JIYK,
KpyueHa Terusa. <...>

Benp cHer NpOTHBUTLCS HE MOT.
Becennemy orxio.

(AMyp ¥ HeBUHHOCTSL, HB)

Line five (Xolodnyj potik jumku 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).

S nnameHeo, XONonelo, Tax,
(Moi1 moprper, C)

3auem XKe s BECh XOJOJE0,
Korpa Bac ysuxy BIpyr,
("¥Y Bcex omunakono 6nerca”, HB)

OT BECEHHET 0 ITOXMEJIb S
Kapycenur romnosa...

(HI, 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):

Taxue OHM - CYACTIIMBEHIINE HAThI. 2Kuswy, mo608Bb, HE yMHUpai:
IMocneauwit xonox, nepsoe Hacran nans HaC OrHHCTO-JIB TUCTHIH,
TEMIO. <...> Mopo3Ho-xapknit, pycckuii pait!
Terneps BO MHE ITPOCHYJIOCH BCE, - ("3auecena nyproit...", B)
M BOT <...>

Brnepseie neHb BecHEI 61arocioBeH!
("Taxue nquu", B)

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

Crexia CTBIHYT OT XOJIOAA, JloBH upes JieJ IPU3BIBLI
Ho cepaue 3naer, riaca, <...>
UTo NeM pacTaer - W pacnipocTsACh € IEeHUBBIM
BecerHe 6yneT u MOJIOJ0. MUTEHHEM,

("Crexna ctenyT...", C) BockpecHelb, BOJIEH U BIIOGIEH.

("HeBusTeH cmoich...", IT)

And there is the property of the drink itself, vodka certainly in this case, not the
Rhine wine Kuzmin so loved,!3 or wine in general:

CounHua, Becelbe, TEIUIO B BUHHBIX 60UKax YHOCAT, <...>
Bel, yHOCSIIIME Xap JMI00BU B CEPALIE MOPSYEM,
(Ocens, "IIpoxoxwuit", KJI)

Moposroe nurse, Moii KanuTaH!
He nomkuit sren, a 3BOHKOE BHHO
Jletyynm mano 30J10TOM Ha JHO.
("O uem xpuuart...", 1924, 1II, 500)

Line six (Igolkoj 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 BeceHHEr0 UTroJIKH

51 BHOBb IIPUHATH OYLIOM IOTOB, - <...>
Mzei1 cHoBa nyTHHKH! <..>

Kax uyneca TBOM IPEKPAaCHBI,
Kynecnuna mo68wH, BecHa!
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but not the only one:

Y nmycTh MOpO3 ocTpee KoJercs, <...>

Ilb1iHedt aBpopel Msae Marylka TBepauia:
TBou y60pHI, "Beru n1000BM 3710,

O comnHile 3HOMHOE 3UMBI! Ee xxecroka cuna, -
("Koro npociasno...", O0) Ykoner ue uriosi.

(VYremenue nactymkam, I'T)
B uronpgarom cBepkanbu <...>

CnuHe - MOpO3 ¥ MOKPO, Crieriy, cniernu!

(KonnmosctBo, B) Pa3Be He pagocTeH CKpHUIT repa
B 3apeBoit TUIIY,

CuHeit B CIIHHE J1b IHHOM, Kak yxos61 BHHHBIX HIOJIOK!

("mats! muTh!" UIHT) ("Anren 6iaroBecTByIOIINMA ",

(Mysa-Opeinna, I1) cM. ripumeu. 15)

And the shoulders have both a long erotic connotation for Kuzmin ("Celuju
pledi tvoil", in "Prigel izdaleka Zenix i drug”, S; or "Plas¢em prikryv$i prelest’
ple¢”, in "V obmanc¢ivom, trevoZznom sne...", GG) and a specific connection with
Eros:

KTo o6HuMeT oTH mieun, IIpeno MHO# CTOMT ITOIPOCTOK <...>
Uto no63an oguH Jpor? 3a nokaThIMH IUTeYyamMu
(Dneitra Bachumna, C) 3o010UeHbIt CAMOCTpET,

(Ozepo, 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 npunyT Anpesn, MapTs! -

("CrposT noMm nepexn okowkom", ) "Kak pazocTHa BECHA B arpere,
Kak HaM nnenurenbHa onal <...>
Be1 - 6eroe 6ypryHIcKoe BHHO <...> M pasBe cTpaHHBI HaM B aIIpesie
O>KMBJIEHO IbIXaHUEM AIIPEIIA Karnpussl Mussie BeCHbI?"
Becenbe CBETIIBIX M TYKaBLIX I'J1a3. ("Kak pamocTHa..." - LUK

("BbI - 6er0e 6ypryunckoe suno...", I'T)  "Beceuunit sosspar”, O0)
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51 He roBoOpIO, / YTO BTa CTPaHa -

Bama ayma/ <...>
HO OHa II0X0XKa Ha Bally Ayuy <...>
TaM Bcerfa arpes, -

("Bel mymaeTe, s Bo6neHHbIA 1oaT? ", I'T)

Eine HesxHel, euie rpeecTHeR
IIponien Anpenp: NPOCHUCH, BOCKPECHU
Ot coHHOI1, KOCHO CyeTbl!

Ceromus CHOBA BCITOMHHIIB ThI
3a0LIThIE MO0 TIECHU

("Eie Hexmwuei,...", B)

51 TpeneTHOMY A3BIKY
Yuych anpeisckoio nopow.
("Kak mecsu Monomoit nosuc...", HB)

B >xuBOM niepesecke
ATIpesIsCKHit pacKar.
(ApresmnaHckuit konogel, IT)

Bpar 301010t Anpes!
("BpeIzuu moxxmeM BecensM”, IT)

MuHIaNeBblil paspes armpesIbCKHX rias,
S nmpunnmalro! Cnagko ymepeTs, <...>
B riazax yBUIEB JaCTOYEK ITOJIET,
ATMPpeJIsCKHI Beuep, pagyry ¥ conHiie!
("Ko mue ckopee, Teonop 1 Konpan”,
1924, 111, 501-502)

Eme He ckopo pa36yxXHyT ITOYKH

W mo anpeins, Bens, Daneko,

("Eme He ckopo pa36yxHyT
mmouku...", I'T)

OnHo MMk, KaK CMEOIINICS
Anpes,
Mens 6ynnno, NIeHUo,
>KUBUIJIO -
S 6b1n 1068M!
(Drmrachus camomy cebe, I'T)

ATnpeJIbCKas pyKa BECHBI-XO3SMKHA,
(Comnue-6v1k, B)

He60 romy6eer K myTeUeCTBUSM,
Kax BbI3NOPOBIEHLE - AIIPEIbCKAS
Tpeb!
O MHUHYBIIMX, HE BCITOMHHAEMBIX
OencTBUSIX,
[peer npenst Anpeins. !’
(Brr3popasiuBaolneit, JBym)

B xaxom Anpeie
IIpocHymuch MbI?
(YTpo Bo ®nopenuumy, I1)

Ho passe TrI caM He 3Hae1s,

Y10 JIETYTYH ¥ 3BOHKHU HOT'H, <...>

CTpoeH U TOHOK IOHEIA CTPEIIOK,

<.>

W yT0 Nyyvuiee cI0BO M30 BCEX
"Armnpens!"

("B ocenHO0 pBaHyIo CTYXY...",

19227, 111, 487)

"Novye dorogi, vsegda vesennie" Kuzmin had written in Seti ("Svetlaja
gornica...", in the cycle "Radostnyj putnik"), and Lavrik, the young hero of the
novel Plavajus¢ie-putesestvujuscie (1915) remarks (in answer to "Mne vse
kazetsja, Gto &to ne sentjabr’, a vesna"): "Eto vesna i est’. <...> nacalo vsegda
kaZetsja vesnoju".18

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

131



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-
vestvuju§¢ij” in a context which prefigures so many of the details of our poem that
it must be considered its most immediate subtext:

B 3uMHEM, OHErMHCKOM COJIHIIE,
Y10 KOCO GMI0

B crexna "Am6epa”,

H ocrpoe xano

Buna v 110681

Jlomarnocs B 1y4e

(ITomuuTte?)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 "Schén Rosmarin" wearing two
large, transparent wings. Note, also, two self-quotations:

A B HEXXHBIX, IIPEPLIBAIOIIMUXCS piano
BBEHUT FI0JIET KIIACCUYECKUX CTPEK03.20
(K IIe6roccu, B)

W pany>Kiio pacnpaBuT CTpeko3a
JI060B5 MOIO.
("O uem kpuuart u 3HaOT neryxu”, 1924, 111, 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
relatively few specific references to music).

<...> Haness! IrryLl 3ByyaT HaM IIpo JI060BS.
BecHa DUKTyeT HaM CTHMXOB Pa3MeEpBI,
W yuur TaHLaM IIaMeHHasA KPOBb.

(Becua, "®asu", KJI)

M&I ¢ BECHOHM MOJIOOH,

Co GmaxxeHHO, 60>XXECTBEHHOM,

PesBonerkoit Horoit

CrinsiieM TaHeL TOP>KEeCTBEHHBIA.
(BecHa, "®asn", KJI)

Ubs pyka HAC BEPHO BOIMUT,
3amueras B xoposoa?
("Yro nmpuxonur, To npoxopur”, C)

A mepBBIit 6a,1: BOCTOPI ¥ MIICHBS,
W 6neck, u BajibC - NETyUMii COH,
("B Moeit nmyuue Bce Te xe 3Byku”, 1923, 111, 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’..."):

TanwyiiTe, MuIIBIE, UIpaiiTe
IIyTnmBelit 1 MT0GOBHBLA COH
W 3aHaBec He onycKanTe,
IToka He racHeT JaMITHOH.

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"),2! - had subsumed the world of the dance. In
"Rozdenie Erosa" (NV, 1920) the newborn god leaps ecstatically upward

Cxok ["cxauok"] Bricokwmii, Dpoc, Bpoc!
ITinsc crexsiHHBLA, paitcKuit cKok!
Orpok Beunslit, poc, Jpoc,

JleT 60>KeCTBEHHbIA 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”, "letuéij") 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:

Uto aBmxeHneMm KopMuT Divina Comedia? Ono!
UTo XO0pOoBOAbI BBEPX BOLUT
ITnaToHOBCKUX MBICTEM
N @oxunckux Tanies
Cepachumckux Kpyros?
Jleryuee cems. <...>
MpI nyTHUKY: ABUKEHUE - 0OeT Hall,
Mz metu BosxbM: TBOpPUECTBO - 00€T Hall,
IBUXXEHHE U TBOPYECTBO - KU3Hb,
Ona xe JIx060BE 30BETCH.
JBU>XEHME TOILKO BBEPX:
Mbl - My>KYMHBI, ANbIIMHUCTBI ¥ TAHLOPBL. <...>
JI3060Bb - IBUXKEHME,
Hensu>xHelil He M106UT,
Be3 1BuXXEHHUS - HE KPbLIATO CeMS, <...>
Jlecenka 3omnoTas, <...>
Ckakars <..>

« »

KTo mo6uT, Bo3BbILIaeTCA...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 duse 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:

VckyccTBY MOCTYITHBI BCE BPEMEHA M CTPAHBI, HO HAIIPaBIIEHO OHO
HCKIIOUMTENLHO Ha HacTosuiee. <...> PeTpocrnekTHBM3M, cTapaHue
oaTh Tpounnoe 6e30 BCAKOrO OTHOLIEHMS K HACTOSIIEMY, €CTh
6ecrionesHoe U 6€3>XU3HEHHOE YIIpaXXKHEHHUe, a co3maBaTh Oynyiiee
HE Ha OCHOBAaHMHU HAXONAIIMXCS B COBPEMEHHOCTM HAHHBIX IPHU-
BOOHUT K 6ECCMBICIIEHHBIM M BpPEOHBIM YTOIINSAM. <...> I/IC](yCCTBO
BCErna MMEET B BUAY JKHM3Hb, (DaKT, UYBCTBO M UEJIOBEKA, a HE
TIOHATHUSA, HE UIEH, HE PacCyIOUHbIE ITOCTPOoeHHA. KOHEUHO, JOTH-
YeCKHe TIOCTPOEHUS MMEIOT CBOE MECTO B XOJI€ TBOPUECKOM paboTLI,
HO BTO - HE UCTOKH, HE OCHOBHEIE DIEMEHTHI UCKyccTBa. UHTeH-
CHBHOCTBIO YaCTHBIX BMOLIMA MOXHO MX CIENaTh 061eos s13aTelNb-
HBIMM M 4Yepe3 KOHKPETHYI0 II060Bb K OTHEIbHOMY YEJOBEKY
3aCTaBUTh MOHATh JIOOO0BE K YE€JIOBEUECTBY, HO O6paTHbIl71 IIyTh OT
00IIEro K YaCTHOMY HEMBICIIMM M r'ybuTerneH. <...> DMOUMOHAIU3M
HUJIET OT YaCTHOrO K 0o6lueMy, K BCEHAPOTHOMY M BCEMHUPHOMY, He
0643aTeNbHO NOCTUrass KOHEUHBIX IPEIeNoB, HO TBEPHO 3Hasl, UTO
IS UCKYCCTBA BTO - €IMHCTBEHHO BO3BMOXKHBIA MyTh, PaCIIMPSASCEH
BBEDX, & HE Cy>XUBAACh BHU3.25

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

1 Joseph Brodsky's description of the memoirs of Nade?da Mandel’3tam 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 corer-stone,
not only of its aesthetic code, but also of its message." Omry Ronen, An
Approach to Mandel’$tam (Jerusalem, 1983), xii.

3 In the unfinished poem "Derev’ja (1917-18, in Svet Vecernij), from which the
epigraph for this essay is drawn, VjaCeslav 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’
Predve¢naja" with Anamnesis, the soul's memory of its contemplation of the
eternal Ideas (Sobranie socinenij, III [Brussels, 1979], 92). Fedor Stepun
alludes to the Ivanov in the introduction to volume one of his memoirs Byv3ee
i nesbyvseesja (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.

4 Compare the opening of the Second Introduction to "Forel’ razbivaet led":
"Neprosennye gosti / So§lis’ 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, Nezde$nie vecera - NV,
Paraboly - P, Novyj Gul’ - NG, Forel’ razbivaet led - F. The Roman numeral
IIT 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 time and space. In
Seti the "VozZatyj" presents a mirror to the poet (in "Vzojdja na bliZznjuju
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, Soc¢inenija v trex tomax,
t. 2 [Moscow, 1970], 192).
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10

11

12

13

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

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

The "gold/sun/love" cluster was perhaps suggested by Plato: "muzZskoj [pol]
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 '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 kosne§’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 blagovestvujus¢ij”, 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 "Vstreénym 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).

For example, "Serdce, kak ¢a$a napolnennaja, to¢it krov’; / Aloj strueju
neissjakajui¢aja tecet ljubov™ ("Serdce, kak ¢aga...", S), or the 1923 "Za¢em
spasitel’nye mne povjazki? / Teki, teki, slabejustaja krov’!" ("Prelestnyj
mir...", IT1, 499).

Compare the speech of Agathon in Plato's Symposium (Pir), 195: "Erot <...>
samyj blaZennyj iz nix. <...> ¢to samyj molodoj bog. <...> s molodymi on
nerazlucen <...> on samyj molodoj iz bogov i vsegda molod" - Platon, t. 2,
122-23. In Plavaju$cie-putesestvujudéie one of the characters remarks the
"prelest’ utrennej junoeskoj 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 - bezuprednyj"), done for the Russian edition (1936) of Romain
Rolland's biography of the artist: "Kol’ v dvux telax odnoj dujoju veé¢noj /
Nesemsja k nebu parnymi krylami, / Kol’ zolo¢enymi Amur strelami / Pronzil
oboim ves’ sostav serde¢nyj".

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 rarely 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 blagovestvujuscij”, from the 1919 cycle, "Plen”, Kuzmin's most

16

17

18

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” (I, 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, / I vsja du$a, vse mysli k maju / UZ okryljajut svoj polet");
t. 3, 453. See especially t. 1, 276: "Dlja nas i v avguste nastupit majl" (OO, 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 "Poe¢ma Gory": "(Raz oktjabr’, a ne maj) / Ta gora byla -
raj?"

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 Erotom, / 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, i stary
vse nazvan’ja, - / Ljubov’ Zze kazdyj raz nova" - OO). 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 Pudkin's Lycée poem "Starik (Iz
Maro)": "UZ% ja ne tot ljubovnik strastnyj, / Komu divilsja prezde svet: / Moja
vesna i leto krasno / Navek proili, propal i sled. / Amur, bog vozrasta
mladogo! / Ja tvoj sluzitel’ vernyj byl; / Ax, esli b mog rodit’sja snova, / Uz
tak li b ja tebe sluZil!" (Polnoe sobranie socinenij v desjati tomax, t. 1
[Moscow, 1956], 274).

19 Wiener Slawistischer Almanach, Band 14, 1984, 368-69. In private conver-

sation Boris Gasparov suggested that the Russian "prototext" for our poem (a
topic 1 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 T doubt whether this first appearance of strekoza in Kuzmin's verse has

21

anything to do with the dragonflies of Belyj's Fourth Symphony, Kubok
metelej - "Ozero, zaZ?ennoe iskrami, kazalos’ zastyv§im 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.

Point three ("Projavlenie tvor&estva, kak ljubvi i Zizni, nerazryvno soprjazeno
s dviZeniem") 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 duda bessmertna. Ved’ vecnodviZusceesja 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

<...> nacav 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 Phaedrus (Fedr), 246d: "krylu ot prirody svojstvenna sposobnost’
podymat’ tjaZzeloe 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:
"Legee pticy, legte strel / Gornyj tanec, bystr i smel, <...>/ Brosit’ v pljasku
zloe bremja! <...> / Zavevaj i razvevaj / Xorovod na$, milyj Maj". See also
Plavajud¢ie-putedestvujuscie: "<...> ja otstupila tol’ko dlja togo, ¢toby dal’e
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 plavajuiéie. <...> Na§ rulevoj - ljubov’" (195).

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

24 Point nine of the "Deklaracija @émocionalizma" (see note 21): "Ne sui&estvuet

ni profedsego, ni buduitego vne zavisimosti ot na§ego, vsemi silami duxa
émocional’no vosprinimaemogo, svja§¢ennejSego nastojaiego, na kotoroe i
napravljaetsja iskusstvo". The "value" (cennost’) of a work of art did not,
however, for Kuzmin lie in its "contemporaneity” ("Koneé&no, kazdyj
xudoznik Zivet vo vremeni i prostranstve i potomu sovremenen, no interes i
Zivaja cennost’ ego proizvedenij zakljuaetsja ne v etom" - 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 ¢lement iskusstva”, Arena, 11. In her article
"Castnoe i obs¢ee v lirideskom 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.
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Mapu-Jlyuse Borr

O IIOCTPOEHHMH IIBECBI MHUXAHNIIA KY3MHMHA
"CMEPTh HEPOHA" (1928-1929 r.)
Tema ¢ Bapyaimsamu ot Maupemmrama 10 Bynraxosa

"Ky3pMyH >kuBeT 6yKBaJIBHO Yepes nBop." M.JIL I"'acrtapoBy
M. Bynraxos, "Macrep u Maprapura".

8-ro uions 1929 r., B Bospacre 56 aer, Muxaun Ky3MrH OKOHUMIT NbeCy B
Tpex meicTusx rnox Ha3BaHueM "Cmepts Hepona". Hapsny c Bemmenineit B
mapre 1929 r. B Jlenunrpane kuuroit ctuxos "Popem pasbuBaer nen” 3TO
rocienHee u3BecTHoe rnpousseneHne KyamuHa. ITo cpaBHEHHIO € ero npex-
HUMM IPaMOJIETTaMH, papcaMH U OIEPETTAMHM BTO HEUTO COBEPIIEHHO HO-
Boe. Hauaxn on nbecy B xonue 1928 r., rmocne Toro, Kak IiaH ApamMaTU3aLUy
TONBKO YTO Bhimenmeii moHorpacduu Jleonuna I'poccmana "Ilpectynnenue
CyxoBo-Ko6sumHa" (1928 r.) okasancs HeocymecTBUMBIM. CyxoBo-KoG6bI-
JIMH - OpaMaTypr, KOTOPOMY IIOMYMO €ro COOCTBEHHOH BONM INPUINIIOCH
MO3HAKOMUTCS C MPAaBOCYIMEM M O(UIMANBHEIMU YUPEXXIEHUSIMH CBOEH
CTpaHbl M MPOBECTH 7 JIET B HECIIPABEIJIMBOM 3aKIIOUeHUU. Ero ucropuio
KysMuH XoTen mpaMaTU3UPOBATH 10 MPUHIMITY OCIIOXXHEHHOU BPEeMEHHOM
ITOCJIE IOBATEJILHOCTH C [TOCTOAHHBIMM NIEPEXONAMU U3 OJHOIO BPEMEHHOIO
[JIaHa B OPYroi u o6parHo. DTo GbLI NpHeM, KOTOPLIA OH OCOOEHHO LIEHUIT
B Ipame CIOppeajimama, TaK e, KaK U B [TocieIHeM (DaHTACTUYECKOM POMaHe
['ycraBa Maitpunka "Der Engel vom westlichen Fenster", ony6nuxoBanHoM B
1927 r.! ITo ®TOMY IpUHUKITY OH BCKOpe rocTpoui nuecy "Cmepts Hepona'.
ITocBATHI OH €€ CBOEMY APYTY - JeHUMHrpajgckomy pexxuccepy Cepreio Pan-
JIOBY ¥ OU€Hb Hajesncs Ha ee moctaHoBKy. OnmHako oHa He cOpuracs. C 1927
r. ero riepecranu rnevarats ('@opeins pasbuBaer Jen" COCTABNAET € AUHCTBEH-
Hoe uckmoueHne). "Cmepts HepoHa" BniepBrie 6buta ony6nukoBaHa B 1977 1.
B TPEXTOMHOM MIOHXEHCKOM M3IaHuM coumHeHuii Ky3amuHa ron penakuuei
H>xona Mamvcrena u Bnanumupa Mapkosa.

TIseca 0 TOM, UTO UCTOPUS PEINAETCS MHIMBULYYMOM, TOUHEE - PA3BUTHEM
Y UBMEHEHHEM B OTHeNbHOM nuynocTH. "Cmepts HepoHna" umeer mBoifHoe
IeiiCTBHE: C ONHOM CTOPOHBI - B CLIEHUUECKHX OTPBIBKAX C AHAXPOHU3MAMH M
OTYACTH C YKIIOHOM K Kabape JaeTcs UCTOPUs NETCTBA, OTPOYECTBA, LAPCTBO-
BaHus U GercrBa Hepona. Hapsiny ¢ 3tum npotekaer ucropus Ilasna u Mapu
B 3arpaHUYHOM MyTeuecTBUM, B Pume 1919 r. Mexny Humu crout “6iaro-
IDapHOCTL", KOTOpas, KaK KaMeHb, HaBUT Ha Mapu. Ilasen cam cebs eme He
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3HaeT. 3aBUCUMOCTh OT GIIaroIesiHUi TAKOI'O YeJIOBEKa YrHETaeT U paspy-
maer. Mapu: "Henp3st 06aroneTenbCTBOBATS UEIOBEUECTBO, HE BULS IO NEH.
A on He Buzen. (...) Jlns Hero Msl ¢hanToMsl, mucpsl, necuusku." (607) B
nmepeHoce Ha GOoNbIIYI0 UCTOPMIO (M B BTOM CMBICH MEPEILIETEHUS HBYX
IeHCTBMIA): MOTOOHbIE JIIOIH - HAllla FHOes.

B xauectBe ucTOuHMKaA AN UcTOpuM HepoHa - BILIOTH DO MeJbyaiinmx
uctopuko-6uorpacuueckux peraneit - Kyamun mom3osics "XKusneonmca-
HUSIMM NIBeHaauaTH uelapeit” CBeronus Tpauksuinra. (JIumb uspenka mpu-
Biekaer oH IlmyTapxa 1 Tauura.) Pumckuit umneparop (37-68 r. H. 3.), koTo-
PBIX BCTYILIM HA MPECTOII IOCIE TOr0, Kak ero MaTh ArpummnuHa y6uia ero
otummMa Kiasaus, criepBa yCTYIWI IIpaBJeHye eit 1 croemy yuurenio Cenexe,
HO BCKOD€ OTPaBMJI MaTh, 2 TAKXKE YMEDPTBHII CBOIO >keHy OKTaBHIO 1A Tro,
yToOBI XeHUTLCA Ha mobosuuue Ilonnee, momxer Pum, o6BUHMI B BTOM
XPUCTHMAH M MMOJBEPI" MX KECTOKOMY IpPeCcNeJOBAHUIO, KA3HUI YUJIEHOB 3aro-
BOpa IIPOTUB HEro, ¥, HAKOHELl, BO BPEMS BOCCTAHMSA COJIIAT U CEHATODOB
ITOKOHYMII >XM3Hb CaMOy6uitcTBOM, - 9T0T HepoH cuuraeTcs npoo6pa3oM
5KECTOKOI'O THpaHa.

¥Yxe B IATOM CTOJIETMH €ro >XM3Hb aCCOLIMMPOBANaCh C JEereHmoi o6
AnTuxpucre. Tak >Xe ¥ MOTHUB O>XHIAaHHs BO3BPALEHUs TUPaHa - CPABHUMO
co ciyxamMu o Bo3BpaueHuy ['urnepa B konue 40-x rr. B ['epmanuu - BCTpe-
YyaeTcsl y>K€ B HAPOINHOW nereHne, nepenaHHoi Tamurtom, CBeTOHMEM M
npyrumu: uyepes 20 ner nocne cmepty Hepona B ITapdun nosisuncs JIxe-
Hepox. B navane npyMaTUUYecKOro M306pa>keHUs HapOHOBCKOI'O CIOXKETa
cTouT aHTuyHas Tpareaus "Oxrasus". Ecim reponHeit Tpareauu usbupanach
HE OJIHA M3 XXEHIIMH M3 OKpy>euus Hepona, To B camom HepoHa riraBHbM
TIPEIMETOM MHTEPECa CTAHOBMIIOCH €I'0 NpeBpalieHUe U3 Jo6poiKeNaTeNb-
Horo yvyeHuka CeHEKM B MOHCTPO3HOI0 THpaHa. B 3rmoxy 6apoKKO CIOXeT
Hepona nomb30Baicst 0co6bIM NMPENIIOUTEHNEM, IIPE3XKIE BCErO M B OIIEPHOM
xaHpe (HAmoMHIO TONbKO 06 omepax MonreBepau "L' incoronazione di
Poppea" (1642 r.) u I'enpens "Nero” u "Octavia" (1705 r.)). Ecii "Roma abra-
sada" (1629 r.) Jlone ne Bera - ckopee ewe ApaMaTU3UPOBAaHHAA MCTODHS, &
He UCTOPUYECKas Jpama, TO BTOT0 YK€ HEeJNb3s CKazaTh O Tpareguu Pacuxa
"Britannicus" (1669 r.). I'nmaBHbI4 repoit 3neck - 6pat HepoHa, KOTOporo oH
OTpaBMII, [TOJO3PEBast B HEM COIMEPHUKA B JNIOGBM M NPETEHOEHTa HA TPOH.
DTor MoTuB 6para Ky3muH cBoeo6pa3Ho monxsaTeiBacT B ucropuu Ilasna.
18-omy Beky croxxer Hepona uy>xxn. B 19-oM >xe Beke OH IMOJIy4aeT HOBYIO
aKTyanbHOCTh B CBA3M ¢ 06pasoM JecrioTa, accouuupyiowerocs ¢ Hamoneo-
HOM, a TAK>X€ B CBSA3HU ¢ (heHOMEHAMH HapLMUCCU3Ma M HUrMimaMa. B cBsan ¢
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KysmunemM oco6eHHO MHTepecHa mpama urtanbsaHua ITuerpo Kocca "Nerone
artista” (1871 r.), KOTOpBIA BEIABUIaeT HA NEPBLIA [LTaH MOTHMB apTHCTA, TO
€cTb nepeolieHKy HepoHOM CBOMX COGCTBEHHBIX apTHMCTMUYECKUX CITOCOGHO-
CTe# M 3aBUCTh AuneTaHTa. Tax ke, kak ¥ Ky3MuH, HO HEOOBIYHO JIJISI CBOEIO
Bpemeny, Kocca romnb3yercst mpo3anuyeckoi, a He CTUXOTBOPHOM peusio. B
xoHIe 19-ro Bexa, HakoHel, GBI HAITMCAaH M3BECTHHIM poMaH CeHkeBHUa
"Quo vadis?". B 1936 r., B rog cMepti KyamuHa, ¥ y>e Bo BpeMeHa HEMeII-
xoro camusma, JInon deitxTBanrep B cBoem pomane "Der falsche Nero"
MIOIXBaTHIBAET MOTHUB BO3BpAallleHUs THpaHa. TakoBBI Ba>XXHbIE B CBSA3U C
KysmuHsM neram u3 uctopuu cioxxera Hepona.

II

YTo 3actaBuno Kysmuna B 1928 r. BEIGPaTk BTOT CIOXET 1715 mbeck? 1928
rox 6bln HauanoM camomepxkaBusi Cranmna. B 1928 r. navamack nepsas
nsaTunetTka nuaycrpuannsamm Coserckoro Coiosa, a TaKXKe HACHIIBCTBEHHAS
KOJUIEKTUBU3ALMS CELCKOrO XO3SAMUCTBA, PACKYJIAUMBAHKE, ITPOBOIUMOE C
HapacTalolled >KeCTOKOCThI0. B Mae Toro >xe roma Hayanachk ¥ NMapTHitHas
yucTka. ITpoinen Tak>xe nepepni MOKasaTeNbHbIA npouecc B ropone Ilaxrax
Ha Jlonbacce. ITocne Toro, xak CranuH Ha XV che3ne MapTuu B KoHue 1927
. pa36uII Tak Has. JIEBYIO ONNo3UIMio - Tpoukoro, Kamenepa 1 3MHOBbEBa,
BecHO# 1929 r. oH Hayay HaCTyMJEHUE HA TAK Ha3. IPaBYIO OMMO3ULMIO -
ByxapuHa, PrikoBa n Tomckoro. B konue 1929 r. oH, HaKOHELl, ITO3BOJIMI
cebe OTIIpa3mHOBAThL CBOM MSATUIECATHIA JEHb POXKIEHUS B Kau€CTBE 3aKOH-
HOro HacienHuka JIEeHMHa C ITOUCTHMHE IIAPCKOM [TOMIIE3HOCTHIO. TakoB aKTy-
aJbHBIA NONUTHUECKUi PoH, Ha KoTopoM KyaMuH 0GpaTUICS K CIOXKETY O
PUMCKOM umriepaTope-Tupane Hepone.

IToxyuwi OH, OHAKO K€, M COOCTBEHHO JIMTEPATYpPHbIA MMITyIbC. B Mae
1928 r. B neHMHrpagCcKoM >XXypHaie "3Be3ma” nossunack nposa Ocura Mas-
neymiutama "Erumerckas Mapka', KOTOPYIO MOST Havai yxxe B 1923 r. u ceit-
Yyac OKOHYMIL. B Tperbeit riaBe pacckasuuk 6pocaer B3rnan Hazan: "Crosno
neto KepeHCKoro ¥ 3acenano JMMOHANHOE MpaBUTeNsCTBO"'2, To ecTh peus
MIET O BpeMeHUu MexXay eBpaneM u oktsa6pem 1917 r., B anpene KoToporo B
Ilerporpan BosBpatuics Bramumup Wnbuu Jlenus. B sroit ke riase pac-
CKa3YMK BO3JaeT xBany 3y6HeM BpauaM. B uerBeproii rirase IlapHok, repoit
3TOi Npo3bl ¥ TUTEpaTypHOE alter ego MaHpenmbinTama, OTIIPaBISAETCS K OX-
HOMY U3 HUX. TaM OH BHAMT 4epe3 OKHO CTPaHHOE IHECTBUE JIONEH, KOTO-
prIe "c MOIUTBEHHLIM 110poxoM” (16), "6epesxxHO MOATANIKMBANY, OCTOPOXK-
HO HaIIPaBIIsANM, OXPAHAIM KaK >xeMuyxuHy" (17) kakoro-to uenoseka. Ero
BEIYyT Ha pacrpaBy, JIMHUeBaTh. JlapHOKa oxBaTkBaeT crpax. OH Gpocaercs K
YaCOBIIMKY - "BpeMs, pobKas Xpusanuzna, oOChIITaHHAA MYKOH KaIllyCTHHLIA,
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MoOIoMas eBpeiKa, IPMILHYBIUAS K OKHY YaCOBINKKA, - JIyyine GbI ThI HE TIIA-
nexna!” (18) - u oH cipamuBaer: "Ects ym y Bac Tenedon? HyxHo mpexymnpe-
outh Mumio! " (18). Ero 3BoHOK, 0IHaKO, ocTaeTcst 6e3yCIIeIHbIM, €ro He
COEIVHSIIOT!

ITetepGypr o6bsaBui ce6s1 HepoHoM ¥ GBI TaK MEP30K, CIIOB-
HO eI IToXxJIe6Ky M3 pa37aBIeHHBIX MyX.

OnHako OH 3BOHHUN U3 aNTEKH, 3BOHUJI B MUIMIMIO, 3BOHUI
MPaBUTEJLCTBY - UCUEBHYBIIEMY, YCHYBIIEMY, KaK OKYHb, IOCYy-

IapCTBY.
C tem xe ycrexoMm oH Mor 6wl 3BOHMUTH K IIpo3eprnuHe miu

Tlepcedpone, kyna TenedpoH eie He mpoBeneH. (20)

Hamomuio, uto HepoH, y xoToporo 6slna CTpacTh K IIEPEMMEHOBAHHIO
MECT 110 CBOEMY MMEHHM, HamepeBaics okpectuTs Pum Hepononucom, TouHo
Tak e, kak Ilerporpax B 1924 r. 6s11 nepermeHoBaH B JIeHMHrpan. A napcr-
BOo IIposeprunsl (puMmckoe uMs Ilepcechonsr) - Aun. Ucxoms U3 MaHzaens-
mramMoBckoit Meracopst "Ilerep6ypr o6bsaBui ce6s Heporom", KyamuH Bo
BTOpPOM akTe cBoelt mbechl "CMeprs HepoHa" ycTaHaBIMBaET CBSA3b MEXAY
BPEMEHEM LIAPCTBOBAHKS PUMIISHMHA M aKTYJIAbHOM COBETCKOM IECTBUTEINb-
HOCTBIO, OUEBMIHO CO3HABAasA, UTO AHAXPOHHU3M 3IECh JIMIIb MHUMBIA U UTO
peub UIET, BEpHEE, O BEYHOM BO3BPATe TOI'O K€ CaMoro.

Bo Bpems mepecTpoiiku cBoero nBopua B "sonotoit gom" HepoH mnpu-
HMMaeT CBOEro KasHayes, KOTOpbIi coobuiaeT eMy o (hMHAaHCOBOM KpH3uce
(11, 4). HepoHn npeayiaraer MoBLICUTh HAJIOTM:

Benpb s xxe He Ha ce6s Tpauy meHeru. S 3abouycs 06 yiyuiie-
HUM ropoxa. Bam M3BECTHHI MOM TUIaHBI: BCE PACUMUCIEHO Ha
yeTsIpe rofa. EciM MeTonMYeCKU U TOYHO ITIPOBONUTHL BCE MEPO-
MPUATHA, YEPE3 YETHIPE I'0Ja MBI M3KUBEM BCE OOIIECTBEHHbIE
6encTBUS: ONOMK, MOBalbHblE GOJE3HU, MOXKAPHI, HAIETY (...).
Cam 3T0T IUIaH ecTh yKe nobena u goctmxeHue (593).

DTOT SBHBIA HAMEK Ha HAYAJIO MEPBOM CTATMHCKON NATUIETKY UCIIONL3YET
HE TOJIBKO KJIIOUEBbLIE IMOHATUSA OCUIMANBHOr0 PUTOPUYECKOTO CTUIIS, OH
MPOHUUYECKH IMOIXBATHIBAET U TOrAalmHUi no3yHr "[IATHneTKy B ueThIpe
ropa!" Tak oH nosBuseTcsa U B okTsA6pe 1929 r. B cruxorBopenur Biamu-
mupa MasikoBckoro "aems!". A B Hosi6pe Toro >xe roga MasikoBCKMii B
ctuxorBopenuM "Paccka3 XpeHoBa o Kysneukcrpoe u o monax Kysnenxka"
BKJIAJILIBAET B yCTa IOJIONAIOINMX U MEP3HYIUMX pabouux Bce Goyee HEBe-
POSTHO 3Byuvaluyio chopmyiy: "Uepes ueThipe roma / 3mech 6yIeT ropoi-
can!"3 "Munuctp" Hepona, 0nHaKO, CTABUT IOJ COMHEHHUE YCIIEX [1OBLILUE-
HHUS HAJIOrOB, TaK Kak -
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M3 CEBEPHBIX [TPOBMHIMIA TOHOCAT, YTO BO MHOI'MX MECTaX BCIIbI-
XMBAOT GecriopAnky 1 gaxxe GyHTHI (593).

KoHeuHo, 3TO MOXXHO OTHECTHM K BOCCTaHMIO 10 PYKOBOACTBOM BwuH-
nexca B [Mamumn (68 r. H. 3.). Ho mo cBoeMy xapakTepHO COBETCKOMY 0GOpo-
Ty - "6yHTHI (...) BCIEACTBUE MOCTUriIero Heypoxas" (593) stu crpouxu
OTHOCSATCSA TaKXXe M K BOJHE 3a6aCTOBOK METPOrpaaCcKux pabouyux u3-3a Co-
KpalleHus NaiKoB BCIEICTBUE BCEOOIIEro MMPOXOBOICTBEHHOI'O KpHU3KCa,
KOTODBIA NMPpHBEI K KPOHINTaZTCKOMY BOCCTaHHUIO Ha ceepe oT Ilerporpana, a
3aTEM K ero kpoBaBoMy IomaBieHuio 18-ro mapra 1921 r. Hepon B oTBer
MMHHCTPY YKa3bIBA€T Ha - IIPaBIa, CTPAHHBIE - JOCTUKEHMUS B CEILCKOM XO-
3SCTBE:

CmewHble moay. He MoryT momosxmats dersipex ner! OmsIT ¢ 110-
POILIKOM M3 CIIOHOBO# KOCTH B BHMAE yIOODEHMsS [al uyjec-
HelllIMe pe3ysbTaThl. Y poskakHocTs nossicmiiacs B 20 pas (...)
6oimine, yeM nonaraercs o Hopme (593).

ITomo6HoOro porma ochuIMaNbHbIE 3aIBIIEHUs] OTHOCUTENBHO Ypo3Kasi, pas-
YMEETCs, MAJIO CUHUTAIOTCSA C (i)alCTaMHZ

Munuctp: Jla, HO OHHM IOBOPSAT, YTO OHM TENEPh YMMPAIOT C I'O-
nona.

Hepon:  Maiyo 1u 4TO OHM rOBOPAT. DTO MpOCTast HEIUCLIM-
IUIMHMPOBaHHOCTS (593).

Crnenyiomas cueHa B ucropuu Hepona (II, 8) akTyanusupyeT mmeosnoru-
YecKoe MPOCIABJIEHHE KOJUIEKTHBA B ITOJb3Y rocynapcrsa. HepoH He Gources
PacIIpOCTpaHEHMsT XPUCTHMAHCKOTO0 YYEHWs B CBOEM HapoHde, KOTODBLIA OH,
KCTaTH, ¥ He SHaeT:

Hapoxn-To y Hac - npsus. JIeHTsi, poNassl, HEPXKATCs ONUH 32
Opyroro, BHe KOJUIEKTUBA Ka>K bl B OTIEJLHOCTH HUUTO (599).

VIMeHHO 3TOT B3risg HECOBMECTUM C TEMOIA MBECHI, - UCTOPUS PELIAETCS
JUYHOCTHIO0. Ky3aMuH npuBeneT 060MX CBOMX I'epOeB K IIPOTHUBONOIOKHOMY
TMOHUMAHMIO.

B nocnenueit cuene II akta, HakoHell, rOJOXHLLA, TpeGylommit xne6a Ha-
POI BOCCTaeT IPOTHB BEYHO MOIOIIEro ¥ pacrountensHoro HepoHa moBoms-
HO-TaK! HE T0-PUMCKHN:
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Iomoca:  onro Mel 6ymeM CTOSTh B OYepensx, NOJIro 6ymem
nmuTaTecsa oBcom? (...)

IMomnueiickuit: I'paxkpmane, criokoiicrsre. He camoBonbHUYATS,
BCE MOJIyYUTE B CBOE BPEMSI.

lonoca: Korna B cBoe BpeMs? MbI Cibliany, 4epe3 4eThIpe
roga. M1 Bce nepenoxHeM. Briepern, snepen! (60).

DT0 npoGreMa GecrpaBUs JIUYHOCTH M FOCYNAapPCTBEHHOI'O TIPOM3BOIA,
3aMHTEpecoBaBInas ero yxe B ucropuu CyxoBo-Ko6sinnHa, kotopyo Kys-
MWH 3[€ECh, B CLIEHaX HEPOHOBCKOM MCTOPHM, Pa3BUBAET IaJbINE, MTOJIYYUB
HMMITYJILC OT MaHIEJIbIITaMOBCKOH MeTachophl MCUE3HYBIIErO, CTABIIEro He-
OOCTHMO>XUMBIM rOcynapcTBa HepoHoBckoro Ilerep6ypra.

oI

Kax e ¢ 9TiMm cBs3aHa uctopus Ilasna? Ona siBnsercs Benyiueit B I akre.
(13 10 xaptuH 6 oTHOCATCS K Hei.) OHa ¥ IOATOTaBIMBAET BBEIEHUE HEPO-
HOBCKO# MCTOPHMM BO 2-W CLIeHe: TPHALATHABYXJETHUH mucatens IlaBen
Jlyxus B Prme 1919 r. uuTaeT rocTsm 3aKIIOUUTEIHLHLIE CIIOBA CBOEH IBECH
06 umneparope Hepone. Dtumu e cnosamu B [II akTe 3aKOHYMTCS M UCTO-
pus Hepona. Ho ona Bce >xe He ToxnmecTBeHHa meece Ilasma. Hauunas c
TEeTbei KapTHHBI ClIEHB! UCTOpUM HepoHa uepenyIoTCst CO CLieHaMM M3 HCTO-
pum Ilasna. Mcropus IlaBia cHayana cCOCpeROTOUEHA Ha HECKOJbLKUX IHSX B
Pume. OHa uper oT xpusuca OTHOIIEHUIH Mexny IlaBIOM M ero >xeHoM
Mapu K NoMXOory roCTUHHMIIL, MHMMO DEBOJIIOLIMOHHOMY nocTynky Ilasia
I, 10), uyTo Ha caMOM HE€Ie MrpacT JMIIb Ha PYKy 1IafKe PUMCKHMX BOPOB. B
TIPOTHBOITOJIOXKHOCTh BTOMY CLIEHBI Y3 XXU3HKU HepoHa cienyioT oT meTcTBa
K €ro yCHIHOBIEHMIO MMneparopoM KiiaBiueM M Npu3aHMIO 32 HUM OTLIOB-
CKOro Haclenus, 4yTo noby>xnaer TpuHazuaruietHero HepoHa my6nuuHo
MpOBO3IJIACHUTh CBOM Muean 6maroperemsHoro npasurens (I, 9). Henras ue
3aMETHTb, XOTA OBl M BCKOJIb3b, KY3MHUHCKUI UHTEPEC K IICMXOJIOMMHU CIOXKe-
Ta. Ero ncuxonorusauuei ucropun Hepona pykosonut Bonpoc: Kak Bos-
HUKaeT M pa3BUBaETCs JIMYHOCTh THpaHa? MTak, I1CEBIOPEBOIIOLIMOHHEINA
noctynok IlaBia moyyyaeT MpOHMYECKOE COOTBETCTBME B HEPOHOBCKOMA
IETCKOM mexnapauuy pechopMsl rpaBieHuns. B obeux nMMHUAX neiicTBUA cTa-
BUTCS ONMH M TOT K€ BOITPOC, Ha KOTOPBIH 00a repos elle He 3HAIT OTBETA:
Urto ectb HacTostuiee? ([TaBem: "DTo u ecth HacTosuee?", 572). LleHTpasbHbIHA
MOTHB B 06€UX JMHHUSIX IEACTBUS COCTABIAIOT MOMCKY JMIOOBU U POIIb, KOTO-
pyo mnpu »ToM mrpaioot 6emHocTh UM GorarcrBo. HepoH pacrer mpu cBoeii
TeTke B 6emHOCTH. OH XxoTen Obl GBITH TIOGMMBIM MM IO MEHbIIEH Mepe
MOJyuuTh BceoOllee BHUMaHue, 6ynb TO B Ka4eCTBE apTMCTa MIJIM TUpaHa.
ITocpemcTBeHHbI mucatens IlaBenr BHIpOC B IpUEMHOM ceMbe. Ero mats
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yMmepna; ero 6orarThlii oTel, KOTOPOro OH HMKOI'A HE BMIEJ, BhITLIAUMBAI
€My 320YHO JMIUBb MPOXKUTOYHBIA MUHHMYM. ITocie cmeptu otua Ilasen
BHE3aNHO pasborarel, CyMell [IOMOYb BBIATH M3 HY>XKIbI 60rOTBOPHUMOI MM
Mapwu, npuHagiexxaBlieid K BBICIIMM KpyraM oOixecTBa, ¥ HOOMTHCSA TEM
CaMBbIM, KaK €My Kasayoch, ee nio6BU. JocturHyTeiii IlaBnoM BHEITHUMM
yCIieX, KOTODHIA, OMHAKO, HE IPMHEC €My HY CYACThs, HU JIIOGBH, CTABUT I1ON
BOIIPOC M JeTcKue MeuTsl HepoHa o TOM, Kak GbITh JTIOGUMBIM.

HepoH mio6uT HeoOBIKHOBEHHOE, HalpuMmep, noxapsl. Ilasen HapeeTcs,
YTO B I10>Kape, B IJIAMs KOTOPOro OH OpocaeT BCe CBOM XEHbI'M, OH OYKC-
TUTCS - CTaHET HOBBIM, CBOOOIHBIM YEJIOBEKOM. B TO >ke BpeMs OH IpOIIoBe-
IYET C KPBIIIM ropsieil rocTUHUILILI cBoe "OnaroBectue” (585) sxamHoit mo
3peymin toxnre. Ho ®T0 eif Tak ke Mano maer, Kak ciyraM obemanus 6iaro-
mesiHuiA ManeHbKoro HepoHa, KOTOpBIM B CBOIO OUepens KpUuuT "6iarosec-
Tre!" (584). Urak, uTo Takoe HacTosiImee?

Benymeit Bo II akte sBnsercs ucropus Hepona. (13 10 xapruH 6 oTHO-
csaTcs K Heir.) KopoTkue CLeHbI [M0Ka3bBaloT OTPHIBKM M3 LIAPCTBOBaHUSA
Hepona B Pume, HaumHas ¢ ero ne6iota B KayecTBE MHUMO T'€HHAIBHOTO
MeBLIA ¥ aKTepa OO BHYTPEHHET 0 €ro pacnana U pasBaia uMnepun. Mzo6pa-
xaetcs 310 y Ky3aMuHa 6oibLueit 4acTsI0 ¢ TOUKH 3PEHUs] PUMCKOI'O Hapona,
TO ecTh C upoHUel. K 3TOMy NMpUCOECUUHAIOTCA elIe YIOMSHYTHIE paHee Ha-
MEKH Ha aKTYalbHYIO COBETCKYIO NEHCTBUTENBHOCThL. B oTimuue ot TOro0
ucropus IlaBna Bo3Bpamaercs Ha 7 JieT Hasad U HaeT npensicropyio Ilasna 1
Mapu B Caparose 1912 r. Onocts IlaBia He TONBKO COIIOCTaBJEHA C
1oHocThI0 HepoHa Bo BHewHMX cramusx: 6€HOCTDb, [TONPACTaHHE B IIPHEM-
HOIf CeMbe, BHE3anHoe G0raTcTBO B Pe3yNbTaTe OTLOBCKOIO HACIEICTBA;
HEYPSAIUIIB], B KOTOPLIX JXXMBET B3POCILIA, ABagnaTunsaTuiaeTHuil [lasen, na-
10T IIpUMeYaTelNbHbIE Napaieny K napcrsosanuio Hepona: ITasen Huvero ne
nenaer. OH NMUIIET, KAK OH onpaBabIBaeTcs nepex Mapu. Ho ero uckyccrso
TaK >X€ BSJIO ¥ COMHHMTENBHO, KaK ¥ HEPOHOBO. OH KIET, HEU3BETCHO YEro,
HO SAKOOBI HE CMEPTH OTIIa MM XXeHUTHOI Ha 6oraToit Mapyu Kak BEIXOIA U3
6ensl. ToyHo Tak xe ¥ HepoH npemaercs npa3gHOCTH, CTRHOBSICh HU UEJO-
BEKOM, HM MMITEPATOpPOM, Kak ero yrnpekaet [Tonmnes (590).

6-as cueHa - moxap B Pume; Tekcta oHa He uMmeeT. OHa - CLIeHUUecKas Le-
3ypa. Ilocne Hee o6e JIMHUM IEMCTBUSA HE TOJNBKO OTPAKAIOT APYr Ipyra B
NJIaHe MOTHBOB, HO 10 BpEMEHaM M MEPEXORAT ApPYyr B Apyra. Tak, Hampu-
Mmep, cioBa Mapuy, ob6pameHnsle k IlaBny: "®@y, kakoit BeI MOKpBI" (595),
BO3BpaIaoTcs ciosamu HepoHa, o6paieHHbIe K €ro MaTepy B KOLUMapax
(598). Haxomsce y cBoux mypaeit Paona u Axrten, Hepon pasameiuiser o
KPYUIEHWH CBOEH >XU3HMU M IMPU DTOM IOAXBATHIBAET LIEHTPAJbHBIA IS
Mapu moTuB "GnaromapHocTH':
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S mymaio o TOM, IIOYEMY TaK TsKella 6IarogapHOCTE U MIOYEMY
IS TOro, ¥To6bl OOJNArOETENLCTBOBATh YENOBEUECTBO, HYXKHO
HMKOMY B OTJIEJbHOCTH He nenath nobpa! (598).

3T0 3ab6y>KIEHUE, PyKa 06 PYKYy C KOTODHIM MIET 06eCLieHUBaHUE JIUY-
HOCTM BHE KOJUIEKTHBA, HE PACCEMBAETCS M IOJ BO3PAXKEHMUSIMU XPUCTHAHKHU
Axren. Tornma ta HassiBaeT ero "AntuxpuctoM" (599). Mapu, HaoGoporT,
Bo3BbILIaeT IlaBira, KOTOPBIH [TOMOT" €if BBIATH U3 YHUSUTEILHOM CHUTyaIUH,
oo "6naropogHoro”, "yucroro"”, "HauBHOro" cBepxuenoseka (599), mo xpu-
crormopo6xoro "renus” (600). Ho uwro e Takoe HacTosiee?

IIT akr cocTaBasioT 4 cueHs! U3 ucropuM Ilasna u 4 u3 ucropun Hepona.
Victopus IlaBna CHOBa IPOTEKAET B PUMe Mocie MOAXOora roCTHHHUILL Mapn
oTmnpasJisieT IlaBna B cymMacimenunii oM, OTKyZIa 3aTeM IIOMOraeT eMy Ge-
>XaTh BIIOGIEHHAs B HETO NEBYIIKA - MTANTbIHKAa Mapuanna. B cymaciieninem
IoMe ogHa 6e3yMHasl IeByIIKa ys3HaeT B IlaBie BosspaTuBluerocs HepoHa
(I, 3). Tupan Hepox nonyuaer 3mech, B CymMacuieIeM JOME, MECCHAHCKUE
yepTsI (605-606), B To BpeMs Kak B npenmecTByomux cueHax (II, 10) pumc-
KWl Hapon cyuraer ero AHtuxpuctoM. Bo BpeMms ero GercrBa u3 Puma
Hepony - Tak e, kak ¥ 6eryinei ot IlaBna Mapu - kaxercs, 6yITO OH HaUU-
HAeT >KHUTh BIEPBLIE, XOTS OH - KaKk ¥ Mapu - uner HaBcTpeuy cMepTy; oba
OHM KOHYAIOT >KM3Hb caMoy6uiicTBOM. Hacrosiiee MOCTENeHHO MPOpLIBAET-
cs. Hepou-6ermneu BnepBble HAUMHAET MOHMMATh, YTO TAKOE UYEIOBEUECKUE
ueHHocTH (607). Ins [Tapna uror nmogsomut Mapu:

JlonHyia 4yIOBHIIHAS YBEPEHHOCTh IlaBia, yTO MEHBMAMU MOX-
HO BCEro HOCTUTHYTh. - Henb3s 06maromerensCcTBOBATh YeNOBe-
YecTBO, HEe BUIs moxei (...). ITaBen - ve Gor. (607)

IToutn mo camoro koHua guktatop HepoH nep>xurcs 3a BHeIIHeEe,
TearpaybHOe. JIMIIL YMHUpasi, OH OTKa3bIBAETCs OT CBOEro 6e3yMus M OTKPbI-
BaeT, KTo oH Takoi: "["opmurscst HeueM, Hepon Taxoii xe, kak u Bce" (609).
Haaspauwue rmeechl "Cmeprs HepoHa" Tak ke, KaK ¥ IPOTMBOMONOXHBIA KOHEL
ucropuu ITaBna, MOXYEPKUBAIOT: TUPAH YMMPAET; UEJIOBEK XKMBET Y MTO3HAET
camoro ce6s, He NpeTeHnys Ha o6JaronerejlbCTBOBaHUE YyenosBeyecTna. 1o
0CBOOOXIEHME M3 cymacluenuiero moMa Mapuanna nmposomuT IlaBima Ha
Iady INBEHALIAPCKOTO Bpaya, IO OH HAUHET >XM3Hb 3aHOBO:

Ha npyrux navanax. IlpemcraBbTe uenoBeuecTBy 3ab6OTHUTHCA O
YEJIOBEYECTBE, BhI YEIOBEK - U CMOTPHUTE Ha uenoBeka. Y He cun-
Tawre cebs GnarogereneM. (610)

B TaxoM >xe BospacTe, B KakoM ymep Hepow, ITaBen BCTpeTHTCS CO CBOMM
6paroM, KOoTOpLIi Ha 10 JIeT MOJIOXKE €ro, MOMUPUTCS C HUM M BMECTE C HUM
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HAYHET >XMTh 3aHOBO. Ky3MuH 31ech CBOe06pasHO CBA3BIBaeT MOTUB Bpu-
TaHHMKA U3 HEPOHOBCKOI'O CIOXKETA C TeMOH IBOMHMKA. IIoOroTOBMII OH ero
TIIATEILHO B MPEABIYIMX aKTax. B Hauane I akra Mapu cripammvsaer IlaBna k
€ro yIMBIEHHMIO, XOTS OH CaM pacckasai et o6 stom: "Kaxercs, TBOit Mnan-
M 6par - Kakoil-To HeoObIKHOBEHHbIH Kpacasen?" (577). Bo II akre mul
y3HaeM, uTo oTerr obecrieuns 6paTa "oueHs NMpPUNUMYHO", Torpa xak Ilasmy
JocTanach JibBMHas mous Hacnenctsa (597). Teneps IlaBen Gourcs BCTpeuu ¢
6paToM. Korma oH BUIUT €ro, HaNpaBIIAIOLIErocs K HEMY (HO BCe ellie HaXxo-
OALIErocs 3a CUCHOM, "peansHass" BCTpeYa, CIMSHUE C JABOMHMKOM 3MECh
HMMEHHO HeE coBepInaeTcs), ITaBen mopa>kaercst He TOJBLKO ero KpacoToit: "AH-
ren uaeT. (...) MHe KaxxeTrcs, oH moxoX Ha Meus" (611). Tema nBoiiHuka
MPOSIBIIAETCS 3IECh B TPAKTOBKE, OOPAIEHHOMH IT0 OTHOLIEHHIO K €€ poMa-
HTUYECKOM Tpamuuum: IlaBen mpuMHpAETCA C TBOAHUYECTBOM, OH TIPUHU-
MaeT CBOIO IIPEXXIE HE OCO3HAHHYIO HBOWCTBEHHYIO NPUPOLY. DTO MOIIIO
651 6BITH HAaCTOSIIIEE.

W Bce xe narupecatumectmieTHui Kysmun Hu "npeamuct”, Hu "sHTY-
suact” (cnoBa Mapw o IlaBye, 578). 3a uctopueit Hepona cienyet snuior o6
O>KMJIaHUU BO3BpAIIEHUs TUpaHa. ¥ Moruisl HepoHa mosBusieTcs neBylKa,
KOTODOIf He BEPUTCs, UTO 0603KECTBIAEMBIH €10 umneparop MepTB: "Kak mor
ymepets HepoH, OIHO MM KOTOPOr'O 3BYUMT IJIs MEHs Kak Oiarosectue?”
(613). DTy neBy1Ky 30ByT TI0X3, TO €CTb "CIYyYaWHOCTL", KAK NMEPEBONUT I10-
ypraemsnit Kyamunsmm I'ete B ctuxorBopenuu "Urworte. Orphisch”. Trox»
TIPMBETCTBYETCA CKOPO SAIIIMMH Y MOTHMIIBI KaK "BecTHUIA XXU3HHU" (613). Ky3-
MMH 31eChb TAeT B HECKOJBKMX IITPUXaX BO3HHMKHOBEHHME JIErEHIBL €IBa
TUpPaH YMHPaET, KaK BO3HUKAET JiereHxa o cBsAToM. (Bo BpeMeHa cTamMHCKOM
THPaHMM TaK BO3HHMKJIA JereHna o Jlenune.) M 3To npouciiecTsue Ha MOruie
HepoHa nmonyyaer nepcrneKTHBY B MPENUIECTBYIOLIEH MapalielbHOM ClieHe:
TO, YTO IO DTOr0 NPOMCXOJUIIO B CYMACIIEAIIEM IOME - BOCKPECEHUE THUpaA-
Ha KaK MECCHUHM - CBEPILIAETCS TENEPh B NEHCTBUTENLHOCTH, XOTS M OMMPOKUHY-
TOM B PUMCKYIO UCTOPHIO.

v

TIveca Kyamuna He 6bl1a HM HamnevaraHa, HM riocrasieda. Ho oHa uuranace
3HaKoMbM nTooTa B JleHunrpane 1 B Mockse B 1929 r. OHa 6b11a M3BecTHa B
TeaTpaJbHbIX KpPyrax, K KOTOpPbIM MpHUHaIIexxan ¥ Muxaun bynrakos. B 1928
r. OH Hauan poMaH "Mactep 1 Maprapura”. B HeMm, npoTekas B IByX BpEMEH-
HBIX IUJIaHAX, MEPEIIETAIOTCS MEXIY CO60M 10 MEHbIEH MEpe TPU JIMHUM
neitcTBUA: B MOCKBe CTAIMHCKOT0 BpeMeHr Mactep nuiuer pomad o IToHTun
IMunare, KOTOPBIM IIPUHOCHUT €My BCE GOJNBIIME XMIHEHHBIE OCJIOXHEHHS.
BruiereHHsIM B pacckas 06 3THX COOBITHSX [MOSABNSETCS hparMeHT poMaHa o
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ITouTuu Iunare u Memya. Kpome Toro, Tyt ects eme ¢urypa GeagapHoro
niosra MiBaHa Be3soMHOro, KOTOpEIiA MONagaeT B CyMacIIEqIIMA IOM U TaM
CBOIMT 3HAaKOMCTBO ¢ MacrtepoM. MHe kaxercs, uTo mbeca Kyamuua
"Cmeprs HepoHa" He TOJNILKO MO CBOEMY TIOCTPOEHMIO IBOMHOrO MENCTBUS B
IBYX BPEMEHHBIX IUIAHAX, HO M B HEKOTOPBIX COINEP3KATEeNLHBIX NETaNsIX OKa-
3aJa BIMsHME Ha pomaH Bynraxosa. B 8-it cuene II akra, korna Hepoun pas-
MBIIIISAET HAaJ CBOEH COKPYIUEHHOM >XM3HBIO ¥ OTPHLIAET 3HaYeHHe XpucTa,
AKTes ero cripamiuBaer, MOr OBl OH MOKNOHSATHLCS TOMY, KTO BOCKPEIIAET
mepTBhix. HepoH, kotoporo u 6e3 TOro y>ke NnpecienyoT B KoloMapax
yMepIlBJIeHHbIe UM, oTBeuaeT: "5 pacniHy ero! Uto6 He 6bu10 cob6ma3Ha'
(599). 9Tum Ky3amuH akTyanu3yeT MOTUB AHTUXPHCTA HEPOHOBCKOTO CIO-
>xeta. Ho Takum 06pa3oM OH U yCTaHABIMBAET Napaiieds Mexxny HepoHoMm u
PMMCKMM NpoKypaTopom IIunatom.

B cuene cymacie muero goma 13 II akra nosinsietcss 6e3yMHBIA IUCATED,
KOTOpBIH npernBocxuinaer obpas u curyamuio Misana BesgomHoro, kak u
Macrepa:

Iocrionma, B 3TOM JMCTKE 6yMaru - 3KCTPaKT NOJCMX JET, Lo
JKU3HH, psin noxoneHuit. Cekper GeccMepThs U cuacThs. Y HaswI-
BaeTcsa 310 "6iarosectueM”. I[Ipock6a He MyTaTh C €BaHIEIIVEM,
KOTOpOE B NEPEBOJIE TOXE 3HAUMT Gnarosectue. S peiumn oba-
rolIETEIECTBOBATh YEIOBEYECTBO M Pasfald BCEM JapOM BTO CO-
kposume. ["ocrioza, craHoBUTECH B ouepenb 3a GiaroBecTueM
(605).

ITocpencrsoM napasie K peyam I1aBna 1 Hepona 06 ux "Gnarosectusix”,
KOTOPBIMHM OHM XOTSAT OCYACTIMBMThH BSJIOE, HE3HAKOMOE MM YeJIOBEUYECTBO,
KysMmun, ogHako, MDOHM3UPYET Hall HAIMEHHOCTBHIO BCSKOI'O TAKOI'O Yelo-
Beuyeckoro "6maroBectus’”. MHTEPECHO OTMETUTh U TO, UTO Bynrakop He
TOJIBKO MOJXBATHIBAET MOTHBBI M3 1bechl Ky3MuHa, HO Tak>Xe HelocpencT-
BEHHO M3 To# ke "Erumerckoil Mapku" ManzensmTaMa, KOTOpasi Dajna UM-
nyssc ¥ KysMuHy. YBHIEB CTpPAIlHOE 1IECTBUE Ha ynure, IJapHok kunaercs
K TesiecboHy "MpenynpenuTh MIMLMIo! ", HO CBA3M He noxnydaet. MBan Bes-
IOOMHBIH, BCTPETUBIWIMCHL ¢ Bomannom Ha Ilarpnapmux Ilpynmax u cTaB CBH-
IereneM cMepTy bepmmosa, Tak>Ke MLITaeTCs "3BOHUTH B MUIIMIIMIO" M TaKUM
06pa3oM nonagaer B CyMacilemumi qom4,

Hrak, Ky3aMHUHCKas TeMa KaK JpaMaTHyeckasi BapHanys HaXOOUTCA MEXITY
npozoit MaHpensmiTaMa ¥ poMaHoMm BynrakoBa, ¥ OHa, IO BCEil BEpOST-
HOCTH, €IlIE HE MCUEePIIaHa.

Maiz 1986 rona.
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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 Balaganc¢ik, which produced a proper "bedlaméik” at its premiere on 30
December 1906, with costumes and sets by Sapunov. The collaboration with
Komissarzevskaja'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 ckporo, 9to My3wika [k Bawaramgmky] 6sua 6bl ropaspmo
yhauHee, ropa3so OKphUIEHHee, eciu ObI s copaboran ¢ Cepreem
IOpveBuuem [CymelKkMHBIM], 1 MHE KaXeTCs, YTO BTO Oblna He
HEBO3MOKHO, ¥, MOXET GBITh, I HECKOJNBKO OrOpYeH Ha cyanby 3a
HE CTOJIb YHABIIYIOCS MY3bIKY - BOT, MOXeT OBITh, TaifHasl MpUYMHA
MOET0 HECKOJIBKO MEYaNbHOro JMua. <...> MHE OueHb Xalb, 94TO MHE
IMIPUXOTUTCA CHACPXKHUBATH IIPOABJICHHE CBOECIO PacCrioIoXXeHusa K
Bamemy Tearpy MMEHHO U3 60SA3HM ITOKa3aThCA AENAIOLIMM UHTPUTY
(B.9. Meitepxonbn, Ilepermcka 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 sceur 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 6b1n0 651 pekpacHo, ecinu 6vl basaraHguk cTaBul
CyneitkuH, Kax 51 Obl mucan My3sIky!".)

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 KomissarZzevskaja'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
"DramatiCeskij teatr V.F.KomissarZevskoj. 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 "Vozvra§€enie
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, xudozZnikov, pisatelej 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 sodinenij, VII, p. 150). Although Sapunov had been warned 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.Kary3eva, 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" ("XudozZnik utonuvsij | Topocet
kablu¢kom", Vtoroe vstuplenie), one of the very few direct allusions to persons
from Kuzmin's biography in the highly personal work, well shows the impact 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.

3apascrByiiTe, DOporoi Mo, Muxann AnexkceeBuu!

Ka6rr Brr 3nany, kak xouercst BUAeTh Bac u rosoputs ¢ Bamu - Bens Brr
3HaeTe, KaK s JMoOII0 M LEeHI0 Bac 1 MHE HOpOrM HalllM IPY>KECKUE OTHO-
meHMs. MBI He BUIEINCE, KaXKETCS, YKE OKOJIO MO0,

Mue kaxercs, 4To Bbl cepauTech Ha MeHs, HO s HE 3HAIO, 3a YTO
coOCTBEHHO; BECHOM A mocnan BaM mBa mucbMa, HO HE IMOJYYMI Ha HUX
otBera. MeHst 9TO OYeHb IeYasuT, IPaBo, HE 3HAI, YeM 51 Mor Bac oropuuts.
A Tak uwacto BcriomuHaw o Bac. Kak Br nmodxusaeTe, moporoi mMoit opyr,
yeM BbI 3aHsATHI, Kak npoBoauTte Bpems Ha gave?! Hanwminwure, rme Bo
HaMepeHsI ITPOBECTH 3UMHMIT ce30H, B IleTepOypre, mim B Mockse. MHue 310
XOUETCs 3HATh, - Y MEHS €CTh KOe-KaKue IUIaHbl Ha 3MMY, O HUX MBI ITOro-
BODHM ITpY BCTpPeUe; MHE Ka>XXeTCs, YTO MBI MOT'TIM GBI BMECTE KOE-UTO IpEl-
FIPUHSATE.

Bynyun B MockBe, s 1MO3HaKOMMICA C OXHMM KpacMBbM IoHOWeM... OH,
ME3XIy nmpouuM, nuurer B "Becax” o 6anere. Jleno B TOM, YTO OH BEJIMKOJIE-
HBIf TaHIIOP ¥ O6JIaflaeT OMBHOM (pUrypoit M K TOMY >Xe "rpaMOTHBIA". DTO
npexpacHeiit AMyp nns Bawmux "Kypantos mwo6su".2 Y, Boo6uie, ero
MO>XHO DKCILIyaTHMPOBaTh Ui MHOroro. HemaBHO oH mpues>kan KO MHE B
CyxyM, ¥ MBI MHOT'0 rosopunu o Bac... Boo61e, MHe Ka>keTcs, 3UMOii MBI
mornu 6vI BMECTE YCTPOUTH HEUTO yauBuTemsHOE. HecMoTps Ha TO, 4TO Ipo-
LIUIYIO 3UMY 51 TIEPEXKUIT CTOJILKO HEMPHUATHOCTEH, MHE BCE-TAKM XOTEJIOCh 6bI
onsaTh noexats B Iletep6ypr, paboTaTh Ha CLEHE Hal KaKMMH-HUOY Ib HOBBI-
MM nocraHoBkamu. He cibxanmu nu Ber yTro-HHOY OB O TeaTpe, rae Meiiep-
XOJbJ, "MaJleHbKUE aKTPHUCHI" M BCS 3aKyNMCHas koMmnaHus - Cepexa, Biok,
Foponenxuit.3 Cme onu? S wacTo ¥x Beex BeromuHaw. Ecnu 6ynere mucats,
- mepenaiite BceM Mo# cepaeuHsit npuset. Ecu yBunure Meitepxomaa, To,
6ynnTe mOOPBI, CKaXkUTe MY, YTO 51 XOTell Gbl MobeceqoBaTh C HUM M YTO 5
He oTKa3ancs 6b1 paboTaTh BMECTE C HUM B TEaTpe.

B Mockse MHe nepenasan Banepuit SxosneBuy, yro Bama nweca Syner
IOCTaBNeHa Ha cueHe KOMMCCap>KeBCKOiA, 3TO MeHs KpaiiHe uHTepecyeT.4
CoobrTe, modxanyitcra, Kto 6ynet ee ctaButh. He 3Haere nu, korma 6yner
OTKpbITHE ce30Ha y KOMHUCCapXKeBCKOH, s 3TeCh CHMXKY 6oJiee IBYX MECSLIEB U
HE 3HAI0, YTO TBOPHUTCA Ha 6eloM CBeTe.

155



Ckyxa cTpaliHasi, UeJbIe OHM JIEXY ITOA HEPEeBOM M MEUTalo, Kak Ol

yZpaTh OTCIOHA.

1

ITpowmaiite. lenyio Bac u >xenaio Bam Toro e, uero u cebe >enamo.

Bain nckpenne - H. CammyHoB
1907 30 urons

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 Balaganéik (Pis’ma k rodnym, 1, 1927, p. 161). Kuzmin wrote one
of his finest early short stories, "Ku3etka teti Soni", while at Okulovka. In the
Pervaja kniga rasskazov (1910) it bears the dedication: "Moe#t cectpe
B.A. Momkosoit" [Moskov was the name of her second husband]. At its
first publication in Vesy, No. 10, 1907, Kuzmin wrote: "sTy npaBIuBYyIO
JICTOPHIO MTOCBSAILAI0 MOEH 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 ve npuenere? Ecym Her,
MOXeT GbITh, HallleTe BO3MO>KHBIM IIpUciaTh MHe 'KypaHThI mo6BH' -
TeKCT M HOThl. Xopowo 6bl 371eck [Kyokanma] cmenaTh psiX OINLITOB"
(Meitepxonsn, Ilepenucka, c. 99). He may have had them in mind for a
"Vecer 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 "poe¢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.

3 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), Serge;j
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 povest’”, in
the Petersburg miscellany (al’manax) Belye noci, edited by Culkov and
dominated by just those writers who had played such a leading role in that first
season: "OTkyna ThI? - CIIPOCHMII pPaBHOAYINHO JIeMBSHOB - OT HMX? OT
maneHskux akrpuc?” (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 'EBmokuu’ 6yny XJIOMOTaTs ropsyo: oT-
IeNbHbIE CLEHBI ITIEPEUMTHIBAIO IO HECKOJIbKY Pa3 M BOCXMILEH Bamei
nsecoit ouens" (Ilepenrcka, c. 99), and on 17 July he wrote to F.F. Komis-
sarzevskij, brother of the actress and her close collaborator: "1) O6pamaro
Bamre Buumanwue - Beprt ©enopossst ¥ Bame - Ha nbecy Kyamuna 'Cesras
EBnokusa'. UynecHas Bems. Kak npenectHO 6ymer 3By4aTe CO CLEHBI
anaxpoHusM: koctiomsl XVIII Beka ¥ MOTMBBI Haualla XpUCTHAHCTBA B
Tekcre nosTa. IIseca nmomemena B Tsernuxe Op’' (Ilepenrcka, c. 103). In
her answer (July 1907) KomissarZevskaja categorically rejected the play for
her theater: "3. Ilrecy KysMuHa rpouna, ¥ BOT MOE BIIEYATICHHUE: B
U3SLIHOM paMe GeccomepoxaTenbHas, HU 3aUeM HE HY>KHas KapTHHA.
3amo6oBaBImIKUCs pamoii, Bamra BieuaTiUTeI-HOCTE 6€CCO3HATENEHO M
Bac ckazana Bam: 'A xapTuHy s caM HarMiy', HO BEIb Ha BTO HE CTOMT, Ja
¥ omnacHo ce6s pacxomoBats" (B.®. Komuccapxxesckas, ITHcbMa aKTpHCHI,
BOCIIOMHHAHHA O Hed, mMarepuaisl, J1.-M., 1964, c. 165).

When "Komedija o Evdokii iz Geliopolja, ili Obra¢ennaja kurtizanka" first
appeared in Cvetnik Or. Ko3nica 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 BoZz’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.

Ouens cockyuuncs o Bac, noporo# Mot Muxaun Anekceesru. Ceronss s
Buzen Bac Bo che.
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S Bac uvacto BcnnomuHalo. ITonmyuunu mm Brr Moe mucbmo, koropoe s
nocnan Ha TaBpuueckyio 25, k. 3, Bam.! Hanmuure, s 6yny HeoObIKHO-
BEHHO paj IOJYyYWUTh Kakoe-HuOynb M3BecTHe OoT Bac; Hammimure, uto Bhr
IeJlaeTe, Kak ycTpauBaloTCs Heia Bauy, Gsmaere s B Tearpe. He 3a6rmaiite
MeHs, pab6a rpemuoro. Korma npemmonaraercs MOCTaHOBKa Baeit
muctepym? MeHs 3T0 oueHb MHTepecyeT. Heysxenn B caMOM #ele NMPUrIacAT
Benya.2DTo HEBOIMOXCHO!

Ouens xouy npuexath B IleTepOypr, HO He 3HA10, KAK 3TO YCTPOMTCS.
3mech y>xe Hamoeno. Y cTal.

Otyero MoyuTe, 6BITh MOXET, yeXa Kya-HUOy ib.

Ienyso. Bam uckpenne

H. Canynos
21 cenrs6ps 1907

Notes

1 Upon his return to Petersburg, Kuzmin took a small apartment in the same
building, TavriCeskaja 25, where Vjaceslav 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 3xaere mm
anpeca An. Benya?" (Ilepenimcka, 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 Rec’, one of the sharpest critics of Mejerxol’d's productions at the
Imperial theaters in Petersburg.

III.

1 aBrycra <1911>
Hdoporo# MuiieHbka,
s1 y>e€ HAauMHal0 BOJIHOBATbCs OTHOCUTENbHO "IleHenmomsl”, - Buepa B
Mockse 6b1n IIOTEMKHMH U MOBOPMIL, YTO CE30H Yy I'maronnHa OoTKpeIBacTCs B
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asrycre.! IToka s He uMeio OT ['narommMHa HUKAKUX U3BeCTHit. S mpocui ero
MPUrOTOBUTH MHE XOJICThI M BbICJIATh aBAHC, HO OH IO CUX ITOp MOMYHT. Byns
nobe3eH, 00 BICHH, UTO BCe 9TO 3HAUMT. Berme Moxer, Cyneikun kakyio-
subyne uaTpury nommyckaer??2 He 3a6yns, uTo A COMNACUIICS [THCATh OEKO-
palUM MCKIIOUUTEILHO IS TeGs, a MOTOMY Mpoumy Te6s BBISCHUTh BTOT
BOIIPOC.

1

Henywo te6a. H.Camynosn

Notes

Although Alpatov and Gunst (see introduction) write that Sapunov designed
the productions for works they call "Penelopa” and "Vozvra$¢enie Odisseja”
(p. 37), I suspect, given the titles, that these are one and the same operetta, a
critical failure when performed at Petersburg's Malyj Theater in the 1911-1912
season as "Zenskaja vernost’, ili vozvra$€enie Odisseja". Changes of working
titles ("Penelopa") commonly occur in the theater, after all. Kuzmin himself
mentions only "Vozvra§¢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 tvorestve 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 ob3¢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.Gib$man, 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 Celoveke 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 MINIATIUR":
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. Timen¢ik, "Programmy 'Brodja&ej
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 "Letu¢aja my$’", 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’ myS3ej", 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 "Letucaja

161



"

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 maginist" (the typescript bears the
seal "K npencrasinenuio mossoiyeHo. IleTporpanm. 12 cenrsabps 1915 r.
Iencop npamaruueckuit. <IToxrmuce>"). 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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AJIACA, KOTOPASA BOSJIACH MBIIIEN
B onxom peitctBum M. KysmuHa.

JENCTBYIOIIME JIMIIA

AJINCA
EE OIIEKYHIIIA (TETYIIIKA)
MOJIOZION UEJIOBEK

CnanbHst AJMCHL
SIBneHue mnepmoe

Momnomoi#t gwenoBex (Bxomur). HakoHell-To s y3Hai, rae oHa >KuUBeT. A
HECKOJILKO pa3 BUJEJN €€ U3 OKHA, BCTPEYaJl Ha yJule ¥ cooOpasui, 4To U
KBapTHpa HaXOMWTCS MMEHHO 31eck. Ho M Teneps s He COBCEM yBEpeEH, Tyna
U s nonai. Cynst o KpoBaTH, 5, KaXETCs, HaX0XYCh B cnansHe. He mocraer
TOJIbKO, WTOOBI CITaNbHS 0Ka3anachk HE TOM MMIION NEBYIIKM, a IIPOTUBHOM
CTapyxu, 4TO 3a Helf Bcerna cienut. Hert, He MO>KET GbITh... DTU MOMYILEUYKH,
NPOCTBIHKA, CTEraHoe oxesino... HaBepHoe, 31eCh MOKOUTCS T4, KOTOpasi MHE
oopo>xe >XU3HM. OJHAKO s CHBIIY IIYM... M CKPLIBalOCh. JlO0 CBMIAHbBsI.
(ITpsiveTcs rMom KpoBaTh.)

Asnenue BTOpPOE

Amuca (BxoouT B uenyuke 1 co cBeukoit.) Kak TemHo u crpamHo. Terymka
Taxk NOJI0 He Bo3Bpalaercs... S cnelmana Tyt kakoit-to mopox. He mait Bor,
ecm 910 MBI, 5 Ux mo cMepru 6otocsk. Otyero aTo? (IToet No. 1.)

51 ipu HapoJie He TpycuXa,

Iloro, TaHIyIO OUEHb JIHXO,

Ho Tomsko B crlaimsHe 0CTach
Bcero 601och, Bcero 6010Ch.

AX, OTUEr0 MHE TaK B3rPYCTHYJIOCH?
W oTuero Tak CTpaIiHo XK naTh?
Ckopei1 6b1 TETYIIKA BEPHYIIACH,
Boroce onHa TOXXUTECS CrIaTh.

A yro crpscercs,

Korpa nmpunercs

BarisHyTh CryyaitHO TOX KpoBaTh?
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51 mpu Hapoze He TPyCcHXa,
Iloro, TaHIIYI0 OUEHb JIUXO,
Ho Tomxo B crlanbHE 0CTaioCh
Bcero 6orocs, Bcero 6010Ch.
Bourcs TeTyika no>xapos,
Kax 6yxro areHT CTpaxoBOiA.
Bositcsa neBymiku rycapos,
BosiTcst A3BBI MOPOBO.

A MHe eit-eit

Bcero crpaneit

JIOXXUTLCS CIIATh COBCEM OJIHOM.
4 nipu Hapoze HE TPYCHXa,
Iloro, TAHIIYIO OYEHk JIMXO,
Ho TombKko B criaibHE OCTAIOCh
Bcero 60roch, BCcero 6010Ch.

Momnonmoit wenoBek (["oBoput m3-mon kpoBaTu.) Ilociyinaiite, CyaphIHs.
Eciu BaM Tak CTpauHo, s MOr'y ITOCUACTE C BaMM...

Amuca (Kpuuur He cBouM roiocom.) Ox, ox! Terymka, Terymka!
SIBnenue TpeThe

Terymka (Bxonur). Amica, TUTS Moe, UTo ¢ To60#?

Anmca. Teryika, Kakoil y>Kac, y MEHS IOl KPOBaThIo...

Terymxka. Uto, My>kuuna?

Anuca. AX HET, MBIIIIb.

Terymka. 4 ee ceifuac BbiroHwo. (CMOTpHT 1oz KpoBaTh.)

Mononoi#t wenosex (u3-noa kpoBaru). Cynapsius, He noryéure. Toiabsko
6e3yMHas JM060BL ITPUBETA MEHS B TAKOE CTPAHHOE MECTO.

Terymxa. Kak, 6esymHas n060Bb K0 MHe? Moria-nu s HagesiTeCA...
YCIIOKOMTECH, S BCe ynaxy. (o6pamasce K Amuce) Y CrIOKOACS, MUIOYKA, 3Ta
MBIIIb U3 OpoIsl 6e3BpenHbx. OHa ceifyac->Ke BLIJIE3ET, CTOMT e 1T0Ka3aTh
Kycouek caxapy. MbIIIKa, MEIIIKA, BEIAIY K HaM.
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Moonoit uenoBeK BEIXOIUT.

Anuca. Kaxk, 3170 Mp1ms?
Terymxa. Hy na, xoneuHo.
Anuca. Ho... (TToeT No. 2).

15 ner xxuBy Ha cBeTe,

Ho He BMaana Takux MbILIEHA.

Y HUX MBIIIMHBIX HET yIIEH,

J0BOJILHO MUIEI MLIIIY BTH. ..

Omna 3arraukanach Clerka,

Omna coBceM Mporoxoganach.

Kak »aJKo, 4To He 10 0narach

OcTaBuTE €1 1 MOJIOUKA.
51 no#iny npuHecy e 4ero-HUby b MOEeCTh, XOpOoIo?
Terymxka. Unu, unu, nurs Moe. ¥ TeGs 30I0TOE CepIlie.

Anuca yxonur.

SIBneHune ueTBEpTOE

Terymxa. Hy, rozopure ckopei, mpusHaBaiitecs... Hey>xenu B Haie Bpems
€CTb JIOIIY, CITIOCOGHBIC Ha MEPOU3M.

Monogmo# uwenmoBek. Eciu Moit Ge3paccymHblil OCTYIIOK BaM YI'OIHO Tak
Ha3bIBaTh...

Terymxka. O, 6e3ycnoBHO, 6e3ycnoBHO. (XOUET 3aKIIOUNUTh B 00 BSTUS.)
Mononoit wenosek. IIpocTure, s HE aHTUKBAp.
Terymka. UTo BbI XOTUTE DTUM CKasaTh?

Monono# uemoBek. S He UMEK HMKAKOTO TPUCTPACTUSA K CTapUHE U
pockoiu. 5 mo6Iio Bally IIeMsIHHULLY.

Terymxka. O!
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SBneHyue nATOE

Axmuca (Bxogur ¢ 6II0IEYKOM M KYCKOM ChIpy.) BoT, MbIKa, si mprHeca
TeOe TOKyIIaTh,

}
Terymxka. Bery, Geru, Amica, oHa ceityac Te6s1 yKyCHT... 5 omubnace... aTa
camasl IpsHHAasA MOpPOJa MBIIIEH.. .

Amuca. Kax >xe BbI MHE TOBOPUIIH. ..

Terymxka. 5 rosopio, uro s ommu6nack... OHa ¥ MEHS caMoe YUYTh-UyTh HE
ucKycana.

Monogmo#t uwenoBek. He BepsTe eii, Anuca. Sl HUKOMY He CIenal 37a, TeM
folee He CIea0 BaM, KOTOPYIO TI06II0 6OJbIe XKUBHU.

Amuca. Bunure, kakas MUIasi MbIIIKA.
Terymxka. la ®T0 Za)ke ¥ HE MbIllIb, & CAMbI1 OGBIKHOBEHHBIN 1IAJIOMNAA.

Amuca. Kak, e mMbiiis? 3HauuT, MHE Bac Heuero U GOSTLCS, y Bac, 3HAUUT,
HET XBOCTA. 3aueM dXe BbI 3a0paich KO MHE MO KpoBaTh?

Monomo#t uwenosexk. 3 mob6su x BaMm, Anuca.

Anuca. Kakoit oH cMmewHoit, Terymka. OcraBumbte ero. OH O6yIer cUAeTh
IO KPOBATHIO M PA3rOHSTh HACTOSIIMX MBIIIEH. A 3HAETE, MHE JIa3Ke AaIKO,
yT1o BbI He MBIk, (IToet No. 3.)

C TAaKOX MMIIEHLEKOIO MLIIIIKOM
51 6 mpeBOCXOIHO 3a>KUINA,

Ho oxa3zancs oH JryHMIIKOI,

U C HMM pacCTaThCs A OOJIOKHA.
YT06 Bac, 0 MbIIIKA, HE OOUIETD,
S nonmobuna Bcex MbIUIEiA,
Teneps MeHs y>X BaM HEe BUIETS,
Kak He BUOATh CBOMX YIIIEA.

Momnonoif genmoBex. 51 He MOr'y IIOBEPHUTD, HEYXXEIH BbI TaK XKeCTOKH. 13-
33 TOrO TOJBKO, UTO sI HE MBILIb, BBl MEHS [IPOrOHSETE.
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Amca. UTo >xe menaTh, 1 ¥ cama IJIaqy, BUIUTE.
O6a runauyT.

Terymxa. 'ope oTHX meTeil MeHsA Tporaer. Y crokoics, Anmuca, MbIIIKa
6yner K HaM MPUXOIUTH, & KOr'Ia OHA COBCEM IIPUPYYMTCH, €€ IOCAMAT B
KJIETOUKY.

Amuca. Hey>xe:m? Bot xopormo-To.

Monopo# uexoBexk (reTymke). Bel yBumuTe, YTOo s Ccymel ObITh
6maromapHbeIM.

Ammca. A Bce-Taky, Kak s 6bna riryna, uro 6osnacs Menueit. (Iloer No. 4.)

Kak riymnsl, npaBo, Bce AEBHULIL,
Bosices Toro, 6osce cero,

Korgna tak npocto y6enurscs,
UToO Cralue HETy HUYEro.
Temneps, exBa 3acibIy HMIOPOX,
He 6yny 6e3 Tonky KpruaTh,

A ¢ crmanxoi panocThIo BO B30pax
K ce6e MbIIIOHKA HEXCHO K 1aTh.
Hukax Henb3st BE€IOb NMOPYUMNTHCS,
I"ne nac mo6GoBb M CYACTbE K AET,
MBIIIIOHOK CKOPO IPUPYYMTCS
W B xneTKy K MHIIOH [TONAazieT.
Kaxk ruymnsi, nnpaBo, Bce IEBHIIbI,
Bosce Toro, 6oscs cero,

Korpa Tak rnpocto y6enyurscs,
YTOo cralie HETY HUYETo.

3anasec
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®ESA, OAI'OT 1 MANNIUMHUCT
Bonesuis ¢ menyeM u tTaHnamu. B ognom meictemnu. 1915 r.

JINLA
®EJ], GaneprHa (roBOpPHT).
HE3ABY KA, 6anepriHa (TaHLY€ET, HE FOBOPHT).
OAI'OTUCT (roBopuT U MOET).
JIVPEKTOP (rosopur).
MAIIVHUCT (xyrnneTsl. MOXHO ¥ yIIPa3IHMTS).

SIBnenue mnepBoe

V6opHuas Pen. Hezabynka noBTopsAeT nomKy. des rpuMupyeTcs.
®aroTucT CMOTPUT Ha HEE U B3BIXAET.

®aroruct (ITocne nayasl MOET WM FOBOPUT B TEKCT.)

Korpa > mamnTe MHe OTBET,
He cnpnny st vy "pma", vy "Her".
C Tex rop Kak Bac yBUIET,
51 cTan cCoBCEM HE TOT:
Bech cBeT Bo3HEHaBUIET,
Buc.
3abpocui cBoit haror.

®esn (Ilongnesaer nomske). JIs-nsa-as. ("oBopur.) Haiite-ka Mue Genuna.

®aroTHcT (nocne mayas).
Korma > manuTe MHE OTBET,
He cneiny s Hu "ma", Hu "Het".
51 He cTpainych ykoina,
Cmupsiocs 51, o6,
Ho maitte ToNLKO COJIO,
51 mokaxy ceob .

des. Bel MHe Hamoeu.

®arorucT. Bionue Bepio. 51 caMm cebe HAMOEN, HO UTO XKe IeNaTh.
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SBneHue BTOpPOE
B6eraer nupexTop.
HOupexTtop. Uto Ham menats? Boxe Moit!
®es. Uro cyuninocs?

IOupexTop. DT MepsaBubl pa3be>xaiuch, NMOKMHYIH MeHd. He mornm
MOZIOK NATH CBOE'0 JKAJIOBAHb S €IE HENENIO.

®esd. Kro?
Inpexrop. MyssikaHThl, pasymeercs. Kak moiiner Ham 6aner? (3ameuas
darorucra.) AX, BOT €IMHCTBEHHBI BEpHbIX yesnoBek. Ho uTo onuH yenosex
MODKET CIeNars?
®aroruct. Bel yBUAMTE, YTO OMMH YENOBEK MOXET CHAENaTh, KOrIa ero
onyueBnseT moboBs. OH MOXKET CHeNaTh Yyneca. S1 omuH ChrIrpaio BaM Bech
Garer.
IO upexrop. Ha charore?
®arotucTt. Cxopee Ha MoeM Cepilie, ueM Ha darore.
JMpeKTOp COMHUTENLHO MOJIYHT.

®es. Bol comuenaetech? Cornamaitecs, FOCIIONUH OUPEKTOP. Jlyulie oxuH
darot, yem nuuero. Ily6nuka yxe Beipaxkaer Heteprenue. (Pes, Gpocun
OYapOBaTEeNbHbIA B3NN cbam'ry, YXOOHUT BMECTE C JIPlpCKTOPOM u
Hesabynxoi1.)

SIBneHHEe TpeThe

ParoTucT OAMH.
®aroruct. Bor HacTano Bpems nokasath ce6sa. Hacrosimee coso. Moit
BEPHELA, UCTILITAHHELA (PArOT, TENEPh ThI ABJACIIECS HHC”rpyM‘emoMnimﬁim

- He Tiocpamu xe MeHA. (VIrpaer BCTYITIEHHE: ) TerrepL BaJ‘IbC @eﬂ TaHuyeT
O... (HaunHaer Baisc.) e S
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SBnenue 4ecTBEPTOC

Bo Bpems camoro 6iecTsduiero mnaccaxa sBIAOTCA AupekTop, Pes u
MamHUCT. TlocmenHuit ¥ TUPEKTOP MOMIEPIKMBAIOT C IBYX CTOpoH Perpo,
MOoTOpas e€Ba JBUrAaeTCs, CIIOBHO OHA B 0GMOPOKE.

OupexrTop (Kpuuur charory). JoBonsHo, nosonbHo. Ilepecransre. (ToT
urpaet Bce ¢ GombiuuM yBiieueHueM.) Ja samomyure >xe! (Tak kak pykamu oH
nopgepxxuBaeT Pelo, To XOUEeT HOrOI0 3aKPLITh OTBEPCTHE (ParoTa; KOrna 3To
He yIaeTcs, HOrolo BhIOMBAET MHCTPYMEHT U HACTyNaeT Ha Hero.) Kaxercs,
Teneph YMOJIK.

®Parotuct (6ynro ¢ Heba ynan). Ho vro cayunnocs?

OupexTtop. O, yro cixyuunocs! ¥kacHoe HecuacThe. (Bo Bpems pacckasa
IMpEKTOpa OHAa BCE BpeMs mMazaeT B 0OMOpOK, TO HampaBso, TO 11aJIEBO, MO
ouepenu, cerlyac >xe NpuxonuT B ce6st U CHOBAa mamaeT.) ¥YxkacHo. JIo60Bb
BOOIYIIIEBMJIA BAlll MHCTPYMEHT, HO OHA 3Ke IMo6ynuna Apyroro yenoBeka Ha
ITO30PHOE IIPECTYITIEHBE.

®Oesa. Ax! (Tlaxaer.)

®aroruct (xBaras daror). I'ne oH, aToT yenosek? S pasgpo6nio emMy ueper.
HOdupexrop. Becnionezno. Jleno HeronpaBumo. CkaHmaNn y>Ke IPOU30LIE.
Brl 3Haere, yTo fayeT HauMHAETCs BaJIbCOM, KOTOPHIA Tak GecrnomobHO
ucnonHsier Hama 6oxxectBeHHas Des.

®esn. Ax! (ITapaeT.)

HOupexTop. TaHen okaHyuBaeTcs TeM, uro Pes UCUE3aeT ITON 3EMII0, HO
CeroJHs OHa He Ucuesa.

darorucrt. Ona He ucyesa.
®esn. Ax! (ITapaert.)
IOupextop. He wmcuesna moToMy, UTO JIOK, I0€XaB HAO CEPEXMHEI,

OCTaHOBMIICA U HE MPOION>KAJ CBOEro IyTH, IIOKa ®es He MosBOJIMIA
MAUIVMHUCTY IIOLICJIOBATH €€ HOXKKY.
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Qes. Ax! (Tlanaer.)
®daroTHcT (MalIXHUCTY) <IIPOILYCK B TEKCTE>
JOwnpexrop. Ia, MOTOMY YTO OH TOXE BIIOGJIEH B Hee, HEromsi.

Pes. Ax! (Ho He majmaeT ¥ roBOPUT O4YEHb I'DOMKO, KaK HM B 4YEM HeE
6bmano.) Mue Bce Hamoenv. Y g He Xxouy, YTOGBI MEHs NIOOGUI TEaTPANbHBIA.
JIr060Bb GymeT 3acTaBNATh UX HENAaTh MHE TOJHKO HEMPUATHOCTH. S BeIiLy
samyx 3a Koo,

Bcee. 3a xaxoro 3a Komo?

®es. DTO COBCEM IOCTOPOHHUI MONONOM UYeNoBeK M3 MyGIMKH, M OH
NAaBHO MeHS MOOUT, MOTOMY UTO (ITOET)
1. Benp Hu charora, HM MalIuH
Moeit m06BM HE HANO.
CepneyHbIi MBI OAMH, OOVH
JI1060BHUIIE HArpaja.

®arorucr. 2. A s crapancs: Bech 6aner
Ceirpan ogHuM parorom.
3a BepHOCTE CTOJILKHUX, CTONBKHUX JIET
OcTaBneH UIUOTOM.

Mamunnct. 3. Ilycts rosopsr "nmpueM Heuuct"
Bce nypaku u 3moku,
Ho Bce >k CYacTIIMBBIA MAIIMHUCT
Ilouenonan Bac B JOKE.

Bce. 4. AX, 3TO BCE COBCEM HE TO.
Yemy sr0o nogo6Ho?
HoixHo 6LITh CEpAle 3aHSATO,

Muaue neyno6Ho.

3anasec
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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 NadeZzdinskaja 34, as Blox himself
recalled many years later in Geneva in a conversation with Jurij Ofrosimov ("O
Gumileve, Kuzmine, Mandel’Stame..., Vstre€a s izdatelem", Novoe Russkoe
Slovo, 13 December 1953):

"Ilerpononuc" GbUI MEPBOHAYANBHO OKPELIEH BO3HUKIIWMA B
60JIbINIEBUCTCKUE THM KHUXHBIA KOOTIEPaTUB, LIEJBI0 KOTOPOIO
65110 criacaTh KHUATW. BeTynurenbHbni B3HOC Gbln necsTh pyOiei,
CyMMa 0 TeM BpeMeHaM HebOoJb1as - HO Belb CIY>XKaIUX Yy Hac
He ObL10, a 6BUIM Tak Ha3bIBaeMble "HeXXypHble GapblliHM", U3
YHUCIIA TEX K€ BHTY3MaCTOB KHWUI'M, KaK ¥ BCE YJIEHBI KOOIEpaTH-
Ba... I_ICHHLIC KHHUI'M CKYNTAJTUCh M OT YACTHLBIX JIMI, HO YaIll¢ BCEIrO
TIPUXOMIIOCh MX BBUIABIMBATH 10 6a3apaM, I'le UMM TOPrOBKH
6bLIM y>Ke MOTOBBI 3aBEPHYThL BOOGIY MM cenenky... I3 xoomnepa-
TUBAa POIOUIACH MEICJIb 00 M3JATeNsCTBE, ObLIA CO3MaHa JIMUTepa-
TypHasi KOMHUCCH A, B KoTtopyio Bowu npod. J.K. Ilerpos, I'.JI.
Jlosunckuit, A. Karan, M.A. Kyamur u 1. [cMm. "2Kussb
MckycerBa”, 1920, No. 521] M.A. Ky3amuH oueHs 6bICTPO MpU-
BA3AJICS KO MHE U K MOEil XEHE, Ka>X ObIiA BCUECP MOABISJICSA OH B
Hallle# CEMbE M MBI YCA>KMBAIUCh MI'paTh C yBIEYEHHUEM B
"Koposu” - BpeMs MPENpPOBOXKIEHUE, OYEHb MAJIO, Kasanoch ObI,
cooTBeTCcTBYIoLIee 06Ky Ky3MuHa, kak 3poTMUECKOro mosra...

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,
CKPOMHBI M noMaiiHu" (JInTepaTypHOe HaceACTBo, T. 92, kH. 2, 1981, c. 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, "zurnal 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, Xodasevi¢'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 ¥ goporoit ko Hoepuu, Brl nymaere, HaBepHOE, UTO MEHS HET
y>K€ B XKUBBIX. S )KMBY, IbIL1Y, HAYAJI MKCATh (HEZABHO) U BOOGIIE BOCIIPSII
OyxoM. AIMMNETUT K >KU3HY, KAKUM-TO YyHOM (IIONOXUM, MHE M3BECTHO,
KakuMm)! BO3pOIUBINMIACS BO MHE, HAIIOIHMI MEHS MEYTAMH, B CYIIHOCTH
IOBOJIEHO CYEeTHLIMM, O CIaBe Y M3BecTHOCTU. KOHEuHO, MepBoe yCloBHeE:
MUCaTh KaK MOXHO Jy4lle ¥ KaK MO>XHO GoJblie, HO OJZHOI'O 3TOro0 He
OOCTAaTOYHO, HY>XCHA M Ie4aTh, ¥ M3NAHMS, ¥ PACIIPOCTPAHEHHUE, U yCMEeX.
TIpyToM y MeHs anmeTUT Ha eBPOIECTBO U MIaBHLIM 00pa30M Ha HEMELKYIO
Cepmanuo.2 51 yuTan 0 MHOTMX NEPEBONAX U M3MAHUAX, HO UTO O HUX
rOBOPSAT, YTO MULIYT, He 3Ha.3 ITocnenHee, 0 UEM A CIIBIIIAIN, 3TO “ITyTe-
wectsue ®updaxca”, Bugenu nu Brl ero?* Ho s10 mis Mens crapuba. He
Moxere M Bel uTo-HMGynbp crmenath B 3TOM HarpasieHuu? IIpensioXxuTs
"Kaymoctpo" (ocoGenHo), "ITapaboust”, "Bropuuk", "Hesnemnue euepa"?’
Boob6e, cymectByer ym emme Petropolis, ¥ uTo oH coGupaeTcs nenath B YacT-
HOCTM C MOMMHM KHuramu? Bonbliie Bcero s ¥ MHOT'HME MHTEPECYIOTCS
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cyns6010 My3biku K "Jlecky". Uto ¢ nelo crano? Acacres u I'nma3zyHoB npen-
Jlarajy HCIIOJHKTh, HO Bedb Yy MeHs HeT mapTturypel. Y uynHsie paboTsl
Ho6yxuHckoro?6 Vnu aT0 CIOXKHO, MM Bbl pasmymanu, MimM Kakue-
HUGYIb CONMMIHBIE MY3bIKAHThI M3 KOHCepBaTOpoB Bac orrosopumu? Ho B
KpafiHEM cllyyae BeOb DTO MYy3bIKa NUTepaTtopa. 51 oueHb XKIOaN ero IOsB-
nenus. ITotom, oTHocuTensHO "IlapaGon”. OHOB MeHs yBepsii, UTO OHU He
3ampeleHsl (Y4EMY A IO IIpaBIe CKas3aTh, HE OUYEHb-TO BEPIO), & MEXKAY TEM HX
HUrZe HeT M He 6buro, paBHO Kak u "Cereit". durypupyior 3 kHuru
("TInaBaromue", "Kpsuba" "I'n<uHsHbIe> rony6xu"). Nm s1o riomerka -
ITerporpan-bepnun - ciayxur nomexoi? B uem meno? "Ilapabon” Bce
XaxXOyT. MHE JMYHO HE OUEHb HPABUTCA BHELIHMI MX BUI, O4EHb "LEXO-
BO" ¥ IOTOM Macca OIIeYaToK, MPOIyINeHsl Lenble cTpouku.” Bripouem, B
STOM, BEPOSATHO, BUHOBaTa HE TOYHO IIPOBEPEHHAsl PYKOIMCh. 3aTO OUEHb
MHE HPABUTCS OTHeNbHOe M3nanue "Borop<omuusina> xopabnsa".8 Hempss
nu BeI6paTh U3 "3aBTpa” pacckas U CTaThIo, - ¥ repecnarh Mue?? Yimua Hama
Teneps 30BeTcA Y. "Iexabpucra PrineeBa”, Ho npubaBnats (6. Criacckas)
063aTeNbHO, MHAUE HUKAKOM MOYTANLOH He HajimeT; O. 17 xB. 9 Te xce.10 5
OueHb O BaC COCKYYMJICS M HUKOr'Ia He 3a0y[y Balllero OTHOILEHHUS KO MHE
Kak Kk pogHoMy. Knansitocs ouens Enene MicakosHe, Pauce HoesHe 1 ocoben-
Ho Jlope SIxosnesue.ll Bac xe uenywo. J)KuBy s Tereps JIMPHUECKY U AyLIEB-
HO JOBOJIbHO XOpOLIO, HO MaTEpPbsUIbHO M.6. Xy>e, ueM Korja 6bl TO HU
6vino. Bupatocs Bce ¢ Temu xe: Pannosel, IToxposckue, Imurpues, Baru-
HOB, etc.12 BripoueM, ecTs U HOBbIe 1py3bs.l3 U3 Bonsmi<oro> JIpam<aTu-
YecKoro> rearpa s ywen!4 u nouru He nMIny CTaTeex, T.K. MEPEINEN U3
">K<usuu> HUckycersa" B "Tearp”, koropsni npekparuics.!S Ho s He oueHs
06 aTOM Xaneiw. Ilepesen s nBa pomaHa Penne ("Berpeuu r. me bpeo” u "Le
passé vivant")16 u TexCT Tpex OnepeToK, N3 KOTOPHIX ONHY, OYEHDb TAPIIMBYIO
no myasixe ("Detektiv-Midel"), crasur Pagnos.l7 Hanucan my3ssiky K "Dyreny
Hecuactnomy" Tonnepa, uro uaeT B Mux<annoBckom> Tearpe, 11ocTaHOBKA
Pannosa, nexop Jmurpuesa,!® u x "Brusnenam” [nasra.!® lns kykonsHoro
Tearpa cxenan "Kot B canmorax",20 mocne "Ilapa6on" mamucan ctux. 12 u
HoBbI LMK "Hopriit Cyms" yxe B 24 rony.2! JokaH4MBAIO OUKYIO BEILb,
NnoJy-cleHapuil, Mojxy-IupuKa, Moixy-pacckas, ¢ Myswikoit "IIporynka
Cynsa"22 y nuwy no nemHory "Pumckue uyneca” u "Beprumus", HO uM
KOHIIA Kpas He npensunurcs.23 la, Terneps HOBOJBHO YACTO GHIBAET y MEHS
Murpoxun.24 ¥Op<wuit> UB<aHOBMY> BCE PUCYET M CHENAN 10 MHEHUIO BCEX
orpomusie ycrexu.23 Slkos Hoesuu, oTeimure uepes usnatensctsa (Miiller,
Musarion, u T.1.) opyra moero, I'anca I'lonTepa, umm yepe3 BanbsTepa, U Ha-
NMIIMTE MHE ero anpec.26 M.6. oH uTo-HUGYIb MOXET CHENATh MU DIHac-
6epr.27 T.M. Ilepcun nucana 4to-To 0 JAruneBckoM "Kpyxke", 06 OKoH-
YeHHOM My3bike (BEposATHO, ApTypoM) Ko "Bropuuky Mspu" u npenmona-
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raiouieiics MoCTaHOBKE, HO BCE JOBOJLHO HEBpasyMuUTeNbHO.28 He oTkaxure
OTBETUTH MHE. MHE BTO OUEHb Ba>KHO IUIS CAaMOUYYBCTBUSA M HEOOGXOXMMOIH
60IpOCTH, KOTOPast KaXAYyIo CEKYHIY MOXET II0JIETETh KO BCeM uepTsM. Eme
pas uenyio Bac.

Bamm uckpeHHe ¥ HEM3MEHHO
M. Ky3muH

IOp. M. ouyeHs BCEM KIaHSETCS.

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 razmy3lenija o M.A. Kuzmine", V.N. Petrov,
Novyj Zurnal, No. 163, 1986, p. 102: "OnHoit 13 neHTpanbHbIX Uryp
sroro kpyra [6muskux Kysmuny] 6sin JleB JIbBoBuu PakoB, UCTODHK,
COTPYIHMK DPMUTaXKa, MO3XKE CTABUIMI OPUrMHANBLHEHIINM [THCATEIEM.
<..> EMy nocssimena kuura ctuxoB Kyamuna 'Hosenit Tyis' (1924),
TIOJIHAA MTOXEJIAHHUI M TIPDEICKA3aHME CYACThS M CJIaBhI" [KYPCUB MOit].

2 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.

3 Two volumes of Kuzmin's prose appeared in German translation before the
Revolution: Taten des grofien 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
zértliche Josef ["Neznyj losif"] (Miinchen, Musarion Verlag, 1920); two
separate editions of Alexandrinische Gesédnge ["Aleksandrijskie pesni"], one
issued in Munich in 1920 by Dreilidnder Verlag, the other issued there in 1921
by Musarion Verlag; two separate editions of "Prikljuenija 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.

4 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 zamecatel’nym stranam", first
published, with illustrations by Sudejkin, in Apollon, No. 5, 1910 and
republished in Tret’ja kniga rasskazov (M., "Skorpion”, 1913).

5 Of the works mentioned, only the wonderful novel "Kaliostro", i.e., C‘udcsnaja
zizn’ Iosifa 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 straz Der stille Hiiter (1927 and 1928).

"Petropolis" published the play Vtornik Mér. Predstavlenie v trex Castjax
dlja kukol Zivyx i derevjannyx in Petersburg in May 1921, followed by
Nezdesnie vecera. Stixi 1914-1920in June. It issued Paraboly. Stixotvorenija
1921-1922 in December 1922 in Berlin, although the cover lists "Peterburg-
Berlin" (and 1923).

6 Lesok. Liri¢eskaja 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 "grafi¢eskie ukradenija" of Aleksandr
BozZerjanov, 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 tvoréestve 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: "CropoHoi#t y3Han, uTo I'1a3yHOB XBamui MOIO My3bIKY M MHE 3TO
6smo npusaTHo" (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¢ DobuzZinskij (1875-
1957) wrote: "Ero poMaHTH3M M HEJOrOBOPEHHOCTh HaBalH GONbLION
MPOCTOP BOOGPa>KEHUIO M MOTJIM YPE3BBIYAITHO BOJHOBATH MILIIIOCTPA-
TOpa, HO IJIS MeHsA GbUIO OCOGEHHO IPHUBIEKATENLHBIM TO, YTO Yy
Kysmuna 6suto HaBesHo "ocpmanoMm. IlosTomMy mMmeHHo nis ero 'Tpada
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KamuocTpo' u JUIS COHETOB Jlecok' 51 ¢ 0COGHIM yBIEUEHMEM JENall CBOX
wimoctpauun” (first published in "Vstredi s pisateljami i poétami”, Novyj
Zurnal, No. 11, 1945, p. 292; republished in Vospominanija, t. 1, N. Y 1976,
p. 386; and pubhshed 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. DobuzZinskij also designed the
books Vtornik Méri and Nezde$nie vecera 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: Bernstejn, 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-putedestvujuséie (3rd and 4th ed., 1923);
Kryl’ja (4th ed., 1923); and Glinjanye golubki (2nd and 3rd ed., 1923).

8 Anna Dmitrievna Radlova's Bogorodicyn korabl’. P’esa v pjati scenax v stixax
i 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).

9 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 (Weidl€), and E. Lisenkov ("Grafi¢eskie raboty M.V.
Dobuzinskogo").

10 "Hano 6B110 MOZHATBCH HA IMATHIA 3TaX GONBIIOrO METEp6yprcKoro
moMa B Tmxoi Cmacckoil ynMmile, KOTOpas, BIIDOYEM, NaBHO YXeE
HaspBayach Torpa ymuueil PeineeBa. Hamo 6buio Tpu pasa HaXkaTh Ha
KHOTIKY KOMMYHAalbHOTO 3BOHKA. <...> OH [KyamuH] 6buT onHUM u3
SKHIBIOB 3aXJIaMJIEHHO! Y TECHOM KOMMYHAILHOM KBapTUPHI <...> Kpome
KyaMuH2 ¥ ero GIM3KMX, B HEW >XHMJIO MHOTOIIOJHOE U MHOIONETHOE
eBpeiickoe cemeiticTBo <...> Kyamun Bmecte ¢ Opuem HBaHoBuuem
IOpkyHOM 3aHMMaN ABE KOMHATHI C OKHaMH BO nBop. OnHa U3 Hux Oblla
TTPOXOMIHOA - Ta caMasi, rae paboran Muxauin AnekceeBUY U I'ie TIIaBHbIM
06pa3oM 1A XU3Hb. <...> Bo BTOpO/ KOMHaTe CKpBIBaNach CTapylnKa
Beponuka Kaprosna, mate IOpkyna" (B.H. Ilerpos, "Kanuoctpo", 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
soc¢inenij, tom pervyj, 1983, pp. 431-438); they both died in Nazi extermina-
tion camps. Dora Jakovlevna - 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 Emestovi&
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: "Tlocnexnue roms: rpymnma
Ipy3eit ¥ EeIMHOMBIIIIEHHUKOB O6GBbEeIMHUINUCH ITON Ha3BaHUEM
"DMOIMOHANUCTHI', ¥ MBI U3nanu ansMmanax 'dacel' U TPU BBIMYCKaA
'‘A6pakcaca’. I'pynma sra cocrout u3 K. Barunosa, B. Imurpuena, b.
TTanapurormnyno, Anp. IlnorpoBckoro, Aunsl Pagnosoii, C. Pannosa, IO.
IOpkyna 1 mens" (KyamuH, aBTo6uorpacus, I'TIB, ornen pykonucei, .
474, co6panve II.LH. MenBenesa). Compare: "CaMbpIMU GIH3KMMH
npy3bsaMu Kysmuna 6sutu B Ty nopy Panmnoser. Ky3aMuH oueHs Jo6un
Aunny JImMurpueBHy PamioBy, Ha3sIBal ee 'MO3TOM C GOJBIIMM IIOJNIETOM M
FOPU3OHTAMM' ¥ BOCXMIUAJNCSH €€ BHEIHOCTbIO, B KOTOPOI HaXOIUM YepThl
cxonpctBa ¢ JIvHo#t KaBaneepu, HO, BMECTE C TEM, U UTO-TO JIOIMIAXHHOE
<...> JIpy>x6a pacrpocTpaHsachk Ha Bce CeMeiCcTBO PamoBerIX, TO €CTh Ha
Cepress DpHecTOBUYA, M3BECTHOIO peXKHMccepa, a Tak>Xe Ha ero 6parta
Hukonas DpHecroBrya, oueHp 06pa30BaHHOIO U OCTPOYMHOI'O YeJioBe-
Ka, ITPEeBOCXONHOr0 KPUTHMKA, HO HEBaXXHOI0 XYNOXHMKA. <...> 3HAKO-
Mble PaIoBbIX CTAaHOBMIIKCh 3HAKOMBIMM U roceTuTensiMu KyamuHa. 9to
6111 apTHCTBI, JTIoay TeaTpa, xynoxxHuky" (B.H. Ilerpos, "KanuocTpo",
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 xudoZzniki (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", Zavtra, 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: "Barunos, XapMc ¥ BeeneHckuit MPpUXOIUIIU UH-
tath Ky3MuHY M clyliaTh ero coBeThl. IIpencTaBHUTENM MOSTUUYECKOTO
aBaHrapza Tex JIeT, 0COGEHHO CaMoro KpaiHero JieBoro pyaHra, momu-
yepKHyTO Brimensuiu KyaMuHa 13 cpenst MO3TOB CTaplliero MOKOJIEeHUs U,
Ka>XeTcsl, TOJILKO ¢ HUM ofHUM U cuuraimcs” (B.H. Ilerpos, "Kamocrpo",
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: "M3 pycckux
[coBpemenHMKOB] BricOKO HeHIO Xne6HuKkoBa, AHHy PamroBy, BarvHosa,
Pemusoba, IOpkyna u IlactepHaka. OT nmpuUcTpacTuii, pa3ymeercs, 1 He
rapaHTHpoBaH".

13 "Kaxc b1t mesb OT ITATH KO CEMM NPUXOmmiy roctu. OHM ABIAIMCh Ge3
MpUTrIAalIeHUss ¥ MOI'JIM IIPUBOIUTH C COOOI CBOMX 3HAKOMBIX. Muxanx
AnexceeBUu cuaes 3a camoBapoM M pasnuBan vait" (B.H. Ilerpos,
"Kamoctpo", 83). See also Nikolaj Xardziev's "Mitroxin v obratnoj perspek-
tive": "BcrioMuHaNIM 06 YIOTHEMIIMX BCTPEUAX - MY3BIKAIBHO-CTUXOTBOP-
HBIX U Pa3roBOPHBIX - y Muxauna Kysamuna. X0o3sMH ¥ IrOCTH CHUAEIH 32
KPYTJBIM CTOJIOM C KMITAILIMM CaMOBAapOM, C YEPHOCJIHMBOM M Kyparoi.
HNHorma Muxaun AnekceeBuu urpan Mouapra Ha 6€J10M pacCTPOEHHOM
posiNie, M3aBaBlUIEM KIIaBeCHHHbIE 3ByKH. B kauecTse causeur'a Ky3muH
MMEJI EMUHCTBEHHOT O conepHuka - Ocuna Mangensurrama. Ho B otimune
OT KOHBYJILCHO-POCTHOr O criopmmka MannenbiitamMa, KysmMun uspexan
CBOM 'TIpUTroBOpPHI' 6€CCTPACTHLIM 'G€NbIM' FOJIOCOM. <...> SI3BHUTENbHBIA
oMop Ky3MryHa npocBeYMBan CKBO3b MacKy IMONHEWINEero paBHOXYIUHUS.
Ho nosT He MO CKPEITh CBOE KaKOE-TO HETCKOE JIIOOOIILITCTBO K JIIOIAM, K
ux crpactaMm u nponenkaM" (Kuura o Murpoxmne. Crateu, nNHcbMa,
BocriomuHann4, J1., 1986, cc. 390-91).

14 Kuzmin served as one of the main composers of the Bol’$oj Dramati¢eskij
Theater from 1919 to 1924 (others were Boris Asaf’ev and Ju.A. Saporin).
See Dela i Dni Bol’Sogo Dramatic¢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 Emst 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. Akademileskix teatrov v Petrograde (1923-1924).
After it became simply EZenedel’nik Akademiceskix Teatrov and then Rabocij
i 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 pro3loe with Kuzmin's preface came out in 1925. See
Petrov's "Kaliostro": "B mBamuateix rogax KysMHH MHOrO M OXOTHO
nepeBonui PeHse, HO PEMyTAIMIO BTOr0 MUCATENST CUMTAN IIPEYBEIMUCH-
Ho#. OH HaXOOUI €ro BSJBIM, CIMIIKOM CTATUYHBIM M OMTUCATEILHLIM - B
06111eM, HECITOCOGHBIM K CTPEMUTEIILHOMY Pa3BHUTHIO HeicTBUA. B 3amer-
kax 'Uemys B HeEBOJle' OH Ha3Bal ero 'screTuueckum YexossiM' [Crperrerl.
C6. Tpermit m nocnenuumit. ITox pen. Anex. Benencona, CIIG, 1922, c. 104].
Omnaxner Ky3smuH ckazan: 'S Gul, B KOHIUE KOHIIOB, HUYErO HE MMEI
npoTUB PeHbe, HO MHE CTPaIHO Hajoenu ero roxioHHuxu™ (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 Xodasevié, of Leon Jessel's (1871-
1942) operetta in three acts Das Detektivmadel ["'Devuska-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 nescastnyj"],

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 ¢kspressionizma", ostensibly a review of Hinkemann, in Teatr, No. 11,
1923. In a 1923 autobiography (see note 12), he wrote: "3 cOBpeMEHHUKOB
BCELIEJIO 3aUHTEPECOBAH BKCIIPECCUOHUCTAMHU",

In the 1920s Kuzmin wrote music for the Bol’30j 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 roma MmHe
MPHUIILIOCH €1IE CHIrpaTh MIaBHyIo pois B 'bimsnenax’ Ilnasra, nocraBneH-
HbIx TeM >xe K.II. XoxmoBsmM, KoTOpbIii cTaBui yxce y Hac 'FOnus Hesaps'.
K odopmnenuio criexraknst X0oXJI0OB npuBiiek xynoxHuny B.M. Xomace-
BHUY, HammcaHue My3bky ropyuma M.A. Kysmuny. Criekrakns Bce e
MTONIyYMICS HA PEIKOCTh HEeylayHbIA. XOXJIOB YBJIEKCS 3IECh KAKMMU-TO
BCTETCKO-(POPMANUCTCKUMY BKCIIEPUMEHTAMU. B pesynsTaTe M3 mpe-
BOCXOIHOH, SIPKO#M, OGPBI3XKYIUEH BecelbeM IPEBHEPUMCKONH KOMEIMH
ITOJIYYUIICS MPUTAXKEHHBI, HAXYIIEHHbIN, KOH(DEKTHBINA CIIeKTaKIb. 5
Wrpaj ero OOMHHAIIATh Pa3 B XOJIOLHOM NIOTY ¥ BCIIOMMHAIO €r0 BCeraa
KaK TSA>KEJbIA, HEMPUATHLINA COH. 3a BCIO ucropuio bomsmoro mpama-
THUYECKOIO T€ATpa He ObLIO CIIEKTaKIIsA, B KOTOPOM s1 YyBCTBOBAJ ObI ce6A
riymnee, 4eMm B sToM" (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’,
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": "OuepenHoit Tom 'Hosoro Ilmytapxa',
comep>KaBlvit poMaH o Bepruwimum - 'PuMckue uymeca, MIM >KU3Hb
ITy6nmusa Beprunus MapoHa, MaHTYaHCKOIO KyIeCHUKa' - o60opBancs Ha
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TpeThe#l (Heomy6IMKOBaHHOI) IIaBe U HUKorna He 6vut gornmcad." (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 ToMm e usmarenscTBe ["Petropolis"] npenmno-
narajock u3maHve Broporo Toma 'Hoporo Ilmyrapxa' M.A. Kysmuna;
IIEPBBI TOM, MOCBsEeHHbI Kanmnoctpo, Bemuen B 1919 r., a Bropoit 3a-
Kiouan B ceGe xxu3Heormcanue Buprunus. IToBects o Buprumu 6suta
MOCBsIIEHA MHE, ¥ IPEAIONarajioch, Yro oHa OyNEeT MHOIO MILIIOCTPH-
POBaHa; ODHAKO M3OaHUE BTO He ocyinecTBUiIoCh" (A.Sl. TomoBuH,
Bcrpeun m Bnewarnenus, nucbma, BocrioMuHanus o Iosnosure, JI.-M.,
1960, c. 139). See also Mitroxin's letter to P.D. Ettinger of 6 August 1920:
"Ero 'Hossriit IInyrapx' (Bsl, BEpOATHO, €ro MMeETE): OYapOBaTEIbHASN
MaJleHbKasi KHUXKEeUKa C BEJIMKOJIETIHBIMU PUCYHKaMK 0Oy >KHUHCKOro
<..> Cnepyomuit Tomux 'Hooro Ilmyrapxa' KysmMuH mpocur MeHs
HUITIOCTPUPOBATh, @ 3TO CTPALIHO 3IaMaHUMBO, MOTOMY uTO OymyT:
Ilexcnup, dexkapr, Beprummii, Cysopor” (KHura 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 ("Tvorgestvo D.L
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>ceckue oTHomeHuss MuTpo-
xuHa ¢ KysMHHBIM He npephBanuch OO KOHLA >KU3HM MoaTa. XyIoXK-
HUKA BOCXMIIANH HE TONBKO €r0 CTUXM M IIpO3a, HO M €r0 PeIKOCTHAas
SpYIULIUS, ero BceodbeMuonmii ‘eBponieusm’. KysmuH 6bL1, BEPOSTHO,
€IVHCTBEHHbIM B Hallei cTpaHe 3HATOKOM no»3uM Jl>xoHa JloHHa,
KoToporo B Geceme co MHoit conoctaBnan ¢ bopucom IlacrepHakom" (c.
391). See also "Kaliostro” of V.N. Petrov: "B mocnegHue rombl >XU3HU
KyaMuH npomoixan ApPY>KUTh € XyHo>XXHUKaMH. IloctosiHHO 6bIBanm y
Hero nocienHuii ob6iomok '‘Mupa HckyccTBa', YUTHMBBIA U UMHHBIA
neTepOyp>XeL, CKPOMHEHIIINA YeJIOBEK M IUIEHUTENBHBIA XYIOXHUK
IOmurtpuit Ucupoposuy Murpoxus™ (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": "M306pa3utenbHOe MCKYCCTBO BOLIIO U B
cambit oM Kysmuna smecte ¢ O.H. M'mnpne6pannr-Ap6enunoit [1897-
1980], »xeno#t HOpkyHa, ObIBLIEH aKTPHUCON, MOKMHYBIUEH TeaTp pamu
xusornucH. XynosxxHukoM cran ¥ IO M. OpkyH, K HEKOTOpOMY Heymo-
BOJNBCTBUIO Muxamna AJekceeBHYA: OH ‘{pCBBbI‘-{a]‘/‘lHO BBICOKO CTaBMJ
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rmcarenbckoe gaposanue YOpkyna" (95). He and Arbenina exhibited with the
Moscow group "13"; see XudozZniki gruppy "Trinadcat’". Iz 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:
"Pucynku KOpkyHna - He 6onee ueM muneraHtckue oneIThl. Ho B HUX mpo-
CBEUNBAET HECOMHEHHAs XyNOXECTBEHHAs OfapeHHOCTh. IM CBOMCTBEH-
HBEI OCTPOTA, I0OMOpP, OHM 3aHHMMAaTeJILHH ¥ opurrHHanbHbl. Ha6pocku IOp-
KyHa He CITyTaelb HU ¢ ubuMy BpyruMu” (c. 30). About his arrest and exe-
cution see S.S. Gitovi¢, "Arest N.A. Zabolockogo", Pamjat’. Istori¢eskij
sbornik, vyp. 5 (Paris, 1982), p. 352.

Both the Georg Miiller and Musarion publishing houses had issued German
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 Vjageslav 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 "Vecera sovremennoj muzyki”, which he started in Petersburg,
and the "Kabatok 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 Iosif (1920, Musarion Verlag), PuteSestvie 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 "Stranstvuju¢ij éntuziast"
(L'enthousiaste errant"), which issued Kuzmin's novel about Cagliostro.
Kuzmin dedicated the cycle "Stixi ob Italii (1919-1920)" (Nezdesnie velera) to
her; she is probably the Tamara mentioned in Kuzmin's May 1922 poem
"Porutenie” (Paraboly): "Ecnu 6ymeius, crpaHHuK, B bepmmue | <..> Ho 5
3Ha1o, yro B Illapnorrenbypre, | Ha kakoii-To, kako#i-To wrpacce, | 2Kuser
6enokypas Tamapa | C mamoit, cecrpoit U 6parom". 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 (ve€ernij 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.

IBE CTUXWHN

Bosnyx 6511 cTuxuelt, B koTopoit xuna JInnus UBanosa. Boxa npuHsina
ee TeJIO B CBOM 00 pATHA. I[BE CTHXHMM.

Bosnyx - He moToMy, YTO BOOGIIE BTO CTUXUsL GAIETHOIO UCKYCCTBA, HO
B uvacTHocTM JIuouu MBaHOBOII, KaKk HeMHOruM, ObIIa 3HAKOMa
COJIOBOKPY>XKHTEJIbHAA PafioCTh OTHENSATLCA OT 3EMIIM B YIIPYIOM IIPbIXKKE.
KocTs oT KOoCTH, MIOTH OT IIOTH, MIO6MMOIT mouepsio Gamera Gbuma JI.
WBanosa. Banera uucroro, kinaccuyeckoro. HemspecTHoO, Kyna HarpaBuiia Obl
OHA CBOE MCKIIIOUMTENLHOE NapOBaHME, HO HECOMHEHHO, YTO MCTOKH erol -
OCBSIIEHHbI TPATULIMAMHU Klaccuueckuit Tanew. O6J1acTs ke KIIAaCCUYECKOro
6anera - coBceM 0co6as, HM C YEM HECPaBHMMasl, HECKOJIbKO OTBIIEYEHHAS U
KaK GbI BHEBpEMEHHasl. DTO CTpaHa, e 4YyBCTBa, CTPaCTH, CTPalaHus, CMEPTh
- TaK INPOCBETJIEHBI, MPEOOPa>KEHHI, UTO HET MECTa HaTypalMCTHYECKUM
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yaKacaM, IMKOMY BECEJbIO, Opruasmy, pByuieMy Bce chopMer 1 nperpansl. Bee
BHIHO, KaK Yepe3 TOJICTOE CTEKJO. DIU3uyM TeHel. CIOB HET, TOTOMY YTO
KaKHE >Ke CJIOBAa MOrIM Obl COOTBETCTBOBATb BTOMY HE3IEIIHEMY
neicreuio?...

Y panocrs, ¥ MYKH, JII0GOBb ¥ CMEPTh CKOJNB3AT, KAK TEHb OT 0OJIAKOB, KaK
3ANYMKUA CKPBITHIX 3epkan. Kakas My3bIKa HOJKHA COIMPOBOXIATH BTO
BOJIIEOCTRO...

Hacrosmmit GaneTHbIA My3BIKAHT ellle He POJMICS, MCKAaTb HAMEKOB
crenyeT B okpecTtHocTsXx Monapra u He6Gioccn. MoxxHo 6bITh 60IBINOM
apTUCTKOM, C MEPBOKJIACCHOM TEXHUKOM, TPArMYECKUM UM I1aTOJIOr MUECKUM
M3JIOMOM M HapyWIWTh 3akoH Ganera. Sl He 6yny ynmommHath umeH. B
IAaHHYIO0 MUHYTY Y MEHS B TaMsTH onHO vMs: JIngusa HBarnoBa. Jurs Ganera.

Mo>xHO cka3aTk, YTO BCSAKHH MMeEET JIMIO, Kakoe 3aciy>xuBaer. Hu
TparusMa, HM GOJE3HEHHOCTH, HU CYETHOM KOKETIMBOCTH, HM Pa3Hy3-
IaHHBIX CTpacTeil He ObLIO Ha ee CEePbE3HBIX, BHUMATEINbHBIX, NEBUYECKHX,
meTcku-mipenecTHnix ueprax.? Takoil ona HaBcerpa u npeGynmer. Hesa
pe6eHoK, HeBecTa...

Kak puminsiaka Onus JIsra roBopur yepe3 HaArpoOHYIO CBOIO HANITHCh:
" - ¥Onus JIsta, s >XMUiIa BOCEMHANLATh JIET, TP MECSALA U IATh OHEH..."
"FOBOPAT, UTO 3HABIIWe TeMHbIe3 cTpacTu GponAT B pomax Kumpuust, He
HaXOHs ITOKOS, s - yMeplias B IEBCTBE - IIOKOIOCh 6€3 CHOBUACHMIT".

Hu eit, npyrum - cTpacTH, peBHOCTb, 3aBUCTb, MECTb M HEITONPABUMBIE
BCITBIIIKM...

S BupmeN ONHY HaNIMMCh HAa MOPTPETE, CAENaHHyo pykow JI. MBaHoBoi, B
Hell roBopuTCA cienyiomee: "MHe xoTenock 661 MHOr 1a GbITh OOHUM U3 TEX
3BYKOB, KOTOphIEe co3maBan YalKoOBCKUHM, YTOGBI, NMPO3IBYyYaB MACKO M
PYCTHO, PACTBOPHUTLCA B BeuepHel mrie".4

VBHI, >KeNaHue ee MCMONHUIOCh. Kak IpeNecTHBI 3BYK MCUe3Ja OHa,
OCTaBIIsis 32 COO0IO IIIMHHbIE CBETALINECS OT3BYKH. ..

VY Hee, B ee TanaHTe, B €€ CYLIECTBE TAK MHOro GBUIO OPraHUYECKOro,
IIPUPOXHOro, IMPUEMIIOLIErO, YTO KaK GYATO TrapMOHMYHO ObInO Obl
HCYEe3HOBEeHMEe ee B mpupomHoit cruxuu. Ho cpasy e ym, cepnue,
YEJIOBEYHOCTh CKAXYT, UTO TaKas MapPMOHUYHOCTB XKECTOKA U mpecTyriHa, OHa
HE MCUeasa, He MCIapUiach B BO3OYXe, POAHOM GalleTHOM BO3LYXE ee
[IPBDKKOB, OHA YTOHYJIA B BOJIE KATACTPOMUHO M MPAyHOd ...

IMaMATh ¢ pasmupaTeNbHBIM YCUIIMEM HE MOXKET CBSI3aTh JIETHee He6o,
JETHUI BO3LYX, JIETHIOIO BOAY B TOT DOKOBOM HEHb CO CLIEHOM GBIBLIErO
MapuuHCKOro Tearpa, MY3BIKOH, HEKOPAalMsSIMHU, 3PUTEINbHBIM 3aIOM,
PYKOIUIECKaHUsAMHM U mnoneToM Msanosoit. Y ¢ ee nuuom,5 GaneTHoM M
YuCThIM, 63 pokoBOil meuarH, 6e3 xaracTpod, MATONOrMit U 3IOBEILUX
TalH, KpOMe TaifHbI UCKYCCTBA, TaJIaHTa M JKMBOM YEJIOBEUECKON MYIIN. ..
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3HaBuIMe ee GJMXKe MOTYT MPONOJKMTH BOCIIOMHMHAHUS O T'ONax €€ B
yuMIMIOE, NETCTBE, M A YBEPEH, YTO, UEM IIOJIHEE OHU GymyT, TEM IIMpe,’
TpeJiecTHee U cepbe3Hee OyHeT BBIACHATBCA 00pa3 IOHOW apTHUCTKH,
BCIIOpXHYBIIeH neByiiky Jlunuu MBaHOBO#M, C MEPBBIX IIArOB KPEMNKoO, HO
Kak Obl YT, CKPOMHO, HO 0IMCTaTENBHO 3aHIBIIEHA OIPENeNeHHOE MECTO B
BBICOKOM MCKYCCTBE Garnera...

¥YBHI, TONBKO BCIIOMMHATh, NENEATh €€ 00pa3 M YUMUTHCS y HEE HaM
OCTaJIOCh...

Notes
The 1924 text reads: "McToxu ero, 3aKsacka -" U T. 1.

2 The following part of the sentence was cut from the 1924 text: Takoit ona
comra Ha 6anerHsle nons 6naxxeHHsIx [followed by: Takoii ona HaBceraa u
T.IL].

3 In the 1924 text: 3emHbIe.

In the 1924 text this paragraph reads: 5 Buaen oxHy HaJIKCh Ha MOPTpETE,
cuoenannyo pykopo JI. MiBaHoBoit. Tam roBopuTCs NMPUGIU3UTEILHO
crenylooumee: "SI xorena Obl MCYE3HYTH, 3aMMpPasi B BO3IyXe, KaK 3BYKH
mo6umoro Moero YaiikoBckoro”.

These two paragraphs follow in the 1924 text: Koneuno, Takoe ImpoTHMBO-
peuyue HEIOHATHO ¥ TaMHCTBEHHO. Bce, UTO He MOHSATHO, MOKYNa OHO HE
ITOHATHO, TAMHCTBEHHO. Yero IpuYMH M Npouecca MbI HE 3HAeM, IS HacC
- taitHa. Ho Het TaiiHoro, koropoe He crano 661 SBHBIM. MoOXeT ObITh, U
o6bsacHuTcst rubens JI.MBanopoit. Ho kakue 65l OOBACHEHUS HH
BBIMIJIBUIM, IIOKYJA y YEJIOBEKa HEe 3aTEMHMJICS pPa3yM, He ONEpEBEHEJIO
cepIle, OH HE CMOXET CMMPHUTBCA C BTOM CIYyYaiHOCTBIO, C B3TUM
rnepeceyeHueM AByX JMHMA. Eciy He 6bITh (haTaIuCTOM U HE CUMUTATh, YTO
"BCe cIyvyaeTcsi K JyullleMy", HUKaK He OTOTrHaTh BOITPOCOB: “3aueM”,
"mouemy", "koMy 310 HY>XHO"? He monyuuB oTBeTa OT 6E3MOIBHOTO,
6e306mauHoro He6a, TEMHAst MBICHIb CaMa CO3JAET MX, IIYyTasiCh B UyJO-
BMILHbIX XUMepax. BripoyeM, uTo Mbl 3HaeM O YyXOBMILAX, O XUMEpax 4 O
>KM3HH, YPEeBaTOM GONBLUIMMM Yy TOBHUIIAMH, YEM Halle BoOGparkeHue?

"Moiyanue" ckazan, ymupas, 'amner. Hy, xopoino, Monyauue. Taiine -
tafiHa. Ho HeuckopeHMMas MoTpeGHOCTh CIIPaBEIIIMBOCTH HAIUENTHIBACT
CXEMY COOTBETCTBMM.

6 In the 1924 text: MupoMm.

7 In 1924: yuine.
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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
la cruz ("Poklonenie krestu") at the "Basennyj teatr”, i.e. in the "Tower" apartment
of Vjageslav 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
Mixajlovi¢ 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 my3’" (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" Sc¢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 AI’manax verbnogo bazara. Moskovskij Sezon 1913-1914 gg. (M.,
1914): "Cpenu Macchl €IMHMYHBIX JTIOOUTEIHCKUX CIIEKTAKIE MOXHO €Ile
OTMETHUTH B BUOY MX XYyNOXKECTBEHHOCTH NpeacTaBieHue nsecsl M. Ky3mMuHa
Berneunanckue 6e3ymusr B nocraHoBke Il1.IIlaposa u C.Cyneitkuna, u
apnexuHans! Brr6op Ilseppersi B.Xomacesuua u H.IlonoBa, B nexopauusx
B.llbsukoBa. IlepBbIit criekTakns coctosuics B mome rr. HocoBeIx, BTopol y
rr. Peitn6ot"; a photograph of one scene from the production is reproduced on
page 46 with the caption: "Cnexrakm B nome 3.I". u A A Peitn6ort. Ilponor x
apnekuHane Bri6op ITreppetsr cou. Ba.Xonmacesuua u H.Ilonosa". (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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CUACTIINBOE 3ABJIY KJIEHVE
Am
BBIBOP ITbEPETTBI
(AnTepmenus)

BIIAIMCIIAB XOIACEBHY, HUKOIIAN IIOIIOB

JINITA:

TITIOJININNHEIb
IIBEPETTA, ero nousn
AYSHbA

IIEEPO

KIIUTAHIOP
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IIPOJIOT

IIneperTa

Bot nerkuit 3aHaBec pa3naBUHYT,
W s asasoce, a 3a MHOM

Jdpyrue BbIATH K BAM HE MUHYT
3a CHHUCXOXXAEHBEM U XBAJIONA.
MBI ITpOCKM Hac CyIUTh HECTPOTO.
Bourcs 3pureneit akrep

W oropuaercs HEMHOr O,
¥Ycnpimnas CTpOruit IpUroBop.

K uemy >xe 6poBu xmypuTh? IlpaBo,
JasHo 65l BCEM IPU3HATS I10PA,
UTo >XU3Hb, KAK U TeaTp - 3a6aBa,
Crpacreit MUHYTHAs Urpa.

ITonmumuHens

A - manenska I[IbepeTTs! 11aTIOBIMBOM,
Korpa 6 ee HemOCTOSHHBIA HpaB

¥3HaTs, KaK CIELYET, MOI'JIM BBI,

To nonsAny, 4TO 51, KOHEUHO, MPAaB:

3a mouepsio MOel HAN30P NPUNEXKHBIA HYKEH,
Ho cam s cTap, HEMHOIO I'IIyX, HEXYXEH...
IIveperTy 51 JlyaHBE MOPYUYMIL

Crapyika Mynpasi, OHa IT0 Mepe CHJI
ITpokasHuily MaHepam o6yuaer,

Ot xurporo Ilsepo HagEe>XHO OXpaHseT

Y mmer ei XOpolLIMX >XEHUXOB.

51 MHOTO KMJI - ¥ BBIBOJ MO TAKOB:

C nopora ruarb nosros, GEIHSKOB,
Bapexarenei ¢ kapMaHamMu IIyCThIMMU:
ITeepo, KOHEUHO, NIEPBLIA MEXAY HUMH.
ITo coBecTH CKa3aTh peLIAOCh BaM:

S 2a Hero IleeperTy HE oTHaAM.

K ueMy XUTpHUTB, CKPLIBATLCS, JMLEMEPUTS !
B nenbrax Bce CyacThe - MOXKETE MHE BEPHUTD,
Ho xT0 yMeH, TOT 3TO 3HaeT caMm,

A B310XH, CHBI JIIOOBHU - BCE 3TO XJIaM.

IIsepo
BoT cKyuHbIf CTApUYOK! 5 XyMalo yIKacHO
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On Hagoex BaM BceM. JI106s ITheperTy CTpacTHO
U e10 6ynyum HEMHOKEUKO JI06UM,

B KOHIIE KOHIIOB 51 COCUMTAIOCh C HUM.
HanpacHo oH MeHS Ipe IaMaMu ITOPOYMT,
HarpacHo 3a MeHs OTIaTh e He XOueT.

51 - IErKOMBICJIEH - HY TaK YTO X?

3aro IIsepo coboit xopoun!

Hysues raynas! Uynak Ionummzens!
IIbepo cebe onHy MOCTaBUII LIENb!
IToxxanyi, Bermaiite ITseperTy 3a apyroro:
Torpa oHa KO MHE BEPHETCS CHOBA.

Ot Bamux ria3 ocBOGOAACH HaBeK,
¥YcTpouM MBI CBHIaHBE U IIOGET.

ITseperre ¥ IIbepo HUUYTH HE CTPALIIEH MYXK.

Knuraunp

ITseperra cTpoitHas! Meura gy Moeii!

O, xT0 6bI MOI" NIOOUTH TEGS HEXHEMH,
BceuacTHBIX MYK MOMX HM OT KOO He CKpOIO:
A Bce roToB oTaars, urob o6namaTh TOGOIO.
ToToB nMUIIUTLECS st GOraTCTBa MOEr o

3a KpaTkuit MUI' CBUIIAHbS OZTHOTO,

Korzna B HOUHOI THUIUH, TOX CEHBIO OJEAHIPA,
Pernvinscs ToI mouenosats Kimraunapa.

A ysHb A

Uto BaM ckaz3ath? S - vectHas JysHbs,

Moit BUA HA B KOM He BO30YIUT COMHEHbS.
51 - nabo>xxHa, CMUpEHHA U CKDOMHa,
Cyrnpyr CKOHYAICS MOJ1, HO SI eMY BEpHa.

I ns cobmoneHus 61aro4ecTUBbIX PABUI
K TIbepeTTe BETpEeHOI4 OTELl MEHSI IPUCTABUIL,
5] 6epery ee OT MyX, OT CKBO3HSKOB,

A rnaBHOE - OT GEIHBIX )KEHUXOB.

IIseperTa

Tereps ¥ s1 MPU3HAIOCh OTKPOBEHHO:

A - BeTpeHa, KanpusHa, TepeMeHHa,
Crerka KOKETJIMBa, HO MPaBO XKE& MHUIA,

A riaBHOe - BCerzia Jierka u BeceJa.

E1ne Mory cka3ats (HO TONBKO IT0 CEKPETY),
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YTo 5 mobmo IIsepo, kak mobur oH IIseperTy.
Tenepsb opa KOMEIMIO HAYATD, -
(x my6imke)
A Bac rponry He KalnsATh, HE YAXaTh,
Opexamu He IeNKaTh, He MIENTaTbCs
U 3za cym>6y MOIO HE CIIMIIKOM BOJIHOBATLCA.
(My3BIKa)

CAX

Knuraunp (omuH, rnoer)
ApomMaroM ClragKuM BEeT

TBo# npo3payuHbLi BELWIHUH caf.
Cepaiie HEXXHO NIIaMEHEET,
Cepilie MEPKHET, CEPILIE MIIEET,
Ax, nmuiio Moe 6ienHeeT,

UyTh 3aBUKY MMUIbIA B3rIsan!
O, Baemumy, IIseperTa, NeHs10,
ITocmoTpu Ha Mo#t Hapsn,
O6MaH¥ CBOIO TYSHBIO

U HaBcTpeuy 060JIbIIEHBIO
Berinou B can, MOKPLITEIA TEHBIO,
B TBO#1 rpospauHbml BelHMt can!

IIsepo (BxomuT)
Ara! Kmurannp! Bot BcTpeuu s He >KIail.
Teo1 uro 3mech aenaewms? I[Toems? S momernan?

Kautaunp
yBBI, MH€ nMoMelIaTh HUKTO HE MOXKET,
Ho 1 HUKTO HE MOXKET MHE ITOMOYB!

IIsepo
TrI roBopuInb 3aragkamu!

Knurannp
He npous

S 06 BsscHUTD: MIO60BbL MHE CEPALIE I'IOXET. ..

IIsepo
K ITsepetre?
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Kauraunp

IOa! Ho ma>xe o6 bsACHEHbA
Ho6urscsa He Mory! ITpokinsras mysHbs!
M Tak MHe rpycTHO...

IIsepo
He rpycry, npyxok:
Huxkro, Kak s, Te6e ImoMoub He MOT.

Knuraunp
ITosepurs MN?

IIsepo

Ho meno Hy>XHO TOHKO
3neck nosecty... CKIOHHA K MOHETE 3BOHKOIA
HysHbs cTapas...

Knurannp
HoBoymHO Oyner et
YepBOHIIEB CTa.

IIsepo
JIoBOMBHO...

Knurannp
Tax ckopeit
Nnem 3a sonotoM! (yxomur)

ITeepo (x myGnuke)

A? KaxoBa cHopoBKa?

ITsepo cBoM mena ycrpausaeT JIOBKO!
Crapaiics, npyr KiuraHnp, ¥ IEHer He >anen
Uro6 mor IlbepeTTy s Ha3BaTh CBOEiA!
(yxomut)
(MyabIka)

ITseperra M JlyoHbS BXOXAT.

IIveperTa
ITpenectHas norona! Yro 3a nens!
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OysHB A
IToitmeMm, muTs Moe...

IIseperTa

Kyma?
N ysuns

Tyna, roe Tens. (cagnTes)
IIseperTa

A, Toneko To! JIncTBa - Kak cepe6po
Crepkaer Bcs... Ax, rae-1o Mo ITkepo?

O ysHb A
ITeeperra, 3Haelb M, YTO A B TAKOM JEHEK
OxOTHMIIA B3[[PEMHYTh MHHYTKY...

IIseperTa (B cTOpOHY)
Xots uacox!

N ysHb A

Tak ThI, rony0yIiKa, CMUPHEXOHBKO CHIH,

A ecy KTO BOMIET - cCKOpeit MeHs 6y nu.
(3aceimaer)

ITrepo (BxomuT)
ITseperra! Tcc...

IIseperra
. IIsepo! Ja TbI vt 310?
Kakas panocts!... (ykassmaer Ha [Iysnpi0) Crint!

IIrepo
: O, muias IIseperral
(roueyi)
IlreperTa
Bort Tak!
IIsepo
Eune!
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IIreperra
Eme pa3!

IIsepo

H ewe!
Ax, xak nemyemcs ¢ To60oit Me1 ropsiuo!
Ho s npmuen no ney.

IIseperTa
I'oBopw...
IIsepo
Kimrannpa 3Haeins Tb1?
IlreperTa

C 3apu u mo 3apu
OH cepeHanmbl MHE ITOET, HO BCE XKe
Ts1, mackoBrlit ITbepo, ropa3mo MHe JOpPOXKeE.

IIsepo
TTocnywmaii-ka, ITeeperra: oH Gorar.

IlseperTa
Tax uro u3 aroro?

IIsepo
Kaxk uto? BorarcTso - Knan,
M xots Knuranunp ITbeperre He mobeseH,
Ho 3070T0# ME1I10K HaM MOXET GbITh ITONE3EH.
Thl BRIADEIIb 32 HETO...

IIseperTa
Ara! Mansuuinka 3moi!
Ts1, BUHO, CaM MeuTaelus O Apyroii!
(mepeT ero 3a yxo)

IIsepo
TIycrn!

IIveperTa
Hy ner!
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IIsepo
IIyctu mens! Mue Gonbho!

IIseperTa
BoTt 3T0 MHE U HY>XHO...

IIsepo
A1, noposbHO!
ITlyct xoTh uyTOouKy! IToTOM Imepu onsTs.

IIrepeTra
Hy, xopomo. UTo >k MOXEIIb Thl CKa3aTh?

IIsepo

Te1 Beiimens 3a KimraHapa - ¥ Toraa >xe
OcBOGOIMIIECS. OT HECHOCHOM CTPa>KH.
Oreu ¢ mysHbelt 6yner naneko

A Benp My>xelt OGMaHBIBATH JIETKO!

IIseperTa
INonymats Hago GEL..

IIrepo

K uemy eme comuHeHbs?
Cxaxxu cxopee "ma", a To cefiuac nysHbS
ITpocHercs, u Torna...

IIseperTa
A 3naews au, IIsepo,
Bene 3T0 BCE NMPUIYMaHO XUTPO.
IMoxanyit, s mpocTUTh TEGE rOTOBA.
Hy, monenyii.

IIrepo
: Hrax - npy3ss Mel cHOBa!

(uenyrorcs)

Cmotpu-ka, 6abouka! JIoBu ee ckopeii!

Ax, xaxknpni Mur IIseperra MHE Munei!

(Tauew ¢ 6a6ouxoit. BaGouka cagurcs

HysHbe Ha Hoc. Ta nmpocklimaercs).
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Oy»HbS
Beccrrigauua! ITbeperra! Hu MunyTkn
Hemb3s B3IpeMHYTh: BCE BRILYMKY Ia WIYyTKH!

IIseperTa
3aTo HeBHHHEIE!

OysHb A
Eme 65l na He Tax!
Croii, KTO-TO K HaM UJET.

IIseperTa
IIbepo, a ¢ HUM mypak.

BxonsT ITeepo 1 Knurannp

I y>Hb 8
Ore, Ilrepo! He mecTo 3mecs emy!...

IIeeperTa
O, cxanmsTech HaJO MHOI!

O y>3Hs s
ITaname TBOEMY
51 noknsinace 6.M0CTH. ..
(ITsepo Gpocaer €i1 KoLeNeK)
A, BIIpoueM, OTUEro xe
He nmoMorats TOMY, KTO ILIaTHAT TTIOXOPOXKE.

IIseperTa
ITsepo!

O ysHb s
OH oueHs mun!
(JIosut komenexk Knvrannopa)
I pyroi ewe Muee!
He 6oiitecs, rocrona, u 6ynste nocmenee!

ITsepo
Bnwo6nen!
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OysHbA
A tot?

IIxepo
Y oH: BBI BEpHO yrapgamt,
Onnaxo s 6010Ch, UTOO HAM HE IOMEILAIIM.

Kmmuraunp (ITveperre)
O, ecym 6 3HAJIHU BbI, K&K ILUIKO, KaK JaBHO
A Bac mo6io!

IIsepo (eit xe)
" a y>x 3aonHO
IIlermuy Te6e Takoe >Ke MPU3HAHLE.

O ysHe 5
Ax, <ax> manyH! Hy npocto HakasaHbe!

Knurannp
IIpenecTHe Bac KpacaBHMIl B MUPE HET,
3aTMMIM COJHLE BAI!

IIrepo
A MHe IUEIHU OTBET.

HNonumuuens (Bxons)
Yo Buxy 5? Jlosure! Bop!
i1, moau, 31! Bopora Ha 3anop!

Knurannp
ITpoiy MpocTHTh MEHSA U BBICIIYLIATh IPU3HAHEE...

ITonmmuHens
O, ne60! Uto HM mEHB - TO Xy>Ke MCIIbITalbe!

IIsepo
Ho Mb1 BaM He Bparu.

IMonumuuens
Haperocs.
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IIsepo
Ham npuser.
Ecrp y MEHA 3aMaHUYMBBYA...

ITonnmuHe s
Cexper?
C cexperamMu MpolLy K OPYTr¥M SIBIISATHCS,
A 31eck BaM He3aueM TaK TOJIIO OCTaBaThCA.

OysHbs
Boraroii neByuiKe MPUIMYHLI PA3BIECUYEHbA. ..

ITonumuuens
IIpunuyHee BCEro OMHU HPABOYUEHBS.
(x ITrepo) OnmHako, Cynaph MO, YEr0 >Ke BaM 3IeCh Hamo?

OysHes
OHU BIBOEM I'YJISNH 32 Orpajoi...

IIseperra
51 Ha nyry JIOBHIIA MOTBUIBKOB...

ITrepo (npencrasnsercs)
Moit npyr Kmrannp: mocBataTbCs roToB...

dysHBA
Bopyr cnblneH 1myM, - BAJMT TOJIA HAPOA. ..

IIrepo (na yxo ITomuiuuzemo)
Barasinure nogo6peit Ha ®TOrO0 ypoma:

Borar, a poiloM OH U3 Camoit BBICILIEH SHATH.

INonnmuHens
ITpoBanusaii, SBUIMCE BbI HEKCTATH.

IIseperTa
IIBerouxu s pBana...

JysHpsa
Kak Bnpyr nsa kaBarepa...
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INonumuHe s
BpemBarbscs B cap uy>xoit! IIpeckBepHble MaHEpBI.

ITsepo
51 cBaTOM K BaM...

ITonmmmuHEeNs
Bce pa36epy nmotom.
ITpoiy mo>kamoBaTh Bac 3aBTpPa B JKOM.

IIrepo
2Kennx xoporl.

ITommmuuens
ITreperra He HeBecTa
JI 3151 BCTPEUHBIX C YJIMLIBL.

IInepo (Knuraumpy)
Her, s He nBUHYCE C MeCTa,
IToxa He moBenmy BCe AENO O KOHLIA.

Kxuraunp
Ho kak >ce 6bITh?

IIeepo
Mz&! rpoBeeM OTLA.

INonumuHenn
CeronmHs y MeHs HET BPEMEHH...

O y3Hb 5

Xorena
51 Bac MpoOCHUTH CEphE3HENM BHUKHYTD B IEJIO.
Ectp "maHHbIe"...

INonmmwuHens
Ha uto?

O ysHs s
Ha uro? Moit bor, nHa Bce...
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INonnmuHens
Kaxue x nanxpie?

OysHusa

Yro mobuT OH ee:
Y n1516K1 TOMHBIE, HAMEKY, YBEPEHR S,
YTO y Hero cepbe3HLIE BIECYCHBA.
TyT nepcr cyns6eil...

IonumuHens
Cwmeroch 51 Hapg cynbboi!
MHe Hy>HO 3050TO!

IIsepo
OHo y Hac ¢ co6oit.

INonnmunuens
I aBno 651 Tak. Ilpoiny y Bac IIpOIIEHbS.
B noyreHuMu MOEM NIpUMHTE YBEPEHb .

IIsepo
AXx, crapbit myT! npomakHas mymal

IleeperTa
Kmurangp!

Knuranap
ITreperra! O, xak xopouna!
51 Becsb ropio, ropo...

ITeepo (#a yxo eir)
M s npunaro!

HMonmmuuens
A mHoro 3onora?

IIrxepo

Oro!
(x ny6imke) ITouem 1 3Hawo0!
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INomumuuens (JysHse)
TsuyTh CO cBanb6010 MHE BOBCE HET OXOTEL

A y3Hb %
AxX, ¢ B3pOCIIOH IOYEPHIO Y>KAaCHBIE 3a60ThI.

Honmmuuens

Mpaue 6bU10 6 30J10TO, 2 TaM

VY>k MBI Bcerya ymapum Io pykam.
ITseperTa (y6imke)

ITrepo mo6mio, Knurangpa Hagysaro,
KoMy 6uITh BEpHOIO - cCaMa Terneps He 3Halo!

O6muit TaHen
- 3aHaBEC-

ocens 1914,
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Appendix

IIOITPABKH N JOBABJIEHHA K H3JAHHNIO
CTHXOB KY3MHHA

Hawe wuapanue ctuxoB Kysmuna (Co6panue cruxosI-III, N3n-Bo
Bunsrensma ®unka, Mionxen 1977) pacTsHyIoch Ha HECKONBKO JIET; KpOMe
TOro, HaGOPIVKH, MOMPAaBIAs, JEIAJIN ONIEYaTKH, U Cepbe3Hee U B GobIIeM
KonuuecTse. [TosToMy HEO6XOMMMBI N06aBKM M MOMPABKM XOTA OBl cCaMoro
BaxcHoro. ITonb3yemcs mo6Ge3HOCTh PeNAaKLIMM ajlbMaHaxa M Mmy6inkyem
CIMCOK Takux "sMmeHpmaumit". CTOMT OTMETHTh, YTO MPEXNONOXHUTEIbHO
ycraHoBieHHass B OuorpacuueckoM ouepke (III ToM) mara poxxneHus
Kyamuna (1872, a He 1875), noKkyMeHTaILHO MOATBEPAMIACH B COOGIIEHUH
K.H. CysopoBoit "ApxuBHCT nineT aTy (K m3ydyeHHIo apxuBa A.A. Bnoka)":
"...CIIeJOBalIO UCKaTh HOKYMEHT, TOYHO yXOCTOBEPSIOIINIA BPEMS POXXIEHUS
rosra. Takoit MOKyMeHT oThICKaJcs B apxuBe Ilerep6yprckoit KOHCEpBaTO-
pun, rae yumics Kysmus. B smunoMm nene crynenra KysmuHa coxpaHuiach
KOIMUs CBUIETENLCTBA O PO>KIACHMH, BBIMAHHAA SPOCIABCKO#M XpHUCTOPOXK-
JIECTBEHCKOM UEPKOBRIO. DTOT NOKYMEHT M moarBepaui, uto M.A. Kyamun
ponuics B SIpocnasne 6 okTa6psa 1872 roma" (Berpeuy ¢ mpomuismM, BBIIL. 2,
1976, c. 119).

John E. Malmstad and Vladimir Markov

Tom 1

Cern

Ilepen ctp. [41] mponyiuena crpanuna (7-1 BOCIPOU3BEAEHHOTO U3[aHMsA) C
Ha3BaHMEM pa3zgena (COCTOALIEr0 U3 OOHOrO CTHUXOTBOpPEHMs): Mowu
[peaKH.

Ocennmne o3epa
Ilepen crp. [243] nponywmeHs! cTp. 5, 7 1 9 BOCMIPOU3BENEHHOr0 U3NAHUSA,
KOTOPBIE COAEPKANH CIEAYIOIIEe:;
a) (IOCBsILIEHUE K KHUTE):
Cepunue, n00MBIIEEe BIOBOJIb, BOIMIIO MOEIO PYKOIO,

NMms >xe s yTalo: CepaLe - pEBHUBO MOE.

6) YacTs nepBas
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B) (Ha3BaHuUe pa3pena):
Ocennne osepa
Asrycr, 1908 - Mapr, 1909
Tom II
Boxaruit
Ilepen ctp. [8] mpomyieHa CTp. 5 BOCNPDOM3BENEHHOI'O H3XAHUA C

SnMUrpadoM K KHUre:

Cnywurcs BCe, YTO IpefHasHauYEHO,
Bo>xaTbrit Hac BegerT.

M.K.
Tom III
Crpanmua Crpoka  Hanmeuwartano IomxHo 6bITh
K cratse Manmcrana
31 13 cu 6e3nyuHoOro 6eanyMHOro
80 8 cH IOJKHO YUTATLCSA
is found primarily in another "higher" realm of refinement
129 7cB MEJIOAMIO 3aCTABIAIOT MEJIOIMH 3aCTaBISAET
129 10 cB JILIILY 5119114
135 24 cB forward foreward
199 lcn on theaters on these theaters
226 16c¢cB Jlemnua, [Lenin] Jlenuma,
273 23cB Progulka Gul’ja Progulki Gulja
276 12cB Dom iskustv Dom iskusstv
286 lcu in 1924 in 1925
290 llcs pasnense pasmome
293 lcs Progulka Gulja Progulki Gulja
301 22 ¢cB Gentlemen from Gentlemen of
303 16 cB Mandel’$tamps. Mandel’§tams.
K cratee MapxoBa
331 7 cH "menoues, meoyei,"”
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K xy3sMuHCKMM TeKcTam

436
448
460
465
479
507
532
562
589
599
603
604
609
613

K nmpumedvanusm

622
624
624

625

630

631

631
632
632
633
638
639

14 cu
3cB
2CB
19cu
lc
2cH
18 cu
13cB
4cB
4cB
23cH
19cB
19¢cB

rnpomnyiuieHa gara: 8 mions 1929 r.

16cB
3cB
8cu

Pycckuit Aprucr 1908/1 (6 sHBaps): 1, C HE3HAYUTEIILHEIMHA
MYHKTYaIMOHHbIMU pa3nuuusmu. MMs "Manon" naGpaHo
pycckumu 6yksamu. IV, 1 u V, 1: 5 He mo6mio Bens.

lcm

Pycckurt Apruct 1908/7 (17 cdespans): 97, ¢ He3SHaAUUTENb-
HBIMU ITYHKTYallMOHHBIMM pasimuusmu. B VII,4 "mo6oBp"

MCJILHyBI.HCFO
Ho Ho nosepio
Kaka -
Cpa>keHbs
BBIHOCT
HUcuearo.
BIOOJIEHHEIE
BBI ITOX02XH
IIMIICSH HE HEe
3a Opyro,

B ropoze.
KOHIIEB.
MECOK

BXOIMT
V,3

MENbLKHYBIIET O
Ho ne nosepio
Kak
CPaXXEHbAM
BBIHOCHUT
Hcuesna.
BIIOOJIEHHbIE
BbI TaK TIOXO0XXH
3JMIICH HA Hee
3a Ipyroro,

B ropie.
KOHIIOB.
MECOoK.

BXOIAT
Vv,2

rnocJie y3Hai'. BCTaBUTh: Briepsnie:

rocne Tonor". BCTaBUTh: Briepskie:

C MAJIEHBKOI GyKBBI.
nepexn " pyrue pa3HOYTeHNUS " BCTABUTh:

2cB

Cm. B k. Bechr 1909/2: 35-38 "Iunanoru" Ilo3HskoBa, naTu-
poBanHbie HOs6pem 1908 u mocBsimenHsie Kysmuny (Hame-
YyaTaHbl Cpas3y Mocie Ky3MMHCKOIO poMaHa o6 AlekcaHn-
pe).

24 c

Mockosckas I'azera 1911/100 (4 cenr.), 6e3 matel. C ogHuM

ocye Bo3BpaTa'"'. BCTaBUTh: BriepBrie:

pasHoutenueM: U He cTpamuT mo6GoBHas yrpara.

6 cH
2c¢cB
20cB
10cB
8cu
24 cB

HANTH NMOTEPSAHHBIHA,

Ho6aBuTh:
24 arpens
B. . Benkun
(pox. 1886)
1293
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HalTH pal IOTEPSHHLINA,

(ym. 1942).
21 ampensa
B.II. bemxun
(1886-1973)
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640 24 cH nocne "Ilerponosmc” BcraBurs: B Mae 1923 r,

643 16 cB 12 crpokoit 11 cTpokon
644 16 cH nocite Paxuru BecTaBUTh: HacTosAas paMumus
Hounn (p. 1882, Xapokos-yM. 1952, Hosent Can, ¥Orocnosust)
645 13cH Iporanwura, Cu6, 1907: Hporanmza. BecHa.1907, Cn6:
647 4cB KaKoIO CHJIOH C Kako10 CUIIOM
649 Mexny 15 u 16 cu BcraButs: 2. "Emne HexHeit...".

Briepssie B macxaimsHoM HoMmepe ras3. Y1po Poccnn 1916/101
(10 anpens), nox Ha3BaHueM "Amnpeis".

650 17cB 1916/(uioHs) 1916/6 (uioHb)

651 8cB Ha Moiitke No. 1 Ha Moiike No. 91

651 14 cH CKOOKy Iociie "MyHKTyauuu'" 3aKphITh

651 16 cu (7 HO516.): 6e3 naTel (7 Bo56.): 1, 6e3 naTsl

652 14 cB Bpaygeit). Bpaueit").

652 17 cu 18, mare1 18, 6e3 maTnI

655 10cu 311a 3I1a.

656 19cB O nuBHO TUBO! O, nuBHO OuBO!

660 13 cH (3 mex.): 6e3 mathl (3 nex.): 1, 6e3 maTe!

664 17 cu BIIE9aTJICHUA, BIICYATIICHHA.
BoCcrIOMHHAHHSA ITucema. BOCIIOMHHAHHA

664 lcu (p. 1885) (1885-1978)

666 ScH unen THOCTUYECKMX MOei

667 ScH cTynana. cTymana,

670 26 cB BcTaBuTh: OpranmnsoBana B 1918 B IleTporpanme He-

6onbiroe n3garenscTBo "L'enthousiaste errant”, roe KysmuH nagan
cBo#t poMaH o KaimnocTtpo.

670 27 cB rocxe "JIypee.)" BcraBuTh: ¥ Mep:a B ITapuske B 1955 1.
672 7cB 7-ro Beka 2-ro Beka

672 16 cH Jom Hckyccrsa Jom nckyccrs

673 4cB 1921 1821

673 9cs della dalla

675 2cH I'epb Ie6p

676 4cB Herbus Hebrus

676 17 cB nocne "repos")." BcTaBUTh: DMHUrpupoBaia B 1924 r.
677 8 cH 1969 1869

678 15cH Genése Genése

684 17 cu ITOKHHY. ITOKUHY,

690 9cH nocyue noara). Bcrasuts: O Hel cM. ctaTbu Kysmunua,

Cepress PamnoBa, C. Mokynsckoro, A. MoBIiIeHCOHa B KH.
Banenruna Xonacesuu (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 niepen "Cp. poMan" BcTaBUTh: OIHU CUUTAIOT 3Ty Kpa-
casuiy A.Jl.Pannosoit, npyrue O.I'ne6oBoii-CyneiikMHON.
mexny 13 u 14 cB BcTaBuUTH CTPOKY: B nepenHiolo KpoBaTh 1epe-
Talmm
18 cu no6asutk: HaMm coobwmmiH, 4uro, mo ciaosam M.A.
JInxaueBa, cTUXOTBOpeHMe nocBsimeHo pomany Ceprest Ecennna u
H.A. Kmoesa.

7cH MIOCJIE CTUXOTBOPEHUS. BCTaBUTh: CM. TakXe CTaThio
Kyamuna "Jise ctuxun" B xd. JIuaus HMBanosa 1903-1924 (1.,
1927): 16-19.

Havaino 3 cH HE HY>KHO KypcuBa
12cH 1925 r.). 1924 r.).
9cH Pacrpemsm PaccrpensH
2lcB Iv,3 VL 3
1l4cB , Ho Mucc ocranace Miucc - nceBpoHnM
LIS HAC 3araaKomn CaTUPMKOHOBCKOM XYIO>K-

HueI A.B. PeMn3oBoii.
mexny 25-26 cB BcraButh: 11. "CrpaHHbIA CTYyTHHK",

CruxorBopeHue, 6e3 peMapku U B chopMme yeTBEpO-
CTHIIMHA, BiepBhle GbLI0 ONMy6IMKOBAHO IOJ HAa3BaHWEM
"IBofiHuK" B mapuxckoM X. CmeHa Bex 1921/5 (26
HOs16ps): 21, ¢ maroit: 1921. Mions. C OXHMM pasHOYTEHMEM
B 2: 5 cnyTHuK HexXHbI M Hemoit. ITox HMM 6b1no omny6.
ctux. . 'omnepbaxa "Muxaun Kysmun (TToprper)", matup.:

1921.
S5cB dpasa B ckobKax HOJDKHA YMTATHCA: B HOMOJHEHHE K
poMany o I'pane u x Cmepru Aprypa
24 cH "BcTpeua npyseit” "Bcrpeua rocreit”
13cB Ananux Anagnoun

8 cTpoKa CB IOJI>)KHA YMTATBCSA: JIOMOH, MOXeT 6bITh, Bepnses.
Aresurec B KOHIIE CTHXOTBOPEHMs, MOXKeT ObITh, BakcT. AnmammuH,
310 KoHcTantun ComoB, a N'annmen - nuemsHHuk KysmmuHa,
Cepreit Aycnennep. 'epmec - nost Cepreit I'oponeuxui.

7 cH Hcaus 15,18 Ucausa 15,8
8 cH 1968 1868
Scu KTo Mewmepckuis, Memepckuit, kH. Bopuc
YCTaHOBUTH He AJekceeBId, Xy TOXKHUK,
yRaJock. ¢ cepemunsr 1910-x rr.
xun B ITapuxe.
19 cB rocne Canomesn") BctaBuTh: O Hell M APYrUX yrnoms-

HYTHIX B "ruMHe" cM. ny6uukanuioo A.E. IMapauca, P.J. Tumen-
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714
715
717
722

725
725
726
729

731
735

ypka "TIporpammel '‘Bponsiueit cobaku'™, IIaMITHHKH KYJIbTYPbI.
Hossie orxperrug. Exceroarux 1983 (I1., 1985), cc. 252-253.

9 cH No. 16 No. 6
15cn B BUHT. B BUHT
20 cH 1920 1929
S5-6cu Kro "pmeBa", ycraHo- "IeBa", Mo-BUIUMOMY
BUTh HE YHANOCh Bepa AnexcanaposHa Cy-
TyruHa (Kouep), 1892-1969,
CEeKpeTaph M3IaTeNLCTBa.
18 cu CTaTby cTathe
lcH Honna Hoanna
24 cB (T pennanmuii). (I'pennanpueit).
24 cH Ham He ymanock ycraHo-  "Poccuiickas Aicenop”,
BUTH, KTO ITPO3LIBAJICA Mo-BUIMMOMY, Afa

"poccuiicko#t Aiicemop”  KopsuH (Ama AnexceeBHa
Omkesud, ym. 1919), Tannos-
1OuIa-60COHOXKKA M ApaMaTH-

9eCKas aKTpuca.
21cH 96 86
25cH Anarommit Kankapoeuu  Anaronuit Mcaakosuu Kankaposuu.
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