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B crarbe aHanmm3upyeTcs KaHPOBO-CTHUIIEBAS ATUMOJIOTHS ITyOJIHINCTHIECKAX TEKCTOB
(9cce, OYEpPKOB M KPUTUUECKHX 3aMETOK) BBITAOIIEr0oCs MPEIACTABUTENS PYCCKOTO JIHTEPaTyp-
Horo 3apy0exbs XX B. bopuca Koncrantunosuua 3aiinesa (1881-1972). Ctuneobpasyromue
CpPEICTBA BBIPA3UTEIBHOCTH UCCIEAYIOTCS B KOHTEKCTE M3YUEHHUS STUKO-(PUIOCOPCKUX MPUHIIU-
noB mucarens. B kauecTBe 00pa3HO-MOITHYECKUX U KAHPOBO-KOMITO3UIIMOHHBIX CIaraeMbIX
«M300pa3UTEIFHON TAUTPBD) XyIOKHHUKA BIIEPBBIC PACCMATPHBAIOTCS €r0 MOPTPETHBIC W TEH-
3a)KHBIC 3apUCOBKH. OHIM U3 IEUCTBEHHBIX METOJOB IIOCTH)KEHHSI CTHIS M 3TOCA IHCATEIS
SIBISIETCSL PACKPBITHE TOJMMKAHPOBBIX IMOATEKCTOB, OTPAKAIOIIUX TBOPUECKOE MHPOBUACHUC
b. 3aiinieBa, B KOTOPOM ACTETUKA TECHO COMpsbKeHa ¢ MeTadU3UKO, a 3TO, B CBOIO OYEpe.b,
onpenaessieT CMEXHO-TUCIMIUTMHAPHBIA MHCTPYMEHTAPU M3Y4YEeHUs «IMTepaTypHOH >KHMBO-
MUCHY», aKTyalIM3UPYeT Mapajuiesiy ¢ HeBepOaTbHBIMU BHIaMU MCKYCCTBAa (’KMBOIIHCH, MY3bI-
ka). UaTepTekcTyansHas peHOMEHOIOT s My OIMIMCTHYECKIX TeKcToB b. 3aiineBa He orpa-
HUYHMBAETCS HCKYCHOW, BUPTYO3HO-TEXHUIECKOW M300pa3UTEILHOCTRIO. [Iprpoa yToH4eHHOH
MpeIMETHO-(PUTYPaTHBHOH «KHBOIIMCHY, KaK CIEIyeT U3 IMPOBEACHHOTO aHaIH3a, 0a3upyeT-
Csl Ha yXOBHOMW CO3€pLATENIbHOCTH MUCATENS U OTpaXxaeT PeaKylo Uil UCKyccTBa XX cTolie-
THUSI TAPMOHUIO XyJI0’KECTBEHHOTO U TPAHCLEHIEHTHOTO.

KiroueBsbie cioBa: b. 3aiiues, cTuib, 3T0C, NOPTPET, Nei3ax, IUTEpaTypHas KUBO-
MTUCh, ITyOTUIIMCTUKA
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The article represents genre-style etymology of Boris Konstantinovich Zaitsev (1881-1972)
publicistic legacy (that includes essays, profiles and critical notes). Style-forming expressions
of this outstanding representative of 20" century Russian literary abroad are analyzed within
the context of his ethical and philosophical principles. Zaitsev’s portrait and landscape sketches
are considered for the first time as figurative-poetic and genre-compositional components of
the artist's “visual palette”. One of the effective methods of comprehending the style and
ethos of the writer is the disclosure of multi-genre subtexts that reflects the creative worldview
of B. Zaitsev, in which aesthetics is closely intertwined with metaphysics, and this, in turn,
determines the adjacent disciplinary tools for the study of “literary painting”, actualizes paral-
lels with non-verbal art forms (painting, music). The intertextual phenomenology of B. Zaitsev's
publicistic texts is not limited to the artful, masterly and technical depiction. The nature of
refined subject-figurative “painting”, as follows from the analysis, is based on the spiritual
contemplation of the writer and reflects a rare for the art of the 20" century harmony of the artistic
and transcendent.

Keywords: Boris Zaitsev, style, ethos, portrait, landscape, literary painting, publicism

BeBeneHue

bopuca KoHcrantuHoBHYa 3aiilieBa — KPYHHEUIIEro JUTEPATYPHOTO <«Jie-
TOIHUCI[A» HECKOJIBKUX MCTOPHYECKUX 3IOX PYCCKOrO OBITHS — CIPAaBEIIMBO Ha3bl-
BaIOT MOCJIETHUM «IHTEpaTypHbIM phillapeM CepeOpsiHOro Beka». XyI0KECTBEH-
Hasl Mpo3a MUCATENS BXOAUT B PYCCKUI JIUTEpaTypHBIA KAHOH KakK SIBJICHHE 00-
HIeHallMOHANBHOTO Maciitada. 1 3To mpu ToMm, 4TO OCHOBHBIE XY/10KECTBEHHBIE
TEKCThI 3alilieBa CTAJIU JOCTYTHBIMU Ha UCTOPUUYECKOM POJMHE Yepe3 MHOTHE TO-
JIbI TIOCTIE CMEPTH MUcaTessl. XyA0KHUK, TPOXKUBLINM OTPOMHYIO KU3Hb, OOJIBIIYIO
€€ JacTh ObUI OTOPBAH OT CTPaHbl, B KOTOPOH poauics U cPopMHUpOBAJICS KaK JIMY-
HOCTh U YTOHUYEHHBIN MacTep cioBa. [Ipu 3Tom umenno Poccus — ¢ ee ucropuei,
HCKYCCTBOM, PEITUTUEH — IIaBHBIN nosmuyeckuti 00pa3 1 HEU3O0BIBHBIN TyXOBHBIN
opuentup b. 3alitieBa, KOTOpPBI U B MPEKIOHEHUH TEPE] «CBATHIMHU UYIECAMM)
€BpOIEHCKON KyJIBTYphl OCTaBajCsA INTyOOKO HAIIMOHAJIBHBIM BBIPa3HTENIEM Kpaco-
ThI «MHPa CErO» KakK MPEABECTUSI KPACOThl «MUPOB UHBIX». COXpaHssa MOpa3UTeb-
HYIO YUCTOTY CTHUJIS (BHE SKJIEKTUYCCKUX YKIOHEHUH B MaHU(ECTapHOE HAIpaB-
JICHYECTBO W TOJUCTUIIMCTHKY), 3allIeB COUETAET B CBOCH MOITHUKE MAarucTpajb-
HBIE U3MEPEHUsI PYyCCKOT0 JIMTEPATYPHOr0 KOCMOCa, @ UMEHHO — CBOEOOPA3HBIN Xy-
JOXKeCTBeHHBIN «(padepku3zm» JI. ToacToro m peaurno3Ho-HAMOHAIBHBIA 3TOC
®. JlocToeBckoro.

CosepuaTenbHO-UCIOBEJATIbHBIN YTOJ 3pEHUs], CIIOCOOHOCTh CMOTPETh «HU3 Bpe-
MEHHU B BEYHOCTb)» OTJIMYAIOT aBTOpa «30J0Toro y3opay u «llyremectsus I'neda»
OT MHOTHX €ro BBIJAIOIIMXCS KOJUJIET B pycckoil nutepatype XX B. B oaHoil u3
JTHEBHUKOBBIX 3anuceil A. [InaToHOB 3aMeTI1, YTO XyJOKECTBEHHOE TBOPUYECTBO —
3TO «OeCKOHEeUHas paJoCTh», «KTMMH MCKYCCTBa TOJ] CKIIOHUBIIMMHUCS HeOecaMim»
[1. C. 11]. CornacuBuINCh C IEPBBIM ONpeAeTIeHUEM, 3allIeB BPsI U TPUHSIT OBl
BTOpOoe. Ero stoc 3mwxkaercs Ha TOM, 4TO «HeOecay, TOpHUI MUP — 3TO HE MeuTa O
«3E€MHOM paey, a cpenoToune adCcomoTHOW VICTUHBI, B TOCTHKEHUH KOTOPOU U
3aKJII0YAETCsl CMBICI HCKYCCTBA.

Ob6nanas s(pKUM J1apoM CIIOBECHOTO «KHBOIUCAHUS», 3alIIEB HE YAOBIETBO-
psieTcs BUPTYO3HO BBIIIOJHEHHBIMH JIMTEPATYPHBIMU IUIEHIPAaMU U O€3yKOpPHU3HEH-
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HbIMHU (poTorpaduueckumMu KonusiMu. Ero nHTEpecoBanu HE CTOJIBKO MPEIMETHI
OKpY aroIiero Mupa (B CBOe caM0JJ0CTaTOUYHOM 3aMKHYTOCTH), @ UX TAMHCTBEH-
HBIE COIPSKEHMSI, €IMHOBPEMEHHO CXBAaUE€HHBIE B3bICKATEIbHBIM 3PEHUEM U CIIy-
XOM, TaKTUJIBHBIM, €/1Ba JIU HE KUHETUYECKUM I10 CBOEH 0CS3aTeIbHOCTH BOCIIPH-
atueM. Tak pe30HUPYIOT OTAEIBHBIE TOHA B MHOIOMEPHOM LIBETOBOM IAJIUTPE U
00epTOHAIBHBIC OTPAXKEHUS 3BYKOB B KUBOW MpUpOje. B MHOTOYMCIICHHBIX TEH-
32)KHBIX 3apUCOBKax M ILI€JION rajiepee BBIIAIOUIUXCS JIUTEPATyPHBIX IOPTPETOB
3aiinieBa (kauru o Yexose, Typrenere, JKykoBckoM u Ap.) IPUBJIEKAET HE TOJIBKO
¢wMrpaHHas HIOAHCHPOBKAa PUCYHKA M CBOEOOpPA3HO MSTKas «KHMBOIHCHAs Jiec-
CUpPOBKa», HO JIETKO y3HAaBAaeMBbI Y20 3peHus XyHAOXKHUKA: XOPOIIO H3BECTHBIE
SHIMKIIOTIEINUECKUE (PaKThI, TOKYMEHTAIbHO-XpOHOTpauyeckuii MaTepua, aa-
K€ «HETO/IBIKHAS» BEIIHOCTh MaTepUaIbHOIO MUpa — BCE 3TO TpaHCHOpMUpPYyeT-
cs1, O[yXOTBOPSIETCS, 00pacTaeT MOAIMHHO MMO3TUYECKOH CyIbOOH.

JInmp B mocneaHue ro/ibl OT€YeCTBEHHBIN YUTATENb MOTYYUI BO3MOXKHOCTD
MO3HAKOMHTBCS C TPaHMO3HBIM 0 00BEMY JIMTEPATYPHO-ITy OJIMIIUCTUIECKIM Hac-
nenuem b. 3aiinieBa. beuto Obl mpeyBeIMYeHHEM OTHECTH OOJIBIIMHCTBO KpUTHYE-
CKUX paboT MucaTesst K CTPOro Hay4HOH JIuTepaTypoBeadeckoit anamutuke. Io mpe-
HMMYIIECTBY 3TO KOPOTKHE, HHOT/AA «TejerpaHo CKaThle» 3CCe, B KOTOPHIX aBTOP
JIEJIUTCS. CBOMM IOHUMAHUEM NOIMUYECKOU MAUHONUCU, 1aKe €CIIA PEeUb UAET O
npobnemax, JajJeKuX OT UCKYCCTBA U JUTepaTypbl. J{isi MOHUMaHUs CTUIISI M 3TOCa
nucartessi MHOTHE Iy OJUIIMCTHYECKUE 3aMETKHU MPEICTABISIOT IEHHOCTb, TaK KaK
CoJIeprKaT B ce0e ICKU3HBIC TPOSKIIMU KPYITHBIX (B TOM YHCIIEe OSIIETPUCTUIECKUX )
paboT U HEepeIKO IOTOHSIOT, CBOCOOPA3HO PACIIUPSAIOT 00Pa3HO-COAEPKATEIBHOE
MIPOCTPAHCTBO MACIITAOHBIX MEMYaPHBIX KOMITO3UIUH.

OueHp peAKo B KPUTHYECKOH MyOIMIMCTHKE MPEeIMET HCCIEIOBAaHUS Kak
Obl ciMBaeTcsl, TApMOHUYHO COEIMHSETCS ¢ caMUM aHainu3oM. B jkaHpe nurtepa-
TYpPHOTO MOPTpeTHpOBaHUs 3aiilieB Oe3yCOBHBII HOBAaTOp; €ro cBepx3azavya —
MPEOJIOJICHUE €CTeCTBEHHBIX (BpeMs, IPOCTPAHCTBO, Teorpadus) rpaHUI] MEXKITY
«IOPTPETUCTOM» U «IHOpTpeTHpyeMbiM». Heciyuwaitno B nuanore ¢ H. 'opogen-
KoM mucatens 3amevaeT: «Hamgo, 4To6bI TOT, 0 KOM MHUMIEINIb, CTAJ B HEKOTOPOM
poJe cBouM 4enoBekoM. UToOHBI ero cynpba crana moutd Ballel, BallluM JTMYHBIM
JIeJIOM, 4TOOBI JUIsl BAC BHYTPEHHE CTaJI0 Ba)KHO, KaK Y HETO Pa3pelInuTcs TOT WIH
MHOM Bompoc... TBOpYECTBO CTAHOBUTCS NOHATHEE, €CIU 3HACIIb KU3Hb aBTOpA.
Ho u srcuznu e2o ne nocmucnews, eciu npenedpeus meopyecmsomy (KypcuB Halll. —
M.A.) [2. C.550-551].

OGcyxaeHune

Jaxxe Geribiit 0030p BHYIIMTEIHHOTO MyOIMIIMCTHYECKOTO HACIEIUS MHca-
TEJsI TIO3BOJIIET BBIWICHUTh B KAayeCTBE HEKHUX >KAHPOBO-CTUJIEBBIX KOHCTAHT
cBoeoOpa3zHble (HOPMBI IMTEPATYPHOTO MOPTPETa U Tei3axka. HemocratouHo 00b-
SICHATH TOT (DEHOMEH IIUIIL TeM, YTO aBTOpP, KaK y»ke TOBOPUIIOCH, O0Iagan He-
OpIMHAPHBIM H300pa3UTENbHBIM JapoM. M3o0paxkaemoe 1t HEro — HE IeNb U
CPEICTBO, a MCXOJHAsA, «aTOMapHas»» TOYKA B MOCTHIKEHUH IEJIOCTHONW KapTHUHBI
Mupo3aanus. B aTom cmbicne 3aiflieB HE TOJIBKO U HE CTOJBKO «H300pa)kaety,
CKOJIBKO npeobpasxcaem. YUutaTenb BUTUT «IIPEIMET» aHAU3a yepe3 MPU3MYy Iy-
XOBHOI'0O CO3CpLAHUA KPHUTHKA H 6naroz[ap$[ OTOMY OTKPBIBACT B HEM CBOIICTBa
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MOSTHUYECKON TEepBO3AAHHOCTH, MPOHHUKAET B €r0 CKPBITYIO (OHTOJIOTMYECKYIO)
cymHOCTh. [To meiciu C. JlyppuinHa, «MCKYCCTBO KHWBOIMKCH, B BETMYAUIIIUX CBO-
WX JOCTIDKEHUSX, ecTh matina yeuoenus» [3. C. 617]. [IpaBga u B TOM, 4TO Xy-
JOKHUK 610um He TOJIBKO TO, UTO CIy4alHO SIBISIETCS €My B 3pUMBIX OUEPTaHUAX
OKpPY’KaIOILIEro MUpa, HO — ¥ 3TO OTJIMYaeT U30paHHBIX — TO, YTO OH Jceraem
YBUJETD.

Bort nuiis HeCKONMBKO MPUMEPOB MOPTPETHOTO KUBOIHCAHUS, B KOTOPBIX «IIPE-
METHOE y3HaBaHWE» BHEIIHET0 00pa3a IOCTHTaeTCsl TIOCPEICTBOM BOCCO3/IaHMS HAI-
MaTEepHAIBbHOTO W3MEPEHHs], B KOTOPOM «BEIIHOE» MOJAYIUPYET B ObITHIHOE, a Xy-
JIOKECTBEHHBI MU TECHO COMPSHKEH C TpaHCIEHAEHTHbIM. He ucromns3ys cpeacta
BHEIIHEH (JEeKOpAaTUBHOM) OMUCATEIbHOCTH, 3allIeB PEKOHCTPYUPYET AYXOBHO-
HCTOPUYECKHI KOHTUHYYM, B KOTOPOM 3HAaKOMBbIE YepPThl 0’KUBAIOT U OTKPBIBAIOT-
Csl B MHOTOMEPHOCTH CBOETO «HE0O1Iero BeipaxkeHbsn». Kopotkoe scce «Ilymkun
(TIepeunThIBast €ro)» — B IUIaHE MEpeladyd TOro, YTO YCIOBHO MOYKHO HA3BaTh «OM-
OJIeMaTHKON MyIIKWHHCKOTO 00pasay, COOOIIaeT YUTATEII0 HE MEHBIIIE, YeM JKUBO-
nucHble monoTHa Kunpenckoro u Tponununa. [pensapss nurary u3 «Momapra u
Canbepmy, 3aiinieB 3amedaet: «IlymkuH He OBUT HU MUCTHKOM, HH MEUTATEJIEM,
Ha000pOT, 3TO CTPACTHO-)KU3HEHHAs HATypa, HO B XYJ0XKECTBE CBOEM 00J1aJjall OH
BOJIIIEOCTBOM OJTyXOTBOPEHUS, “TIOJHATHS M MPOCBETICHUS (a 3HAUUT, OBLIO ATO
U B HEM caMoM). BOT 3TOT Ayx cTpoilHOCTH M AaeT pagocTh — Oeznymuyto. [lo-
yepk 0e3 Haxkuma, OBICTPBIN, CyXOBaThIH, PUCYIOIIMKI BCEraa Kak OyaTO CHITYOT,
910 U ecThb [lymkun» [4. C. 240]. B 3TOM «KOHTypHOM) JKUBOIIMCAHUH 3aMeUaTelb-
HBI HE TOJBKO a)OPUCTUYHBIE SMUTETHI U, COOCTBEHHO, COEPIKATEILHBIA CMBICIT
HaOIIOJICHUH, HO U 8blCOKAsL CKOpocmb (TTOABUKHOCTD), C KOTOPOU pa3BOpavHBa-
€TCsl «CJIOBECHBIN pUCYHOK». [IOpBIBHCTOCTH, BHYTPEHHUE 1I€3YPhI U XapaKTep-
HbIN (O€TJIbIiA) TUIT IBMXKEHUS — BCE ITO JENAET MOPTPETHHIM HAOpOCOK 3aiiieBa
HEOOBIKHOBEHHO pelbe(HBIM.

CoBepIIeHHO WHOW THUIT PEKOHCTPYKIIUU «IOPTPETHOTO UHTEPhEPay» MCIOIb-
3yercst B acce «CmepTh TypreHeBa», KOTOpoOe — U aBTOp, CyJIsl 10 BCEMY, PACCUH-
THIBAa€T HAa BO3MOXKHOCTh Takoi MeTaMop(03bl B BOCIPUATUN YUTATENS — MOKHO
Ob110 ObI 03arnaButh « TypreHeB u Cmepthy». [Ipumedarenen olMH U3 KIIFOUEBBIX
SMH30/I0B KOMIIO3UIINH, KOTOPYIO B IIEJIOM, O€3 CTpaxa BHACTh B KaHPOBO-CTHIIHIC-
TUYECKOEe TpeyBeIMYeHNe, MOKHO Ha3BaTh «MaJICHBKUM peKBHeMoM»: «...Ilerpapka,
BEPYIOIIMIA YEIOBEK, BCErAa My4uyIcsi cTpaxoM cMepTu. OH 0 Hell Jyman exeTHeB-
HO, ¥ JIO)KaCh CIaTh, JTOKWICA Kak Obl B Tpo0. Typeenes (Kypcus Haml. — M.A.) e
ObLI epyrowum (U cuumar 9mo ceoum Hecuacmuem), Ho ¢ [lempaproii umen muo-
20 obwezo — medncoy npouum, u 6 uyecmee cmepmuy 5. C. 264]. B aTrom «1BO#-
HOM TIOPTpETE» TyXOBHBIN 00pa3 TypreneBa — mucartersi, OKa3aBIIero OrPOMHOE BO3-
JICCTBHE Ha XyI0’)KECTBEHHOE CTAaHOBJICHUE 3alIIeBa, — JaeTCs OTHIOb HE «Ha (PoHE»
CIIy4aifHO BBIOpaHHOM ucToprueckoi (urypsl. CaMo compsiKeHHe 3TUX UMEH Tro-
BOpUT 0 MHOTOM. [IpocTpaHCTBEHHO-TIEPCIIEKTHBHBIN 00beM «amuTpb (IleTpapka —
Typrenes) nmourn HemzMmepuM. COOCTBEHHO, B 3TOH (OTHIOJAL HE XpOHOTpadude-
CKOH WM HAallMOHATBHO-Teorpadudeckoil) HEeM3MEPUMOCTH 3aiflleB HAXOIUT KITH0Y
K MOCTHXKEHHIO yXOBHOTO 0Opa3a aBropa «llepBoii 100BM», KOTOPBIM, HE Oy Tyun
OUYEPUEHHBIM SIBCTBEHHO, KaK ObI MPOCTyMaeT U3 NePCIEeKTUBHON TIyOUHBI «Kap-
TUHBID» (CUpeYb: TUTepaTypHOro beiTus).
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B orpomuoit nutepatype, nocesieHHond A. biioky, Hemano 3HaYUTENbHBIX,
SIPKUX, BeCbMa MOJPOOHBIX OMHCAHUN €r0 KU3HHU, XapakTepa, BHEIIHEro o0JIHKa.
[Tpu 3TOM 3a4acTyro Jake B CaMbIX JETATU3UPOBAHHBIX «IOPTPETAX» YCKOIH3AET
camoe TJIaBHOE — Tparndeckasi 0OpeyeHHOCTh, KOTOPYIO TIO3T pa3JIeiuil CO CBOEH
OTUYU3HOH. 3aiflleB HEe €IMHOXIIbI MOJACTYNAaeT K OCMBICIICHHIO TOTO MOYTH He-
yJIOBUMOTO, €/IBa JIU HE CaMOT0 TaWHCTBEHHOT0 00pasa-sBJICHUS B UCTOPUU pPyC-
CKOH nuTepatypbl. PasMmbInuisas o cynbp0e modTta B MEMyapHOM OuYepKe, MOCBs-
LICHHOM JECSITUJIETHIO CO JTHS €ro KOHUYMHBI, OH NUIeT: «bjIoka HUKTO He yOuBai
Ha Ty3JH, KaK M0Jarajioch I PyCCKHX MOATOB mpouuioro Beka. OH ymep (mpas-
1a, B TSDKKUX (DU3UYECKUX MYYCHHUSX) Y ceOsl HA MOCTENH. YMEP CPaBHUTEIHHO
MOJIOJIBIM, HO YK€ COBEPIICHHO pa3OUThIM HyXOBHO. OCTaBIsI )XU3HB HE T00e-
nuTerneM, a nmooexaeHHbIM. Cyovba e2o oueHnb 3HauumenvHa u cyposa (KypcuB
Hatt. — M.A.). Brox ooun uz mpazuueckux ob61uK08 pycckou iumepamypul, U Cei-
yac Mo4emy-To (BHE CpaBHEHHsI 1apOBaHMIA, 3HAUYEHUS) BCIOMUHAETCSI MHE PSJIOM
¢ HUM ['orosb, ero TOMIIEHUS MOCIEIHUX JIET, CTPAIIHbIe BUAEHUS. .. KUl cpeau
BUJICHUI — MHOT A MTPEIbCTUTENbHBIX, HHOTAA YXKAcHBIX — U biiok. YTo-To mbITasncs B
HUX yrajarh, 4TO-TO MOJIIOOUTH, YTO-TO MPHUHATH 32 VICTHHY, — HO HE YaloCh.
Hexwue uepnbie BOJHBI ero 3ammin. — Mup dyue ezo» [6. C. 374]. OOmias ToHab-
HOCTh Pa3MBIIIICHUN aBTOPA, BBIPAKASICH SI3BIKOM MY3BIKaJTbHON TEPMUHOIOTHU, —
«rycTOMUHOpHa». ECThb HEUTO cymepedHO-peMOpaHITOBCKOE B «TOHAJILHOW Ma-
autpe» 3aiiieBa. CBoeoOpa3HOE CTYIICHWE TOHA HapacTaeT B Kaxaoi ¢paze. Tem
oclienuTeNIbHee BCIBIIIKA CBETA, 03apsAIoasi BCIO KOMITO3UIUIO B CBOCOOPa3HOM
«HBIHE OTIIyHIaeln», B caMOM KOHIE: «Mup aymie ero...» JTa HEOXuJaHHas
BCIIBIIIIKA CBETA CJIOBHO BBICBETJISIET JIULIO YMHUPAIOIIETO M03TA, OTKPHIBAsi B HEM
JIUK CTPAyKAYILETO YEJIOBEKa, yIoBaroulero Ha VIcTHHy 1 NOKOi, ipeBparias «Ipuro-
BOp» B MOJUTBY. «JIUK ecTh ocyIiecTBieHHOE B Julle noaooue boxue», — nucan
cesmieHHUK [1. ®@nopenckuii [7. C. 23]. HeT HUKaKuX COMHEHUMU, 4TO 3ailles,
npuberas K CBO€OOpPa3HOUW KUBOMMCHO-«JIFIOMUHECIICHTHON» MeTadH3uKe B 3a-
BEPIICHUN OYEPKa, BBICBETIISET YEPTHI HMEHHO 311020 TIO00U.

JKanp KOpOTKOi1 )KypHAJIbHOW 3aMETKHM HUYYTh HE CAEPKUBAJ MUCATEIISI BO
BCEM, YTO KacaeTcs BBIPA3UTENbHBIX CpeACTB. HampoTuB, Kak U B KPYIHBIX OHO-
rpaguIecKux KOMIIO3HIHIX, OH KOMOMHHPYET CaMble pa3HOOOPa3HbIC «GKUBOITHC-
HBIC TEXHUKWY, YIIOA00IIsIs TOBECTBOBATEIBHBINM TOH PA3IMYHBIM — COOTBETCTBY-
IOIAM JAyXy U300pa’kaeMoro — crnocodam (puKcanuu «KUBOH HATyphD». Tak, ecTh
4TO-TO abpUCHO-TpadUIecKOe, MOHOXPOMHO ACKETHYHOE B SIPKOM «IAHETUPHKE)
maxmaTucTy Asnekcannpy Anexuny. CTpoduka TekcTa, KOMIIO3UIIMOHHBIN CTPOM
3CCe HAMOMUHAIOT MAPTHUIO-O0JHI], HO TJIABHOE «KUBOMHUCHOE» JOCTOWHCTBO He-
00JIBIIOTO )KYPHAJIBHOTO OITyca 3aKitodaeTrcs B (peHOMEHANbHOM C)KAaTOCTH, Ipe-
JIEIBHOM KOHACHCAIINH 00pa3HO-TOHATBHON MaMUTPhl. A(DOPUCTHIHOCTH JOBOIUT-
csl 10 Tpenesia CoAep KaTeIbHOW HACBIIIEHHOCTH M AKCIpeccud. MHorue, KoMy
MIPUXOAUIOCH YUTATh BECbMa OOBEMHBIC )KU3HEOIMMCAHUS BEIIMKOTO PYCCKOTO TpOC-
cMmelicTepa, oOHapyxkar B «adopusmax» 3aiilieBa HE TOJBKO yJAMBUTEIBHBIC IO
MHOTOMEPHOCTH HaOPOCKH €T0 BHEIIIHEro 00JuKa, HO U MOPTPET ero cyas0nl. Ko-
pOTKas peruiMKa — «Anexun npunaonedcum K niemMeHu pyccKux KOHKEUCMAaoopos
gpemen pesomoyuuy 8. C. 439] — roBopuT 0 repoe MoBeCTBOBaHMS OOJIbIIIE, YEM
HEKOoTophle Ouorpaduu. B «maxmaTHOM» 3cce B KaueCcTBE OCHOBHOT'O JKHBOIHUC-
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HO-M300pa3UTEIBHOIO TOHA JIOMHHUPYET HE BOCTOPKEHHOCTh, KaK MOXKET IOKa-
3aThCsl Ha MIEPBBIN B3I, a diidopus. biaarogapst 3Toi SMOIMOHATIEHON «TEKCTY-
pe» B NOPTPETe-NPUHOIIECHNH 3alleyaTiIeBAeTCs OJHO U3 IJIaBHBIX CBOMCTB Aule-
XMHA-IIaXMaTUCTa U AJIEXMHA-TUYHOCTH — CIIOCOOHOCTh HEOPAUHAPHO MBICIHUTD
Y TIPU 3TOM OCO3HAHHO PUCKOBATh, €T0 PHILAPCKOE OJIaropoCTBO.

[Toptpernas ranepes b. 3aitiieBa HeOOBSITHA TIO CBOEMY ITEPCOHATBHOMY CO-
craBy. [lorpeboBasioch ObI CIiEIMATIBLHOE UCCIIEOBAHUE, YTOOBI PACCMOTPETDH BCE
«TUNAXKW» U CUCTEeMaTH3HPOBaTh UCIOJIb3YEMBbIil MUcaTeNeM XyI0>KECTBEHHbIN HH-
cTpymeHTapuii. He craBsi Takoif 11e1m, MOXKHO Bce ke 0003HAYMTh HEKOTOPBIE BaXK-
HbIE CBOMCTBA «MaJIOi» MOPTPETHON KUBOIUCH THCATENSI, YTO TIOMOXKET B OyIy-
meM 00OCHOBAThH IIETIOCTHOE, MOP(HOIIOTHYECKH O0YCIOBICHHOE MPEICTaBICHUE
0 €ro >KMBOMHUCHO-M300pazuTenbHON modsTuke. I[Ipu Bcem, 4TO OTIMYAET «IOPT-
PETHBIX» TepoeB 3aiflieBa, KOTOPBIN BCerna YyTOK B Iepeadye CTUIEBBIX 0COOEH-
HOCTEW caMuX MepBOOOpPa30B, BCE OHM IMPEACTAIOT KAaK MEPCOHAKU UHTHUMHBIX,
HCIIOBEAJIBHBIX TUAJIOrOB C aBTOPOM. DTO KacaeTcs U TeX JMIL, C KOTOPbIMU ITH-
caTellb 001IaNCs HETIOCPEICTBEHHO, U T€X, KOTO OH OTKPBIBAJ AJIsl ce0sl, MOCTUTas
KyJIbTypy, HCTOPHIO, UICKYCCTBO Pa3HBIX 30X, CTPaH, SCTETUYECKUX HalpaBJICHUHN.
ITymikun u Jleckos, [Jante u Iletpapka, TypreneB u JIoCTOEBCKHIT OKHUBAIOT Kak
COBPEMEHHUKHU yuTaTens Hapany ¢ byHuHeiM u AngaHoBbiM, Pemu3oBbIM 1 3amsi-
TuHBbIM, PaxMannHoBbIM U [lacTepHakom. Het HuKakux comHenui, uyto b. 3aiiies,
Oyayun riryOOKO BEPYIOLIMM YEJIOBEKOM, XOPOIIO 3HAJ TPAJAULIUIO PEITUTHO3HON
(CKUTUHHOW JUTEepaTyphD», U OHA Halllla CBOCOOPA3HBIA OTKIHMK B OOJBIIMHCTBE
ero OuorpauyecKkux, «IOPTPETHBIX» padboT. B 3T0M Tpagummu nucarens UHTepe-
COBAJIM HE TOJBKO M HE CTOJIbKO aruorpaduyeckuili 1 BEpOyUUTENbHbIN acleKThl,
HO — ¥ 9TO MMEET OINPEAEIAIONIEe 3HAUEHUE — IPOLIECC TAMHCTBEHHOI'O NEPEX0aa
OT «KHU3HU B MHUPY» K OBITHIO BHE JMHEHMHOTIO M3MEpPEHUS C €ro «pa3iesiuTelb-
HBIMI» IPaHNLIAMU — AaTaMH, BEXaMH, lepuojaMu U T. 1. OTOJIECKH TOPHETO MU-
pa BUIUT M YyBCTBYET JIUIIb TOT, KTO BEPUT B HErO W WIIET €ro Aa)Ke Tam, Ie
OOBIZIGHHOMY B30pY MpPEJCTAeT JMIIb Mpo3andeckasi MOBCEAHEBHOCTh KHU3HU. 3aid-
LIEB — C €r0 YTOHYEHHO 3CTETUYECKON U B TO K€ BpeMs 0OOCTPEHHO OYX08HOU TI0-
CTaHOBKOM T'J1a3a M CIyXa — U B «IIPO3€ KU3HW» 00HAPYKUBAET MOA3ZUIO.

BocxuTtuTenbHble 0 CBOEH MMIIPECCUOHUCTUYECKON TOHKOCTH «IIJIEHIPHI»
b. 3aiinieBa He UMEIOT HUYETO OOIEro ¢ HATYpPOPUIOCOHCKUM 000KECTBICHUEM
MPUPOABL. 3eCh, KaK U B MOPTPETHBIX 3apUCOBKAX, ACHCTBYET 3aKOH TyXOBHOTO
Co3epLaHus, NO3BOJIAIOINN BUJETh TO, YTO YCKOJIb3a€T AK€ OT OYEHb B3bICKA-
TENBLHOTO B3rAAa. «J{UBSACH 60KECTBEHHBIM MPUPOJIBLI KpacoTaM»', mucatennb ak-
LIEHTUPYET BHUMAHHUE HE HA <«SIPKUX KapTUHKAX», HE Ha IPUPOAHBIX CTUXMSIX B UX
BEJIMYMHU U CUJIE, a Ha JyXOBHO-IMOJIEMaTHUECKUX 00pazax OKpY>Kalollero Mupa,
JAHHBIX YeJIOBEKY Kak HamoMuHaHue 00 yTrpaueHHOM Pae. Tonmpko 3TUM MOXHO
OOBSICHUTH TO, YTO KapTHHBI MPUPOABI Jaxke B MyOJUIUCTHUECKUX MMOBECTBOBA-
HUsX 3aiilieBa HUKOT/Ia HE «3aMKHYTHI Ha ceOey». OHU Kak OBl 6biceem.isiiom Tpo-
CTPAHCTBO, B KOTOPOM JIyIlla OOpETaeT CBOMCTBO YyBCTBOBATH TO, YTO OOBIYHO CKPHI-
TO ¥ HeBUIUMO. OUYEeBHIEH PEIIUTHO3HO-ICXATOIOIHYECKHH TOATEKCT MOA00HOT0
MeTOJ[a YyBCTBOBAHUS, 0a3MPYIOUIMIACA Ha TBEPJAOM YOSKICHHH B TOM, UTO «pe-
JIBHOCTh MaTe€pUM HE MeHee (paHTacTUYHA, 4eM peanbHOCTh ayxa» [9. C. 21].

! «M3 Mungemontn» A.C. Ilymkuna.
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Hatypubie ouepknu 3aiinieBa TpyIHO MCIOJIB30BaTh B KauecTBE IMyTeBBIX «be-
nekepoB». [IpeamerHas (paktonorus B HUX NPUCYTCTBYET, HO HE SIBIISIETCS CKOJIBKO-
HUOYb caMolleHHOU. [Tucatens He mpenmapupyer, a co3epraeT CKPHITYI0 peasb-
HOCTb «TOBOPSIIMX» U B €r0 JYXOBHOM BOCIPHUSITUM — HEM30BIBHO-BEUHBIX JIAH/I-
madroB. B 3TOM cMbIcIe BechbMa MpUMeYaTeIbHbl KOPOTKUE OUEPKH, MOCBAIICH-
Hble Utanun n OunanaHanu. «jisi MHOTHX W3 MOEro MOKOJEHUs, — MUIIeT 3ail-
1eB, — Utanus He nmpocTo cTpaHa: “Mydiinii Mup”, KyJla MOKHO YHTH OT CEPOCTH,
obprmeHHOCTH Wi yxkacay [10. C. 187]. Ilokazarenen ¢puHam HEOOIBIIOTO OYEpKa
«Ctpana cB. ®pannuckay: «Xopouo Utk B Accuzu. CMepTh IPO3HA U CTpAIIHA
Be3/Ie JUIsl YejoBeKa, HO B ACCH3M NMPUHUMAET O4YepTaHUsi ocoOble — Kak Obl pa-
ny>xHoi apku B Beunocts...» [11. C. 186]. DToMy, e1Ba U HE CTUXOTBOPHOMY
[0 CBOEW IJIACTUKE, 3aBEPIICHHUIO OYEPKa MPEIIIECTBYET HETOPOIUIUBBINA, CBOE-
00pa3HO «IPHUIITYIICHHBINY», «TUXUI» paccka3 CTpaHHMKa-XyIOXHHKA. B camom
THUIIE Pa3BEPTHIBAHMS PacCKa3a MEepPeJaeTCss XapaKTEPHOCTh «MOIYAIMBOIO JIAH-
madray, ero ObITHITHAS THUILKHA.

«He Bugate. BineBo Hu3Kas kaiima Oepera, TEeMHO-CHHEIOIIIUE Jieca. A BIepey,
BJIaJIEKe HA TOPU30HTE JIbIUCTO-cepeOpsiHas, y3eHbKasl MOJI0CKa MOPsI, Jla HaJl Hel
OenpIMU 3aBUTKaMU W KiyOamm (hantactrueckue oOmaka. Cesep! BoT kyma mbr
3amel...» [12. C. 207] — Tak OTKpbIBAETCS 3KCHO3ULMS odepka « DUHISAHIUS.
K poanbiM Kkpasim», KOTOPBIH 10 OOraTcTBY Kpacok U 00pa3oB CTOUT B OJHOM psi-
ny ¢ omycamu JleButrana u PaxmannHoBa. CpaBHEHHE C KUBOIMCHIO U MY3bIKOI
HECIy4YailHO. 3BYK M Kpacka, PUCYHOK WM MEJIOJUs — OCHOBHBIE BBIPA3UTEIIbHBIC
CpeAcTBa MaNUTphl 3aiilieBa. APXUTEKTOHUKA OYEPKa CPOJHU HEOOIBIIUM KHBO-
MUCHBIM ACKM3aM, BBIMIOJIHEHHBIM 3a OJIMH CEaHC, U B elle OOoJbIIel CTerneHu Bo-
IJIOUIAeT KOMIIO3UIIMOHHOE NTPOCTPAHCTBO MY3bIKaIbHO-«IIPEITIOAUMHOT0» Xapak-
Tepa. B cBoeM apXHUTEKTOHUYECKOM YyBCTBE 3aifiieB 0,in30k PaxMaHMHOBY, KOTO-
pBIii B counHeHHsIX Maion ¢opmbl — «lIpemoansaxy, «ITogax-kapTuHax», «My-
3BIKAJIbHBIX MOMEHTAX» — T0OUBAETCS MOAJIMHHO CTUXOTBOPHONW PUTMOILIIACTHKHU.
I'panu Mexay mo33uei, My3bIKON M AKHBOIUCHIO 3/1€Ch KaK ObI CTUPAIOTCS.

[Teitzaxxnoe BorwtonieHrue kaptuH Pycckoro CeBepa B MHUKPOCKOIHMYECKOM
o Macuirabam M HeM3MEpHUMOM M0 00pa3Hoil modTuke ouepke «Bamaam» peso-
HUpPYET HE TOJIbKO BEJIMYECTBEHHbIE KapTUHBI npupoiabl: «Ha OypHoil u aukoit
Jlamore, B ceBepHOI €€ 4acTH, HEOOBIIIONW OCTPOB. I'paHuT U Myna ero oopa3yror.
ITo kaMmeHHBIM 3TUM NOopoaaM, bor BecTh KOrjia CO31aHHbIM, TOHKHI CJIOM 3eMJTN —
Kak OBl 0CcaJIoK BeKoBOH mbutd. Ha HeM BeIpociu uynecHsie neca...» [13. C. 212].
He omnpomast moBecTBOBaHME TPYyOBIM CTHIIM3aTOPCTBOM, 3aiIIeB TOBOPHT O Baja-
aMCKOHW TIpHpOJIe Ha sI3bIKE, KOTOPHI BOOpan B ce0s cuily, YIUBUTEIbHBIH, MO-
0CcO00MY ClIep’KaHHBIM U y3HABAEMBI B CBOEM ACKEMUYHOM PUCYHKE «OpHAMEH-
TaJIN3M» CEBEPHBIX CKa30B. XapakTepHas (hpasupoBKa, «TSHKECTHY OTIEIBbHBIX CIIOB
U B IIEJIOM — HEOPAWMHAPHAS aKICHTYaIHs «CTpohHuuecKoro» (Kak Obl CTUXOTBOP-
HO pa3MEpEHHOr0) MOBECTBOBAHUS HE OCTABISAIOT B 3TOM coMHeHuid. I'. Anmamo-
BHUY THCAJ, YTO «TaliHa MUCATEJILCTBA 3aKJIIOUAETCs B OLLYUICHUU 6eca closa (Kyp-
cuB Haml. — M.A.). He Tonpko B cocTaBieHUU Qpasbl, TAE TAKECTh UMEET OIPOM-
HO€ 3HaY€HHUE U IPU OJJAPEHHOCTH MUIIYILIET0 UHTOHAIIMOHHO MPUXOJIUTCS TyJa,
rae TpeOyeT MoANepKKH cMbICI. He ToIbKO B YMEHHHU COTJIacoBaTh 3TO pacrpe-
JIeJIEHNE Beca C BUAMMO-ECTECTBEHHBIM TeueHueM peun. Ho emie u B Tom, Oosbliie
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BCEro B TOM, YTO 1060 nadaem Ha TOYHO MPEAYyBCTBYEMOM (HENb3s CKa3aTh —
OTMEPEHHOM) PACCTOSIHUM, HE JaBasi HU IepesieTa, HU HEA0JIeTa, OMHUCHIBAs TY
KpUBYI0, KOTOpasi eMy IpeqHa3zHadeHa...» [14. C. 202].

CKa30BbIil KOJIOPUT CEBEPHBIX MeH3aken 3aillleBa, KakK y>Ke TOBOPUIIOCH, JAJIEK
OT CTHUIICBBIX HMHTaHHﬁ. Ho ecTb Bce ocHOBaHUA rnojiaraTb, 4TO, JXUBOIIHUCYS Kap-
THUHBI CEBEPOPYCCKOM MPUPOIbI, aBTOP BKIIOUMII B CBOM MEH3aXH (Kak HEKYIO ay-
XOBHO OCSI3a€MYI0 HaTypy) yX HApOJIHOTO 513bIKa, BOCIPUHUMAEMOI'O B KA4ECTBE
OpPraHMYHOM YacCTU CypOBOTr0 M BeianuecTBeHHOro nanamadra. Eciau Hapon (B ca-
MBIX COKPOBEHHBIX PEIMTHO3HO-TIOTHUYECKUX ONIYIICHUSX OKPYXKAIOIIEro Mupa) —
9TO BCETJIa «T€HU MeCTay, TO POhECCHOHANILHBINA XY0XKHHK, B pasyMeHuu b. 3aii-
1LIeBa, COBEpIIALT rpyOyI0 OMIMOKY, UTHOPUPYS ITOT OMBIT UM MEXaHUUECKU HH-
CTAJUTUPYS €ro.

3aknouyeHue

Kak cnpaBemymBo ormeuaer @. CrenyH, «is cTiiis 3aiflieBa xapakTepeH
3ayMYHBBIN, TOJAEPHYTHINA TPYCThIO TUpU3M. <...> [leuans ero ceerna...» [15.
C. 182]. [lo6aBuM, 4TO 3TO HE IMMAHEHTHOE CBOICTBO CYry0O MCHUXOJIOTHYECKOM
stumonoruu. [lucarens oOBACHSAET XapakTep CBOEr0 MHPOBHUACHUS B KOPOTKOM
Makcume: «Jlobpota — ronoc bora, roBopsiero uepes uenoseka...» [16. C. 463].
B cBetniom nupusme 3aiilieBa HOYTH OTCYTCTBYIOT CEHTUMEHTAJIbHbIE, MEJIaHXO-
JIUYECKUe HOThl. MeAUTaTUBHOCTh, HA KOTOPYIO 00palial0T BHUMAaHUE MHOTHE
KPUTHKH, TTO3BOJISIET TMHCATEN0 KaK OBl OTCTPAHATHCS OT M300pakaeMoro, OBITh
«B TEHW» cOOCTBEHHOro npousBeaeHus. C 0coOEHHONW OTYETIUBOCTBHIO 3TO IMPO-
SBIISIETCS B TEM3aKHBIX 3apUCOBKAX, MPHOIIMKAIOMINX, KaK OBl BO3BPAIIAIONINX
nycaresst K HCTOKaM ero Iymmm — Kk Poaune.

[ToaTrka n300pa3uTENBHOCTH B PYyCCKOW JIMTEPAType HE CBOJUTCS K CyTry0o
pemecieHHoi npobaemaruke. B Gonblieil ctenenu 3To cdepa ConpsiKeHus 3cTe-
TUKU U MeTadu3ukn. OCMBICIIEHUE )KaHPOBO-CTHJIEBBIX TIOATEKCTOB ITyOJINITUCTH-
yeckoit npo3sl b. 3aifueBa, muip HaMeueHHOE B COBPEMEHHOM JIUTEpaTypoBese-
HUH, MOXKET CIIOCOOCTBOBATh OOBSICHEHUIO ()eHOMEHA YHUKAIBHOW KU3HECTONKO-
CTH PYCCKOH JIUTEepaTyphl, KoTopas 1o cnoBy @. CteryHa He ONpeAenumMa «B CBOMX
JY9IIAX JOCTIKEHUSX KAaHTOBCKOH (hopmyitol “TienecoodpazHoctr 6e3 nemn”. Lemsio
PYCCKOT0 HCKYCCTBa BCEr/1a ObLIO yCOBEpILIEHCTBOBaHME KM3HU. .. » [17. C. 63]. Ctuib
U 3TOC JINTEpaTypHOH >kuBonucH b. 3aiinieBa Bcereno noJUuHeH 3TON CBEpXUIEE.

ENG

Introduction

It is truly said that Boris Konstantinovich Zaitsev — the largest literary
chronicler of the several Russian history eras — is the latest knight of Silver age.
The prose written by this master is a significant part of the Russian literary canon
and is a world scale phenomenon. Meanwhile Zaitsev’s basic texts became avail-
able in Russia only many years later after his death. He who lived a long life, most
part of it being cut off from his native land, where he was born and formed as
a person and as a refined master of word art.
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Hereat Russia — and exactly Russia with its history, art and religion is the main
poetical character and Zaitsev’s constant spiritual guide. Even in his worship of
“saint miracles” of European culture he remained deeply nationally coloured rep-
resentative of this world beauty (realised like other realms’ beauty). Zaitsev in his
poetics combines two main Russian ontological literary lines: Fabergé-like L. Tolstoy
style and religious ethos of Dostoyevsky. But also he retains a phenomenal purity
and clarity of his own style, not deviating eclectically into declarative “-isms” or
empty polystylistics.

The author of “Golden Tracery” and “Gleb's Travel” differs from many of
his eminent colleagues in the Russian 20™ century literature with his meditatively
confessional point of view and ability to see “from here and now to eternity”.
A. Platonov noticed in one of his diary lines: “Creative work is endless joy and
a hymn to art unto the canted Heaven” [1. P. 11].

Agreeing with the first definition, it is unlikely that Zaitsev could accept
the second. His ethos is built upon the statement that Heaven, the divine world is
not a dream of ““earthly Paradise”, but the focus of Absolute, and to perceive it is
the point of art.

Having the bright dowry of word “painting”, Zaitsev is not pleased by virtu-
ously made literary plenaries or immaculate photo-like copies. He was more inte-
rested in mystical conjugations, momently grasped both by eye and ear, having
tactile, even kinetic perception, rather than things of the outer world (in their all-
sufficient restraint). So separate tones in multidimensional palette and overtonal
reflections in the living nature resonate with each other. In numerous landscape
sketches and in the full gallery of Zaitsev’s outstanding literary portraits one can
be attracted not only by filigreed subtlety of drawing and peculiar soft picturesque
glazing, but also by the easily identifiable point of view of this master: well-
known encyclopedic facts, documentary-chorographical material and rather this
motionless and “thingish” world: all is transformed, spiritualized and acquires its
poetical destiny.

The Russian reader has had an opportunity to become familiar with literary
publicistic legacy of Zaitsev, which is immense in its size, just in two last deca-
des. It will be a great exaggeration to attribute the most part of Zaitsev 's critical
writings to the rank of strict scientific literary analytics. Most of all we have short,
telegram-like essays, where the author shares his understanding of poetical cryp-
tography, even if he deals with problems far from art and literature.

Numerous publicistic notes of the writer have a great value for understanding
his style and ethos because they are often sketch projections of his major (even
belletristic) works and they also complete and extend figurative and meaningful
space of Zaitsev's large-scaled memoir compositions.

It is rarely met in critical publicistics that the subject of the research is har-
monically incorporated with the analysis itself. Zaitsev certainly is a pioneer in
literary portrait genre; his most important task is to overcome natural borders
(time, space, location) between the portraitist and his subject. It is not a coinci-
dence that he says in his conversation with N. Gorodetskaya: “One needs that
the person whom you are writing about has become familiar and native to you in
some way.
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Their fate should become your fate, your individual case. Their every prob-
lem and its solution should become inwardly important for you... Oeuvre gets
clearer for you if you know the author’s life. But you cannot conceive even his life
without his works” [2. Pp. 550-551].

Discussion

Even an overview on the vast publicistic legacy by the writer allows distin-
guishing the peculiar literary portrait and landscape forms as a sort of genre and
style constants. It is insufficiently to explicate this phenomenon by the unordinary
figurative dowry of Zaitsev. The thing which he describes is not an objective or
an instrument for him, but the initial point in comprehension of the integral crea-
tion's picture. In this sense Zaitsev does not figure the object, but transfigure it.
This object is seen through the critic's spiritual contemplation prism, and, due to
it, a reader discovers the features of the work's poetical primeval constituent and
penetrate into its latent ontological essence. On Durylin's thought, “the art of pain-
ting in its greatest achievements is a mystery of seeing”. The truth is that an artist
sees not only these things which are presented to him accidentally in visible lines.
But — and it is honor of the chosen — the artist sees that se wishes he saw.

Here are only a few examples of the pictorial portraiture in which the recog-
nition of an outer image is reached by the remaking of the sub-material dimen-
sion, which “thingish” part modulates to the ontological one and the world of art
is tightly connected with the transcendental world. Zaitsev do not use the means
of the outer (decorative) pictorial art, but he reconstructs the spiritual-historical
continuum in which the familiar features are making themselves alive and open
the multidimensionality of their “uncommon countenance”. The brief essay
“Pushkin (Rereading Him)” — in respect of the communication by the great poet
an image emblematic — tells to the reader nevertheless than the pictures by Kipren-
sky and Tropinin. Predicting the quotation from “Mozart and Salieri” Zaitsev
notes: “Pushkin was not a mystic or a dreamer; on the contrary, he is a passionate
life nature. But in his art he had the wonder of vivification, consolation and clari-
fication (so it was in himself). It is this spirit of harmony that gives joy — thought-
less. The manner of writing without pressure, fast, dry, always drawing as if a sil-
houette, this is Pushkin” [4. P. 240]. In this “contour” painting, not only the apho-
ristic epithets and, in fact, the substantive meanings of observations are remarka-
ble, but also the high mobility with which the “verbal drawing” unfolds. Impetu-
osity, internal censorship and characteristic (white) type of movement — all this
makes the portrait sketch by Zaitsev unusually embossed.

A completely different type of reconstruction of the “portrait interior” is
used in the essay “The Death of Turgenev”, which — and the author seems to be
counting on the possibility of such a metamorphosis in the reader's perception —
could be entitled “Turgenev and Death”. Noteworthy is one of the key episodes of
the composition, which as a whole, without fear of falling into genre-stylistic ex-
aggeration, can be called a “little Requiem”: “...Petrarch, a religious man, always
suffered from the fear of death. He thought about it every day, and when he went
to bed, he lay down as if in a coffin. Turgenev (our italics. — M.A.) was not a be-
liever (and considered it his misfortune), but with Petrarch had much in common
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among other things, and in the sense of death” [5. P. 264]. In this “double por-
trait” the spiritual image of Turgenev — a writer who had a huge impact on the ar-
tistic development of Zaitsev — is given “against the background” of not a ran-
domly selected historical figure. The very pairing of these names speaks volumes.
The space-perspective volume of the “palette” (Petrarch — Turgenev) is almost im-
measurable. Actually, in this (by no means chronographic or national-geographical)
immeasurability Zaitsev finds the key to understanding the spiritual image of
the author of “First Love”, which, not being clearly outlined, emerges from the per-
spective of the depth of the “picture” (that is, literary Being).

In the huge literature about A. Blok there are a lot of significant, bright, very
detailed descriptions of his life, character and appearance. At the same time, often,
even in the most detailed “portraits” escapes the most important thing — the tragic
doom that the poet shared with his homeland. Zaitsev has repeatedly approached
the understanding of this almost elusive, almost the most mysterious image — a phe-
nomenon in the history of Russian literature. Reflecting on the fate of the poet in
a memoir dedicated to the tenth anniversary of his death, he writes: “No one killed
Blok in a duel, as was customary for Russian poets of the last century. He died
(though in severe physical agony) in his bed. Died relatively young, but already
completely broken spiritually. Leaving life not victorious, but defeated. His fate is
very significant and severe (our italics. — M.A.). Blok is one of the tragic images of
Russian literature, and now for some reason (beyond comparison of talents and
meaning) I remember next to him Gogol, his longings of last years, terrible vi-
sions... Blok also lived among visions — sometimes seductive, sometimes terrible.
He tried to guess something in them, to love something, to accept something as
the Truth — but he failed. Some black waves flooded him. Peace to his soul” [6.
P. 374]. The general tone of the author's thinking, in the language of musical ter-
minology is “in deep minor key”. There is something twilight Rembrandt-like in
Zaitsev's “tonal palette”. A peculiar thickening of the tone increases in each
phrase. The brighter the flash of light becomes, illuminating the entire composi-
tion like peculiar “Nunc dimittis” at the very end of “Peace to his soul...” This un-
expected flash of light seems to illuminate the face of the dying poet, revealing in
it the image of a suffering man who hopes for Truth and peace, turning the “sen-
tence” into a prayer. “The image is the likeness of God realized in the face”, wrote
the priest P. Florensky [7. P. 23]. There is no doubt that Zaitsev, resorting to a kind
of picturesque-“luminescent” metaphysics at the end of the essay, highlights the fea-
tures of this similarity.

The genre of a short magazine article did not hold the writer back in all that
concerns expressive means. On the contrary, as in his major biographical compo-
sitions, he combines a wide variety of “pictorial techniques”, likening the narra-
tive tone to different — corresponding to the spirit of the depicted — ways of fixing
the “living nature”. So, there is something outline-graphic, monochrome austere
in the bright “eulogy” to chess player Alexander Alekhine. The stanzaical form of
the text and the compositional structure of the essay resemble a blitz party, but
the main “pictorial” advantage of a small magazine opus is the phenomenal com-
pactness, the ultimate condensation of the figurative-tonal palette. Aphoristic style
of writing is brought to the limit of content intensity and expression. Many who
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have read the very voluminous great Russian grandmaster’s biographies, will find
in the “aphorisms” by Zaitsev not only amazing multidimensional sketches of his
appearance, but also a portrait of his fate. Short remark — “Alekhine belongs to
the tribe of Russian conquistadors from the time of the revolution” [8. P. 439] —
says more about the hero of the story than some biographies. The “chess” essay —
as the main pictorial tone — is dominated not by enthusiasm, as it may seem at first
glance, but by euphoria. Thanks to this emotional “texture”, the portrait-offering
captures one of the main features of Alekhine-chess player and Alekhine-
personality — the ability to think extraordinary and at the same time consciously
take risks, and also his chivalrous nobility.

The portrait gallery of B. Zaitsev is immense in its personal composition.
It would require a special study to consider all the “types” and systematize the writer's
artistic tools. Without setting such a goal, it is possible, nevertheless, to identify
some important properties of the “small” portrait painting of the writer, which will
help in the future to justify a holistic, morphologically conditioned idea of his pic-
torial and pictorial poetics. For all that distinguishes the “portrait” characters of
Zaitsev, who is always sensitive in the transfer of stylistic features of the proto-
types themselves, they all appear as characters of intimate, confessional dialogues
with the author. This also applies to those persons with whom the writer commu-
nicated directly and those whom he discovered, comprehending the culture, histo-
ry, art of different eras, countries, aesthetic trends. Pushkin and Leskov, Dante
and Petrarch, Turgenev and Dostoevsky come to life as contemporaries of the
reader along with Bunin and Aldanov, Remizov and Zamyatin, Rachmaninoff and
Pasternak. There is no doubt that B. Zaitsev, being a deeply religious man, was
well aware of the tradition of religious “hagiography literature” and it found a pe-
culiar response in most of his biographical, “portrait” works. In this tradition,
the writer was interested not only and not so much in the hagiographic and doctri-
nal aspects, but — and this is of crucial importance — the process of the mysterious
transition from “life in the world” to being outside the linear dimension with its
“dividing” boundaries-dates, milestones, periods, etc. The glimpses of the heaven-
ly world are seen and felt only by those who believe in it and seek it even where
the ordinary eye sees only the prosaic everyday life. Zaitsev — with his refined
aesthetic and at the same time sharpened spiritual setting of the eye and ear — and
in the “prose of life” finds poetry.

Admirable in its impressionistic subtlety, B. Zaitsev's “plein air” sketches
has nothing to do with the natural-philosophical deification of nature. Here, as in
portrait essays, there is a law of spiritual contemplation that allows you to see
what escapes even the most discerning eye. “Marveling at the divine beauty of
nature”!, the writer focuses not on “bright pictures”, not on the natural elements in
their greatness and power, but on the spiritual and emblematic images of the sur-
rounding world, given to man as a reminder of the lost Paradise. Only this can ex-
plain the fact that the pictures of nature, even in the publicistic narratives of
Zaitsev are never “closed on themselves”. They seem to illuminate the space in
which the soul acquires the property of feeling what is usually hidden and invisi-
ble. The religious-eschatological implication of this method of feeling is obvious,

! “From Pindemonti” by A.S. Pushkin.
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based on the firm belief that “the reality of matter is no less fantastic than the reali-
ty of spirit” [9. P. 21].

It is difficult to use Zaitsev's nature essays as travel “Baedekers”. Objective
fact is present in them, but it is not of any value in itself. The writer does not dis-
sect, but contemplates the hidden reality of the “speakers” and in his spiritual per-
ception — the everlasting landscapes. In this sense, the short essays on Italy and
Finland are very remarkable. “For many of my generation”, writes Zaitsev, “Italy
is not just a country: a “better world” where you can escape from the dullness,
routine or horror” [10. P. 187]. The finale of the short essay “The Country of
St. Francis” is significant: “It is Good to live in Assisi. Death is terrible, and terrible
everywhere for a person, but in Assisi it takes the shape of a special-like a rain-
bow arch into Eternity...” [11. P. 186]. This, almost poetic in its plastic comple-
tion of the essay, is preceded by a leisurely, peculiar “muted”, “quiet” story of
the wanderer-artist. The very type of unfolding of this story conveys the character
of the “silent landscape”, its existential silence.

“One can't see anything. To the left is a low border of the coast, dark-blue
forests. And ahead, in the distance, on the horizon, an icy-silver, narrow strip of sea
and above it white curls and clouds fantastic. North! That's where we sailed...” [12.
P. 207] — thus opens the exposition of the essay “Finland. To the Native Land”,
which is rich in colors and images, is on a par with the opuses of Levitan and
Rachmaninoff. The comparison with painting and music is not accidental. Sound
and paint, drawing and melody are the main expressive means of Zaitsev's palette.
The architectonics of the essay are akin to small pictorial sketches made in one
session and even more embody the compositional space of a musical “prelude”
character. In his architectonic sense, Zaitsev is close to Rachmaninoff, who in
works of small form — “Preludes”, “Etudes-paintings”, “Musical moments” —
achieves a truly poetic rhythmoplasty. The lines between poetry, music and pain-
ting are blurred here.

The landscape embodiment of the paintings of the Russian North in the mi-
croscopic scale and immeasurable figurative poetics essay “Valaam” resonates not
only the majestic pictures of nature: “On the stormy and wild Ladoga, in the Nor-
thern part of it, is a small island. Granite and mica forms it. On these stone rocks,
God knows when created, is a thin layer of earth — like a sediment of age-old dust.
On it grew wonderful forests...” [13. P. 212]. Not simplifying narrative by rough
stylization, Zaitsev speaks about Valaam nature in a language that has absorbed
the power, amazing, especially restrained and recognizable in his ascetic drawing
“ornamentalism” of Northern tales. The characteristic phrasing, the “heaviness” of
individual words and, in general, the extraordinary accentuation of the “strophic”
(as if measured in verse) narrative leave no doubt about this. G. Adamovich wrote
that “the secret of writing lies in the feeling of the weight of the word (our italics. —
M.A.). Not only in the composition of the phrase, where the weight is of great im-
portance and, with the talent of the writer, intonationally is necessary where
the meaning requires support. Not only in the ability to reconcile this weight dis-
tribution with the apparently natural flow of speech. But also in most that the word
falls on the exactly-anticipated (not to say measured) distance, giving no more,
no less, describing that curve, which he intended...” [14. P. 202].
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The “skaz” color of the Northern landscapes of Zaitsev, as already mentioned,
is far from stylistic imitations. But there is every reason to believe that painting
pictures of North Russian nature, the author included in his landscapes (as a kind
of spiritually tangible nature) the spirit of the national language, perceived as an or-
ganic part of the harsh and majestic landscape. If the people (in the most intimate
religious and poetic feelings of the surrounding world) are always the “genius of
the place”, then the professional artist, in the mind of B. Zaitsev, makes a gross
mistake by ignoring this experience or mechanically installing it.

Conclusion

As F. Stepun rightly notes, “Zaitsev's style is characterized by a pensive,
sad-veiled lyricism. < ... > His sadness is bright...” [15. P. 182]. Let us add that
this is not an immanent property of purely psychological etymology. The writer
explains the nature of his worldview in a short maxim: “Kindness is the voice of
God speaking through man...” [16. P. 463]. In light lyricism of Zaitsev there are
almost no sentimental and melancholic notes. Meditativeness, which many critics
pay attention to, allows the writer to withdraw from the portrayed, to be “in the sha-
dow” of his own work. This is especially evident in the landscape sketches that
bring the writer closer, as if returning to the origins of his soul — to the Homeland.

The poetics of pictorial art in Russian literature is not limited to purely craft
problems. To a greater extent, this is the sphere of combining aesthetics and meta-
physics. The comprehension of genre and style subtexts of B. Zaitsev's publicistic
prose, only outlined in modern literary criticism, can contribute to the explanation
of the phenomenon of the unique vitality of Russian literature, which according to
F. Stepun is not defined “in its best achievements by Kant's formula ‘expediency
without purpose’. The goal of Russian art has always been to improve life...” [17.
P. 63]. The style and ethos of literary painting by B. Zaitsev is entirely subordi-
nate to this super idea.
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