Andrei Belyi and “Kol’tso vozvrata” in “Zashchita Luzhina”

Researchers of Vladimir Nabokov’s literary works often refer to his words in the letter to Edmund Wilson dated January 4, 1949: ““Upadok” russkoi literatury v period 1905–1917 godov est’ sovetskaia vydumka. V eto vremia Blok, Belyi, Bunin i drugie pishut svoi luchshie veshchi. Ia rozhden etoi epokhoi, ia vyros v etoi atmosfere”
. In the confession of the “author’s” hero in “Dar”, in the imaginary dialogue with Koncheev, the same spiritual genesis can be traced; Godunov-Cherdyntsev remembers his young years: “Moe togdashnee soznanie vosprinimalo voskhishchenno, blagodarno, polnost’iu, bez kriticheskikh zatei, vsekh piaterykh, nachinaiushchikhsia na “B”, – piat’ chuvstv novoi russkoi poezii”
 (apart from Blok, Belyi and Bunin here are also implied Bal’mont and Briusov). Nabokov’s early poems are largely defined by symbolist poetics and the same influence is visible in his early prose works: the short story “Slovo” (1923), for instance, which tells about paradise and angels, extensively exploits specific symbolic imagery (“…bosoi i nishchii, na kraiu gornoi dorogi ia zhdal nebozhitelei, miloserdnykh i luchezarnykh”; “Ia videl: ochi ikh – likuiushchie bezdny, v ikh ochakh – zamiran’e poleta. Shli oni plavnoi postup’iu, osypaemye tsvetami”, etc.
). Nabokov’s mature works defeated this amateur dependency, but genetic connections with the mouthpieces of the “piat’ chuvstv russkoi poezii” were still latently present; there is no doubt the author was aware of and intentionally exposed them: there have already been found a number of quotes, allusions and reminiscences from the “piaterykh, nachinaiushchikhsia na “B”” in Nabokov’s texts. Including those from Andrei Belyi’s works.

For Nabokov with his strictly limited and highly selective personal preferences Andrei Belyi was axiologically important in several creative aspects, apart from purely poetic one. He was as an author of the study “Masterstvo Gogolia”, which Nabokov, recognizing the “genii v”edlivosti”
 of his predecessor, largely relied on working on his book “Nikolai Gogol’” (1944). He was as a researcher of verse, who had offered a method of description of rhythmical forms in his book “Simvolizm”: Nabokov, who got acquainted with Belyi’s works on prosody in 1918 in the Crimea, was utterly impressed with them and analyzed hundreds of poem lines using his system. Later he called Belyi’s study the best in the world
.
Finally, he was as a creator of the novel “Peterburg”, which Nabokov considered to be one of the four best prose masterpieces of modern literature: “…moi velichaishie prozaicheskie shedevry dvadtsatogo veka takovy (i imenno v etom poriadke): “Uliss” Dzhoisa, “Prevrashchenie” Kafki, “Peterburg” Belogo i pervaia polovina skazki Prusta “V poiskakh utrachennogo vremeni”” (1965 interview)
. At the same time, having given such a definite assessment of Belyi’s best work, Nabokov did not provide its more or less extensive interpretation, like the ones he had made for other books he loved in his lectures on Russian and foreign literature; nor did he leave any relatively long and carefully thought-out opinions on Belyi’s works in general
.

The first person to point at Belyi’s important role in the formation of Nabokov’s literary individuality was Gleb Struve in his article “Tvorchestvo Sirina” (1930), which was an experience in summing up the preliminary results after the emergence and staggering success of “Zashchita Luzhina”. “Sirina uprekali v podrazhanii Prustu, nemetskim ekspressionistam, Buninu, – Struve wrote. – ‹…› Chto kasaetsia nemetskikh ekspressionistov, to, naskol’ko ia znaiu, Sirin prosto s nimi ne znakom. No voobshche pri zhelanii mozhno etot perechen’ rasshirit’ i pribavit’ k nemu Gofmana, Gogolia, Pushkina, Tolstogo, Chekhova, i dazhe – horribile dictu! dlia avtora – Andreia Belogo ‹…›”
. The author of the article was a close acquaintance of Nabokov-Sirin, was aware of his reading preferences and even implied it when not mentioning German expressionists among them. Therefore, it can be inferred that Struve’s own observations and comparisons were not the only reason for the name of Belyi to appear in this list. Struve repeated this thought in his summarizing work “Russkaia literatura v izgnanii” (1956), with even greater distinctness: “…strannym obrazom pochti nikto ne otmetil (iskliucheniem byl avtor etoi knigi), skol’ mnogim byl Sirin obiazan Andreiu Belomu (eto osobenno otnositsia k “Priglasheniiu na kazn’”, gde, pravda, eto vliianie idet v plane parodiinom ‹…›)”
. Struve was followed by Nina Berberova in her article “Nabokov i ego “Lolita”” (1959), who was even more insistent in underlining this principle of succession: she was sure that Nabokov was connected with Andrei Belyi with “glubochaishie i slozhneishie niti”: “Chto kasaetsia “Peterburga” Belogo, to etot roman posluzhil nekim katalizatorom dlia vsego tvorchestva Nabokova, i eto osobaia bol’shaia literaturno-issledovatel’skaia tema ‹…›. Mozhno tol’ko konstatirovat’ tot fakt, chto nalitso imeetsia tsep’: Gogol’ – Dostoevskii – Belyi – Nabokov”; ““Peterburg”, otrazhennyi v “Priglashenii na kazn’”, v nekotorykh rasskazakh Nabokova i, nakonets, v “Lolite”, – eto to, chto krepko sviazyvaet Nabokova s velikoi russkoi literaturoi proshlogo”
.

Neither Struve, nor Berberova supported their straightforward statements with concrete textual observations and comparisons. However, their ideas, as well as Nabokov’s own statements could not help stimulating later researchers’ interest towards the topic. The first one to write a special article on Belyi and Nabokov was D. Barton Johnson
. It mainly established general parallels: a certain similarity between the features of creative biographies, correlations in aesthetic settings – rejection of utilitarian and social approach to art, interest in formal search, striving for sophisticated audial text structure. Especially exciting for both of them was the topic of double world, which was fairly logical for Belyi, a dedicated and true symbolist, and more unexpected for Nabokov, who the symbolist canon was largely alien to
. A comparative analysis  of Nabokov and Belyi was offered by Vladimir Aleksandrov
: his focus is on areas of contact between Belyi and Nabokov’s aesthetic views, as well as separate reminiscences of “Peterburg” and “Kotik Letaev” in “Dare” and “Podlinnaia zhizn’ Sebast’iana Naita”. The circle of observations was extended significantly in O. V. Skonechnaia’s article “Cherno-belyi kaleidoskop. Andrei Belyi v otrazheniiakh V. V. Nabokova”
; it was dedicated to not only parallels between both authors’ works, but also about how Nabokov interpreted Belyi’s individuality, his image in Tsvetaeva and Khodasevich’s memoirs; the material used was to support the hypothesis about “tainoe prisutstvie” of Belyi in Chernyshevskii as he is represented in “Dar”

In both research works and commentaries to Nabokov’s texts that reveal concrete allusions, reminiscences and hidden quotes form Andrei Belyi he most frequently appears to be an author of “Peterburg”. This is totally logical since “Peterburg” is Belyi’s key work singled out by Nabokov himself from the writer’s creative legacy. But there is no doubt that Nabokov read other text written by the author of “Peterburg”, which can be proved by both his personal observations and discovered parallels between his texts and Belyi’s “Kotik Letaev”, “Moskva”, “Pepel” and other books. Nabokov’s early reading did not yet include Russian symbolists; as A. A. Dolinin underlined, “on nachal chitat’ svoikh starshikh sovremennikov namnogo pozzhe – snachala v Krymu (veroiatno, pod vliianiem Maksimiliana Voloshina, s kotorym ego poznakomil otets), no glavnym obrazom za granitsei, v Anglii i v Berline, gde u nego, nakonets, voznikli sviazi s literaturnoi sredoi”
. Andrej Belyi was in Berlin in 1922–1923, where he managed to publish a record number of his books over two years – all in all about 20, including both first separate editions and reprints. Among the latter were the third “simfoniia” “Vozvrat” printed by Berlin publishing house “Ogon’ki” in 1922; its only difference form the first edition (M.: Grif, 1905) is that the genre characteristic “III simfoniia” was changed for 
“Povest”. The assumption that Nabokov, who then had already begun to familiarize himself with the literary world of “Russian Berlin” and was devouring the works of modern writers with excitement, including books published in Berlin, could read the story “Vozvrat”, seems to be well-grounded.

Andrei Belyi’s “Simfonii” have not been considered by Nabokov researchers yet
. Still, it is there that the topic of “other world” was presented more clearly and visually than in other Belyi’s works. For Nabokov this was one of the most crucial topics, which, combined with other thematic complexes, is brought “k tsentral’noi dlia Nabokova metateme “dvoemiriia””: “Peresechenie granitsy mezhdu dvumia mirami – fizicheskim ili metafizicheskim, prostranstvennym i vremennym, bukval’nym i metaforicheskim – vsegda bylo odnoi iz glavnykh tem Nabokova”
. In Belyi’s third “simfoniia” “Vozvrat” the whole text structure is aimed at manifestation of the above meta-theme, which is shown with schematic clarity and exposedness: the worlds of eternal essences and fictitious earthly existence are separated to opposite poles and at the same time represent two symbolically connected aspects of global unity. The first, “dream” part of “Vozvrat” shows a timeless world of paradise existence and a blissful child, who is doomed to appear in the world of time and suffering. In the second part the child is represented as a student Khandrikov, who wakes up from a dream and lives a joyless, tedious terrestrial life, whose images and pictures remind him of the primordial “dream” existence; Khandrikov cannot cope with the horrors of the surrounding world and ends up in the mental sanatorium. In the third part, being supervised by a psychiatrist, Khandrikov feels an increasingly distinct call from the “other world” and reunites with it by committing suicide. He drowns in a lake and returns to his own self: he child find the lost bliss again.

The textual whole of “Vozvrat” is formed in accordance with the dualistic categories that can be established in Nabokov’s works, most clearly in “Zashchita Luzhina” (1930), where the contrast between the material and the spirit is realized in several ways: “zhizn’ shakhmat – povsednevnaia zhizn’, bezumie – norma, real’nost’ – irreal’nost’, probuzhdenie – son”
. In the composition of this Nabokov’s novel one can single out three distinct parts (Bryan Boyd even defines their chronological boundaries): “V pervoi (1910–1912) mal’chik ‹…› nakhodit dlia sebia spasenie v shakhmatnom dare”
; in the second part (summer 1928) Luzhin gets ready for the chess tournament and after a game with the great chess player Turati experiences a bout of mental illness; in the third part Luzhin recovers but despite doctor and wife’s efforts is unable to overcome his inclination for chess and commits suicide. Structural and thematic analogies with “Vozvrat” are supplemented with similarities between Belyi and Nabokov’s main heroes, who are ones of their kind. Just like all secondary heroes of “simfoniia” appear to be phantoms of Khandrikov’s hallucinating mind, in “Zashchita Luzhina”, as Gleb Struve noted (“Tvorchestvo Sirina”) there is “sobstvenno, vsego odno deistvuiushchee litso – sam Luzhin, vokrug kotorogo, kak vokrug osi, vrashchaiutsia vse drugie, v sushchnosti – vplot’ do zheny Luzhina – lish’ epizodicheskie litsa”
. Both heroes are ridiculous and shabby, unable to establish everyday contact with people and feel lonely in the world:
“Byl Khandrikov rostu malogo i slozheniia tonkogo. Imel vostren’kii nosik i belobrysen’kuiu borodku.

Kogda on zadumyvalsia, to ego guby otvisali, a v glazakh vspykhivali sinie iskorki. On stanovilsia pokhozhim na rebenka, obrosshego borodoi. ‹…›

Khandrikov bol’she molchal. Inogda ego proryvalo. Togda on bryzgal sliunoi i vykrikival dikost’ za dikost’iu svoim krichashchim tenorkom, prizhimaia khuduiu ruku k nadorvannoi grudi.

S nim proiskhodilo. Na nego naletalo. Togda on ubegal ot mira. Uletuchivalsia.

Mezhdu nim i mirom voznikali nedorazumeniia. Voznikali provaly”
.

In a thoroughly outlined appearance of the grown-up Luzhin Nabokov accentuates and modifies his unattractive features, in the description of his behavioural psychology he registers the details that show his alienation from life and fear of it, the somnambulistic character of his contacts with reality: “…chto est’ v mire, krome shakhmat? Tuman, neizvestnost’, nebytie…”
 Like Khandrikov, Luzhin feels alien in the world, which seems to be a crowd of specters and shadows. The first episodes of the novel, which witness a turning point in the hero’s life – parting with the world of usad’ba childhood, entering the gymnasium are perceived as “paradise lost” and exile to “nechto, otvratitel’noe svoei noviznoi i neizvestnost’iu, nevozmozhnyi, nepriemlemyi mir” (P. 313), which brings only sorrows and suffering (see the farewell words of the demiurge old man to the child that is released to the terrestrial world: “Venchaiu tebia stradaniem…” in the first part of “Vozvrat”
). The banishment from the primordial harmony is accompanied with a sort of initiation – the acquisition of surname: “Bol’she vsego ego porazilo to, chto s ponedel’nika on budet Luzhinym” (P. 309). Being thrown into the sphere of gymnasium standard etiquette, the hero remains Luzhin until the end of the novel (in the preface to the English translation Nabokov deciphered the hidden meaning: “…imia rifmuetsia so slovom “illusion”, esli proiznesti ego dostatochno nevniatno, uglubiv [u] do [oo]”
), in order to be embodied in the image, which is new for the reader and integral to himself – Aleksandr Ivanonvich
.

The conditionally symbolic, timeless world in Belyi’s “simfoniia”, which dominates Khandrikov’s conscience and awakens metaphysical suffering in him, corresponds with two spheres in Nabokov’s novel, where its hero tries to hide and reach the fullness and harmony of existence. One of them is the world of the lost pre-school childhood embodied in the images and landscapes of the countryside usad’ba (here, like earlier in “Mashen’ka” and later in “Dar” and other books, Nabokov reconstructs the setting of his own childhood, filled with “chuvstvo polnoi garmonii i zashchishchennosti, voploshcheniem kotorogo bylo leto v Vyre – altar’ ego nostal’gii”
 in the memory). Another sphere is the perfect world of chess, which Luzhin discovers and where he saves himself from reality, plunging into “podlinnuiu zhizn’, shakhmatnuiu zhizn’” (P. 386) that is not subject to hostile imperatives of time and space. This fascinating world elevates Luzhin giving him a chance to realize himself and at the same time destroys his personality: “…shakhmaty byli bezzhalostny, oni derzhali i vtiagivali ego. V etom byl uzhas, no v etom byla i edinstvennaia garmoniia ‹…›” (P. 389). In his childhood the hero experienced several stages of absorption into “shakhmatnye bezdny”; the decisive one, meeting the old man, who “igral bozhestvenno” (P. 334) and was the first to recognize Luzhin’s outstanding talent. The old man assists young Luzhin in entering the other world of chess , just like in Belyi’s “simfoniia” the divine old man took care of the child and gave his blessing for the upcoming ordeals
.

The topic of double world in “Vozvrat” and “Zashchita Luzhina” raises the problem of time and eternity, other existence with no beginning and end and recommencing cycles, “vechnoe vozvrashchenie”. For Andrei Belyi the mythologem of “vechnoe vozvrashchenie” postulated by Nietzsche (repeated seven times in the third part of “Thus Spoke Zarathustra”: “O, kak ne stremit’sia mne strastno k Vechnosti i k brachnomu kol’tsu kolets – k kol’tsu vozvrashcheniia!”
) had been one of the most significant elements of his creative self-consciousness since teenage years and was repeatedly realized in his poetry and prose in various forms. In the third “simfoniia” the whole image system and narrative logic serve to uncover this mythologem. “Vechnoe vozvrashchenie” reveals itself in the actions of the “tainstvennyi starik” (“On kruzhil vokrug divanov, chertia nevidimye krugi. Kruzhilsia, kruzhilsia, i vozvrashchalsia na krugi svoi”), in natural phenomena (“Veter ustraival na beregu pylevye krugi. Kruzhilsia, kruzhilsia – vozvrashchalsia na krugi svoi”), in observable happenings in real world (“Proletavshie vorony karknuli emu v litso o vechnom vozvrashchenii. V iuvelirnom magazine prodavali zolotye kol’tsa”), in circles on water near the boat that Khandrikov jumps from, in endless repetition of the same lexemes, phrases, syntax constructions and even puns: “Veselo chirikali vorob’i. V knizhnom magazine prodavali rasskazy Chirikova”
. Khandrikov himself experiences kind of metaphysical pain from understanding his involvement in the rotation of inescapable repetitions watching his reflection in numerous mirrors at the hairdresser’s: “Khandrikov dumal: “Uzhe ne raz ia sidel vot tak, sozertsaia mnogochislennye otrazheniia svoi. I v skorom vremeni opiat’ ikh uvizhu.

Mozhet byt’, gde-to v inykh vselennykh otrazhaius’ ia, i tam zhivet Khandrikov, podobnyi mne.

Kazhdaia vselennaia zakliuchaet v sebe Khandrikova… A vo vremeni uzhe ne raz povtorialsia etot Khandrikov””
.

The motive of rotation, repetition sounds in “Zashchita Luzhina” as well
, although not so clearly and persistently as in “Vozvrat”. In the final part of Nabokov’s novel the role of repetitions grows, they turn into something more and more hostile in the hero’s mind: “…namechalos’ v ego tepereshnei zhizni posledovatel’noe povtorenie izvestnoi emu skhemy”; “Smutno liubuias’ i smutno uzhasaias’, on proslezhival, kak strashno, kak izoshchrenno, kak gibko povtorialis’ za eto vremia, khod za khodom, obrazy ego detstva ‹…›, no eshche ne sovsem ponimal, chem eto kombinatsionnoe povtorenie tak dlia ego dushi uzhasno”; “I mysl’, chto povtorenie budet, veroiatno, prodolzhat’sia, byla tak strashna, chto emu khotelos’ ostanovit’ chasy zhizni, prervat’ voobshche igru ‹…›” (P. 437–438). The voice “Domoi, domoi” that Luzhin hears when mental illness is approaching is perceived as a call to get back from “shakhmatnye zarosli” (P. 390) into the world of his childhood; later, seized by the fear of existence that turns into a game of endless reiterations, he discovers a saving way out – an escape from the dungeon of time. Time is an enemy for both the hero of “Vozvrat” and Luzhin; for both suicide is an attempt to defeat time, return to the pretemporal condition, move to another dimension of existence: “pereiti za chertu”, “stat’ za granitsei” are Khandrikov’s idées fixe
.


The notion of transcending between realities, which is one of the prevailing themes in Nabokov’s works
, is declared in the main narrative junctions of “Zashchita Luzhina”, including the beginning and the end of the novel that correspond with each other. In the childhood, when trying to save from the frightening uncertainty of the gymnasium, the hero escapes to his usad’ba and climbs into the house through the window; the “opposite” scene at the end: Luzhin throws himself out of the window. The window here is a boundary sign; in “Vozvrat” an analogical image is the emerald-ruby mirror-like water surfave: in the first part, when left by the old man, the child sits of the shore and “morskaia poverkhnost’ kazalas’ peresypaiushcheisia bezdnoi izumrudov vperemezhku s bagrianymi rubinami”; the same palette is perceived by Khandrikov at the moment of his suicide: “Mgnovenie: izumrudno-zolotaia voda, zhurcha, khlynula v zacherpnuvshuiu lodku i otlivala taiushchimi rubinami. Vsplesnul rukami i rinulsia v bezdnu izumrudnogo zolota. Otrazhenie brosilos’ na Khandrikova, zashchishchaia granitsu ot ego vtorzhenii, i on popal v ego ob”iatiia”
. The idea of depth, which correlates with metaphysical abysses and appears in the final episodes of “Zashchita Luzhina” and in the scene of suicide (“Iz glubiny vybezhala gornichnaia”, “V glubine, u okna, stoial nevysokii komod”, “gluboko-gluboko vnizu chto-to nezhno zazvenelo i rassypalos’” – P. 463, 464)
 turns out to be on of the image leitmotifs of the third part of “Vozvrat”; from the depth Khandrikov can hear magnetic call of the other world: “Miagkii barkhat glubiny, krutias’, tseloval i laskal ego”; “Khandrikov vozopil: “Glubina moia, milaia… Tvoiu tikhuiu lasku uznaiu”. I glubina v otvet: “Tvoia ia, tvoia. Tvoia navsegda””; “Tikho kralas’ glubina. Stoiala nado vsem. Vse liubovalos’ i tomilos’ glubokim”; “I chem bol’she vsmatrivalsia v glubinu, tem prekrasnei kazalis’ oprokinutye, dal’nie strany”
. What makes Khandrikov want to dive into the water is his desire to “oprokinutsia”, transcend the border that separates the fictitious world of earthly reflections from the world of eternal essence: “I Khandrikov dumal: “Vot ia oprokinus’ i budu tam, za granitsei ‹…›””; “Tumannaia nezhnost’ glubiny obuiala ego serdtse, i on skazal sebe: “Pora oprokinut’sia””
. In a similar way does Luzhin submits to the idea of “vypadenie” from his unbearable condition: “Edinstvennyi vykhod, – skazal on. – Nuzhno vypast’ iz igry” (P. 463). The motif of reflection is also devised at the end of both texts. When floating on the lake, Khandrikov “vsmatrivalsia v otrazhenie. Emu kazalos’, chto on visit v prostranstvakh, okruzhennyi nebesami”, “Oprokinutoe otrazhenie soprovozhdalo ego”
; Luzhin feels “kvadratnuiu noch’ s zerkal’nym otlivom”, takes the mirror away from the chest of drawers and at the last moment of his life he sees that “sobiralis’, vyravnivalis’ otrazheniia okon, vsia bezdna raspadalas’ na blednye i temnye kvadraty” (P. 464, 465): the eternity he returns to seems to be a perfect chess reality to him.


When pointing at the possible trace of Andrei Belyi in Nabokov’s works Gleb Struve tentatively warned: “No govorit’ po etomu povodu o podrazhanii i zaimstvovanii prosto prazdno. Sirin nikomu ne podrazhaet. On u mnogikh pisatelei uchilsia (chto neplokho), u mnogikh sumel vziat’ mnogoe khoroshee, no eto vziatoe u drugikh pretvoril i pererabotal v svoei ochen’ rezko vyrazhennoi i ochen’ svoeobraznoi pisatel’skoi individual’nosti”
. These words spare us the necessity to restate something similar. As to the parallels that have been considered, they would also be fair in case reliable documentary evidence about Nabokov reading the “povest’” “Vozvrat” or the first edition of the third “simfoniia” in Berlin were found.
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� See: Boid Braian. Vladimir Nabokov. Russkie gody. Biografiia. M.; SPb., 2001. P. 180–183. In “Dar” Nabokov redirected his passion for Belyi’s systems of rhythmic “figures” to Iasha Chernyshevskii: “…o, eti Iashiny tetradi, polnye ritmicheskikh khodov, – treugol’nikov i trapetsii!” (Nabokov Vladimir. Sobr. soch. russkogo perioda. Vol. 4. P. 224, 645–646 – commentary by A. A. Dolinin), – and his alter ego Godunov-Cherdyntsev, who admitted that “monumental’noe issledovanie Andreia Belogo” not only “zagipnotizirovalo” him with its system, but also encouraged him to strive for “kak mozhno bolee slozhnye i bogatye” rhythmic schemes in his own poetic endeavours (Ibid. P. 332–333). It seems that Godunov-Cherdyntsev’s colour associations from the same novel (“moe rozovoe flanelevoe “m””, “tsvet guttaperchevogo “ch””, “moe siiaiushchee “s””: Ibid. P. 259) refer to not only A. Rimbaud’s “Voyelles”, but also to Belyi’s sound mythology; in “Glossolaliia”, having set an objective to point at the “dikaia istina zvuka”, Belyi motivates his intuitive semantic theosophy of colours; see his definition of colours mentioned by Nabokov’s hero: ““si” – siiat’; “sise” – sevy siianii”; ““M” – misticheskii, krovnyi, plotianyi, no zhidkii zvuk zhizni vo vlage: v nem taina zhivotnosti”; “Svist, ogon’, blesk, rasseian’e, dissotsiatsiia, luch, pesok, oslepitel’nost’, – “C””; ““Ch” – proektsiia temnoty na materiiu, chernoe: ugol’, sukhoi poroshok, porokh, vzryvchatost’” (Belyi Andrei. Glossolaliia. Poema o zvuke. Berlin, 1922. P. 37, 59, 83, 107, 109). The negative definition of letter “y” by Godunov-Cherdyntsev (“stol’ griaznaia, chto slovam stydno nachinat’sia s nee” – Nabokov Vladimir. Sobr. soch. russkogo perioda. Vol. 4. P. 259) corresponds with similar emotional attitudes in Belyi’s “Peterburge”: the sound “y” – “chto-to tupoe i sklizkoe”; “Vse slova na ery trivial’ny do bezobraziia ‹…›” (Belyi Andrei. Peterburg. Izd. 2-e, ispr. i dop. SPb., 2004. P. 42 (“Literaturnye pamiatniki”)). It should also be noted that there is a probable echo from Belyi in “Dar”, which was not mention by A. A. Dolinin in his exceptionally thorough and rich commentary – in Godunov-Cherdyntsev’s description of his work on rhyme systems: “Byli i redkie ekzempliary ‹…› vrode “ametistovyi”, k kotoromu ia ne srazu podyskal “perelistyvai” i sovershenno neprimenimogo neistovogo pristava” (Nabokov Vladimir. Sobr. soch. russkogo perioda. Vol. 4. P. 334). The last “neprimenimyi” image was used IN Belyi’s poem “Opiat’ on zdes’, v riadakh boitsov…”: // Vot pozvoniat, vzlomaiut dver’. // V slepom userdii neistov, // Komandu riavknet, budto zver’, – // Voidet s otriadom liutyi pristav. // (Fakely. Pt. 1. M., 1906. P. 33–34; Belyi Andrei. Stikhotvoreniia i poemy. Vol. 2. SPb.; M., 2006. P. 453 (“Novaia Biblioteka poeta”)).
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