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Preface

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

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of unpublished materials ("Archivum") by or about Kuzmin and one piece by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

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

John E. Malmstad
Harvard University
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John A. Bamstead

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

-Sestnadcatoe avgusta.

-Segodnja sdelany dva Saga.

-A mozet byt'i tri, Lavrik.15

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

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

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

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

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

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

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

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

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

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

12



00063145

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

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

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

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

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

13
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between art and life is dissolved; Klara's monstrous pregnancy and Nonna's
ersatz, parodic one are equally emblematic of the process.
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pp. 210-219, where it is dated simply “1907", but reprinted in Mixail Kuzmin,
Seti (Moscow, 1908), pp. 31-44, with the date "1906-1907. Nojabr'-Janvar".
"Kartonnyj domik", Belye noci, pp. 112-151 was never reprinted and must be
dated after January, 1907 on internal grounds.

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

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

Kryl'ja.
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12

13

14

15

16

17

18

19

20

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

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

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

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

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

Ibid.

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

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

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

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

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

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

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

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

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

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

KUZMIN, GUMILEV AND CVETAEVA
AS NEO-ROMANTIC PLAYWRIGHTS

I. Russian Realist and Symbolist Drama

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

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

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

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

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

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

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

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

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

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

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

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

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

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

V étom krutom

Nebe muzskom

- Splo§’ zolotom -

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

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

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

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

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

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

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

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

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

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

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

It is this kind of magnanimity that we find in Kuzmin's treatment of both Alexis
and the situation of his parents and wife, forced to pay for his saintliness by years
of anxiety and pain. One can't help feeling some sympathy for the final outcry of
the wife, Mastridia, "Ne xo¢u! Ne xo¢u!”, when she learns that the man who
ruined her life and deprived her of the joys of love and motherhood has now
become a saint. Nor can one agree with the noted Kuzmin expert, Michael Green
when he writes that Mastridia is "the dreadful Nata3a of [Cexov's] Three Sisters
in Roman garb."12

22



00063145

Features of romantic reinterpretation of a miracle play are also present in Mari-
na Cvetaeva's The Stone Angel, written in June and July of 1919. Like most of
the plays of her romantic cycle, this play was intended to provide roles for her
actor-friends, Jurij Zavadskij and Sophia Holliday. In her memoir "The Tale of
Sonecka", Cvetaeva mentioned that many women were drawn to the tall and ex-
ceptionally handsome Zavadskij and that she wrote for him a play in which he
would be shown as a stone angel, indifferent to all this female adulation. This is
indeed the situation in the first scene of the play, set in Germany in the 16th
century. But as the play proceeds, its main theme turns out to be the battle between
good and evil forces for the soul of the heroine, Aurora, who was meant to be
played by Holliday. The play is a highly idiosyncratic superimposition of the myth
of Psyche and Eros upon the final scenes of both Part One and Part Two of
Goethe's Faust.

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

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

IV. Romantic Orientalism

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

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

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

V. Romantic Androgyn

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

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

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

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

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

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

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

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

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

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

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

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

The eulogies to the 18th century, voiced in The Snowstorm by the character
called the Old Woman (much in the manner of the Countess in Modest Cajkov-
skij's libretto for his brother's opera The Queen of Spades), are the first instance in
Cvetaeva's play cycle of the poetic idealization of that century. It becomes central
in the three plays that Cvetaeva based on historical sources: the two Casanova
plays, An Adventure and The Phoenix, and the best play of the sequence, For-
tuna, a dramatization of the memoirs of the Duc de Lauzun. The taste for the ro-
coco elegance of the 18th century was, of course, very much in the air in all
Russian arts in the pre-revolutionary decades. But Cvetaeva, writing her verse
plays that glorified the spirit and style of that century during the Russian civil war,
had a clear contemporary purpose. Just as the memoirs of Casanova and Lauzun
passed on to posterity a seductive view of the Age of Enlightenment, so did Cve-
taeva strive in her plays to show the value of the past to her contemporaries of
1918-19 who proclaimed as their aim the oblivion of all earlier ages and the de-
struction of all traditional cultural values.
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subseqeuently in M. A. Kuzmin, Sobranie stixov, John E. Malmstad and
Vladimir Markov, eds. (Munich, 1977, Volume 3, pp. 569-613.
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IFennagui I1IMmaxkos

MHUXAHUI KY3MHH U PHUXAPJ BATHEP

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

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

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

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

U B KacKke BarHEPOBCKMI 1IyT.?

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

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

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

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

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

JIio6onbrTHa pechpeHOM NMpoXoafas TPUXK LI MOBTOPEHHAN CTPOKaA-

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

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

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

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

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

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

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

Bonpekn kokersmBomy 3asBneHnio Kyamuna B 8oMm ynape -

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

OJIEHBb N30JIb bl

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

HO CBET 3¢JEHOBATBIN 30Pb MOJHOYHBIX

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

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

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

A cuHMA cof0Mb, OrHEHHAs MTHUA

y MeYeHH ¥ BLETCA, ¥ 30BET:

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

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

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

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

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

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

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

M BCE B 3CJICHOM CBETE CHOBaA,

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

"Euridice"”, yxHYyJ BOpOH,

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

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

ThI YCTaN, ¥ Mbl YCTaJIH,

ronybee JIbHa U CTaAJIN

rjia3 KOCHT JICHUB M BSiJI.

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

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

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

IlIpumMmeuvuaunmns

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

Cwm. B Ilapabonax -

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

U B manbHMX NiIaBHAX 3a>KHBO MOT MBI
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3

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

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

Buxrop INancdunos (xaTsl >XM3HM HEM3BECTHBI) - cornacHo B. Bepuruse -
XYIOO>KHMK, paboran AN TeaTpa, NeJiajl MPUYYIUIMBbIE NEKOPALIMH, Haro-
muHaoinne Campanopa ami. XXun 6e3 nacrnopra, nmponan B CepeIrHe

TPUIOLATBIX FOXOB M, OUEBUAHO, KOHUMN nHM B ['ynare. KysmuH 6but M
OYE€Hb YBJICUEH.

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

"CTosAuMX BOIX NMPO3PaduHO HUKH
benecosarsie nons”.

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

"2Knuua mm, nog3aemMHas b Lapuua

B nynHoMm Hune coSupaer poxs?

Y nnoTtHH nopa oCTAaHOBHUTLCA, -

Pyky 3aToHyB11YIO Hailneuib

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

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

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

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

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

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

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

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

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

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

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

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

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

"Iep>Xy HEBUAAHHBIA KPUCTAILI

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

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

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

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

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

"Bna>kHy 0 BhIBEJT BOJHOM KonuiGem"17

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

"YT06 BHOBbL POOMTLCS, HAO yMepeTs."18

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

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

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

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

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

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

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

"K pecTHnbHLIM 3BOHOM 3aJpOXan Xpycram".29

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

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

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

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

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

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

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

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

3 Ibid., 13.
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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.
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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 poe¢me de Paraboly commence par les mots: "Kosye sootvetstvija".

Voir dans Forel’ razbivaet led, op. cité, 14, les vers:
"Kogda na kazdyj zvuk 1 mysl’
Vstaet, ljubja, protivoves".

M. Kuzmin, Forel’ razbivaet led, op. cité, 24.

On peut lire dans "Deklaracija Emocionalizma", op. cité, 3: "Projavlenie
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Par exemple, dans Forel’ razbivaet led, op. cité, le poéme qui commence par
les vers:
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“"Neprosennye gosti
Sodlis’ ko mne na &aj."

26 Marcel Proust, A la recherche du temps perdu, VIII, Le temps retrouvé,
Gallimard, 1954, 256: "La grandeur de I'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 3 mesure que prend
plus d'épaisseur et d'imperméabilité la connaissance conventionnelle que nous
lui substituons (...)."

27 M. Kuzmin, Nezdesnie velera, 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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Hpunna IlanepHo

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

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

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

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

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

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

OH Tax>xe CBETEN Y KpbLIaT.

Ilyckait He BMXKy 6necka jar.

Tbl caM BpYYHJI MHE 3TOT 1ap,

U TBOM ABONHMK HEe CaMO3BaHEH,

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

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

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

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

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

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

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

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

Kamens xonwem npoGonas,

Ber3osu BORY,

YTo6bl TEKIIA, 30N10TAA,

BHoBb Ha cBoGony!

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

ELET]

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

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

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

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

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

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

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

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

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

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

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

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

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

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

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

OH 511 e MOPO3HBIA NeHb?
HenoHaTHoO, cTpaHHo!

BTO M ABJNIEHHE IMPUUECKOMY I'epoI0 YMEPIINUX ApYy3eit:

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

ITywmunH, Kioxns 1 6apoH,
OrxeHHbd KaTeHuH.

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

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

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

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

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

BeceHHMMM OHACH JIyuaMHy, C okpecTHbIX IrOp y>Ke CHera

Tak 10HOIIECKOE XXHUThE C6e>xamt MyTHBIMM PYUYbsIMH

HUner xanpu3HeIMM NyTIMH! Ha noronneHHbIe nyra.

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

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

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

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

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

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

O6pa3 cMepTH (HACUIILCTBEHHOM CMEPTH) HAa TAKOLIEM CHET'Y BO3HMKAET B
eumie OMHOM, paHHEM cTuxoTBopeHuu Ky3mmua - "4 3Haw, 8 6yny your"
(uukn "Mask nmo6su”, 1911-12, c6opuux "OceHHne ozepa”). Beuny ocobon
Ba>XHOCTH 3TOr'0 MAJIOM3BECTHOIO CTUXOTBOPEHMSA NS Hallleil TeMEI, NpH-
BEIEM €r0 TMOJIHOCTHIO:
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45

A 3naw0, 1 6yny y6ur

BecHol0, Ha TANIOM CHEre...

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

A cam 310 3HAIO, CaM,

He MmHe rapana raganka,

Ho ub¥M-TO MUIBIM yCTaM

Moux 6yner Xanko...

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

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

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

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

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

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

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

IIppMeuvanus

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

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

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

4 Cywmecrpyer nono6ue Mexny PYHKUMAMH W MEXIY TPaXWIMOHHBIMM
n3obpaxxeHnsmMu ApxaHrena Muxauna u Cesatoro I'eoprusa. O6a oum
BBITIOJIHAIOT pOJIb 3MeebopueB. ApxaHren Muxami n3o6paxaercs B BUIE
aHrena-BOMHA, C KPbUIbsIMH, KOMBEM MIIM MEUYOM M, HHOrQda, B JlaTax. B
NMPaBOCJIAaBHON Tpamuummu ApxaHren Mwuxauna vacto uzobpaxkaercs
mep>xalMM y3aeuku KoHei. Cesaron [Neopruit Mzobpaxaercs B BUIE
IOHOLIM-BOMHA HAa KOHE, KOMBEM Mopaxkamouero npakoHa. JIio6omnsrrHo,
YTO €ClHM ApxaHresn Muxaun sBISAETCA aHreJOM-XpaHuTenem Mmuxauna
Kyamuna, To Cearoit I'eopruit - mokpoBHTeNIEM €ro POXHOro ropona,
Slpocnapna (Benukuit xua3b Spocnas B KpeuweHMn npuusan umsa "eop-
ruis"),
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12
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MeTtadusndeckne mpoeKLHM o6pa3a nmperpaisl NOApoOGHO PaCCMOTPEHH B
cratbe B. Macnaposa "Eine pa3 o npexpacHo# sicHocTH: 3cteTnka M. Kys-
MKHa B 3€pKajie €¢ CMMBOJMYECKOro BOIUJIOWICHHA B rosme "Qdopenb
pa3buBaer yexn"", MOMEIMEHHON B HACTOSINEM H3NAHWH.

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

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

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

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

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

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

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

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

Cm. Malmstad, cc. 170-171.
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BecbMa BEpPOATHO, YTO B MO3TUYECKOM CO3HaHMM Ky3muHa snuson ¢
rubenpio CanyHOBa COOTHOCHICS M C NMYWIKHMHCKMM "ApnoHoMm". Tak,
cnoBa necH! B JeBATOM ynape, BUOMMO OTCHUIAIOINHNE K ITOMY BITUIONY
(" - Ilymur 3eneHasn peka, / M He crmacTu HaM uwexHoka"), conep>Kar
orchulKy K Ilymikuny: no Muenuio B.®d. Mapkoea, cnoBa "uenn" u "KopMm-
MK" MMeT B mupuke Ky3aMuHa yCTOHYMBBIE NMYIMIKMHCKHE ACCOLIMALIAM
(cm. Bramumup Mapkos, "[Io33ns Muxanna Kyamuna", M.A. KyaMmuH,
Co6panue ctuxos, T. 111, c. 363). B 3TOM OTHOILLIEHMH MHTEPECHO, UTO B
ITONR MOPCKOHM mporyinke DoykeH ObLl npuHATH yuacTtue Biok; bnok
BOCIIPHHAJI 3TY MCTOPHIO KaK CBOIO HECOCTOABUIYIOCA CMEPTh. DTH PaKTsl
c6imxaroT curyaunio rubemm CanyHoBa (rmpu Koropo# "most", Syabs To
Kyamun unu bnok, "Ha 6eper BbiGpouieH rpo3on”) ¢ MmucomMm o cMepTH
Mo3Ta, HEMOCPENCTBEHHO COOTHECEHHBIM C MMeHeM IlylnkuHa, KOTOpbIt
O6srroBast B KyJabType CepebpsaHoro seka (noapoSHee o6 3roM - HUXKe). O
peakuuu Brnoka cMm. M.3. Hommuckuit, HckyccrBo u Anexcanap baok
(Mocksa, 1985), cc. 254, 309.

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

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

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

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

Ibid., c. 20-21.

B TOM >e NHUCbME 3aKNIOUEHO OMMCAHMUE NEpBON BCTpeuu pebeHka-
Ky3muHa ¢ My3bikoit (onepoit): "... s CTOIO 3a TAXENOH NOpPThHEPOIA,
yTOOBI MEHSA HE BEJIM CIIaTh, ¥ CIYyLIAI0, CAYWaw... JIyHa Tak cTpaHHO ApKO
CBeTHUT, BAAaNM CTYYHMT CTOPOX, MNONOCA CBETA U3 COCEOHENH KOMHATBI
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JIOXKHUTCA Ha IOJ, roJIoCa BAAJTHM CIMINCh B HESACHBIA I'yJl, YaChl TUKAIOT
HEEeCTEeCTBEHHO IN'POMKO, Kak cepaue...” (uMTrupyo no: Malmstad, cc. 21-22).
IlpencraBnsaercs BO3MO>KHBIM, UTO 3Ta aBTOOMOrpacpuueckas 3aMeTKa
JIlerjyia B OCHOBY 3aKJIIOUMTEJILHON 4acTH ornepHo# cueHsl B IlepBoM ymape:
MOJIYMPaK B T€aTpe, 3AJIMTOM CBETOM JIYHbI, HENPEPLIBHEIN "JIErkuit CTyK
BHYTpHu" (B "®openu" cTyk cepaua cmemmuBaercs ¢ 60eM 4acoB; B aBTO-
6uorpachuueCKOM IMUCBME - C TUKAHBEM 4acoB). Yka3aHo b. I"'acrmapoBrmm.

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

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

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

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

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

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

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

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

CMm., Hanpumep, BeicKaseiBaHMe B.M. 2KupmyHckoro B cratbe "Ilpe-
ononepune cumBonusm” (1910): "Ero uasickaHHasA npocToTa B BRIGOpE U
COEAMHEHMH CIIOB €CTh CO3HATENBHOE UCKYCCTBO MIIM HEMOCPpEe ACTBEHHBINA
XY HO>XECTBEHHbIA AP, KOTOPLIA IEJaeT COBPEMEHHOI 0O M03Ta YYEHUKOM
IIymxuua” (B.2KnpmyHckuit, Borrpocsr reopmum nureparypst (Jlenunrpan,
1928, c. 280). Cepreit ConoBbeB, B peLICH3UH Ha nepBet c6opHuK Kys-
muHa "Cern" nucan o "nyKMHCKON UrpuBocT” ctxoB Kyamuna (Becsr
6 /1908/ c. 69). CozHaremHas opueHTaumns Kpyra Ky3aMuHa Ha NyImKHHC-
KYIO 30Xy IMPOSBHIIACh B COOTHECEHMH NPY>XECKHUX MOITHUYECKUX KPYIK-
KOB C Ap3amMacCckum OpaTCTBOM M NMYWIKKUHCKUM Kpyrom 1830-x ronos.
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Tax, ueHb1 Kpy>kKa BOKpyr Bsau. MBaHoBa, Bkimovuas Ky3muHa, nomo6Ho
Ap3amacilaM, HOCMIIM NMPO3BMINA; pefakuus “ArmnoJuioHa" B KPY>XKOBOM
A3BIKE MMEHOBAJIACh "IHOM Ha Moiike" - sBHas OTCBHUIKA K MOCIEIHEMY
xkummy Ilymikuna (aroTt dhakT O6BIrpaIBaNCS B 3MUrpaMMax M WIyTOY-
HBIX CTHXax 3Toro kpyra). CyiecTsoBana ¥ Tpaauuusa 'MpUMepUBaHUa"
pomm IlywkuHa, T.e. "neporo nosra"”, k o6pazam noaros CepeGpsHoro
Beka. KyamuH 6b11 OmHMM M3 riuaBHBIX "KaHAMOaToB". Tak BHELIHOCTHL
Ky3muHa ocMeicnanach kak "nymkuHckas". Tunuuneot o6pas Kyamuna
BOcrnpou3BeneH B MeMyapax ['eoprus HBanoma: "M BHEIIHOCTH NMoOUYTH
ypOIIIMBas U OYapoBaTenbHas. ManeHsKHil pocT, CMyrias KoXa, pacrac-
TaHHbIE 3aBUTKH Ha 16y..." (Ilerep6yprckue 3nmsi f[Tlapux, 1928/, c. 131).
O6a3aTenbHBIM KOMITOHEHTOM o6pa3a KysmuHa GuiiM OrpoMHBIE, MIpe-
KpacHble riaa3a. Bce aTh uepThl - cMyrnas Ko><a, BbIOLIHECS BOJIOCHI,
MAaJIEHBKMI pOCT, "y AMBHUTENbHbIE", "HEOOGbIKHOBEHHLIE", "BEIMKONENHbIE"
ria3sa, a Tak>xe obiee Brie4yaTjieHHE COYETAHUSA YPOMLIMBOCTH U O4apOBa-
TEJILHOCTHU - BXOASAT B TPANXUMLMOHHBIR 06iuK [TylnkuHa, 3anevarieHHbIN
MHOI'MMHM MEMyapucTaMH. XapaKTEpHbI# MPUMEP TAaKOrO OTOX XECTBIIE-
Husa Kysmuna ¢ [lymkuHbiM - ouepk Mapunsbl LiBeraeBoil "Heanewnnii
Beuep"”. OcHOBHas yepTa B LBETaeBCKOM noprpere Ky3aMuHa - CMyrjocTs
Ko>XH ("Ma3p"): "PoBHas, npouHas, TeMHO-KOpUYHEBas, MaBpOBa, MyJa-
TOBa, rocrnono-6orosa [Ma3ss].. Ho U3 3roro xogefHOro UbIraHCKOIro
HaBapa, 3arapa, MIEeT Ha MEHS Ipyroe ponHoe cusHue: cepebpo?” (M.
LiseraeBa, M30pantas npo3a, 1.2 /Heio Mopk, 1979/, c. 132). Mue npen-
CTaBJIAETCA, UTO B DTOM OIMMMCAaHMH MOJApa3yMeBaeTca CooTHeceHue Kys-
muHa ¢ IlymkuneiM: Ky3MuH npencraBieH kak MaBp (MyJaT, LbIraH)
CepebpsaHoro Beka rerep6yprckoit nmossuu, rno aHanoruu ¢ [TyumkKuHeM -
MmaBpoMm 3onotoro Beka. JIpyroit COBpeMeHHMK, XyHOXHUK B. Muna-
ILIEBCKHUHA, B BOCIIOMMHAHUAX, OTHOCAINMXCA K Mao 1921 rona (T.e. nocne
3HAMEHHMTOro I6UIEeNHOro 3acenaHHus, MOCBALUIEHHOrO TOIOBIIMHE
rubenu Ilymkuna), oroaur Kysmuny pons apyra Ilymkuna, 2Kykos-
ckoro, a ponbs camoro IlymkuHa nocraercs bBnoky: "BO3MOXHO MHe
Ka3aJIoCh UTO Beernxa 6ynyr tuxo 6ecenoBars brnok M Kyamun... [lymkun
n Kykosckuit..." (B. Munamesckuii, "B nome Ha Moiike. U3 3anucok
xynoxHuka", 3sesna 12 /1970/ c. 201). (Accounauns KysmuH - XKykos-
CKMHA MOTHMBHMpPOBaHa ¥ TeM, uto Ky3amMuH nan uukny cruxoB 1910-1911 rr.
"I[Ipnmep Bm0O6NEHHBIM" MON3aronoBoK "CTHUXK IUIA HEMHOTIHUX".)

IIpo6nema cootHecenus 3osnotoro n CepeGpsiHOro BeKa M MpeIcTas-
JIEHUA O "CTOJIETHEM BO3BpalleHun" nocrapiicHa B ctathe KO.U. JleBuHa u
np., c. 48. DToit npobneme Owina noceBsauieHa KoHgepeHUMA, TPOXONMUB-
wasa B mae 1987 roma B University of California, Berkeley. Cm., B 4acr-
HOCTH, MOIO ¢TaThIO "IlyiIKMH B XH3HHU uenoBeka Cepe6GpsaHoro Beka”, B
KOTOPOH 006CY>KIaeTcs poJib "MYIIKHMHUAHCTBA" B 6MOrpachuuecKknux Mu-
dax monen CepebGpsaHoro Beka, B: Boris Gasparov and Robert P. Hughes,
eds. From the Golden Age to the Silver: The Image of the Pushkin Era in the
Cultural Mythology of Russian Modemism (8 nevarn).
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Mud o cMepTM No3Ta MOJYYMI OTUETNNBYIO hOopMyIHpoBKY B "OxpaH-
Hoit rpamore” b. IlacrepHaxka (1930; cMm. rnasy 14), a Tak>XKe B CTaTbiX
Pomana fIxo6cona "O moxoneHum, pactparmsiieM CBOMX no3ToB” M 1.
CasaTononka-Mupckoro "lIse cmepru: 1837-1930", pomeninux B KHUry
Cmeprs Bnanumupa Maskosckoro (bepiaun, 1931). Cm. 06 stom JI.
Oneitinmad, bopuc IMNacreprax B asaauatsie roasi (Miinchen, 1981), cc.
303-305 u ero "O rubGenn MaskoBckoro kak JmreparypHom chakre"”
Slavica Hierosolymitana 4 ( 1979), c. 127.

B Tevenuu 1926 u 1927 rona (HakaHyHe 106Mnes) MaTEpHaNbl O OY3JIH H
cMepTty IlyimkuHa MOABASINCE B MEYATH MOYTH €XEMECAUHO, OT COJMA-~
HBIX HAaYUYHBIX H3JaHMA RO MaccoBoit 6ubinuorexkn "OroxHbka"; B
nepuMonuueckux usanmanmax or "KpacHoit HuBeI" M "KpacHo#t HOBH" mo
jopunnueckoro oprada "Cyn uaer" (HaneuaTapliero BOEHHO-CyneSHoe
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