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Abstract

Unmasking the Invisible: Russian and Japanese Cultural
Exchanges from 1890 to 1917

by
Kathryn Marie Sosnak
Doctor of Philosophy in Slavic Languages and Literatures
University of California, Berkeley
Professor Irina Paperno, Chair

Focusing on the symbolic and ideological meanings of Japan in the Russian cultural
imagination from 1890 to 1917, this dissertation seeks to define Russian literary japonisme and
to explore the presence of Japanese art and aesthetics in Russian Modernist literature. In this
study, modernism is divided into four distinct stages: the 1890s, the period of the rise of
Jjaponisme in Russian literature; 1904-05, the cataclysmic years of the Russo-Japanese War;
1906-09, the period in which writers described the war’s lingering effects; the 1910s, a decade
that not only offered a retrospective account of the war, but that also reclaimed the pre-war
Russian fascination with Japanese themes and motifs. While historical events serve as a
backdrop to my study and help to shape its direction, this dissertation deals expressly with
culture. It points to the images, metaphors and symbolic language that were used to describe
Russian and Japanese relations at both the beginning and height of Russian Modernism. Even as
this study draws from the rich body of scholarship that explores Russia’s relationship to Japan
and examines many of the same issues—the war, Russian japonisme, Russia’s constantly shifting
perception of Japan—its primary emphasis remains the aesthetic collision between the East and
West.

The chapters are chronologically arranged and provide a glimpse into the role that Japan
played in the literature and images produced by the Russian cultural imagination. Chapter One
points to the symbolic image of the geisha in both Anton Chekhov’s “The Lady with a Little
Dog” and Fedor Sologub’s The Petty Demon to illustrate Russia’s fin-de-siecle aesthetic
fascination with Japan. In the second chapter, I offer a “panoramic” view of the phantasmagoric
Russo-Japanese War, highlighting the common symbolic language that appeared in various
visual and verbal representations of the event. Chapter Three focuses on the war’s aftermath and
the collective trauma, or “wound,” that was articulated in the post-war essays and literature of
Aleksandr Blok, Dmitry Merezhkovsky and Zinaida Gippius. The final chapter of this
dissertation offers an analysis of Russia’s literary return to japonisme in the decade following the
Russo-Japanese War. I argue that, as the war faded into the past, writers like Andrei Bely,
Konstantin Bal’mont and Mikhail Kuzmin began to reengage with Japanese art, even adopting
Japanese aesthetic principles into their writing.

In 1905, Bely famously compared Japan to a mask, and the aim of this dissertation is to
“unmask” Russia’s Japan—that is, to explore the shifting symbolic meanings of the image of
Japan in the Russian cultural imagination between 1890 and 1917.
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Introduction

MBICTIeHHO TIPOITYCKAIO 5 Iepe]] COO0M psix 00pa30B: JTHUKU COBPEMEHHBIX MTOATOB:
bansmont, Bsiuecnas MBanos, Banepuit bprocos, Anapeit benbiit, Anexcanap biok—
JUIMHHOE 0’KEPEeIbe AMOHCKUX MACOK, KaXK/1ast U3 KOTOPBIX OCTAETCs B IV1a3aX YETKOCThIO
CBOEU rpuMacel. — MakCUMHIMaH Bosnomms'

Mentally, I make a number of images move before me: faces of contemporary poets:
Bal'mont, Viacheslav Ivanov, Valerii Briusov, Andrei Bely, Aleksandr Blok—a long
beaded necklace of Japanese masks, each of which has a distinct grimace that is
preserved in my eyes. —Maksimilian Voloshin

The Symbolist poet and critic Maksimilian Voloshin (1877-1932) began his review of Aleksandr
Blok’s Nechaiannaia radost’ [Unexpected Joy, 1907] with these words, demonstrating the
strong hold that the Japanese aesthetic had on the Russian imagination. In Voloshin’s vision, the
leading poets of the day are not simply rendered metaphorically, but are simultaneously
transformed into enigmatic, foreign and, most importantly, artistic creations. They become
decorative emblems of Japan, the country that had conquered Russia first with its art in the 1890s
and again with its military prowess in the Russo-Japanese War of 1904-05. Given the artistic and
political nature of Russian and Japanese relations in the late nineteenth and early twentieth
centuries, we may wonder why Voloshin compared his contemporaries not just to masks, a
popular fin-de-si¢cle symbol of lurking danger, the seductive appeal of the unknown and the
ever-present performative potential of life,” but to Japanese masks specifically.

Was he, through his choice of metaphor, engaging with Bely’s well-known statement
from April 1905 that Japan is a mask behind which lurk the invisibles? If so, why do these
Russian Symbolist poets become a part of the invisible plurality that Bely’s metaphor suggests?
Voloshin’s language may also have been intended to highlight the fragile boundaries existing
between several binary oppositions used in the Russian modernist period: words and images, self
and Other, face and mask, East and West. But even as Voloshin’s metaphors showed themselves
not to be static and to contain various possibilities as to the poets’ identities, I suggest that we
cannot discount the significance of the initial comparison to a necklace of Japanese masks.

Voloshin was no stranger to Japanese motifs and art, having written about them in the
first issue of Vesy [The Scales] in January 1904. In “Skelet zhivopisi” [The Skeleton of Painting],
he praised Japanese artists for “their fine and sharp artistic eye.””* He also, like other art critics

! “Aleksandr Blok. ‘Nechaiannaia radost’,” Liki tvorchestva, ed. V.A. Manuilov (Leningrad: “Nauka,” 1988) 484,
This review was originally published in the newspaper “Rus ™ on 11 April 1907.

? In a recent study, Mark Steinberg conducts a semiotic study of masks in Russian Modernism, particularly in both
the life and literature of St. Petersburg; see “Masks,” Petersburg: Fin de Siecle (New Haven: Yale UP, 2011) 84-
118.

3 Andrei Bely, “Apokalipsis v russkoi poezii,” Vesy, No 4 (1905) 14.

4 “Skelet zhivopisi,” Liki tvorchestva, ed. V.A. Manuilov (Leningrad: “Nauka,” 1988) 213.
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both before and after him,” used his article to express the debt that numerous European artists in
the second half of the nineteenth century owed to Japan. Voloshin claimed that pre-modern
Japanese ukiyo-e [art of the floating world] artists like Hokusai (1760-1849), Utamaro (1753-
1806), Haranobu (1725-1770) and Hiroshige (1797-1858) had taught French artists and writers,
from Edward Manet (1832-1883) to the de Goncourt brothers, a new way of seeing the world—
one that used asymmetrical perspective and vibrant colors to depict the ephemeral beauty of the
world and its many pleasures. The sheer novelty of the Japanese approach to art first captivated
France in the early 1850s and soon led to a craze for all things Japanese in the Netherlands,
Germany, Great Britain, America and, by the 1890s, Russia.® This craze was so widespread that,
in 1872, the French author and art collector Philippe Burty coined the term “japonisme” to create
a field of study dedicated to the arts of Japan.” A popular term in the late nineteenth century,
Jjaponisme quickly outgrew this definition. In both Russia and the West, it came to refer to a
fascination with Japanese art, as well as to Japanese cultural influence; since my focus is on art
and aesthetics, I use this definition, rather than Burty’s, throughout my dissertation.

When Voloshin was writing about Japanese art in 1904, he clearly saw Europe as still
being very much under the influence of japonisme. He observed that, “KynsTypHOe BiusiHue
SIlnonuu Ha EBporty Ob110 Tak rpomMaiHo, 6JaroTBOPHO U PATUKAIBHO, YTO MBI, €I11e
TIePEKHBAIOIIIE €r0, He MOKEM OLEHHTh BCIO ero rpanano3HocTs” [The Japanese cultural
impact on Europe was so tremendous, beneficial and radical that, still experiencing it, we cannot
appreciate its enormity]. Voloshin's claim invites us to see Western engagement with Japan as
one of the cornerstones of European Modernism (given his use of the collective “we,” it is also
clear that, in the realm of artistic influence, Voloshin considered Russia to be a part of Europe).
Thus, it is possible that when Voloshin called his fellow Symbolists Japanese masks three years
later, he had achieved enough distance to begin to articulate where the Japanese impact could be
found in Russia.

This dissertation picks up where Voloshin left off. The aim of this study is to show the
symbolic and ideological meanings of references to Japan and japonisme in both the Russian
literature and popular press of the modernist period. Focusing on the overarching presence of
Japanese art and aesthetics in Russian discourse from 1890 to 1917, this study divides
modernism into four distinct stages: the 1890s, the period of the rise of japonisme in Russian
literature; 1904-05, the cataclysmic years of the Russo-Japanese War; 1906-1909, the period in
which writers described the war’s lingering effects; the 1910s, a decade that not only offered a
retrospective account of the war, but that also reclaimed the pre-war Russian fascination with
Japanese themes and motifs. Although historical events serve as a backdrop to my study, this
dissertation deals expressly with culture, pointing to the images, metaphors and symbolic
language that were used to describe Russian and Japanese relations at both the beginning and
height of Russian Modernism.

> Asto past art critics, I am primarily referring to Igor Grabar’, whose art criticism I discuss in Chapter One in
relation to Fedor Sologub and Anton Chekhov. Later twentieth-century scholarship also examined the influence of
Japanese art on Impressionism and early modern painting; see Klaus Berger’s classic study, Japonisme in Western
Painting from Whistler to Matisse, trans. David Britt (Cambridge & New York: Cambridge UP, 1992); Lionel
Lambert, Japonisme: Cultural Crossings between Japan and the West (London: Phaidon, 2005).

% Lambert 6; it must be noted that Lambert’s study of japonisme includes only a brief mention of Russia. His
primary area of study is Western Europe.

" ibid. 6

¥ Voloshin, “Skelet zhivopisi,” 215



From 1890 to 1917, Russian literature saw the rise and fall of several different artistic
movements: Decadence, Naturalism, Symbolism, Neorealism, Acmeism and Futurism. While
this dissertation largely attends to the first four, in this study Symbolism emerges as the
movement most closely connected to japonisme. In fact, the very same Symbolist writers that
Voloshin compared to Japanese masks dominate my narrative. But because the story would be
incomplete without several other Russian authors who wrote about Japan, the East and the
Russo-Japanese War, this dissertation includes a broader cast of characters than Voloshin’s
Japanese mask metaphor allowed for. Many metaphors comparing Japan to masks appear in this
period and, because of their prevalence in modernist discourse, I use the metaphor of Japan as
mask to describe my own study of Russia’s cultural construction of Japan. Throughout this
dissertation, I examine the different shapes the “masking” of Japan takes in literary and
journalistic discussions from Russian modernism. I focus on symbolic and metaphorical
representations of Japan, commenting on the myths, fears, prejudices and abiding fascination
with Japanese art that informed them.

skeksk

The nature of Russia’s relationship to the East [Vostok], or, as it is sometimes called, the
Orient, has long plagued and fascinated the Russian imagination. This is due, in part, to the
contentious question of where Russia belongs geographically.” As Petr Chaadaev famously
wrote, Russia, bordering Asia on one side and Europe on the other, rests on the cusp of two
distinct civilizations, which results in its ambiguous self-identity."

History has also not helped to clarify Russia’s place in the world. When the Mongols
conquered Rus’ (parts of modern-day Russia, Belarus and Ukraine) in the thirteenth century, this
event seemed to solidify a lasting Eastern influence within what would later become Russia—
one that continued even after the Mongols were forced out in the Battle of Kulikovo in 1380.
Then, in the seventeenth century, Peter the Great (1672-1725) decided to purge all traces of
Russia’s past; according to standard interpretations of Russian cultural history, his goal was to
modernize his country and, to achieve this, he forced the Russian gaze westward. Both of these
events resulted in historical and cultural ruptures, whose ramifications could be felt throughout
the nineteenth and early twentieth centuries. Peter the Great’s decision to align Russia with the
West was one of the sources of debate between the Slavophiles (Ivan Kireevsky, Aleksei
Khomiakov, Konstantin Aksakov) and the Westernizers (to name only a few of the figures who
espoused “Westernism,” Chaadaev, Ivan Turgenev, Vissarion Belinsky and Aleksandr Hertsen)
about where Russia belonged. While the Westernizers obviously saw Russia’s destiny as resting
in the West, the Slavophiles were more concerned with temporality than geography; they longed
for a return to a pre-Petrine state. Similarly, the Mongol invasion, although an event from
Russia’s distant past, continued to haunt the Russian cultural imagination. At the end of the
nineteenth century, the philosopher and poet Vladimir Solov’ev used poetry to usher in fears of a
new Mongolian uprising (in this later evocation, the Mongolian enemy became the Chinese and
Japanese) with a movement he called Pan-Mongolism. These fears would contribute to early
twentieth-century artistic and literary conceptions of the East.

? See Mark Bassin, “Russia between Europe and Asia: The Ideological Construction of Geographical Space,”
Slavic Review, 50.1 (Spring 1991) 1-17.

10 Petr Chaadaev, “Pervoe filosoficheskoe pis’mo,” Polnoe sobranie sochinenii i izbrannye pis 'ma, ed. T 1.
Ouzerman (Moskva: Nauka, 1991) 329.
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A further complication stems from how we define the East, a concept that, in Russia, has
always been somewhat unstable. Many “Easts,” internal and external, have existed in the Russian
imagination: the Caucasus, the Southern “East” of the early nineteenth century''; Central Asia,
the East of Fedor Dostoevsky’s late nineteenth-century imperialist aims'?; the nations of the Far
East [Dal 'nii Vostok], Manchuria, China and Japan. Even Russia, despite Peter the Great’s
ambitions, would sometimes fall into this category, recognizing the continued presence of its
own Asian roots. At other times, Russians would also do more than identify with the East; while
abroad, artists like Sergei Diaghilev, who took the West by storm with his Ballet Russes, would
exploit the ambiguity in the Russian identity by reinforcing Western European beliefs about
Russian exoticism.

Recent scholarship on Russian Orientalism has argued that Russia’s recognition of its
Eastern characteristics prevents it from falling into the model proposed by Edward Said in
Orientalism (1978)," his seminal study of the power dynamics between the East and West'* (in
the Saidian model, the terms East and West refer almost exclusively to the Middle East and to
Europe; both Russia and the Far East are essentially excluded from his study). In this study, Said
famously claimed that the West had transformed the Orient into a feminized and mysterious
Other in order to justify its imperialist aims and to assert its authority over it. While to some
extent the same can be said of both Russian’s treatment of its many “Easts” and its own
imperialist hopes, Russia’s position is complicated by the factors I discussed above, as well as by
its loss to Japan in the Russo-Japanese War, which was generally considered a failed imperialist
venture in the Orient.

Russian and Japanese relations—particularly those surrounding the Russo-Japanese
War—have been garnering a lot of scholarly attention in the past twenty-five years. One of the
first studies to approach this event offers a dual perspective, exploring both Japanese and
Russian social, political and literary responses to the war; although a historically oriented study,
the editors of the volume are interested in the war’s “polyphonic nature” and “symbolic
meaning.”"”> A more recent two-volume study has ambitiously sought to examine the Russo-
Japanese War in a broad and international context, terming the event “World War Zero.” It
demonstrates the effect the war had on the world at large; articles on geography, military history,
and the economics of war are featured next to literary and visual studies.'® Another unique
feature of this collection is the range of voices it provides access to; within one study, Russian
and Japanese materials are combined with German, French, Korean, English and Chinese
sources. Other studies have approached Russian and Japanese relations through the Russian
cultural and literary imagination, although the war, the point of collision between the two

' See Susan Layton, Russian Literature and Empire: Conquest of the Caucasus from Pushkin to Tolstoy
(Cambridge & New York: Cambridge UP, 1994); Harsha Ram, Imperial Sublime: A Russian Poetics of Empire
(Madison: U of Wisconsin Press, 2003).

12 Fedor Dostoevskii, “Geok-Tepe: Chto takoe dlia nas Aziia?,”Polnoe sobranie sochinenii v 30 tomakh, v. 27
(Leningrad: “Nauka,” 1984) 32-5.

3 Edward Said, Orientalism: Western Conceptions of the Orient (New York: Penguin, 1995).

' One recent study that attempts to define Russia’s specific brand of Orientalism is David Schimmelpenninck van
der Oye’s Russian Orientalism: Asia in the Russian Mind from Peter the Great to the Emigration (New Haven &
London: Yale UP, 2010).

 The Russo-Japanese War in Cultural Perspective, ed. David Wells and Sandra Wilson (New York: St. Martin’s,
1999) xi.

' The Russo-Japanese War in Global Perspective: World War Zero,Volumes 1 & 2, ed. John W. Steinberg, Bruce
W. Menning, David Schimmelpenninck van der Oye, David Wolff and Shinji Yokote (Leiden: Brill, 2005).



countries, features prominently within them.'” While the centennial collection edited by Dany
Savelli concentrates on the literature produced during the Russo-Japanese War in England,
Germany, Russia and Japan, Barbara Heldt’s chapter in 4 Hidden Fire: Russian and Japanese
Cultural Encounters traces the Japanese presence exclusively in Russian literature of both the
nineteenth and twentieth centuries; similarly, Vasily Molodiakov treats Japan through three of
the literary figures who helped to shape Russian modernism: Vladimir Solov’ev, Vasily Briusov
and Andrei Bely. Susanna Lim’s monograph goes even further than the previously mentioned
volumes, for it not only begins in the seventeenth century, but also seeks to show the connections
between geopolitics, literature, Orientalism, artistic and cultural trends, intellectual history and
religious thought.

In addition to these literary and historical investigations of the war, recent scholarship has
also been devoted to the visual images—often satirical, racial and propagandistic—that the war
inspired.'® These images, like literature, play on the imagination; as one scholarly work
proposes, they are “illusive and may be subject to multiple interpretations [...] visual
representations have a life of their own, influencing the mind of their beholders, and often not in
conformity with the intentions of their creators.”'” This statement does not just apply to
propagandist war images; instead, it proves equally important for Russian japonisme, the
fascination with and study of Japanese art that I discussed in the first section of the
introduction.”” Both Rosamund Bartlett and Elena Diakonova have traced the development of
Jjaponisme within late nineteenth- and early twentieth-century Russia; Bartlett, however, is
especially interested in showing the ways in which the Russo-Japanese War helped to transform
Russian japonisme into something more than mere artistic enchantment. She calls Russian
Jjaponisme a “home-grown [...] and distinctive phenomenon”*!

While this dissertation draws from the rich body of scholarship that explores Russian and
Japanese relations and even examines many of the same issues—the war, Russian japonisme,
Russia’s constantly shifting perception of Japan—its primary emphasis is the aesthetic collision
between the East and West. In this, the present study is heavily indebted to Jan Walsh
Hokenson’s work on the Japanese artistic influence on nineteenth- and twentieth-century French
literature, Japan, France and East-West Aesthetics: French Literature, 1867-2000. Hokenson
argues that, for the French, Japanese art acted as a catalyst for artistic renewal, opening up new

7 Faits et imaginaires de la guerre russo-japonaise, 1904-1905, ed. Dany Savelli (Paris: Kailash, 2005); 4 Hidden
Fire: Russian and Japanese Cultural Encounters, ed. J. Thomas Rimer (Stanford: Stanford UP, 1995); Vasilii
Molodiakov, “Obraz laponii” v Evrope i Rossii vtoroi poloviny XIX—nachala XX veka (Moscow: RAN, 1996);
Susanna Soojung Lim, China and Japan in the Russian Imagination, 1685-1922 (New York, London: Routledge,
2013)

' See Yulia Mikhailova, “Images of Enemy and Self: Russian ‘Popular Prints’ of the Russo-Japanese War,” Acta
slavica iaponica, XV1 (1998) 30-54; Stephen Norris, “Illustrating the Racial War: Images from the Russo-Japanese
War of 1904-1905,” A War of Images: Russian Popular Prints, Wartime Culture, and National Identity, 1812-1945.
(DeKalb, Illinois: Northern Illinois UP: 2006) 107-34.

19 Japan and Russia: Three Centuries of Mutual Images, eds. Yulia Mikhailova and M. William Steele (Folkestone:
Global Oriental, 2008) 2.

2% See Rosamund Bartlett, “Japonisme and Japanophobia: The Russo-Japanese War in Russian Cultural
Consciousness,” Russian Review 1 (2008) 8-33; Elena Diakonova, “Japonisme in Russia in the Late Nineteenth- and
Early Twentieth Centuries,” Japan and Russia: Three Centuries of Mutual Images, eds. Yulia Mikhailova and M.
William Steele (Folkestone: Global Oriental, 2008) 32-46; Susanna Lim devotes a chapter of her recent book to this
phenomenon as well.

2! Bartlett 33
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visual and perspectival possibilities, as well as a new relationship with nature.*” This monograph
does not just survey Japanese references in French novels and poetry, but attempts to define
French literary japonisme by demonstrating the ways in which Japanese images are incorporated,
both formally and stylistically, into French literary tradition. While my goals in this study are
similar—I explore Russian literary japonisme and point to moments in which formal and stylistic
principles of Japanese art are present in Russian modernism—I also largely pursue another,
related goal: to show symbolic and ideological meanings attached to the images of Japan and to
Russian modernists' involvement with japonisme. Another way that my approach differs is that it
takes into account additional factors such as Russia’s unique relationship to and fear of the
East(s) and also the war with Japan in 1904-05. The war and its lingering effects on the cultural
imagination help to shape the trajectory of my study; although a conflict that began on 26
January 1904 and essentially ended with the Japanese victory at Tsushima on 15 May 1905,
Russia’s war with Japan affected how Japanese themes were depicted in the Russian literary
tradition, both during and after the event.”> More importantly, the war allowed for the
development of a different kind of literary japonisme in Russia, one based equally on artistic
fascination and historical trauma.

Chapter One explores the rise of japonisme in Russian literature through Anton
Chekhov’s Dama s sobachkoi [The Lady with the Little Dog, 1899] and Fedor Sologub’s quasi-
Naturalist, quasi-Decadent Melkii bes [The Petty Demon, 1907].** These two texts employ the
symbolic image of the geisha and, as I argue, engage with Japanese aesthetics and critical
discourse on Japanese art. In Chekhov’s story, Sidney Jones’ popular British operetta, The
Geisha, or The Story of a Tea House (1896) serves as a backdrop to the love affair between
Dmitry Gurov and Anna Sergeevna, and in Melkii bes one of the characters is transformed into a
living objet d’art when he attends a provincial masquerade dressed as a geisha. The literary
images of Japan that we find in these texts were mediated by both domestic and foreign
treatments of Japanese themes; in the case of Chekhov, Japan was viewed through the lens of
Edwardian musical theater, whereas for Sologub, the French Decadence of J.K. Huysmans may
have influenced his novel’s representation of the foreign femme fatale. A study of these texts
also demonstrates the ways in which different artistic genres overlapped during the period of
Russian Modernism. The Japan that entered the Russian cultural imagination in the 1890s came
alive through various forms of art: literature, painting, operetta, popular images, theater, etc. In
particular, I focus on the relationship between literature and the Japanese motifs used in images
from artistic and popular journals of the fin de si¢cle. Early modernist perceptions of Japan in
Russia and Western Europe turned this country into a prisoner of its own artistic popularity;
viewed primarily through the aesthetic construct of japonisme, Japan became an erotically
charged and enigmatic nation that seemed to capture the imagination of all who encountered it.

Chapter Two moves away from Russia’s fascination with japonisme in the 1890s and
turns exclusively to the Russo-Japanese War of 1904-05. The organizing principle of this chapter
comes from a statement that Sologub made about the panoramic potential of war in 1905. In a
review of an exhibition devoted to the Russo-Japanese War, Sologub claimed that Russian artists
lacked the imagination to depict the war properly and were missing the opportunity to capture

22 Jan Walsh Hokenson, Japan, France and East-West Aesthetics: French Literature, 1867-2000 (Madison:
Fairleigh Dickinson University Press, 2004) 55.

2 Throughout this dissertation, all dates follow the Julian calendar.

4 Although the novel was not published in full until 1907, it was written during the 1890s. A full publication
history is given in Chapter One.
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the “splendid panorama of beautiful movements, expressions and poses” that the conflict with
Japan offered to them. Like Sologub, I approach the war metaphorically, using an image of an
artist’s blank canvas to trace the various symbols and emblems that made up the artistic and
literary landscape of 1904-05. I create my own “panorama” of the war in this chapter, showing
how visual and verbal representation worked together to create an overarching portrait of this
event. In addition to focusing on the interplay between words and images, I highlight the
common symbolic language that appeared in a variety of genres and discourses: personal
documents (letters and diaries), essays, and both popular and high art, including Symbolist
poetry. In these different texts, the war becomes a seemingly unreal event—the result of an all-
encompassing phantasmagoria.

Chapter Three shows the continued hold that Japan had on the Russian imagination in the
years immediately following the Russo-Japanese War. In this chapter, I argue that the war and
the revolution that took place in its wake gave rise to a collective trauma, which manifested
itself, among other ways, in the images of a rupture—or “wound”—that dominated artistic works
and public discourse in the years 1906-1909. This lingering trauma is felt most prominently in
the post-war essays and literature of Aleksandr Blok, Dmitry Merezhkovsky and Zinaida
Gippius: respectively, “Bezvremen’e” [ Timelessness, 1906], “Griadushchii kham” [The Coming
Boor, 1906] and “Net vozvrata” [No Return, 1909]. Each of these works exhibits a preoccupation
with both the damaged bodies of modernity and the apocalyptic thinking prevalent in early
twentieth-century Russia. By placing these texts within their larger historical context, |
demonstrate their engagement with the fears and anxiety expressed in popular cultural
mythology, including visual images.

The fourth and final chapter of this dissertation offers an analysis of Russia’s literary
return to japonisme after the war. I focus on Andrei Bely’s “Pesnia zhizni” [The Song of Life,
1908], which claims that modernists had used Japanese art to shape both their age and their
artistic principles.”® Although Bely addressed only aesthetics in his article, I argue that the
political and artistic interactions between the Russians and Japanese helped to shape the
modernist period in Russia. The Japanese, from the early 1890s onward, were constantly present
in the Russian cultural and literary imagination. My analysis of Russia’s continued fascination
with Japan centers on the decade following the war, when Russian writers began to reengage
with Japanese art, from its use of an asymmetrical perspective to its celebration of nature and
life’s ephemeral moments. Japanese art reflects the Eastern belief that the potential for artistic
creation is always present in life; it exists in wind blowing over a mountain, in leaves falling
from a tree, in the size and shape of different snowflakes. Starting with Andrei Bely’s
Peterburg’” [Petersburg, 1913-4, 1916, 1922], I investigate the presence of Japanese artistic
principles in his modernist novel and how they contribute to the different conceptions of the East
that the novel explores. Then, moving away from Bely, I turn to Konstantin Bal’mont’s poetry
from his travels in Japan (1916) and Mikhail Kuzmin’s poem, “Fuzii v bliudochke” [Fuji in a
Saucer, 1917], showing that, as the 1910s progressed, the war was largely forgotten as literature
began to favor a return to earlier forms of japonisme. Ultimately, this chapter illustrates that

9925

%> Fedor Sologub, Sobranie sochinenii, t. 2: roman, rasskazy, skazochki, stat’i (Moskva: NPK “Intelvak,” 2001)
542.

2 Andrei Bely, “Pesnia zhizni,” Arabeski: kniga statei (Moskva: “Musaget,” 1911) 51.

7 Throughout this dissertation, I supply the English translation of Russian titles, but primarily use their
transliterations.
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Russian japonisme, despite the war, remained pervasive in the early twentieth century, especially
in Russian Symbolism.

As a whole, this dissertation focuses on several distinct moments of Russian and Japanese
cultural exchange during the Silver Age. In this period, perceptions of Japan were constantly
changing; it was at once an object of fascination and political fear, of literature and artistic
discourse, of high and low art. Because of the numerous shifts in its perceived identity, Japan
became the enigmatic and threatening country of Bely’s famous metaphor: it was “a mask behind
which were the invisibles.” Using the metaphor of the mask as a springboard, the aim of this
dissertation is to “unmask’ Russia’s Japan—that is, to explore the shifting symbolic meanings of
the image of Japan in the Russian cultural imagination between 1890 and 1917.



Geishas Come to Life: The Rise of Japonisme in Russian Prose

The Japanese Geisha, famed in song and story, forms part
of that mysterious glamour, which has for many centuries hung
over the Land of Flowers, and which has hardly been
dispelled by the invasion of Western civilization.'

In 1899, Fyodor Sologub (1863-1927) contributed an article to the early Symbolist and
artistic journal, Mir iskusstva [The World of Art] to commemorate the centennial of Aleksandr
Pushkin’s birth.? Because this article, “K vserossiiskomu torzhestvu” [To the All-Russian
Celebration], coincides with the period during which Sologub worked most intensely on Melkii
bes [The Petty Demon, 1898-99],° scholars often cite it as informing the Pushkinian motif that
runs throughout the novel.* But by focusing so intently on the Pushkin mania that marked this
year, critics do not note the following detail: this article was juxtaposed with a reproduction of
Muzhskoi portret [Male Portrait], a painting by the little known nineteenth-century artist Anton
Legashov’ (1798-1865) (Figure 1.1). In the center of this painting, a dark and brooding man sits
on a couch, looking off to the side. The room is sparsely decorated: to his left there is a hookah
and, on the wall behind him, a portrait of a woman in the flowered robes of the Far East. This
smaller portrait beckons to the viewer (see Figure 1.2 for a close-up) and the image of the
reclining woman, caught in the feminine act of brushing her hair, contradicts the staid severity of
the central male figure. Her presence lightens the portrait; to a certain extent, her allure even
makes a mockery of the painting’s title. She draws our gaze from the man. Although placed in
the background, hers is the portrait that we strain to see. It seems to present a door to another
world.

The juxtaposition of this painting with Sologub’s article is most likely coincidental—
nothing more than an editorial decision on the part of Mir iskusstva. But even if so, it still
contains emblematic value. It should be noted that in 1899, Sologub, because of his close

! Frederic William Unger, Russia and Japan: and a Complete History of the War in the Far East (Philadelphia,
1905) 267.

? This article was published in v. 13-14 of Mir iskusstva. For more on the history of this journal, its practices and
cultural influence on the development of Modernism and Symbolism, see Jonathan Stone, “Mir iskusstva and the
Gathering of Russian Modernism,” Conceptualizing “Symbolism”: Institutions, Publications, Readers and the
Russian Propagation of an Idea, Dissertation, UC Berkeley (Ann Arbor: Proquest/UMI, Fall 2007) 94-105; John E.
Bowlt, “The World of Art,” Moscow & St. Petersburg, 1900-1920: Art, Life and Culture of the Russian Silver Age
(New York: Vendome, 2008) 161-200.

>Fora history of the novel’s creation, see Margarita Pavlova, “Tvorcheskaia istoriia romana ‘Melkii bes’,” Melkii
bes, ed. Margarita Pavlova (Sankt Peterburg: “Nauka,” 2004) 643-753. (707)

* ibid. 707

> It is even surprising that a painting of Legashov’s made it into the high-brow Mir iskusstva, for Aleksandr Benois,
in his study of nineteenth-century Russian art, mentions him only in a footnote. See Istoriia russkoi zhivopisi v XIX
veke (Moskva: Izd-vo “Respublika,” 1995) 44. Legashov, however, is a figure worthy of more critical attention,
particularly due to his personal connection with the East and adoption of the Chinese aesthetic. In 1831, he travelled
to China as a member of the Russian Ecclesiastic Mission in Peking and would stay in this country for ten years. His
participation in this mission helped to shape his career and, even after his return to Russia, Chinese themes and
images were often featured in his work. For more information on this painter and his experiences in China, see Elena
Nesterova’s study of the artist, “The Russian Painter Anton Legashov in China: From the History of the Russian
Ecclesiastic Mission in Peking,” Monumenta Serica 48 (2000) 359-427.
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relationship with the “miriskusniki,”® became increasingly interested in the visual arts. And
Legashov’s portrait, much like the Pushkin centennial, served as a symbolic emblem of the
cultural and artistic world that Sologub found himself in the midst of during his most productive
period of writing Melkii bes. 1 would also suggest that this painting could function as an
illustration, or a visual metaphor, of the novel itself. Considering it in the context of Melkii bes,
we could see this dark man as Peredonov and the woman as the beautiful Liudmila Rutilova,
who basks in the smells, colors and fauna of the East.

Legashov’s painting, after all, is organized around a set of binary oppositions similar to
those in the novel: East vs. West, female vs. male, lightness vs. darkness, freedom vs. restraint.
Even the portrait’s structure is suggestive of the way that Sologub depicts his characters. While
Peredonov is the novel’s central figure and the character to which the title refers, Liudmila and
Sasha (the young male student who actually wears the kimono) are secondary and offer us relief
from the corrupt world of peredonovshchina [Peredonovism].” In a 1908 critical review,
Aleksandr Blok, who was very much taken with Melkii bes, aptly described the enchanting
quality of Liudmila’s and Sasha’s role in the novel:

Korga uuraems o ToM, kak BecensaTcs u urparoT Cama u Jlrogmumna — o6a

MOJIOJIbIC M KPAaCHBBIC, KaK OHU JYIIATCS AyXaMH, KaK HaAIPsDKAIOTCS, KaK CMEIOTCS, KakK
LETYIOTCS, KaK HaJ OyAHSIMH ye3HOW KPauBhl MPa3aHYIOT MPa3IHUK JIETKOU TIJIOTH, —
KOTJIa YUTaCIllb, KAXKETCsI, CMOTPHIIIb B BECEHHEE OKHO [...] 3/1€Ch BCE YUCTO,
0JIarOyXaHHO M HE CTBIAUTCS COTHEYHBIX nyq.8

When you read about how Sasha and Liudmila play and enjoy themselves—both young
and beautiful, how they spray themselves with perfume, how they dress up, how they
laugh and kiss, how surrounded by the humdrum existence of district nettles they
celebrate the flesh—when you read, it seems that you're looking into a spring window
[...] Here everything is clean, pleasant-smelling and not ashamed of the rays of the sun.

This metaphorical “spring window” both tempts and seduces the reader. Celebrating the body
and a harmless eroticism, it functions like a peep show into a hedonistic world. The plotline
involving Sasha and Liudmila revolves around a playful fascination with beauty and nature—
what is more, I would suggest these images are connected with the colorful and charming world
of japonisme.

Japonisme, as | mentioned already in my introduction, came to Russia via France, where
the art collector Philippe Burty coined the term in 1872 to “designate a new field of study of
artistic, historic and ethnographic borrowings from the arts of Japan.”® Sweeping across Western
Europe in the second half of the nineteenth century, this phenomenon celebrated the artifice,
delicate colors, asymmetrical perspective and craftsmanship associated with the Japanese

6 Pavlova, “Tvorcheskaia istoriia romana,” 708

" Ivanov-Razumnik, one of Sologub’s contemporaries, remarked that, “For F. Sologub, Liudmila and Sasha were
not only an episode, but one of the main points of the novel, since Sologub, namely in ‘beauty’, wanted to find an
exit from Peredonovism. He wanted to overshadow the dreary, grey and senseless world with a cult of the body
[...],” “Fyodor Sologub”, O smysle zhizni: F. Sologub, L. Andreev, L. Shestov (Bradda Books, Ltd.: Letchworth,
1971) 50.

8 Aleksandr Blok, “O realistakh”, SS' v 8i tomakh, t. 5, eds. K.I. Chukovskii, V.N. Orlov and A.A. Surkov (Moskva:
Khudozhestvennaia literatura, 1962), 127.

® Lionel Lambert, Japonisme: Cultural Crossings between Japan and the West (London: Phaidon, 2005) 6.
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painting and woodblock prints that were in vogue. The Western preoccupation with Japanese art
quickly evolved from artistic fascination to an omnipresent aesthetic influence; in France in
particular, japonisme permeated almost every sphere, from Impressionist painting to Naturalist
and Decadent prose, and helped to shape popular and high tastes alike.'

While japonisme quickly became a fixture in Western European art and literature after
Japan opened itself to the West in 1854, scholars have traditionally dated its presence in Russian
literature as culminating only during and after the Russo-Japanese War of 1904-05."" This is not
to suggest, however, that scholars—even those same scholars who propose this dating—do not
locate moments of japonisme in Russian literature before the war. Rather, it is that these
instances are often perceived more as a reflection of Russia’s growing fascination with the East
than as serious engagement with Japan.'? Yet, as I hope to show in this chapter, significant
moments of japonisme were already present in Russian literature of the late 1890s and early
1900s. Anton Chekhov’s 1899 story, “Dama s sobachkoi” [The Lady with the Little Dog],
contains a Japanese subtext that makes use of Sidney Jones’ popular operetta, The Geisha, or
The Story of a Tea House (1896). Melkii bes, a quasi-Naturalist, quasi-Decadent novel whose
final pages are dominated by the presence of a living objet d’art, a guest at a masked ball dressed
as a geisha, was conceived well before the war. Sologub began writing the novel in 1892 and
drafts show that he put his pen down—besides minor edits—exactly one decade later."* Despite
this writing timeline, the significance of the novel’s use of Japanese symbols is somewhat
problematized by its publication history; Melkii bes, although partially serialized in Voprosy
zhizni [Questions of Life] in 1905, was not published in full until 1907. Although Sologub’s
novel and Chekhov’s story were published in different decades, both were ultimately products of
the 1890s. More importantly, these two texts share a common feature; they each employ the
suggestive symbolic image of the geisha and, as I will argue, engage with Japanese aesthetics.'*

In this chapter, my discussion of Melkii bes and “Dama s sobachkoi” will
center on unraveling their engagement with literary Japonisme through a series of
inter-art'® and close readings. These early literary descriptions of Japan, although largely based
on the artifacts of an Orientalized cultural imaginary—Iabels on perfume bottles and operatic
geisha that were themselves imported from the West—reveal much more than just Russia's

10 Jan Walsh Hokenson, Japan, France and East-West Aesthetics: French Literature, 1867-2000 (Madison:
Fairleigh Dickinson University Press, 2004).

"' See Rosamund Bartlett, “Japonisme and Japanophobia: The Russo-Japanese War in Russian Cultural
Consciousness,” Russian Review 1 (2008) 24; Barbara Heldt, “’Japanese’ in Russian Literature: Transforming
Identities,” A Hidden Fire: Russian and Japanese Cultural Encounters, 1868-1926, ed. J. Thomas Rimer (Stanford:
Stanford UP, 1995) 173.

"2 1n addition to Bartlett and Heldt, see Susanna Soojung Lim, China and Japan in the Russian Imagination, 1685-
1922: To the Ends of the Orient (London, New York: Routledge, 2013).

" In her study of the novel’s evolution, Pavlova shows that the masquerade was one of the first things that Sologub
planned as he began to craft his novel in 1892. She also remarks that, as Sologub’s conception of the novel
expanded, the masquerade scene remained largely the same, undergoing only minimal correction, Pavlova, 743-57.
' For historical and anthropological studies of the geisha, see John Gallagher, Geisha: a unique world of tradition,
elegance and art (London: PRC Publishing, 2003); Unger, 267-83; Peabody-Essex Museum, Geisha: beyond the
painted smile (New York: George Braziller, 2004).

' The definition that has informed my own inter-art study goes beyond simple visual/verbal dynamics. Broadening
our basic understanding of ekphrasis as the verbal representation of the visual, Claus Cluver redefines it instead as
“the verbal representation of a real or fictitious text composed in a non-verbal sign system.” This allows ekphrasis to
encompass music, popular art (posters, mass-media) architecture, etc. See “Ekphrasis Reconsidered: On Verbal
Representations of Nonverbal Texts,” Interart Poetics: Essays on the Interrelations of the Arts and Media, ed. by
Ulla Britta Lagerroth, Hans Lund and Erik Hedling (Amsterdam: Rodopi, 1997) 26.
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growing interest in Japanese art and culture. I will show that they contain clues about Russia’s
perception of Japan’s rise to power in the fin-de-siecle, as well as about japonisme’s significance
for the early years of Russian modernism.

Chekhov’s “Lady” as The Geisha: Exotic and Erotic Suffering

In the well-known climactic scene of “Dama s sobachkoi” (1899), Dmitrii Gurov
contrives to meet Anna Sergeevna at a performance of The Geisha, or The Story of a Tea House,
Sidney Jones’ comic operetta of hidden identities and star-crossed lovers set in Japan. The
operetta focuses on the British naval officer, Lieutenant Reginald “Reggie” Fairfax, who, while
stationed in Japan, has a flirtation with the geisha Mimosa-san. Lady Constance, an
Englishwoman and friend of Reggie’s fiancee, Molly Seamore, witnesses their encounter and
reports the incident to Molly. Molly’s discovery of her fiance’s bad behavior arouses her
jealousy and takes her to Japan, where she schemes to win back Reggie’s love. With the help of
Lady Constance and Mimosa San herself (it must be noted that she has no designs on Reggie
since she is in love with the Japanese soldier Katana), Molly decides to masquerade as a geisha,
Roli Poli-San, to entice Reggie. After much confusion and the near marriage of Molly/Roli Poli
to a Japanese Marquis, the operetta ends happily; each character is paired with his/her beloved.
Incredibly popular in Europe in the late 1890s, The Geisha was first performed in Moscow in
1897 and was then restaged in 1899 in both Moscow and several provincial Russian towns.'®
These productions were accompanied by a variety of advertisements featuring demure, beautiful
women clad in brightly colored kimonos—some natively Japanese and some Western (see
Figures 1.3 and 1.4).

Gurov encounters one such advertisement in the train station when he arrives in “S” from
Moscow. He recognizes that the staging of the operetta in this small, provincial town would
constitute an event and that Anna would undoubtedly be there.'” True to his expectations she
attends the performance and, upon entering the theater, possesses his imagination fully:

Bomnuta u Anna CepreeBna. OHa cena B TpETbeM pAndy, U Koraa ['ypoB B3rsiHyn
Ha Heé€, TO cep/ille y HErO CXKaJIOCh, U OH MOHSUT ICHO, YTO JUIS HErO Terepb Ha BCEM CBETE
HeT OJKe, JOpOoXKe U BasKHEE YEJIOBEKa; OHA, 3aTepsIBIIAsICS B IPOBUHIIMAILHOM TOJIIIE,
3Ta MaJieHbKas *EHILWHA, HUYEM He 3aMedaresbHasi, C ByJIbrapHOIO JJOPHETKOU B PyKax,
HaMoJIHsJIa TEeMeph BCIO €ro KHU3Hb, OblJIa €r0 rOpeM, paJoCThI0, EAMHCTBEHHBIM
CYacTheM, KaKOro OH TeNepb Keyaj Ajs ceOs; U Mo/l 3BYKH IJIOXOT0 OpKeCTpa, APSTHHBIX
00BIBaTEIILCKUX CKPUITOK OH JyMall O TOM, KaK oHa xoporiia. J{lyman u meuran. (10: 139)

Anna Sergeevna came in. She sat in the third row, and when Gurov looked at her,
his heart was wrung, and he realized clearly that there was now no person closer, dearer,
or more important for him in the whole world; this small woman, lost in the provincial
crowd, not remarkable for anything, with a vulgar lorgnette in her hand, now filled his
whole life, was his grief, his joy, the only happiness he now wished for himself; an to the

16 It is believed that Chekhov himself saw The Geisha in Yalta in September 1899, Anton Chekhov, PSS v 30-i
tomakh, t. 10 (Moskva: Nauka, 1977) 431.

"7 In her article, Bartlett discusses the popularity of this opera and its production history in Russia, where it
premiered in Moscow in 1897, 18.
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sounds of the bad orchestra, with its trashy local violins, he thought how beautiful she
was. He thought and dreamed.'®

This passage offers a tender glimpse of Anna Sergeevna through Gurov's eyes, yet also leads us
to question his love for her. Who, after all, is Anna Sergeevna and what, for Gurov, does she
represent? She appears to be nothing more than the object of his gaze—a pleasing, yet
unremarkable vision that leads him only to “think and dream.” While many critics praise this
story's realistic and emotional depiction of a love affair,' this scene demonstrates the possibility
that Gurov's adoration of Anna could largely be a product of his imagination and heightened
senses. He is at the opera, yet there is no word about its actual contents, the songs that are sung,
its staging. For him, Anna is the spectacle to observe and their love is the drama that takes center
stage. The Geisha is merely the ideal backdrop for Gurov and Anna to play out the dynamics of
the affair that was set in motion in Yalta, in Anna's room that itself smelled of Japan: “Opu10
TYIITHO, TIAaXJIO TyXaMH, KOTOpbIe OHA KyIuja B AmoHCKoM MarasuHe™ (it was stuffy, it smelled of
the perfumes that she had bought in a Japanese store, 10: 131).

Gurov's language reinforces the idea that their romance both supersedes what takes place
on stage and takes on elements of The Geisha. The realization of his love—portrayed in a chain
of perfective verbs (voshla, sela, vzglianul, ponial) that express punctuated moments—is
heightened and borders on the melodramatic. In a way, Gurov becomes the story's counterpart to
the dashing hero of Jones' The Geisha, the British officer Reginald Fairfax who, despite his
engagement to Molly, teaches the beautiful Mimosa-San to kiss. Gurov and Reggie are both
characterized as men who arouse strong feelings in the women they love and leave.”® Just as the
narrator tells us about Gurov's various liaisons at the beginning of the story, Reggie and his
fellow naval officers allude to their own romantic successes when they sing pithily of Jack Tar, a
symbolic officer of the British Royal Navy: “As he goes aboard his ship,/While the girls are fit to
break their pretty hearts/For he loves them by the score/When he gaily comes ashore.”' This
surface similarity aside, even Gurov’s internal monologue, slowly building upon his initial
understanding of his feelings for Anna and accompanied by the music of the bad provincial
orchestra (“u o/ 3ByKH IJIOXOTO OPKECTpa, APSTHHBIX 00BIBATEILCKUX CKPUITOK), invites us to
view him as taking on the role of an operatic hero. While the Chekhov scholar Aleksandr
Chudakov observes that this scene is characteristic of Chekhov's prose style and presentation of
interiority,”? we can also read Gurov's monologue as the equivalent of an aria. An elaborate and
melodious song for a solo singer and the orchestra, an aria helps to propel the plot forward, lend
insight into a character's emotional state and temporarily relieve the dramatic tension of the
action.”® That his thoughts might resemble an aria should come as no surprise, for if we look

'8 Anton Chekhov, Stories, trans. Richard Pevear and Larissa Volokhonsky (Bantam: New York, 2000) 372. Further
citations from this translation will be given in text.

¥ To give just a sample of the positive critical reception of the story, Chekhov’s contemporary, LI. P-skii, in “The
Tragedy of Feeling: A Critical Study”, wrote that Chekhov’s talent lay in his “masterfully drawn picture of the birth
of love in Gurov”, qtd. in Chekhov, PSS, 428. Also, in his recent study of Chekhov’s poetics, Michael Finke
remarks that “Dama s sobachkoi” is “the one Chekhov story that can properly be called a positive and affirming love
tale,” Seeing Chekhov: Life and Art (Ithaca: Cornell UP, 2005) 145.

2% In his recent study of Chekhov, M.N. Zolotonosov makes a similar observation in a footnote, briefly remarking
that “several lines taken from the operetta could succinctly describe the plot of Chekhov’s story,” Drugoi Chekhov:
po tu storonu printsipa zhenofobii (Moskva: “Ladomir”, 2007) 118-9, note 47.

*! Sidney Jones, The Geisha: A Story of a Tea House (London: Hopwood & Crew, 1896) 26.

22 See Poetika Chekhova (Moskva: Nauka, 1971) 160.

2 “Aria,” defs. a & c., The Harvard Dictionary of Music, 2™ ed. 2000, Print.
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back at the end of the story's first chapter, we see that it has prepared us for Gurov's operatic
turn. When telling Anna about his life, Gurov mentions that, he “[...] roroBuscs Koraa-To neTh B
4acTHOM omepe, HO Opocu [...]” [...had once prepared to sing in a private opera, but had quit...,
10: 130]. Quite possibly, Gurov's past experience has informed this moment with Anna in the
provincial opera house; we know that not only is he familiar with the genre and its requirements,
but also that he may have played the operatic hero before.

It is worth noting that this is not the only scene in which Gurov gives voice to his
burgeoning emotions. Particularly in the lead-up to his impromptu trip to see Anna, he
seems to be overtaken by the need to air his feelings—to “sing” of his love.** Gurov's wife both
hears and responds to him, providing a counterpoint to his romantic posturing:

[EMy] mpuxoauiocs TOBOPUTH HEOTIPEICAEHHO O JTIFOOBH, O KEHITUHAX, U HUKTO HE
JoTajibIBajcs, B Y€M JI€JI0, ¥ TOJIBKO JKEHa IIEBUIINIIA CBOUMHU TEMHBIMHU OpPOBSIMH U
rOBOpHJIA!

— Teb6e, Aumutpuii, coBcem He UaAET poib ¢ata. (10: 137)

He found himself speaking vaguely of love, of women, and no one could guess what it
was about, and only his wife raised her dark eyebrows and said:
“You know, Dimitri, the role of fop doesn’t suit you at all.” (370)

With these words written in an entirely different tune, she wants to silence him, to show him the
empty nature of his ramblings. More importantly, she reminds him that he is not the kind of man
who will fall prey to the perils and raptures of love. He is playing a role and one that is trite. But
even in the face of his wife’s criticism and his colleague’s refusal to respond to his emotional
outpouring by instead discussing the quality of the sturgeon (10: 137), Gurov cannot abandon
this role.

His most important “performance” takes place at the operetta after he comes face to face
with Anna.”” The music of The Geisha again serves as the background to their meeting; similarly
heightening this moment of dramatic tension, all eyes are seemingly focused on them: “3amenu
HaCTpanBaeMbIe CKPHUIIKH U (IeliTa, CTajlo BAPYT CTPAIIHO, Ka3aJ0Ch, YTO U3 BCEX JIOK
cmotpat”’ [The tuning up of the violins and flutes was beginning and it suddenly became
frightening; it seemed that from all the boxes people were watching them, 10: 139]. Despite the
music, all the formerly verbose Gurov can offer is a weak “hello”—one that is met with silence.
Sound has momentarily been trumped by the visual; rendered mute, both characters look at each
other, while the crowd looks on. Occurring during the first intermission of The Geisha, this scene
itself hangs as if suspended” and serves as a brief intermission to the story’s action. The dual
pause adds to the impression that The Geisha functions as more than just an overt cultural
reference; it is yet another example of how the characters’ lives mirror art—of the operatic mise-
en-abime that informs this story.

?* In his study of Chekhov, Donald Rayfield notes that Gurov’s life at home is marked by “unspoken irritation,”
Understanding Chekhov: a critical study of Chekhov’s prose and drama (Madison: U of Wisconsin Press, 1999)
210.

2% This scene is often compared with Tolstoy’s Anna Karenina when Anna creates a scandal at the opera. While
certain similarities are present, by focusing only on Chekhov’s polemic with Tolstoy, the majority of critics have
neglected to take into account the existing connection between the production of The Geisha and Chekhov’s story.
2% Chudakov 201



15

Once this “intermission” is over and Anna and Gurov flee the theater to talk, it is now
Anna’s turn to sing. She embraces this role, emphasizing the suffering that marks her character
throughout the story like a musical refrain:

—O, kak BbI MeHs ucnyranu! S eaBa xuBa...

—41 tak crpanawo! [...]

—S1 HuKora He Oblja CcYacTIIMBA, 5 TETIeph HECUaCTHA M HUKOT/1a, HUKOT1a He
Oyny cuactinuBa, Hukorga! He 3actaBmisiite ke MeHs ctpanath emé 6ompie! (10: 140).

“Oh, how you frightened me! I’m barely alive...”

“I’ve been suffering so! [...]

“I’ve never been happy, I’'m unhappy now and I’ll never, never be happy, never!
Don’t make me suffer still more!” (373)

Observed by avid spectators—by both Gurov and, unbeknownst to her, the two students standing
above—Anna, with her pale face and the fan she carries, brings to mind none other than
Mimosa-San.”’ It is as if a new geisha has taken the stage. Perhaps serving as Anna’s inspiration,
during the first act the beautiful and mysterious Mimosa-San sings of her suffering in the solo,
“A Geisha’s Life”: “A geisha’s life imagination tints/With all the charming color of the
rose,/And people won’t believe her when she hints/Its beauties are not quite what they
suppose.”® While not a profound piece of music by any stretch of the imagination,*’ this song
provides an additional, somewhat humanizing layer to a character who otherwise seems merely
to represent the simultaneously exotic and erotic charms of Japan. Her suffering, in fact,
challenges the orientalizing, Western perception of Japan with which the opera both begins and
ends: it is a “happy” country, a “garden of glitter!/Flower and fun/Flutter and flitter.”*° However,
even though this challenge is present, it constitutes only an ephemeral musical moment—one
that quickly fades into the fast-paced and colorful lyrics that, at all turns, assert a British cultural
and racial superiority over the Japanese.

We must also pause and consider how the operetta’s characterization of the geisha as a
beautiful, yet unhappy creature reflects discussions taking place in Western artistic journals
circulating in the 1890s. One such instance of this is Alexandre Benois’ “Khudozhestvennaia
khronika” [The Artistic Chronicle] commemorating the death of the Dutch painter Félicien Rops
(1833-1898), in which he remarks that, “smoHITI BHECIH B 3pOTHYECKOE HCKYCCTBO JIEMEHT
cTpagaHus; 310 Ob1I0 HOBO...””' [“The Japanese brought an element of suffering into erotic art
[i.e. portraits of women]; this was new...”’] Benois highlights the way that Western artists like

" Donald Rayfield also notes Anna’s resemblance to the geisha, suggesting that there is “not only something geisha
like about Anna’s passivity, vulnerability to her seducer and her bondage to the lien (von Diederichs) who is her
husband, but phrases from the operetta about ‘two parrots kept in separate cages’ are echoed in Chekhov's
comparison of the lovers to parted ‘male and female migratory birds,” “Anton Chekhov” Reference Guide to
Russian Literature, ed. Neil Cornwell (Chicago: Fitzroy Dearborn, 1998) 222.

¥ Jones 64-5

% As one music critic states,“Jones’s music, eschewing satire and verbal ingenuity, concentrates much more
straightforwardly on romance and the exotic...The Geisha remains a lightweight if charming period trifle, with
neither words nor music leaving any trace on the modern musical consciousness,” Jeffrey Richards, Imperialism and
Music: Britain 1876-1953 (Manchester: Manchester UP, 2001) 266.

3 Jones 6

31 Alexandre Benois, “Pis’ma iz Miunkhena II: Felis’en Rops’”, Mir iskusstva 3-4 1899: 32.
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Rops borrowed from the Japanese, and also how they perceived them; the Japanese were
considered to be innovators, admired for their representation of a suffering cloaked in an erotic
and submissive beauty. The geisha, as both a symbol and the character Mimosa-San, is the
consummate example of this, for her suffering ultimately emerges as just another facet of her
erotic appeal.

In a way, this is not all that different from how Anna’s suffering functions in “Dama s
sobachkoi.” Throughout the story, the narrator continually emphasizes her unhappiness;
descriptions of her suffering are intertwined with those of her physical charms. And strangely
enough, it is this very suffering that draws Gurov to her. If we recall one of his early
impressions of Anna, we see that from the start her external beauty is combined with an
indefinable, yet visibily pitiful quality: “Bcnomann oH €€ TOHKYIO, CIIaIKYIO MIEI0, KPACHBBIE,
cepble T1aza. "UTo-To B HEH eCTh KaJIKoe BCE-TaKH,' ToayMal oH U ctai 3ackmats” (10: 130)
[“He recalled her delicate, sweet neck, her beautiful grey eyes. ‘There’s something pitiful about
her all the same,” he thought as he fell asleep.”]. This pitiful quality seems to prepare not only us,
but Gurov as well, for Anna’s later admission of unhappiness and suffering. In fact, without this
“gT0-TO )anmkoe,” Anna Sergeevna would simply resemble all of the women who had come
before her.

Only through her suffering and the accompanying grey quality that it casts over the story
(i.e. Anna’s grey dress, her grey eyes, Gurov’s greying hair) does Anna rise above Gurov’s
description of women as the “Husmas paca” [the lowest race, 10: 128]. This derogatory phrase,”
which uses “race” as a replacement for “sex,” represents an important moment in the text and
one that, as I argue, helps to strengthen the relationship between Chekhov’s story and Jones’
operetta. Occurring only twice in the text—in both Parts I and I[V—and, with its implicit
message of a Nietzschean™ male superiority, “Hu3mas paca” serves as the textual equivalent of
the lyrics of the song that I briefly discussed above, “Happy Japan”, the opening and closing
number of The Geisha. The major difference between the two is that, whereas in the operetta the
same version of “Happy Japan” is sung jubilantly at its beginning and end, Gurov’s view of the
“musmas paca” changes as his love and sympathy for this intriguing “dama s sobachkoi” grow.
What he pronounces with disdain at the beginning eventually transforms itself into a phrase that
he utters only to keep up appearances and protect his relationship with Anna from the suspicions
of others. By the story’s end, Gurov has come to see a new side of this “inferior race”; namely,
how underneath the surface lies something that is not inferior at all and that, if embraced, can
instead act as a catalyst for change and bring about spiritual rejuvenation. Given the textual
parallels, how can we interpret the relationship between the conflict of Chekhov’s “Dama s
sobachkoi” and the one in Jones’ popular Orientalist melodrama, The Geisha, which Chekhov
clearly evokes?

Reading Anna and Gurov against the main characters from the popular operetta, we
discover new significance in their situation. Throughout the story, Chekhov recasts the initial
relationship of his characters. This effect is achieved not so much by transforming the female (in
fact, I would suggest that both the geisha and the “lady with the dog” remain only vague and
static secondary characters), but by creating a shift in the male character. Chekhov alters the

32 In the next chapter, I will return to this racist phrase—often leveled at the Japanese— and its variations when I
discuss the war and popular phantasmagoria.

33 Rayfield comments that, “In “The Lady with the Little Dog,” Nietzsche is a serious subtext. Gurov’s initial
philosophy “Lower race!” echoes Nietzsche’s conviction that “woman is for the warrior’s recreation”, that “if you
go to woman, don’t forget your whip,” Understanding Chekhov, 212.
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opinion of the perceiver (Gurov, projected onto Captain Fairfax), the seemingly superior male
figure who gazes at the Other. The man, exposed to the Other (the woman as a person of
"inferior race," which applies to Anna and, still more so, to the Japanese geisha), proves able to
rise above his formerly held beliefs. As a result of this shift in Gurov's perception, Anna grows in
importance, and the outcome of their encounter is transformed. In recognizing Anna's goodness
and admitting his love, Gurov is forced to look beyond himself and to accept the Other as
something more than a member of an "inferior race.”

The story, in fact, does more than recast the characters of the popular operetta. It also
reframes and elevates its plot. Unlike the operetta, which uses Japanese themes as popular comic
entertainment, “Dama s sobachkoi” employs japonisme to engage with larger themes of
mortality and human frailty, which, as one scholar contends, is an essential condition in the
creation of Japanese art.’* We see an example of this during the scene in Oreanda when Gurov
and Anna, after their first night together, observe the landscape:

B Opeanpne cunenu Ha ckambe, HEJAJIEKO OT EPKBU, CMOTPEIU BHU3 HA ATOpe U
Moutyanu. SlnTa Obliia e1Ba BUJIHA CKBO3b YTPEHHUHN TyMaH, Ha BEpPIIMHAX TOp
HEMOJIBYKHO CTOsUIN Oernble obnaka. JIncTBa He 1IeBenuiIach Ha AepeBbIX, KpUYaiu
[UKAbI, ¥ OJTHOOOPA3HBIN, TIIyXOH IITyM MOPS, JOHOCUBIIUNCS CHU3Y, TOBOPHJI O TTOKOE,
0 BEYHOM CHE, KaKoi OuaaeT Hac. Tak myMeno BHU3Y, KOT/Ia ellle TYyT He ObUIo HU
Sntel, Hu OpeaHpl, TeNepb NIYMUT U OyeT HIyMEeTh TaK K€ PaBHOIYIIIHO U TIIyXO,
Korja Hac He OyneT. M B 3TOM NMOCTOSIHCTBE, B TIOJTHOM PaBHOYIINU K KU3HU U CMEPTH
Ka)KJIOTO U3 HaC KPOETCs, ObITh MOXKET, 3aJI0T HAIIETO BEUHOTO CIIACEHUs, HEMPEPHIBHOTO
JBUKEHMSI )KU3HU Ha 3eMJIe, HEMIPEPHIBHOTO coBepieHCTBa. CHas pSAOM C MOJIOIO0M
YKEHILIMHOM, KOTOpasi Ha pacCBETE Ka3anach TaKOM KpacUBOM, YCIIOKOEHHBIN U
OYapOBaHHBIN B BUy 3TON CKa304YHON 00CTaHOBKH -- MOPsI, TOp, 00JIaKOB, ITUPOKOTO
Heba, ['ypoB myman o Tom, Kak, B CYIIHOCTH, €CJIM BAyMaThCsl, BCE MPEKPACHO HAa 3TOM
cBeTe, BCE, KpOME TOT0, YTO Mbl CAMU MBICIIUM U JIeJaeM, KOr/ia 3a0bIBaéM O BBICILIUX
LesIX OBITUS, O CBOEM YEJIOBEYECKOM JIOCTOMHCTBE.

[Tomomien Kakoi-TO YENOBEK -- JOHKHO OBITh, CTOPOIK, -- TIOCMOTpPEI Ha HUX U
ymien. U aTa monpoOHOCTh TTOKa3aiach TAKOW TAMHCTBEHHOM U Toxe KpacuBou. (10: 133-
4)

In Oreanda they sat on a bench not far from the church, looked down on the sea,
and were silent. Yalta was barely visible through the morning mist, white clouds stood
motionless on the mountaintops. The leaves of the trees did not stir, cicadas called, and
the monotonous, dull noise of the sea, coming from below, spoke of the peace, of the
eternal sleep that awaits us. So it had sounded below when neither Yalta nor Oreanda
were there, so it sounded now and would go on sounding with the same dull indifference
when we are no longer here. And in this constancy, in this utter indifference to the life
and death of each of us, there perhaps lies hidden the pledge of our eternal salvation, the
unceasing movement of life on earth, of unceasing perfection. Sitting beside the young
woman, who looked so beautiful in the dawn, appeased and enchanted by the view of this
magical decor—sea, mountains, clouds, the open sky—Gurov reflected that, essentially,
if you thought of it, everything was beautiful in this world, everything except for what we
ourselves think and do when we forget the higher goals of being and our human dignity.

3* Hokensen 32
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Some man came up—it must have been a watchman—Ilooked at them, and went
away. And this detail seemed such a mysterious thing, and also beautiful. (366-7)

In this lyrical passage, we are explicitly told that nature serves as a magical, fairy-tale like
backdrop (skazochnaia obstanovka) for Anna and Gurov. The fantastical Yalta landscape seems
to overcome them both, although we are privy only to Gurov’s thoughts. His description of the
scene takes on a highly impressionistic quality as Yalta itself fades to the background and his
thoughts shift to life, death and beauty. The way the scene is rendered calls to mind the visual
arts, particularly the popular landscapes of Japanese painters with their evocative depictions of
mountains, clouds and the sea. Considering that Sergei Kitaev (1864-1927), a naval officer who
had acquired an impressive collection of Japanese artwork during his many trips to Japan,
organized the first exhibition of Japanese prints and paintings at the St. Petersburg Academy of
Arts in 1896 and then a second in Moscow in 1897 at the Historical Museum, it is possible that
Chekhov’s description of Oreanda drew—whether consciously or unconsciously—on the
Japanese style.”

This style, according to an 1897 study in the popular weekly Niva [The Field] by one of
the first Russians to study Japanese art, the painter and art historian Igor Grabar’, relied on a
subjective interpretation of nature: “SIMOHIIBI OTKPBLIH TJ1a3a HA CYOBLEKMUBUIM
XYZ0KECTBEHHOTO TIPOM3BEICHUS. Terneph TONBKO MOHSUIN, YTO TAKOE 3HAYHT JJIS Xy TOKHUKA
YMEHbBE «HE BCE CKa3aTby», JaTh HAMEK TaM, IJIe ATO MMOACKa3bIBaeT HATypa U apTUCTUICCKOE
aytee™® [The Japanese opened our eyes to the subjectivity of an artistic work. Only now did we
understand what the ability “not to say everything” means for an artist, to give a hint there,
where nature and artistic flair suggest it]. If we look at this scene closely, Gurov’s subjectivity
permeates it, influencing the way we encounter the landscape. Nature becomes a reflection of his
interiority—his fears, his realizations, his perception. Everything, from the landscape itself to the
appearance of the watchman, is imbued with a sense of beauty and mystery; in this moment,
nature, the eternal, unchanging image, has become holy. It holds Gurov in its power, just as
Anna Sergeevna does with her sadness and goodness. The scene at Oreanda colors their
romance, leading to Gurov’s transformation and entrapment in a difficult and untenable situation.

We, the readers, experience—just as Gurov does—the proof of this entrapment when he
sees himself in the mirror and reflects on his love for Anna:

U TonpKO Teneph, KOTa y Hero ToJIoBa CTaia CeIoi, OH MOJTI00MII, KaK CIIEIyeT,
MO-HACTOSIIIEMY—TIIEPBBIH pa3 B )KU3HU.

Anna CepreeBHa H OH JFOOWJIH JPYT APYra, Kak OUYeHb OJHM3KUE, POIAHBIC JIFOH,
KaK MYy’ M JK€Ha, KaK He)KHBIC JPy3bsi; IM Ka3aJloCh, YTO cama Cy1b0a mpeIHa3HaunIa uxX
JPYT A7 IpyTa, ¥ ObLJIO HETIOHSTHO, JUISL YeT0 OH JKEHAT, a OHA 3aMYKEM; U TOYHO JTO
OBUIH JIBE TIEpeJIeTHBIC MTHIIBI, CAMEIl M CaMKa, KOTOPBIX IMMOMMAaIH U 3aCTaBIIIN KUTH B
oTnenbHbIX KiieTkax. (10: 143)

And only now, when his head was gray, had he really fallen in love as one ought
to—for the first time in his life.

3% For more on Kitaev’s role in Russia’s discovery of the Japanese, see Elena Diakonova, “Japonisme in Russia in
the Late Nineteenth- and Early Twentieth Centuries,” Japan and Russia: Three Centuries of Mutual Images, eds.
Yulia Mikhailova and M. William Steele (Folkestone: Global Oriental, 2008) 32-46.

3¢ Igor Grabar, “Upadok ili vozrozhdenie: ocherk sovremennykh techenii v iskusstve,” Niva No. 1 (1897) 57.



19

He and Anna Sergeevna loved each other, like very close, dear people, like
husband and wife, like tender friends; it seemed to them that fate itself had destined them
for each other, and they could not understand why he had a wife and she a husband; and
it was as if they were two birds of passage, a male and a female, who had been caught
and forced to live in separate cages. (376)

Anna and Gurov are now equals, united in their mutual affection and suffering. Strikingly, this
metaphor employs the language of Jones’ operetta: “Now they live in isolation. Two, two, two
really very wretched little birds.”*’ Chekhov, in the story’s final scene, leaves us with a lingering
impression of the operetta and underscores his story’s connection to and deviation from it.
Whereas Jones’ characters break free and the operetta ends with a joyful rendition of “Happy
Japan,” the last page of Chekhov’s tale offers a bleaker outlook for his—Russian and supposedly
“real-life”—Mimosa-San and Captain Fairfax: a world saturated in grey and with no easy
solutions to the dilemma that haunts them. Real life, the story seems to imply, is not an operetta.
The characters, too, rise above their operatic counterparts. In Oreanda, we realize that the story is
interested in more than star-crossed lovers, and our final glimpse of Anna and Gurov reinforces
this impression, highlighting the story’s engagement with themes of human mortality and the
passage of time. We understand that theirs is an autumn romance set against the grey backdrop
of wintry Moscow; it reflects the very color of Gurov’s hair, a sign of his increased age. Despite
the scene’s greyness and its portrayal of their love’s frailty, hope nonetheless remains for Anna
and Gurov—and perhaps for the reader as well. Ultimately, the story shows that perception and
circumstances are not static. Proof of this rests in the story’s most telling transformation—in
Gurov’s ability to overcome his preconceptions and view Anna Sergeevna, the story’s Japanese
geisha, as something besides a member of an "inferior race."

Perfume Bottles, Painting and Living Objets d’art

In one of the many forwards to Melkii bes, Fedor Sologub stated that his novel’s skillful
construction provides a balance between two opposing forces: «3TOT pomaH — 3epKao,
CIEIaHHOE UCKYCHO. .. YPOUIMBOE U MPEKPACHOE OTPAKAIOTCA B HEM OJJMHAKOBO TouHO» " [This
novel is a mirror, skillfully fashioned. The deformed and the beautiful are reflected in it with
equal precision®®]. Sologub's description of his artistic method uses language similar to Igor
Grabar's 1897 definition of Japanese art in Niva [The Field]: “uckyccrtBo [smoHmna] ecth
MIPUYYATUBOE, KalPU3HOE 3€PKaJIo, B KOTOPOM MPUPOJIa OTPaKaeTcs TaK, Kak OH €€ TOHUMAEeT U
nro6ut’™* [the art (of the Japanese) is a whimsical, capricious mirror, in which nature is reflected
as he understands and loves it]. The metaphor of the mirror serves to highlight the verisimilitude
inherent in Japanese art, as well in Sologub’s novel. But even as both mirror metaphors provide a
link to realism, they also undercut their connection to it. For Sologub, the mirror is a way of
representing the freakish and the beautiful equally; there seems to be no middle ground here—

37 Jones 168

38 Fedor Sologub, Melkii bes, ed. M. Pavlova (Sankt Peterburg: «Nauka,» 2004) 6. Henceforth, all citations from the
novel will be given in text.

3% Fyodor Sologub, The Petty Demon, trans. S.D. Cioran (Ann Arbor: Ardis, 1983) 27-8. All future citations from
the novel will be given in text.

40 Grabar’, 55
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only extremes, while, for Grabar’, the mirror’s capricious, whimsical nature distorts what it
depicts. It is colored by the artist’s interpretation and feeling; as Grabar’ further qualified the
Japanese artist and his methods in the same article: “on 4y BCSIKOTO peayim3ma, JaJieK OT
y3koro dororpaduposanust mpupoxs’”*’ [he is foreign to any realism, far from a close
photographing of nature]. This characterization of the Japanese artist could apply to Sologub and
his poetics in Melkii bes, as well as to his treatment of nature in the novel.

We encounter one example of this “foreignness to realism” in a lyrical passage devoted to
Peredonov’s perception of nature. The world that he sees is warped, tainted by his fear and
melancholy:

OmnsaTh ObUTa TacMypHas moroAa. Betep Hameran mopelBaMu U HEC TIO YJIUIIAM
MbUThHBIC BUXPH. bim3uiics Bedep, U Bce OCBENIEHO ObLIO MTPOCESTHHBIM CKBO3b
00JIaYHBIA TyMaH, eYaJIbHBIM, KaK Obl HE COJTHEYHBIM CBETOM. TOCKOIO BESIJIO 3aTHIIIHE
Ha yJIMIIaX, ¥ Ka3aJI0Ch, YTO HU K Y€MYy BO3HUKIIM T KAJIKUE 3/1aHUs, O€3HAICKHO-
oOBeTIIabie, pOOKO HAMEKAIOIIHNE Ha TASAIIYIOCS B KX CTEHAX HUIIYIO U CKYYHYIO KU3Hb.
Jlroau momaganuck, - ¥ MM OHU MEIJIEHHO, CIIOBHO HUYTO HU K Y€MY MX HE MOOYKIao,
CJIOBHO €/1Ba 0JI0JICBAJIM OHM KJIOHAIIYIO UX K YCTIOKOCHHIO ApeMOoTy. TOoIbKO ACTH,
BEUHBIE, HEYCTaHHBIE COCY/IbI 00KBbEH PaIOCTH HaJ 3eMJICIO, OBLITN YKUBBI M O€XKaJH, U
WTpaJd, - HO y>K€ M Ha HUX HaJIeTJia KOCHOCTh, M KaKOe-TO 0€3JINKOE U He3PUMOe
YyIUIIE, YTHE3IACh 3a UX IUIeYaMH, 3arisIbIBAJIO TIOPOIO TJIa3aMu, TIOJTHBIMHU YTPO3, Ha
WX BHE3AITHO TYTEIONINE JIHIIA.

Cpenu 3TOro TOMJICHHUS Ha YJIUIAX U B JIOMaX, TOJT ’TUM OTUYKJICHHEM C
He0a, 0 HEeYHCTOM 1 0ecCUTbHOM 3emMite, 1m1el [lepeJOHOB U TOMIIICS] HESICHBIMU
CTpaxamH, - ¥ He ObLIO JUIsl HETO YTEIICHUS B BO3BBIIIICHHOM U OTPAJIbl B 36MHOM, -
MMOTOMY YTO U TEIeph, KaK BCET/1a, CMOTPEJI OH Ha MUP MEPTBEHHBIMH TJIa3aMH, KaKk
HEKHUI JIEMOH, TOMSIIIHICS B MPAaYHOM OJMHOYECTBE CTPAXOM U TOCKOI0. (74)

Once again the weather was overcast. The wind blew in gusts and swept up
dusty whirlwinds along the streets. Evening was approaching and everything was
illuminated with a mournful light filtering through the murky overcast and seemingly
from a source other than the sun.

A melacholy lull hung over the streets and it seemed that the pitiful buildings,
hopelessly decrepit, timidly hinting at the impoverished and boring life lurking within
their walls, and originated for nothing. People appeared from time to time and even they
were walking slowly as though without motivation, as though they were barely
succeeding in overcoming the somnolence that was inducing them to stillness. Only the
children, those eternal, tireless vessels of God’s delight in the earth, were lively and ran
and played. But sluggishness was even settling over them by now, and some faceless and
invisible monster, nestling at their shoulder, peered from time to time with eyes full of
menace into their faces which were suddenly growing listless.

In the midst of this langour in the streets and in the houses, in the grip of this
alienation from the sky, through this sullied and impotent earth strolled Peredonov,
languishing from indistinct fears. And for him there was no solace in the heavenly and no
joy in the earthly, because even now, as was always the case, he looked at the world

1 ibid. 55
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through deathly eyes like some kind of demon who was languishing in gloomy solitude
out of fear and melancholy. (97)

This scene foregrounds a weak impression of light, one that, in its sadness, almost appears not to
be there; because of its seeming absence, an overwhelmingly dark and dismal quality permeates
the landscape. In the shadows of this deadened landscape, nothing is safe. The darkness hides a
“faceless and invisible monster” (bezlikoe i nezrimoe chudishche) that lurks in the background
and threatens the town's children. This, at least, is how Peredonov, the “petty demon” of the
novel's title, perceives nature, for he has become estranged from it and sees the world with
“deathly eyes.” In Peredonov’s estrangement from the natural world, we find the deformity that
Sologub alluded to in his forward to the novel. But nowhere in this passage is there evidence of
what Grabar’ described as the Japanese love of nature. In fact, beyond its “foreignness to
realism” (a shared quality of Sologub’s novel and Japanese art), this scene could even be said to
represent the antithesis of Japanese painting: there is neither color nor lightness, neither beauty
nor pleasure. To find examples of this pleasure, lightness and love of nature, we must look to the
side of the mirror that reflects the beautiful in Sologub’s novel—that is, to the plot of Sasha and
Liudmila.

For these two characters, beauty exists in the foreign and unknown—in ancient Greece,
in Egypt, in the flora, fauna and art of Japan. Despite these competing influences, Japanese art
seems to rise above the others. As one art critic described Japanese aesthetics in Mir iskusstva,

HckyccTBO smoHIeB 310 anoge03 TOHKOCTH MATH 9yBCTB, arnmo(deo3 30pKOCTH TJ1a3a,
THOKOCTH MBIIIII, TOHKOCTH HEXXHBIX MaNIbIEB. FICKyCCTBO SITTOHIIEB HEBEPOSTHO, 3TO HE
YeJI0BEUECKOE UCKYCCTBO. Ero 00BEKTOM CITyKUTh *KU3Hb PUPOIH [...] Mup y30pa,
W3BWIMCTOCTH JIMHUHM, BO3AYIIHOCTH CBETA U HEKHOCTHU HIOAHCOB |[...] Hu Mbicin, H1
YyBCTBa HET B ATMIOHCKOM UCKYCCTBE. SITOHCKOE NCKYCCTBO—ATO (haHTaCcTHUKa

omymeHI/m.42

The art of the Japanese is the apotheosis of the refinement of the five senses, the
apotheosis of the vigilance of the eye, the flexibility of the muscles, the refinement of
loving fingers. The art of the Japanese is inconceivable, it’s not human art. Its goal is to
serve the world of nature [...] The world of design, of convoluted lines, of lightness of
color and of the tenderness of nuances [...] In Japanese art there is neither thought, nor
feeling. Japanese art is the fantasy of feeling.

If we consider Sasha’s and Liudmila’s relationship in light of this description, we see that there
is common ground between the two; both are based on the “fantasy of feeling” (fantastika
oshchushcheniia) and on the glorification of an all-encompassing sensory experience. It is even
possible to say that Sasha’s and Liudmila’s time together in her room is intended, like Japanese
art, “to serve the world of nature” (sluzhit’ zhizn’ prirodoi)—to create beauty for beauty’s sake;
their rendez-vous themselves are artistically crafted, a series of “paintings” that celebrate the
natural world. Given these similarities, I suggest that Japanese art constitutes the main aesthetic
source informing their plotline in Melkii bes.

Although numerous references to the Japanese style run throughout the novel (Liudmila’s
perfumes, the decorations in her room, her love of artifice and beauty) and Sasha eventually

*2 P Nikolaev, “Srednovekovaia poeziia v miniatiurakh,” Mir iskusstva (Dec. 1904) 123.
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masquerades as a geisha, critics only fleetingly touch upon this theme. The geisha, in fact, is
often secondary to discussions of Peredonov and the symbol of the Nedotykomka, or of the
novel’s complicated and elusive structure.* For both Sologub’s contemporaries and current
scholars, Japonisme seems to be nothing more than the embodiment of the beautiful in the novel.
One early twentieth-century critic observed that, “TyT mox Mackoii SIIOHKH, O] HEIETIHIM
KOCTIOMOM, B KOTOPOH MaJTb4MK KaXKETCS JACBYIIKON, BCTAET M BHICUTCS, MOOSKIACT U 30BET HA
BOCTOPT KpacoTa denosedeckas.” [“Here under the mask of the Japanese girl, under the absurd
costume, in which the young man seems a girl, human beauty stands up and grows tall, conquers
and calls for ecstasy.”] Similarly, in several recent studies, one literary scholar comments that the
novel’s use of Japanese themes represents beauty in a dismal world, while another argues that the
wearing of the geisha costume serves as an “aesthetic and erotic challenge” to the provincial
mob. * My aim in this section is to explore whether something more—something beyond
beauty—TIlurks beneath the geisha mask and costume that Sasha wears to the masquerade.

As a means of probing this question, I would first like to turn to the scene in which
the narrator describes the making of Sasha’s costume:

ToTtuac e pemn, yto Cairy Hajio HapsAauTh reumero. CecTpsl IeprKaanu CBOIO
3aTer0 B CTpOKaIel TaiiHe, He cKazau gaxe Hu Jlapuce, Hu O6paty. Koctiom s
[etivuu JIrogMuna cMacTepuiia cama o SIpJbIKy OT KOPHIJIOTICHCA: TJIAThE JKEJITOrO MIeIKa
Ha KpacHOM aTJiace, IJTMHHOE U IIUPOKOE; Ha TUIaThe IIUTHIN MecTpbIi y30p, KpyITHbIE
LBETHI MPUUYJIUBBIX OUEPTaAHHM.

Camu xe IeBUIIBl CMAaCTEPUIIH BEEP U3 TOHKOM STIOHCKOW OyMaru ¢ pucyHKamH,
Ha 6aMOYKOBBIX TaJ0YKaX, U 30HTUK U3 TOHKOTO PO30BOTO IIeIKa Ha 0aMOYKOBOM ke
pyuke. Ha HOTH - pO30BbIe UyJIKH U JepeBSIHHbIE OallIMauKi CKaMeeuKaMH.

W macky nist [ evwu packpacuiia iICKycHuIa JIroaMumia: KeaToBaToe, HO MUJIOE,
XYJEHBKOE JIUIO C HEMOIBUKHOIO, JIETKOIO YIIBIOKOI0, KOCO-IIPOPE3aHHbIE I1a3a, Y3KUil 1
MajieHbKu# poT. TOabKO TapuK MpHUILIOCH BhIMUcaTh U3 [lerepOypra, uepHsIi, ¢
TJIaIKUMU, IPUYECaHHBIMU BoJlocaMH. (221)

It was immediately decided that Sasha would be dressed up as a geisha girl. The
sisters kept their venture a strict secret. They didn’t even tell Larisa or their brother.
Liudmila herself created the costume for the geisha girl from a label on a bottle of
corylopsis: a dress of yellow silk on red satin, long and wide; a colorful pattern sewn onto
the dress and large flowers of marvelous design. The girls themselves created the fan out
of bamboo sticks and delicate Japanese paper with drawings and the umbrella was
fashioned of delicate pink silk on a bamboo handle as well. For the feet—pink stockings
and flat wooden sandals. The masterful Liudmila painted the mask for the geisha girl: a
yellowish, but sweet, rather thin face with a passive gentle smile, slit eyes, and a narrow
and small mouth. It was only the wig that they had to order from Petersburg: a black one
with smooth, combed hair. (250)

* In her critical survey of the scholarship written on “Melkii bes,” Pavlova offers no less than twelve different
scholarly interpretations of the novel, ranging from “a novel, reflecting the break of cultural epochs” to “neo-
mythological text,” from “a grotesque in a romantic and modern understanding” to “novel-cum-linguistic
experiment,” 721.

* Evgenii Anichkov, “Melkii bes” in O Fyodore Sologube: kritika, stat’i i zametki (SPb: Nav’i Chary, 2002) 338.
* See Heldt 176 and Lim 140.
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With its close attention to detail and use of a color-coded description, this passage serves as an
ekphrastic moment in the text, for it invites the reader to visualize the garment that was lovingly
fashioned for Sasha. One potential reason for the inherently visual quality of this scene is that the
inspiration for Sasha's costume comes from a “sipybik oT KOpHIIOTnICKCca,” which we can assume,
due to the mention of “xopumoncuc” (winter hazel), references one of Liudmila’s many bottles of
perfume.*® What this seemingly insignificant detail offers to the reader is twofold: 1) In its
combined appeal to both one’s visual and olfactory senses, it performs a synesthetic role in the
text, and 2) it acts as an emblem of the mass-media images incorporating elements of Japonisme
that were circulating in Russian culture throughout the 1890s and early 1900s*’: from pictures of
geisha to rooms decorated with flowers and fans (See figures 1.5 and 1.6).

Most important in this scene, however, is that through Liudmila’s appropriation and
reproduction of this mass-produced image, she herself becomes both an artist and a creator. She
is, in the words of the narrator, a master and expert [uckycuwuia; note that Sologub used the
adverbial form of this word to describe his novel’s construction]; her talent lies in the creation of
beauty and artifice. Despite her acknowledged skills, Liudmila’s art remains only a copy, and
one that reveals the provincial limitations placed on her decadent escapism and aesthetic
experiments.”® Far removed from the world of high art and using the only sources available to
her in the small town of Sapozhok, Liudmila, before the eyes of the reader, begins to bring this
perfume label—this flattened, still image—to life.

Going beyond Sologub’s novel, we can see that modernist art and criticism were
preoccupied with the enlivening of images—with the potential of a character or text to find new
sources of artistic life. Rather than imitate reality and offer a lesson or moral to the
reader/viewer, like realism, modernism sought to blur the boundaries between art and life, testing
the limits of different artistic genres and of the imagination. Its appetite was all-consuming; it
would try on many faces (or masks) and employ a broad range of sources. We encounter this
kind of experimentation in J.-K. Huysmans’ 4 rebours (1884), a novel whose chapters are
devoted to different forms of aesthetic escapism, from the cultivation of flowers to the study of
high art.” This novel, in fact, has much in common with Sologub’s Melkii bes,’ % hot least of

% Olga Kushlina discusses this book in her comprehensive study of the flowers and perfumes of the fin de siecle,
Strastotsvet ili Peterburgskie podokonniki (SPb: 1zd-vo Ivana Limbakha, 2001); see specifically, pages 111-117 for
her reading of Melkii bes. In a recent volume of Sologub scholarship, Mariia Pirogovskaia revisits this topic in her
article, “Parfiumernyi kod v romane Fyodora Sologuba ‘Melkii bes’”’; M.M. Pavlova, ed., Fyodor Sologub:
Biografiia, tvorchestvo, interpretatsii (SPb: Pushkinskii Dom, 2010) 354- 71.

7 See Bartlett 16.

* For various interpretations of Liudmila’s role as a decadent ideal, see Judith Mills, “Expanding Critical Contexts:
Sologub’s Petty Demon,” SEEJ 28.1 (Spring 1984) 15-31; Charlotte Rosenthal and Helen Foley “Symbolic
Patterning in Sologub’s The Petty Demon” in Fyodor Sologub’s The Petty Demon, trans. S.D. Cioran and ed. Murl
Barker (Ann Arbor: Ardis, 1983) 324-32; Harriet Hustis, “Wicked Tongues and Alternative Lifestyles: Lyudmila,
Peredonov and the Role of Language in Sologub’s The Petty Demon” SEEJ 40.4 (Winter 1996) 632-48.

* A rebours was not published in Russian translation until 1906 (see Pavlova, “Tvorcheskaia istoriia romana”, 674)
and M.M. Pavlova offers that it is unlikely that Sologub would have read the novel in its original French due to the
unreliability of the the two journals in which foreign novels were published, Velikie luki (1885-89) and Vyterg
(1889-92), which often lagged behind schedule; see M.M. Pavlova, Pisatel -Inspektor: Fedor Sologub i F.K.
Teternikov (Moskva: NLO, 2007) 162-8. However, considering that Sologub taught himself French in 1885, and that
critics have noted many textual connections between the novels, from their use of perfumes and flowers, it appears
likely that Sologub, even if he did not read the novel in its entirety, would have known, at least from critical reviews
or the various literary evenings he attended in Petersburg, its plot, as well as some of its more famous scenes.
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which is its treatment of the Japanese aesthetic as one of the highest, most erotic forms of art.”’
While Huysmans’ novel does not bring a Japanese geisha to life within its pages, it does feature a
seemingly animated Salomé in the erotic fantasy of des Esseintes,”” the Decadent (anti-) hero
who contemplates Gustave Moreau’s famous painting, Salomé dansent devant Herode (1876):

La face recueillie, solennelle, presque auguste, elle commence la lubrique danse
qui doit réveiller les sens assoupis du vieil Hérode; ses seins ondulent et, au frottement de
ses colliers qui tourbillonnent, leurs bouts se dressent; sur la moiteur de sa peau les
diamants, attachés, scintillent [...] des Esseintes voyait enfin réalisée cette Salome,
surhumaine et étrange qu’il avait révée. Elle n’etait plus seulement la baladine qui
arrache a un vieillard, par une torsion corrumpue de ses reins, un cri de désir et de rut
[...] Elle devenait en quelque sorte, la déité symbolique de I’indestructible Luxure, la
déesse de I’immortelle Hystérie, la Beauté maudite, ¢lue entre toutes par la catalepsie qui
lui raidit les chairs et lui durcit les muscles; la Béte monstrueuse [...]>°

Her face set, solemn, almost majestic, she begins the lascivious dance, which will
awaken the slumbering senses of the aged Herod; her breasts quiver and, with the rubbing
of her swirling necklaces, her nipples harden; diamonds, stuck on her moist skin, glitter
[...] des Esseintes at last realised that superhuman, uncanny Salome he’d dreamed of.
She was no longer just a dancer who, through the depraved gyration of her loins, wrested
a cry of desire and lust from an old man, who could break the spirit and wear down the
will of a king through the rise and fall of her breasts [...] She had become, in some sense,
the symbolic deity of indestructible Lust, the goddess of immortal Hysteria, an accursed
Beauty, exalted about all others by a catalepy that stiffens her flesh and hardens her
muscles; a monstrous Beast [.. .].5 4

In des Esseintes’ rendering of Salome, his decadent imagination—one colored by perversity,
egocentricity and his self-imposed isolation—is the principal force at play. Before the enlivened
artistic object performing on the canvas, he realizes the extent of the Judean princess’ power: the
beautiful (Ia Beauté¢ maudite) and the monstrous (la Béte monstrueuse) combined in one, a
foreign, feminine beauty that can evoke lust and bring destruction in its wake. Considering that,
in Melkii bes, the geisha, who is a product of Liudmila’s perverse imagination, exercises a
similar power at the masquerade, we can view the scene with Salomé as a demonstration of the
female image’s omnipotence, as well as an example of the many ways that Sologub’s novel is in
dialogue with A rebours.

%0 For a study on the similarities between Melkii bes and A rebours, see Galina Selegin, Prekhitraia viaz’ (Simvolizm
v russkoi proze: “Melkii bes” Fedora Sologuba) 90-2, 111-18.

> Hokensen 95

52 Critics often note the imaginative flight of fancy that informs des Esseintes’ study of the painting. Pamela
Genova, “Japonisme and Decadence: Painting the Prose of 4 rebours,” Romantic Review 88 (1997) 267-90; Charles
Bernheimer, “Visions of Salome” Decadent Subjects: the Idea of Decadence in Art, Literature, Philosophy, and
Culture of the Fin de Siecle in Europe, ed. T. Kline and Naomi Schor (Baltimore: Johns Hopkins, 2002) 104-39;
Natasha Grigorian, “The Writings of J.-K. Huysmans and Gustave Moreau’s Painting: Affinity or Divergence?,”
Nineteenth-Cnetury French Studies 32.3-4 (Spring-Summer 2004) 282-97.

53 J.-K. Huysmans, Oeuvres completes, v. VII (Paris: G. Cres et co., 1928) 81-4.

> J.-K. Huysmans, Against Nature, trans. by Brendan King (Sawtry, UK: Dedalus, 2008) 82-4.
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Another potential source for both the scene in which the perfume bottle image comes to
life and the novel as a whole is a 1901 performance of a Japanese drama troupe in St. Petersburg.
Even the title of the troupe’s production, “Geisha i rytsar ™ evokes characterizations in Melkii
bes: Sasha, obviously, represents the geisha, while Peredonov, whose very name invites readers
to see him as the Russian Don Quixote (as one scholar points out, he is the “Don done over”),
plays the role, however strangely, of a knight-errant in a picaresque novel. Although it is unclear
whether Sologub attended this performance himself, he undoubtedly knew about it. Igor Grabar’
provided a detailed description of this artistic spectacle in Mir iskusstva’s Khudozhestvennaia
khronika [ The Artistic Chronicle]:

B Gonpireit myOnuke cymecTByeT MHEHHE, OyITO SITOHCKOMY HCKYCCTBY
HEU3BECTEH HaTypallu3M, OyJITO y HUX BC€ HaJlyMaHO, COUMHEHO, HE MOX0XKE Ha KU3Hb.
Tot, KoMy npUIIUTOCH TOOBIBATh Ha HEAABHUX MPEICTABICHUSAX SITOHCKON TPYIIIBI B
[TerepOypre, UMeN MPEBOCXOTHBIN CITy4ai OIEHUTh UIMEHHO HATypaJi3M 3TOTO
uckycctBa. Kak Bce 3TO moxoske Ha TO, YTO MbI IaBHO YK€ 3HAEM M3 SITOHCKHUX
PHUCYHKOB, Ba3, CKYJBITYPbl U B OCOOEHHOCTH U3 IPaBIOp Ha AepeBe. MHe Ka3anock, 4To
s BHIe7T 0OBOPOKUTENBbHBIN BOMIEeOHBIN cOH. Bee repon Ytamapo, Xokycast, Xokkes,
Heiicena, ka3anoch, COUIN € MOXKEITUBIINX I'PABIOP U OKUIU. MalleHbKUE KOKETIIMBbIE
KEHILIKUHBI C 04apOBATEIbHBIMU yIIBIOKaMH, B KOCTIOMAaX, BbIJICPKaHHHBIX B TOHYAUIINX,
HeoObIYalfHO TapPMOHUYHBIX KPAaCKax, MPOTYJIMBAIUCH 110 CIIEHE; PBILIAPH C
0’KECTOYEHUEM MPOI0JKAIN OUTHCS B CTPAIIHBIX MOEIUHKAX U UCKPBI CHITAINCH U3 UX
Mmedeil. U ccopsl, u 1paku, U cMepTh, U CMEX, U ClIe3bl—BCe Ka3aJI0Ch HACTOSIINUM,
HEMNoJIIeNIbHBIM, He O0yTadopCcKUM. XOTENOCh CMEATHCA U TUIaKaTh, CTAHOBUIIOCH OOJIBHO
¥ CTPAIIIHO, ¥ BECEJIO U TPYCTHO. [...]° 6

In the greater public exists the opinion, as if naturalism is unknown to Japanese
art, as if everything of theirs is fabricated, invented and does not resemble life. He who
happened to attend the recent performances of a Japanese troupe in Petersburg had the
perfect opportunity to evaluate the naturalism of this art precisely. How all of it
resembled that which we have long known from Japanese drawings, vases, sculpture and
in particular from woodcuts. All the heroes of Utamaro, Hokusai, Hokkei, Yeisen,
seemed to emerge from the yellowed woodblocks and to come alive. Small flirtatious
women with charming smiles, in costume, self-possessed in the most subtle, extremely
harmonious colors, walked across the stage; knights with great zeal continued to struggle
in terrible fights and sparks shot from their swords. And the quarrels and fights and death
and tears—all seemed real, genuine, not a sham. One wanted to laugh and cry, became
pained and scared, and happy and sad. [...]

The most telling moment in Grabar’s description appears towards its end, when he draws a
comparison between the actors in costume on the stage and the figures from the woodblock
prints of Japanese ukiyo-e [images of the floating world] masters. His interpretation of the events
on the stage conflates art and reality, as well as two different forms of art—theater and
woodblock prints. In this, the Japanese aesthetic, like modernism itself, appears to defy

> Bruce T. Holl, “Don Quixote in Sologub’s Melkij bes,” The Slavic and Eastern European Journal 33.4 (Winter
1989) 539.
36 Igor Grabar’, “lapontsy,” Mir iskusstva v. 7, no. 1-6 (1902) 32-3.
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boundaries; it takes the same forms in all genres, employs the same figures (small flirtatious
women, knights with great zeal; see Figure 1.8 for one of Hokusai’s drawings of a Japanese girl)
and enlivens them with a dream-like touch of reality. As Grabar’ portrayed it, the whole
spectacle seemed to burst with life, provoking in viewers a series of contrasting emotions. He
himself was so moved by the events on the stage, in fact, that at the end of his article he
challenged the standard Russian perception of Japanese art at this time, asking: “Heyxenu u 310
nerctBo?””’ [Really this is childhood?]. Grabar’s words suggest that Japanese art, although
beautiful and seemingly innocent on the surface, hides something dark within itself; there is
more to it than meets the eye. Perhaps it is this layered complexity that helped to draw Sologub
to Japanese themes in his novel.

In light of Grabar’s exploration of Japanese art, if we now return to the passage from
Melkii bes that I introduced earlier in this section, the sentence describing the geisha mask takes
on a new and darker meaning: “U macky ans [ euwu packpacuiia uckycHuua Jlroqmuna:
KENTOBAaTOe, HO MHIJIOE, XyIEHHKOE JIMIIO C HETIOABIIKHOIO, JIETKOIO YIILIOKOIO0, KOCO-
Mpope3aHHbIC I1a3a, y3Kuid 1 MajieHbkuil pot” (221). With its separation of the adjectives
“xenroBaroe” and “muiioe” by the conjunction “Ho”, this statement is rather suggestive.
Containing a hint of the “yellow peril” existing in Russian culture in the 1890s—one that was
rooted in Vladimir Solov’ev’s alarmist writings about the rising power of the Far East™*—the
geisha’s description poses a threat. It even mirrors an earlier one of Sasha, the very character for
which the costume and mask are intended: Y Hero xoxa ObL1a )K€ITOBATOTO, HO, YTO PEIKO
ObIBacT, poBHOTO, HEXXHOTO 1BeTa” (209). But striking in both cases is that immediately
following the use of the pejorative ‘“>xentoBaTtoe” (as yellow is a color often associated with
madness, as well as negative racial stereotypes pertaining to Jews and Asians), it is as if the
narrator takes pains to reassure his readers by immediately undercutting the Otherness of their
yellow skin. Although visibly marked, these potentially dangerous foreign figures—an
androgynous boy”’ and a Japanese geisha—are instead transformed into innocent and beautified
creatures.

Regarding the geisha in particular, the narrator seems to remove any lingering threat
existing in the reader’s imagination through a chain of aestheticizing adjectives that strip her face
of agency. She becomes only a living portrait, a culturally constructed mask.*® Through her near
expressionlessness, she embodies what the art critic P. Nikolaev describes as one of the
underlying features of Japanese representations of human beings:

V SIMOHIIEB U JIFOJIM — arjioMepaThl KPAaCOK U JINHUH, BOTUIONICHHBIE (DaHTOMBI
00’KECTBEHHOTO IBHKCHHUS, TIPEJICCTHBIE IIBETHI JUBHOM npupoabl. M mroam —
odapoBaTeIbHbIC (PU3NOIOTHIECKHUE OPTaHU3MbI, HEXKHBIC, HEpBHBIEe—O0€3 MBICITH, 0€3

61
YyBCTBA.

°7 Grabar’, “Tapontsy,” 34

*¥ See the introduction to this dissertation for a discussion of V. Solov’ev.

% For discussions of androgyny in Russian literature and culture, see Olga Matich, “Androgyny and the Russian
Religious Renaissance”, Western Philosophical Systems in Russian Literature: a collection of critical studies, ed. by
Anthony M. Mlikotin (Los Angeles: U of Southern California Press, 1979) 165-75; “Androgyny and the Russian
Silver Age”, Pacific Coast Philology XIV (October 1979): 42-50.

5 In his whimsical and largely imaginative study of Japan, Empire of Signs, Roland Barthes discusses Japanese
theatrical masks and how, in lacking expressivity and writing/signifying nothing, they essentially erase themselves.
See “The Written Face,” trans. by Richard Howard (New York: Hill and Wang, 1982) 88-94.

®1 Nikolaev 123
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The people belonging to the Japanese—are agglomerates of colors and lines, embodied
phantoms of divine movement, lovely flowers of wondrous nature. And the people—
charming physiological organisms, tender, nervous, without ideas and feelings.

Without concretely expressed thoughts and feelings of her own, the geisha is a blank slate,
subject to any interpretation. From her delicate and foreign features to the suggestion of an
immobile and light smile on her small, narrow mouth, her beautiful and erotic image has the
potential to fulfill any of the viewer’s fantasies or fears.

The ambiguous rendering of the geisha reaches its peak when Sasha finally puts on the
costume and attends the masquerade.®* At first, not only the other masqueraders, but also Sasha
himself, are enthralled by his appearance:

Cara, onbsTHEHHBIN HOBBIM ITOJI0KEHUEM, KOKETHUYAIT Harponairyto. Yem Oosbiiie B
MaJIeHbKYIO0 TeHIINHY pyKY BCOBBIBAJIM OUJIETUKOB, TEM BECeliee U 3aJ0pHee OHcTain u3
Y3KHX MPOPE30B B MACKE TJ1a3a Y KOKETIMBOM AMOHKU. [ euwia npuceaana, nogHuMana
TOHEHbKHE MaTbYUKHU, XUXHKaJa 33 ylIeHHBIM I0JI0COM, IOMaxHUBajia BEEpoM,
MOXJIOTBIBAJIA UM IO IIJIeYy TOTO WM APYTOro MYXXYHMHY M IIOTOM 3aKpbIBajach BEEpOM,
¥ TIOMUHYTHO paciycKaja CBOM pO30BbIi 30HTHK. (226)

Sasha, intoxicated with his new situation, became the complete coquette. The more
tickets that were thrust into the geisha's hand, the more cheerfully and provocatively
glittered the eyes through the narrow slits in the mask of the coquettish Japanese. The
geisha would curtsey, raise her delicate little fingers, titter in a choked (translated
amended) voice, wave her fan, tap one man or the other on the shoulder and then hide
behind her fan. Every minute she was opening and closing her pink umbrella. (256)

This detailed description paints an image of the geisha that fully brings her—the objet d'art—to
life. No longer the still and demure image on the perfume bottle, the geisha, as incarnated by
Sasha, moves seductively, giggling and waving her fan suggestively. Like des Esseintes’ Salome
and the geisha in the Japanese troupe’s 1901 production, she performs; her beauty is a weapon
that she uses to enchant those around her. But is the geisha as lovely and innocent as she seems?
Can we even trust appearances in this world of degraded beauty (porugannaia krasota)?

It would seem that we cannot, for one of the most compelling features in this scene is
that, as the geisha comes to life, it is as if the life ebbs out of Sasha. Although just a costume that
he wears, the geisha nonetheless seems to usurp his identity, which turns this spectacle into
something perverse and macabre.” During this exchange between life and art, Sasha, in the act
of becoming the artistic object, can barely breathe. He laughs with a strangled voice (xuxukaina

52 Many critics remark on the ambiguity that surrounds Sasha’s character; J. Ivanits suggests that the masquerade
allows the characters to dress up and reveal their true selves; for her, Sasha’s geisha costume alludes to his
uncertain gender. See “The Grotesque in Fyodor Sologub’s Novel,” The Petty Demon, trans. S.D. Cioran and ed.
Murl Barker (Ann Arbor: Ardis, 1983) 321-2. For Rosenthal and Foley, Sasha’s sexual ambivalence represents a
Dionysisan cult of beauty; they argue that both the geisha costume and his connection to Dionysus connect Sasha to
the East, 326.

% Stanley Rabinowitz argues that Sasha’s beauty becomes questionable in this scene due to what he terms the
geisha’s aggressive behavior. See Sologub’s Literary Children (Columbus, OH: Slavica, 1980) 84.
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3aIyIIeHHBIM rosiocoM), the very fate that was foreshadowed in what seemed to be only a playful
misunderstanding during his first meeting with Liudmila:

—XortHuTe, g Bac IymuTh Oyay? —xkuBo crpocwia Jlronmuna, —xoture?

—Bor BbI kakast! —ckazan Caiiia, —yK cpa3y M 3alylIuTh! 3a 4TO Takas
KECTOKOCTh?

Jlrogmuiia 3BOHKO 3aX0X0Tajla U OTKUHYJIACh Ha CIIMHKY Kpecia.

—3aaymuTh! —BOCKJIMIIANIa OHA, —TJIyMbIi! COBCEM HE MOHsII. Sl HE pyKamu Bac
IyIIATH X04y, a nyxamu. (130)

“Do you want me to atomize you?” Lyudmila asked in a lively tone. “Do you
want me to?”

“You’re a fine one!” Sasha said. “Right away you want to atomize me! What did I
do to deserve such cruelty?”

Lyudmila burst into ringing laughter and threw herself against the back of the
chair.

“Atomize!” she exclaimed. “Silly! You misunderstood me. I want to atomize you
with perfume.” (156)

His initial fear, however, eventually comes to pass. Towards the novel’s end, Liudmila’s
perfumes both smother and transform him. The effects of the Japanese aesthetic—the delicacy,
fragility and overwhelming beauty of it—play (and perhaps also prey) on his senses, as well as
on his body. He is intoxicated by his new position and this same intoxication seems to take
control of the crowd, which leads to the scene of attempted violence at the masquerade. The
crowd, itself both literally and figuratively drunk, turns on the geisha after she wins the
masquerade's award for best female costume (ironically, the prize is a fan; an emblem of
japonisme is rewarded with its standard accessory), desiring to know her true identity and what
lies beneath her mask.

In its effort to unmask her, the mob falls upon the geisha and begins to tear her apart in
what is, ultimately, a failed Dionysian ritual:

— 3acTaBbTe €€ CHATh MacKy!

— Macky nonoii!

— JloBwu €€, nepxu!

— CpeiBaiite ¢ Heé!

— Ortbeimure Beep!

Konoc xpuuana:

— 3HaeTte 1M Bbl, KoMy npu3? Aktpuce KamranoBoi. OHa 4yx’oro Mmy»xa

otOuna, a et — npu3! UecTHBIM 1amMaM HE JTAOT, a MOAJITIKE 1ajiu!

U ona 6pocunace Ha [ ety |[...]

Kaxkoii-To cBHpenbIii MOJIO0K YeJIOBEK BIEMUJICS 3y0aMu B TEHIIIMH PyKaB U
paszopBaJ €ro 10 MOJIOBUHBI. / etiuia BCKpUKHYIA:

— Cnacure!

W npyrue navamu pBath ee Hapsa. Koe-rae oOHaxkuioch temno. Japes u
JlronMuna OT4asTHHO TOJIKAJIUCh, CTAPASICh IPOTUCHYTHCS K [ euuie, HO HAIIPACHO.

Bonoguu ¢ Takum ycepauem nepran [ etiuiy, 1 BU3xKaj, U TaK KPUBJISJICS, YTO
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Jake Mellall APyTUM, MEHee ero MbSHbIM U 0oJiee 037100JI€HHBIM |...]

Haxoner / etiiua BeipBasiach, - OOCTYIUBIINE €€ MY>KUYHHBI HE YCTOSUTH MIPOTUB €€
MIPOBOPHBIX KYJIAKOB J1a OCTPBIX 3y00B. [ etiuia MeTHYNach U3 3ana. B kopugope Kosioc
OISITh HAKMHYJIACh HA SITOHKY W 3aXBaTHJIA €€ 3a IiaThe. [ eliusa BbIpBajiachk ObLIO, HO
yKe ee OIsITh OKpY K. Bo3zoOHOBUIaCHh TpaBisl.

— 3a ymu, 3a Yl AepyT, - 3aKpudai KTo-To.

Kakas-To namouka yxBatuia [ eruty 3a yX0 U Tpemnajia ee, UCIyCcKas TPOMKHUE
TOPXKECTBYIOIINE KPUKU. [ eliuia 3aBU3KANA U KOE-KAaK BBIPBAIach, y1apuB KyJIaKOM
37yI0 1aMOUKY.

Haxonen benranbckuii, KOTOPBI TEM BpEMEHEM YCIIEN IEPEOJETHCS B
0OBIKHOBEHHOE TIJIaThe, MPOOMIICS uepe3 Tonmy K / etiuie. OH B3sUT IPOKAILYIO ATTOHKY
cebe Ha pyKH, 3aKpbLT €€ CBOUM I'POMAJIHBIM TEJIOM U PyKaMHU, HACKOJILKO MOT, U OBICTPO
MOHEC, JIOBKO pa3/IBUras TOJITY JOKTSIMHU U HOTaMmH. (231-2)

“Make her take her mask off!”

“Off with the mask!”

“Grab her, hold her!”

“Take the fan away!”

The Wheat Sheaf cried:

“You know who they gave the prize to? To the actress, Kashtanova. She took
someone else’s husband away and they gave her the prize! They won’t give it to decent
women, but they gave it to that vile creature!

And she rushed at the geisha [...]

Some fierce young man had fastened onto the geisha's sleeve with his teeth and
had torn it in half. The geisha screamed:

“Help me!”

Others started to tear at her costume as well. Her body was bared in a few spots.
Daria and Liudmila were pushing and shoving desperately, trying to squeeze through to
the geisha, but to no avail. Volodin was tugging at the geisha, screeching and clowning
around with such energy that he was even getting in the way of others who were less
drunk and more furious than he [...]

Finally the geisha tore free—the men surrounding her couldn’t withstand her
nimble fists and sharp teeth.

The geisha dashed out of the hall. In the corridor the Wheat Sheaf once again fell
on the Japanese girl and grabbed her by the dress. The geisha was about to tear free, but
once more she was surrounded. The persecution was renewed.

“The ears, they’ve got her by the ears,” someone shouted.

Some lady grabbed the geisha by the ear and tugged at it, emitting loud
triumphant cries. The geisha started to howl and somehow broke free, striking the spiteful
woman with her fist.

Finally, Bengalsky, who meanwhile had managed to change into his ordinary
dress, forced his way through the crowd to the geisha. He took the trembling Japanese
girl in his arms and, using his enormous body and his arms as much as possible to protect
her, quickly carried her off, deftly scattering the crowd with his elbows and feet. (260-2)
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We see from this passage that, despite the crowd's efforts and its brutal persecution of the geisha,
it does not penetrate the mystery of her identity. Although she suffers much abuse, in the end she
remains a masked and unknown figure. Nobody suspects Sasha of being the face beneath the
mask; the mob believes that the geisha could be none other than the actress Kashtanova, a
woman who enjoys great success with the town's men. In this way, the mob attack resembles a
purely symbolic act—a battle against the erotic/exotic beauty of the “unclean woman”/the
geisha.

But it is also worth noting an additional layer in this scene. Although throughout the mob
attack the narrator refers to the geisha primarily as “I"eiiwsa,” there are moments when a slippage
occurs and the art object becomes culturally coded and is given a national identity.** Twice the
word “ssmonka” appears instead of “Ietiiua”. Similar to the earlier description of the mask and
its yellowish tint, it would seem that this shifting perception of the geisha contains a note of the
“yellow peril.” Representing a fear of both the Other and the unknown, the costume activates not
only the crowd’s sense of sexual morality (as it is associated with Kashtanova’s promiscuity),
but also its growing national fears of a Japan whose power, both politically and culturally, was
on the rise during the 1890s. By having won the Sino-Japanese War (1894-5), Japan had both
literally and figuratively stepped onto the world stage. Thus, these slippages may indicate that
the crowd’s need was not to unmask the figure before them, but instead to unravel the mystery of
the Japanese nation.

Based on the novel’s symbolic use of the geisha, Melkii bes enjoys a unique position in
Russian and Japanese relations. It is easy to imagine that early readers in the 1890s and early
1900s—his friends and fellow writers—would have perceived the use of the geisha as a way of
engaging with Japanese art; for them, Sasha’s turn as geisha may have enacted the enlivening of
a character out of a Japanese woodblock print. Then, during the novel’s incomplete publication
in Voprosy zhizni in 1905, readers were never even exposed to the chapters featuring the geisha,
although, based on the popularity of japonisme, they most likely recognized the novel’s
incorporation of its other distinguishing features. For readers in 1907, for whom the war would
have served as an immediate context in which to view the novel, Sologub’s geisha may have
embodied the aestheticized Oriental femme fatale that had only recently threatened their world®’;
in images from the war, caricaturists often employed the geisha as a symbol of Japan (see figures
1.8 and 1.9). Whatever Sasha’s costume may have signified for early readers of Melkii bes, it is
clear that the Sologub’s treatment of japonisme was informed not only by Huysmans’ novel, but
also by early Russian discourse about Japanese aesthetics. In fact, the novel’s transformation of a
beautiful image on a perfume bottle into a living, masked seductress allows us to see the ways in
which Japanese aesthetics were incorporated into Russian modernism, particularly into a
novelistic “mirror” with seamless boundaries between both reality and art and the beautiful and
the perverse.

ek

6% As the geisha is a Japanese figure, this slippage is perhaps an insignificant detail. However, geisha is a term
associated with artistry (=7 ; these kanji, when placed together, mean “artistic person” or “artist”), while the term
“arronka” [Japanese girl] is a gendered expression of the Japanese national identity; they are not interchangeable.
85 Although the typical “femme fatales” of Modernism are Cleopatra and Salome, I propose that the Japanese
geisha, particularly in early twentieth-century Russian literature, falls within the literary tradition of the femme
fatale. See Virginia Allen, The Femme Fatale: erotic icon (Troy, NY: Whitson Publishing, 1983).
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From Chekhov’s refashioning of Jones’ operetta to Sologub’s use of the geisha and
Japanese themes in his novel, in this chapter I have explored two manifestations of japonisme in
Russian literature from the turn of the century. In their treatment of the geisha, both texts engage
with early Russian discourse about Japanese aesthetics: its reliance on human frailty as a
principle of art, its impressionistic nature, its simultaneous evocation of contrasting extremes.
These two texts also highlight the geisha’s erotic appeal. For Chekhov, Anna Sergeevna, his
“lady with the little dog”, is an emblem of female sexuality and suffering—a geisha who, unlike
her operatic counterpart Mimosa-San, overcomes her status as the inferior race when she wins
the hero’s love. Sologub, on the other hand, takes a darker and more symbolic approach to the
geisha. She serves as a symbol of beauty in a perverse world, yet it must be noted that she too
contains hints of the urodlivoe (deformed/freakish) that permeates provincial Russian life.
Sologub’s geisha appears to be a product of modernism itself—a still image enlivened in the vein
of Huysmans’ Salome or of the woodblock prints of Japanese ukiyo-e artists.

Whether operatic geisha or perfume labels come to life, the Japan of the 1890s that these
texts depict comes alive through art. A prisoner of its own artistic popularity and the beautifying
aesthetic construct of japonisme, this Japan is erotically and sexually charged, as well as
enigmatic. It has yet to be either unraveled, or, to borrow from Sologub’s metaphorical rendering
of Japan, unmasked. These pre-war texts present Japan through a largely fascinated gaze,
although, with Sologub, the threat that Japan may signify begins to transform mere fascination
into violence. This transformation continues during the Russo-Japanese War, when Russia’s
perception of Japan shifts from the feminized version of the 1890s to a masculine, gun-wielding
nation. The focus of Chapter Two will be to trace this shifting perspective, as I explore the
effects of popular phantasmagoria on Russian Japonisme.
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“Painting” the Russo-Japanese War: “A Splendid Panorama of
Beautiful Movements, Expressions and Poses”

On 29 May 1905, shortly following Russia’s defeat at Tsushima, Fedor Sologub’s
“Vrazhda i druzhba stikhii” [The Enmity and Friendship of the Elements], a strange and
symbolic meditation on Russia’s loss to Japan in the Russo-Japanese War, appeared in Birzhevye
vedomosti [The Stock-Exchange Gazette]. According to Sologub, Russia, in having alienated
nature, had brought about its own fate:

ConHile, OTOHB, TUTAMEHHOE, CTPACTHOE CBETHIIO, ICTOYHUK CBETa U Teria. Mbl
ynpsiMo oTBpaiaeMcs ot connia. Ot cBera. Ot Besikoro ceta. [IpocBerenne Hale B
ynajake |[...]

MpI He JTFOOUM CTUXHIA, ¥ CTIPABEUIUBBIE CTUXUU HE M00SAT Hac. OHU
OJIarOCKJIOHHBI K HAaIlleMy Bpary v MOMOTAIOT €My B BEIHKOW UCTOPUIECKOM Ooproe,
MOTOMY YTO TUIATAT €My JIF0OOBBIO 32 JTIFOOOBb.

[TocmoTpuTe Ha siMOHCKHE KapTUHBL. CKOJBKO CBETA, KAKOE KUBOE COJIHIIC
9yBCTBYETCS B HUX! DMOJIEMOIO CBOETO FOCYAapCTBA B3SUTH STIOHIIBI BOCXOISIICE
comHIIE.[...] W SmOHIIBI paOCTHO TPEIOTCS B Ty4aX CBOETO COJHIIA...PamocTHO
OTKPBIBAIOT OHU COJTHILY CBOE TEJO.

The sun, fire, ardent, passionate light, a marker of light and warmth. We
stubbornly move away from the sun. From the light. From any light. Our enlightenment
is in decline [...]

We don't love the elements and, in return, the elements don't love us. They are
inclined towards our enemy and help them in this great historical battle because they pay
back love with love.

Look at Japanese paintings. How much light, what a lively sun is felt in them!
The Japanese have taken the rising sun as their national emblem...And the Japanese
happily bask in the rays of their sun...Happily do they reveal their bodies to the sun.

This excerpt advances Sologub’s somewhat surprising idea that Russia was unable to compete
with the Japanese, who, by basking in the elements, shared a loving and reciprocal relationship
with nature. Cementing this bond was their inherent connection: the fact that the Japanese
nation’s chosen symbol—or as Sologub calls it, “emblem”—is the rising sun. Because of it, the
Japanese emerge as nature’s darling, an idea that the mysterious epigraph of this article, taken
from Sologub’s personal correspondence, reinforces, “Betep u conHie ObUIH 32 SMOHIIEB U
npotuB Hac” [The wind and the sun were for the Japanese and against us, 2: 546].

Most striking, however, in Sologub’s description of the Japanese is that, even in the face
of Russia’s loss, he expressed admiration for them. During this moment of lament and political
upheaval—Tsushima had been lost—Sologub reveals his fascination with Japanese painting
when he makes a strange request: he asks the Russian people to look at Japanese art to see the
error of their ways. For him, the darkness of Russian society must make way for the light.

' Fedor Sologub, Sobranie sochinenii, t. 2: roman, rasskazy, skazochki, stat’i (Moskva: NPK “Intelvak,” 2001) 547-
8. All future citations from this volume of articles will be in text.
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Having turned away from nature and the elements, Russia’s enlightenment had begun to dim.
Only by considering the art of the enemy, by /earning from and imitating the Japanese, could
Russia hope to emerge from its impending historical decline.

These thoughts had clearly been germinating in Sologub’s consciousness for some time,
for this is not the first piece of writing that he used to reflect on the the state of Russian culture’
and the Russo-Japanese War. About two months earlier, on 17 March 1905, his article “Polotno 1
telo” [The Canvas and the Body] was published in Novosti [The News]. Concerned with similar
themes, this article seems to be a precursor to “Vrazhda i druzhba stikhii.” In fact, it might be
said that these articles would best be read in tandem; both set forth the idea that the Russian
body, by hiding from nature, hinders the possibility for spiritual and cultural growth. This
deficiency becomes clear to Sologub after he attends an art exhibition that, although not lacking
in artistic technique, nevertheless leaves him cold:

bput Ha BeicTaBKax. Brieuariienue cmyTHoe. .. Hu ¢ 04HOTO 1oI0THA HE TOBESIO
mo0eUTEeNLHBIM 00asTHIEM BBICOKOTO UCKYCCTBA.

Otuero? He 3nat0. MHOTHE MOJIOTHA HAMTMCAHBI C MPEBOCXOIHOI0 TEXHUKOIO.
EcTb kapTuHBI C OYeHb BbIAEP)KaHHBIM HacTpoeHueM. EcTb copepkaTenbHble KapTHHBI.
Kpacussie nsatHa, IBETOBBIE 3P PEKThI, KOJIOPHT, IEPCIIEKTHBA, HACTPOCHHE,
COBPEMEHHOCTD, uiesi—Bce Ha MecTe. M Bce B 001em 6e3panoctrHo. He BoitHa mu
BuHOBaTa? He e€ nu 3moBeniee BIusHIE OpOCaeT Ha BCE TYCKIIYIO TEHb YHBIHHS U
oeccunus? (2:541-2)

I was at the exhibitions. A vague impression. Not from a single canvas was there
the whiff of the triumphant charm of high art.

Why so? I do not know. Many canvases were drawn with excellent technique.
There were paintings with a very self-restrained mood. There were meaningful pictures.
Beautiful spots, colorful effects, color, perspective, mood, modernity, idea—all were in
place. And all generally bleak. Is the war not guilty? Does it not cast a sinister influence
on all the dim shadows of sadness and helplessness?

Sologub cannot quite put his finger on what so disturbs him about this technically sophisticated
exhibition. Marring his recollection of the experience is his uncertainty about whether his
negative impression was produced by the paintings themselves or if it originated in something
completely external to both him and them. Namely, the omnipresent war and its accompanying
gloomy pall.

This is not suprising since the primary subject matter of these paintings was the war;
describing the paintings in detail, Sologub walks us through the exhibition. On this gallery tour,
we receive fragments told through stream of consciousness. Sologub is not concerned with the
names of artists or the titles of paintings’; instead, his interest lies in the pat images on which
these paintings rely—the symbols (or, again, emblems) through which the horrors of the war are
made known to their viewers:

* T am referring to Sologub’s novel, Melkii bes, which I discuss at length—focusing on its symbolic use of a
geisha—in the previous chapter.

? Interestingly, even the primechaniia lack this information, nor did there seem to be any information about this kind
of exhibition in the popular press or journals devoted to art from this time period.



34

Hewmaio kapTus, nocBsieHHbIX BoiHE. ayT B ataky, Biepeay paHEHbIN
CBSILLICHHHK C KPECTOM; Y COJIAAT y BCEX IJ1a3aX CKOLIEHBI B CTOPOHY, K 3pUTEII0, —
OUYEBHJIHO, Bpar TaM, 3a CIIMHOIO 3PUTEIH |... |

Jlpyrue moysoTHa: Ka3aky HaJICTeNH Ha STOHIEB, PYOsT UX [...] MIPOBOXKAIOT
oduiiepa Ha BOUHY [...] cecTpa MIIIOCEpIUs HA IJIOMAJKE BaroHa [...| «MyXHKHU B
ri1yOOKOH iyMe CITyIIaloT» YTEHUE ra3eThl (KOHEYHO, O BOMHE) [...] BCTpeda B ceMbe
BEPHYBIIETOCs C BOMHBI O(huIepa C MOBSA3aHHOIO PYKOIO [...] mazaper [...] BuneHue
XpucTa TAKKO paHEeHHBIM...” (2: 542).

A lot of paintings devoted to the war. They go on the attack, ahead of the
wounded priest with a cross; the eyes of the soldiers are slanted to the side, to the viewer,
—obviously, the enemy is there, behind the viewer [...]

Other canvases: Cossacks descend on the Japanese, cut them [...] they escort an
officer to war [...] a sister of mercy in a platform car [...] “peasants in deep thought listen”
to the reading of the paper (of course, about the war) [...] a reunion of a family with an
officer returning from war with a bound hand [...] the hospital [...] a vision of Christ
grievously wounded...

Although these paintings may depict the very real horrors of the war, Sologub took exception to
them, suggesting that there’s a lack of “taste” in the faces of the soldiers that are depicted. There
is, he asserted, a certain naivete to this type of artistic treatment. In its simplicity, it falls short of
its potential: “Y npyuaet 3Ta pobocTh BOOOpaskeHus: ObLITN OUTHBBI, paHbl, CMEPTH, IPOBOJIBI,
BCTPEYH, —BOT U BCE 3TO M HapucyeMm. Ito—BoitHa” [This timidity of imagination is
depressing: there were battles, wounds, deaths, send-offs, meetings—that is all we will draw.
This is war]. Perhaps what Sologub most resisted in these paintings is their purported realism; he
did, after all, introduce the concept of imagination (highlighting the artists’ lack of it) into his
critique of the exhibition.

For him, imagination seems to be central to artistic success, particularly when depicting
war. To promote his own idea about war’s creative potential, Sologub even went so far as to
invent a dialogue between himself and the contemporary artists whose works he viewed:

—3TO—BOWHA,--TOBOPSAT XYJ0KHUKU CBOUMU MOJIOTHAMU. —'aK OHH BOIOIOT.

—3T0—He BOIiHa,—XO0YETCSI OTBETUTH. —'aKk HE BOIOIOT.

Boitna—upe3mepHOCTh HACWIIHS, OYHCTBO Tela, OPraHU30BAHHOE B ITOJIBHT,
KpaliHee HalIpsHKEHUE CUJIBL, Pa3iIuTON B IIOTU. Mep3ocTs nepen I'ocrionoM, 3110 Mexay
JIIOABMHU, —1JIS )KMBOIIMCLIA BOMHA—IIPEBOCXOAHAS [TAHOpaMa MPEKPACHBIX JBUKECHUM,
sKcnpeccuid, mo3. [Ipa3aHuk Tena, CoeIMHEHHBINA ¢ CAaMOIIOKEPTBOBAHKEM. (2:542)

This is war—say the artists with their canvases. Such is how they fight.

This is not war—I want to respond. Such is not how they fight.

War is an excessiveness of violence, rampage of the body, organized into a feat,
an extreme tension of strength, poured into the flesh. Abomination before the Lord, evil
among men, —for the painter—war is a splendid panorama of beautiful movements,
expression and poses. The celebration of the body, coupled with self-sacrifice.

In this imagined dialogue, Sologub came to the conclusion that war provides the artist with a
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natural occasion to promote and celebrate the body. Not only did he highlight the artistic
potential of the human form at war, but he also offered a compelling definiton of war itself.

As Sologub defined it, war, for painters, is a “splendid panorama of beautiful movements,
expressions and poses.” This phrase aestheticizes and beautifies war, transforming it from mere
historical reality to something noble and worthy of artistic depiction. Even more noteworthy here
is how Sologub, with these words, reconceptualized the panorama. Referencing a type of
painting that is, by its very definition, concerned with an overview of spatial terrain,” Sologub
challenged traditional conceptions of the panorama.’ He shifted its artistic focus from the
portrayal of a broad and sweeping landscape that would dwarf any individual within it to a kind
of detailed portraiture; in short, he privileged the specifics of the individual over geographic
scope. Thus, for him, the focal point of war painting should be the human body, whereby an
individual’s physical form and emotional responses become the narrative, or, to frame this in
“panoramic” terms, the object whose vastness it is the artist’s job to capture. In this way, war
evolves into something that is less historically factual—where this or that battle was fought or
where this or that soldier stood—and more concerned with personal experience (expressions) and
its effects on the body (movement/poses). Eliciting emotions and provoking the imagination, war
becomes the stuff of art. It is a “canvas” on which writers and artists can paint their impressions
of the war, of the enemy and of themselves.

Using the metaphor of the canvas, in this chapter I will trace the various symbols and
emblems that made up the artistic and literary landscape of the Russo-Japanese War. My aim is
to show how visual and verbal representation worked together to create an overarching portrait
of this event—even seeming at times to feed off and be in dialogue with each other. Through a
selection of personal documents (letters and diaries), essays, popular literature, Symbolist poetry
and popular and high art, I hope to demonstrate the various ways in which the war inspired the
Russian imagination and becomes, in one scholar’s words, “refracted and reflected through the
consciousness of writers.” This chapter approaches the war’s effect on the imagination through
a metaphorical artistic lens—the war as canvas.” Creating my own “panorama” of the war, I will
pay particular attention to the various perspectives from which the Russo-Japanese War was

* The Slovar’ sovremennogo russkogo literaturnogo iazyka gives no less than six definitions of “panorama,” all of
which focus on a broad overview of space, from “a terrain viewed from an elevated place” to “painting or drawing
that creates the illusion of spaciousness, ¢. 9 (P-pnut’), eds. N.Z. Kotelova and G.A. Kachevskaia (Leningrad:
Nauka, 1959) 112-13.

> For a discussion of the history of the panorama as art, see Stephan Oetterman, The Panorama: History of a Mass

Medium, trans. Deborah Lucas Schneider (New York: Zone Books, 1997). For more literary discussions of

panorama, see Molly Bruson’s discussion of Lev Tolstoy’s Voina i mir [War and Peace] in The War (and the

Peace) between the Verbal and Visual in Russian Literary and Painterly Realism, diss. University of California,

Berkeley, 2009, 163-71.

6 Barry Scherr, “The War in the Russian Literary Imagination,” World War Zero: The Russo-Japanese War in

Global Perspective, ed. John W. Steinberg, Bruce W. Menning, David Schimmelpenninck van der Oye, David

Wolff and Shinji Yokote (Leiden: Brill, 2005) 426.

7 Recent scholarship has examined the Russo-Japanese War in relation to its role in culture and the imagination; see

The Russo-Japanese War in Global Perspective: World War Zero,Volumes 1 & 2, ed. John W. Steinberg, Bruce W.

Menning, David Schimmelpenninck van der Oye, David Wolff and Shinji Yokote (Leiden: Brill, 2005), particularly

the chapters written by Richard Stites, Tatiana Filippova and Barry Scherr (19, 20 and 21); Faits et imaginaires de

la guerre russo-japonaise, 1904-1905, ed. Dany Savelli (Paris: Kailash, 2005),; The Russo-Japanese War in Cultural

Perspective, ed. David Wells and Sandra Wilson (New York: St. Martin’s, 1999); A Hidden Fire: Russian and

Japanese Cultural Encounters, ed. J. Thomas Rimer (Stanford: Stanford UP, 1995); Susanna Soojung Lim, China

and Japan in the Russian Imagination, 1685-1922 (New York, London: Routledge, 2013).
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approached, to the interplay between the word and image and, most importantly, to the common
symbolic language that these different depictions shared.

Part I: War, or the First Rumblings of an “Elemental Storm”

On 26 January 1904, the Russo-Japanese War broke out after a surprise attack on Russian
naval forces at Port Arthur, shocking both Russia and the world. It was incomprehensible that an
Eastern nation—one that, as I showed in Chapter One, the Russian cultural imagination
associated primarily with erotic beauty and aesthetics—would attack a “Western” power. For
Russians, it was doubly implausible that Japan would emerge victorious in this war. In these
uncertain times, in fact, the only certainty seemed to be that the war had captured everybody’s
attention. As news poured in from the front, the war quickly became a topic of public interest
and conversation; the proliferation of news about battles being waged in the Far East led to a
series of mixed emotional responses: fear, anger, disbelief, surprise, malaise, grief. Beyond
emotions, the war also gave rise to a wide range of generic responses in which the personal
became intertwined with politics: from personal documents (diaries and letters) to essays about
art and history. In this section, [ will investigate several early responses to the war: the diary of
Sof’ia Andreevna Tolstaia, the letters of Anton Chekhov and Valerii Briusov’s essays, as well as
articles and images from his Symbolist vehicle, Vesy [The Scales, 1904-09]. Linking these
seemingly disparate figures together, I will show the various forms the war took in the Russian
imagination.

The Grieving Mother

In her diary, Sof’ia Andreevna Tolstaia (1844-1919) underscored the need that people felt
to be kept informed of the latest news (svezhie novosti) about the war. As she presented it on 3
February 1904, the war with Japan was both unexpected and unwanted, an interruption of
domestic life:

Jus tpu Ha3ax oH [JleB HukonaeBnuy] nonaro He Bo3Bpaaics. SBisercs B
IIECTOM 4acy, U MBI Y3HaeM, 4TO OH cbe3au B Tyny B3aja u Brepes, 4rod KyNnuTh
MIOCJIETHIOIO TEJIETPaMMy U UMETh CBEKUE BECTH O BOMHE C sNOHIAMU. BoiiHa 3Ta U B
HaIllel IepEeBEHCKOM TUIIMHE BCEX BOJHYET U MHTepecyeT. OOmmii moapeM ayxa u
COYYBCTBHUE IoCy1apio U3yMUTeIbHbIE. OOBACHAETCS 9TO TEM, UTO Hala/leHUE SMOHIIEB
OBUIO IEP3KO-HEOXKHUJAHHOE, a CO CTOPOHBI Poccuu He ObITO HU Y TOCyAapsi, HU Y KOTO-
mu0o KeaHus BOWHBI. BoiiHa 6blHy9fCO€HHa}Z.8

Three days ago he [Lev Nikolaevich] didn’t return. He appears at six o’clock, and
we learn that he had gone to Tula, there and back, so as to buy the last telegram and to
have fresh news about the war with the Japanese. This war, even in our provincial quiet,
worries and interests everybody. The general elevation of spirit and sympathy for the
sovereign are surprising. This can be explained by the fact that the attack of the Japanese
was audacious and unexpected, and on the Russian side there had been no wish for war,
neither by the sovereign, nor by anybody else. The war is forced.

’SA. Tolstaia, Dnevniki v dvukh tomakh, t. 2: 1901-1910 (ezhednevniki), ed. S.1. Mashinskii (Moskva:
“Khudozhestvennaia literatura,” 1978) 101. All future references to these diaries will appear in text.
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Seemingly in one breath, Sof’ia Andreevna captured the national mood in this entry; she
demonstrated how the Russian people, at this moment, were united—in both their sympathy for
the tsar and their shock at the audacious behavior of the Japanese. Her impression also highlights
the disruptive nature of history: how it forces itself upon one brutally, neither heeding nor
acknowleding the wishes of those it impacts. If we recall the entry’s beginning, which focuses on
Lev Nikolaevich’s absence from home, we see that even the familial microcosm falls victim to
history’s far-reaching powers when war intrudes upon its domestic peace.

In the months that followed the first mention of war in Sof’ia Andreevna’s diary, the
national mood progressively worsened. It quickly became apparent that, despite Russian
expectations, the quick end to the conflict that they had envisioned was nowhere in sight. The
Japanese proved themselves to be not only a shrewd enemy, but also one whose military prowess
had been grossly underestimated. They won battle after battle—from Chemulpo Bay (9 February
1904) to Motien Pass (17 July 1904), with only a few being deemed inconclusive.” By August
1904, Sof’ia Andreevna was preparing to send her son, Andrei L’vovich (Andriusha, who
enlisted willingly), to war.

She described this moment in painstaking detail. For her, it was the moment when war
came to her doorstep and truly made itself known. And for us, it is the powerful firsthand
glimpse of a woman’s—and a mother ’s—perspective on the war. In a way, this diary entry is a
companion piece to Lev Tolstoi’s well-known article, Odumaites’ [Bethink Yourselves, 1904],"
which argues for pacifism and explores the damaging effects of war. But unlike Tolstoy’s
polemical writing, Sof’ia Andreevna’s diary does not seek to persuade or to teach; it simply
offers a glimpse of a mother’s emotions as she sends her child away:

Korna Ml cenu ¢ Hell B IPOTEINKY, Mbl YBUIAIU U34AJIM UAYIIETO TOJITY. DTO
OBbUIN COJJIATHI, COBIPOBOXIaEMbIE TOJIOM POJHBIX U MPOCTO JFOOOMBITHBIX. YTO-TO
OBUIO TaKOe MpayHOE B TPSHYBIICH My3bIke U OapabanHOM Ooe. BoeHHas crapyIka Mos
[... ] ycnbIxaB My3bIKy, TOTYAC XK€ Hayasa pblaaTh. Belexanu 1 opanHapibl BEpXaMu, U
MO AH/IpIOIIIa BIEPEaH BCEX B CBETIIO-TIECOYHOM pyOalike, Takou ke pypakke, Ha
CBOCH MpeliecTHOM KoObLIe. Tak Bce 3armeyaTiieoch B MOSH MaMsATH: 3aBsI3aHHBIC YEM-TO
0eJbIM HOT'M KOOBUIBI, PEeKpacHasi MOCcaKa Ha JIOMAAu AHAPIOIIN, U CII0OBA CTAPYIIKH:
“Ha mommau-To Kak CUANT Balll CIHOK—KAapTHUHA, TOYHA y ce0s B kabunere.” (2: 104-5,
8 August 1904)

When I sat down with her on the protelku, we saw from afar the moving crowd.
There were soldiers, being seen off by a crowd of relatives and the simply curious. There
was something gloomy in the crashing music and drum fight. My old military woman,
after having heard the music, immediately started to weep. They came out, orderlies on
horseback, and my Andriusha was in front of everybody in his light sandy shirt, in the
same colored cap, on his lovely mare. Everything was so engraved in my memory, the
legs of the mare sinking into something white, Andriusha’s lovely seat on the horse and

? For more on the history of specific battles of the Russo-Japanese War, see the centenial collection, Russko-
iaponskaia voina, 1904-1905: vzgliad cherez stoletie, ed. O.P. Airapetova (Moskva: “Tri kvadrata,” 2004).

' This article was first published abroad in the London Times (27 June 1904) and later appeared in Russia in a series
of pamphlets. For the complete text, see Lev Tolstoi, Polnoe sobranie sochinenii v 90 tomakh, t. 36, ed. V.G.
Chertkov (Moskva—Leningrad: “Khudozhestvennaia literatura,” 1936) 100-48.
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the words of the old woman: “The way your son is sitting on the horse—he looks as
comfortable as if he were just sitting his study!”

This scene offers the kind of panorama that Sologub would have approved of: Sof’ia Andreevna
watches her son carefully, paying attention to his posture and bearing as he sits atop his horse.
The departure of the soldiers, at first noisy and dramatic (let us not forget Sof’ia Andreevna’s
weeping companion either), soon fades into a peaceful calm. All that matters is the vision on
which Sof’ia fixates; it is the memory that will carry her through the war. Since it may be the last
time she sees Andriusha, the moment, grand and triumphant, is colored by her maternal pride.
Even her companion noted that she had a reason to be proud—Andriusha, on his horse, makes a
fine picture; the act of sitting on his horse is compared to how he would sit in his study. In this
metaphor, war blurs seamlessly with an imagined scene of cozy domesticity, highlighting the
surreal quality of the moment. But we might also imagine that the blurring of these two
seemingly disparate images of Andriusha—at war and at home—helps to soften the blow that the
war represents; it acts as a temporary salve to the reality of the scene taking place before the
women’s eyes, as well as to their grief.

The image of the grieving mother became embedded in the narrative of the war; in the
December 1904 issue of the popular periodical Beseda [The Conversation], the journal featured
the famous realist painting of Ivan Kramskoi (1837-87), Neuteshnoe gore [Inconsolable Grief,
1884]. Interestingly, rather than refer to the painting by its original title, the journal referred to it
as Neuteshnaia mat’ [Inconsolable Mother], thereby transferring the inconsolability of an
emotion to the inconsolability of the bereaved female figure who dominates the painting (see
figure 2.1). The woman’s steadfast gaze seems to reach out of the painting and invite the viewer
to take part in her grief. In this way, the painting’s representation of this grieving woman
becomes an all-embracing image of every mother. It is easy to imagine that her emotions are
intimately known and felt by the women living through the horror of the Russo-Japanese War.
With Kramskoi’s painting, the journal seems to capture the prevailing mood of the period—its
hopelessness, despair and the quiet suffering of the mothers who watched their children head to
the front.

Sof’ia Andreevna gave voice to this grief in her diary when she described her thoughts in
the wake of Andriusha’s departure. As soon as her son faded from her watchful gaze, she was
overcome by fear of what might come next. She was reminded of the ephemeral nature of all
living things and, driven by her maternal feelings, she was moved to comment upon war’s
needlessness:

Uro-To emie pa3 000opBaIock B MoeM ceparie. [...] Uro Takoe BoitHa? Heyxenu
OJIMH ITynbii yenoBek, Hukomnaii I He3noit, cam minavyiuid, MOT HaJenaTh CTOJIbKA 37147

MHe BApYT NpEeCTaBUIIOCH, UTO BOWHA, KaK OypsS—sBIEHUE CTUXUITHOE, K MBI
TOJIEKO HE BUAMM TOH 3JI0¥ CHIIBI, KOTOpasi TaKk OECIIOIIAaIHO U HECOMHEHHO KPYIIHUT
HAaCMEpTh CTOJIKO YeJI0oBeUeCKUX xu3Hel. Korna yenoBek naiakoil packanbiBaeT
MYpaBEHHUK U MypaBbH MOTHOAIOT, TACKAIOT SiIIa CBOU U Pa3HBINA COp, OHU HE BUIAT HU
MAJIKU, HU PYKHU, HUA YEJIOBEKA, Pa30PAIOIIMX UX; TAK U Mbl HE BUIUM TOM CHJIbI, KOTOpas
npousBena youiictBo BoiHsI. (2: 106-7)

Something was broken again in my heart. What is war? Is it possible that a stupid
man, Nicholas II, not malevolent, himself weeping, could bring about so much evil?
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I suddenly pictured the war as a storm—an elemental phenomenon, and we only
don’t see the evil force, which so mercilessly and undoubtedly crushes to death so many
human lives. When a man with a stick unearths an anthill and the ants are killed, their
eggs and other litter are dragged away, they see neither a stick, nor a hand, nor a man,
destroying them; such that we do not see the force, which brought about the murder of
war.

For Sof’ia Andreevna, the only way to make sense of the war is to metaphorize it—to see it as
nature at its worst, inexplicable and omnipotent. This “elemental storm” sweeps in, the work of a
force greater than the (stupid, but ultimately harmless) Tsar and of mankind in general. In her
vision, strikingly similar to one Tolstoy offers in Voina i mir [War and Peace], human beings are
no better than ants, subject to the whims of those who unwittingly step upon them."' The force
that murders goes observed; it performs its evil insidiously.

Although herself a victim of this “storm,” Sof’ia Andreevna returned to the topic of the
war only upon Andriusha’s return in January 1905. In his absence, there is no speculation about
his fate, or about what is going on in the Far East; in fact, it is as if, without him, her very ability
to write disappeared. She is rendered quiet by the war. The last entry of 1904 (17 August; mere
days after Andriusha’s departure) highlights her broken spirit: “y>xac BOiHSI |[... | Bcrbl ¢
CTpalrHou cuiioi [...] u 3axBatmi MeHs Bcio” [the horror of the war [...] revealed itself with
fearsome strength [...] and took all of me, 2:107].

When she again picked up the thread of her personal narrative, it was only to mark the
restoration of the family. In a way, this mirrors the first entry in which she discusses the war:
through the return of a loved one, news of history sweeps into the domestic realm, transforming
the prosaic. Whereas earlier the war was just an external phenomenon—ifresh news that
everybody wanted to know—the son that returned brought physical traces of it with him. On 14
January 1905, Sof’ia Andreevna noted his condition, highlighting his mental, rather than his
physical state: “On GosneH roioBoii u HepBamu. [...] Boitna ocraBuna cBou cieasr’” [He is sick in
the head and from nerves. [...] The war has left its mark, 2:108]. Mentally “disfigured” by the
war, Andriusha stood as both a living symbol of the war’s horrors and a testament to the words
with which Sof’ia Andreevna ended this entry, “Boo0rie Bpemena cmyTHbIe U TspKenbie” [In
general, these are uncertain and trying times, 2:109]. As we can see, even with the safe return of
her son, there could be no consolation for Sof’ia Andreeva. Her private observations evoke the
chaos of both the war and the revolution that followed, as well as the mother’s role in these
events: to watch from the sidelines and to give voice to the ensuing pain and grief of war. The
themes that she addressed in the confines of her journal offer only a preview of those that
literature would pick up in the coming months.

Inscribing the Self into War

Anton Chekhov was not immune to the hope that dominated the beginning of the Russo-
Japanese War. In the letters from the last months of his life, he made various remarks about it.
Closely following events in the press—his favorite reporter was V.M. Sobolenskii of Russkie
vedomsti [ The Russian News]'>—Chekhov was almost certain that the Russians would emerge

! For the full citation, see Lev Tolstoi, Polnoe sobranie sochinenii v 90 tomakh, t. 12: Voina i mir, t. 4, ed. V.G.
Chertkov (Moskva-Leningrad: “Khudozhestvennaia literatura,” 1928) 211.

2 In a letter to OI’ ga Knipper Chekhova from 8 March 1904, he wrote that “[...] B «Pycckux Beg<omMocTsax>»
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victorious: “Hamy moObIOT smoHIEeB” [“ours will beat the Japanese, ”12:54, 3 March 1904]. But
despite his persistent belief in a Russian victory, there are moments in his letters that betray the
war’s simultaneously disheartening effect on him.

Having become the focal point of Russian life, the war, as Chekhov portrayed it, left little
room for any other occupation. Due to the “diverted attention of the public,”"” a charity
production of one of his plays was canceled in the planning stages. People were not interested in
the theater—or, at the very least, not in traditional theater. As one scholar described the period
immediately following the breakout of the war, Russians were flocking to popular musical
productions, where actors read out and performed the news.'* Popular titles from this period
were The Heroes of Chemulpo, Port Arthur, War with Russia, as well as Glory to All for the
Faith, the Tsar and the Fatherland, which was performed before a huge map of East Asia."
Seeing the insidious way in which war was working its way into every nook and cranny of
Russian life, Chekhov noted the war’s negative effect on the public in a letter dated 20 February
1904: “...kaK-TO CTPaHHO U B ra3erax, 1 B 00IIECTBE; BpaHbsi MHOTO, KypC yIaji, HHTEpeC KO
BCEMY, KpoMe BOMHBI, UCCSK y oOmiecTBa” [it is somehow strange in the newspapers and in
society; there is a lot of lying, the rate of the ruble has fallen and society’s interest in anything
besides the war has dried up, 12: 40). Interestingly however, he too fell victim to this torpor,
complaining to Olga Knipper-Chekhova about the futility of writing during wartime, “f
paboTaro, HO HE cOBceM ynadHo. MemaeT BoiiHa [...] Bece kaxkercs, OyATO MO CITydaro BOMHBI
HUKTO unTaTh He ctaHeT [l am working, but not all that successfully. The war disturbs me [...]
It now seems, as if because of the war nobody will read, 12: 72, 26 March 1904].

Around the same time, he also fell victim to something even more surprising: a desire to
take part in the war. He first mentions this to his wife in early March and, then with greater
frequency, to other correspondents, but always with the condition: “ecnu 6yxy 3mopoB” [If I will
be healthy, 12: 84, 13 April 1904; 12: 87, 13 April 1904]. We can read the desire that Chekhov
expressed to go to the front as a doctor in several ways. One possibility is that he wanted to do
his part for his country; while the former is likely, it is also possible that, being ill and without an
occupation, Chekhov simply wanted to return to /ife. A great historical event was taking place
around him; although he could do nothing about it, he was confronted with it everyday, in small
talk and the news alike: “Bce roBopsT TONBKO O simoHIax” [everybody is talking only about the
Japanese,12:56, 6 March 1904]. This event gave him something on which to focus his energies;
through the war he could imagine a return to health and, even more importantly, a future. As
Chekhov imagined it, this future lay in the Far East, the place of happier and healthier past

4yJIeCHO U3JIaraeTcs BoiHa, 0COOeHHO MopcKasi, HekuuM B.M. Trl mpuyun ce6s1, unTail exxeAHEBHO U CKOPO
BOHzelb BO BKyc. B.M. kak oka3bIBaeTcs, 3T0 HE MOPSK-aJIMUpPAl, KaK g JyMall, a IPOCTOU JyMCKUI
cTaTucTHK...OH rajaeT—u BBIXOAUT BepHO [in the Russian News, the war is wonderfully described by a certain
V.M. See for yourself, read it daily and soon you'll be in fashion. V.M., it would seem, is not an officer, as I thought,
but is a simple government statistician. He guesses and it turns out right], Polnoe sobranie sochinenii i pisem v
tridtsati tomakh, t. 12 (1904): darstvennye i drugie nadpisi (Moskva: “Nauka,” 1983) 58.

13 About the staging of a play to help the women’s medical courses, Chekhov wrote to P.I. Kurkin, “reneps BoiiHa,
y IyOIMKH OTBIICUEHO BHUMAaHUE, OHAa HE CTaHeT IUIaTUTh BABOE 3a MecTa,” [now there is war, the public's attention
is diverted, it will not pay double for seats, 12: 31, 7 Feb. 1904].

' Richard Stites, “Russian Representations of the Japanese Enemy,” World War Zero: The Russo-Japanese War in
Global Perspective, ed. John W. Steinberg, Bruce W. Menning, David Schimmelpenninck van der Oye, David
Wolff and Shinji Yokote (Leiden: Brill, 2005) 399.

" Ibid. 400
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travels.'® It is almost as if he could just return to the exotic landscape of his past, he would be
transformed into a man whose life seemed to spread boundlessly before him; in short, as if by
reclaiming the past, he might have been able to gain a future.

Despite Chekhov's fantasy of returning to the Far East, the longer the war went on, the
more his health worsened. Soon, almost as if his mood were influenced by his declining health,
he took to stating aphorisms about the war: “Bce Ha ’TOM CBeTe KOHUAETCS, KOHUYUTCS U
BoifHa...” [Everything in this world ends, so will the war, 12: 97, 29 April 1904]. Whether
Chekhov intended this to be an optimistic or a pessimistic statement, it is impossible to know,
but regardless of his meaning, the war seemed inextricably linked to his fate. He followed
coverage of it faithfully, even in his final days in Badenweiler. As he wrote to the reporter V.M.
Sobolevskii on 12 June 1904, “Bam criacu6o 3a «Pycckue Be1oMoCTH», KOTOPBIE 5 TIOTYy4at0
3[IECh C TIEPBOTO JHS MPHE3/1a U KOTOPBIE ICHCTBYIOT Ha MEHS, KaK COTpeBaroIee CoHIE”
[Thank you for the Russian News, which I've been receiving here from the very first day of my
arrival and which act upon me as a warming sun] (12: 120). The news seemed to have some kind
of ameliorating effect on him or, at the very least, seemed to help bolster his spirits. We must
also pause on Chekhov's striking description of the news itself; as a “warming sun,” it serves as
yet another metaphor of both the light and the elements that dominated the discourse about the
war.

In the case of Chekhov, the elements must have been on his side, for he never lived to see
the humiliating Russian defeat. He died on 2 July 1904, well before the fall of Port Arthur and
Tsushima. And although he never did make it back to the Far East himself, Chekhov did
figuratively “go to the front.” He was forever inscribed into the war when Leonid Andreev
dedicated his Krasnyi smekh [Red Laugh, 1905] to him. For many Russian intellectuals, in fact,
Chekhov's death seemed to be a harbinger of the things to come; an era had ended and a new one
was beginning—with the ghost of Chekhov looming over it."”

16 Chekhov reminisced in a letter to B.A. Lazarevskii: “Korjaa s 6611 Bo Bnaauoctoke, To moroja Obljia 4yecHasi,
TeruIast, HECMOTPS Ha OKTSIOPb, 0 OyXTe XOAWII HACTOSIIUI KUT U IJIECKasi XBOCTHIIEM, BIIeUaTICHUE, OJHUM
CJIOBOM, OCTaJIOCh POCKOLTHOE—OBITh MOXET OTTOTO, UTO 5 BO3BpaInaics Ha poauHy. Korjna konuurcs BoiiHa (a
CKOpPO KOHYHUTCS), BpI HauHeTe pa3be3kaTh 0 OKPECTHOCTSIM; MoObIBaeTe B XabapoBcke, Ha Amype, Ha Caxanuse,
10 TOOEPEXKbI0, YBUIUTE TEMY HOBOT'O, HEM3BEJAHHOT'0, YTO IOTOM OyJieTe MOMHHTH J10 KOHIA JIHEH, HaTepIUTeCh U
HacJaJuTech U He 3aMETHUTE, KaK MPOMETIbKHYT 3TH CTpalllHble TpU rofa [...] B nione uim B aBrycre, eciu 3710poBbe
TI03BOJIUT, s oeay BpadoM Ha Jlanbuuii Bocrox” [When I was in Vladivostok, the weather was wonderful, warm,
although it was October, in the bay went a whale, splashing its tail, the impression, in a word, remained luxurious—
perhaps because I was returning to my homeland. When the war will end (and it will end), you will begin to travel
around the surrounding area; you will be in Khabarovsk, in Amur, on Sakhalin, along the coast, you will see the
darkness of the new, of the unknown, that you will later remember until the end of days, you will endure and enjoy
much and not notice how quickly these terrible three years pass by [...] In July or August, if health permits, I will
come to the Far East as a doctor, 12: 86-7, 13 ampens 1904].

' This idea is largely inspired by an article in the 3 July 1905 issue of Zritel’, “Pamiati A.P. Chekhova” [Memories
of A.P. Chekhov] in which the author connects Chekhov’s death with the historical events that followed it,
highlighting not only the effect his death had, but also the darkness of the times surrounding it. It is also important to
note that this article was not devoid of the apocalyptic thinking that marked Russian letters at this time, for an “angel
of death” is present: “UexoB ymep [...] Uepe3s ABe Hemenu MOCIe €ro CMEpTU ObLIa elle cMepTh. ['0] ToMy Ha3as
cMepTh YexoBa ropasuiia Hac CBOEro oxujaaHoctsio. U ymep UexoB, ObITh MOXKET, C CyMpauHbIM CO3HaHHEM, YTO
HaJIeX bl HA OOHOBJIEHUE HET [...] YTO HaJ pycCKOil NeCTBUTENFHOCTRIO IPOJIETAaeT aHrel cMepTu. bimxkaiiee
rpsLyliee Ka3anoch Juis Hero TeMHbIM U XxMypbIM” [Chekhov has died [...] Two weeks after his death was yet
another death. A year ago the death of Chekhov shocked us with its unexpectedness. And Chekhov died, perhaps,
with the gloomy realization that there is no hope for renewal, that over Russian reality flies an angel of death. The
near future seemed to him dark and gloomy], 11.
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Glimpses of “The Yellow Peril”

I love Japanese art—but let it fall
in ruins. I’m for the barbarians,
I’m for the Huns, I’m for the Russians!
-Valerii Briusov'®

While the kinds of statements that we encounter in letters and diaries present the war as a
horrible event that was far-reaching in its effects, the Symbolist journal Vesy [The Scales] largely
appeared to ignore the conflict. It may seem impossible to us now that one of the leading journals
of the day would have turned a blind eye on something that was attracting so much publicity, but
Vesy viewed itself to be above politics. Despite the journal's supposedly lofty position, however,
it was not against taking a political stance; it simply chose to do so in an insidious way—by
mixing politics and art, or, rather I should say, by using art to achieve political ends.

For the writers at Vesy and specifically for its editor Valerii Briusov (1873-1924), in the
case of the Russo-Japanese War, art and politics were anything but strange bedfollows. This idea
first emerges in Briusov's review, “V zhurnalakh i gazetakh” Vestnik Evropy (Ne 4)”:

Benukue coObITHs, IepeKMBaeMble HAMU, OOBEUHUIN B OJHOM OOIIIEM YyBCTBE
BClo Poccuto. Pycckum rosiM BCex HapaBIICHUH IIOHATHO, YTO CTaBKa UAYLIECH Teeph
60pr0bI: Oyaymiee Poccuu. Ee MupoBoe monoxeHue, BMECTe C TeM Cyab0a HaIuX
HallMOHAJIBHBIX UJEAJIOB, & C HUMHU POJIHOTO UCKYCCTBA U POJIHOTO A3bIKA, 3aBUCHUT OT
TOTO, Oyner i oHa B XX Beke Biaasrauiieii A3uu u Tuxoro okeaHa. KakoBel ObI HU
OBUTH TUYHBIE CUMITATUU TOTO WJIHM JPYTOro U3 HAC K JAPOBUTOMY HAPOJIY BOCTOYHBIX
OCTPOBHTSH U UX UCKYCCTBY, TH CUMIIATUH HE MOTYT HE MOTOHYTh B HaIlEH JIFOOBH K
Poccun, B Halieli Bepe B €€ Ha3HaUYCHHE Ha semie.'”

The great events, being experienced by us, joined in a common feeling all of
Russia. By Russian people of all types it is understood, that the stakes of the battles now
being waged: the future of Russia. Its world standing, together with the fate of our
national ideals, and with them our native art and language, are dependent on whether it
will be the ruler of Asia and the Pacific Ocean in the twentieth century. No matter what
the personal sympathies of one or another of us towards the gifted little nation of Eastern
islanders and their art, these sympathies cannot but drown in our love for Russia, in our
faith in its purpose on earth.

Although the title of Briusov's article places it in the generic category of a review, it seems to
function more as a political manifesto about Russia's destiny. Like Dostoevsky, who in his
“Geok-Tepe: Chto takoe dlia nas Aziia?"*’ [Geok-Tepe: What is Asia to Us, 1881] argued that
Asia—in this case, Central Asia—was Russia’s exodus, Briusov, in the twentieth-century,

' Valerii Briusov, qtd. in Joan Delaney Grossman, Valery Bryusov and the Riddle of Russian Decadence (Berkeley:
U of California Press, 1985) 269.

' Valerii Briusov, “V zhurnalakh i gazetakh. Vestnik Evropy (Ne 4),” Vesy No. 4, 1904: 73.

*% Fedor Dostoevskii, Polnoe sobranie sochinenii v 30 tomakh, v. 27 (Leningrad: “Nauka,” 1984) 32-5.
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expanded upon Dostoevsky’s vision, seeing Russia’s glory as lying in the Far East. What seemed
to complicate his imperial hopes was his realization that Russia had become rather close to
Japan—in fact, perhaps too fond of it; Russian appreciation of Japanese art represented a
potential weak spot in Briusov's eyes. This may be why, even as he acknowledged the gifted
nature of Japan, Briusov used the word “narodets,” a diminutive that contains a note of
condescension, to refer to it. The Japanese were just islanders to be conquered by the mighty
Russians; nothing, not even aesthetic appreciation, could get in the way of that belief. Love of
the Fatherland was expected to exceed love of the Japanese masterpieces.

Notwithstanding Briusov's (and, by extension, Ves)'s) call to let Russian feelings about
Japan and its art “drown,” Japanese art ironically became the journal's sole means of engaging
with the conflict. It was the symbol that they latched onto, for it allowed them to discuss the war
on their own terms. These terms were aesthetic, almost entirely stripped of military references.
Focusing on Japanese art also provided a diversion; they could ignore Russia's poor showing at
the front and at sea, instead offering de-militarizing visual and verbal “portraits” of the Japanese
nation and its people. These visual portraits consisted of unnamed Edo-period drawings and
engravings, from playfully drawn cats to carefully rendered landscapes (see figures 2.2 and 2.3),
in the October 1904 edition (no. 10) of the journal.*' With the verbal portraits, however, the
journal's tone took a racist turn, one that was clearly intended to tug on more than the
heartstrings of patrons of the arts.

Vesy used racist articles translated from French and German (perhaps so that the journal's
responsibility for its negative political content could be deflected, or so that it could show its
alliance with the West*) to undercut Japanese military and naval triumps, as well as Japanese
civilization itself. Pyotr Sidorov's “O laponii” [About Japan], from the October 1904 issue,
underscores this:

ITomemas B 3Tom Ne «BecoB» psifi BOCIIPOU3BEACHUM SIIIOHCKUX PUCYHKOB
(4acThIO C OPUTMHAIIOB, IPUHAMISHKAIIMX PEAAKIINN), MBI XOTUM HAaIIOMHUTH YUTATEISAM
0 Toi SIMOHNU, KOTOPYIO BCE MBI JIFOOMM U IICHHUM, O CTPaHe XyA0KHUKOB, a HE COJIJAT, O
ponuHe YTamapo, a He Olambl. 3a MOCIIeHUE MECSIIbl BCe HHOCTPAHHBIE JKypPHAIIBI
IIOYTH B Kaxx70M Ne ITOCBSIIAIOT CTaTbU PYCCKO-SIIOHCKOM BOMHE. 13 HUX OTMEeTUM
3ameTky Pemu ne ['ypmona B Mercure de France. (Ne 3) “B atom enuHOO0pCTBE,” TIUIIIET
I'ypMoH, “s 4yBCTBYIO, UTO JAEJTIO PYCCKUX Kak OBl MO€ IM4HOe Jeno. Pycckue Ha
BocToke—mpeacTaBuTenu Bcex eBpONeUcKrX pac. IT0 OUeHb MOYETHO JJIS HUX, HO OHO
1 04CHb TsDKeno. Heo0xoaumo, 4To0bl MOOEIUTEISIMU OCTAINUCh OHHM, H YTOOBI 3TH
CJIMIIKOM Y4eHble 00e3bsHbI, yOeKaBIlIie U3 TOro IUPKa, KaKUM clenaiach SmnoHus,
ObUIM BO3BpAIIICHBI B CBOE MIEPBOHAYAIBHOE COCTOsIHUE. [IyCTh OHM pacluChIBaIOT Beepa,;
y HHUX TaK MHOTO IapOBaHuil [u1g 3Toro! DTo HU3IIas paca, HApoJ peMECICHHUKOB,
KOTOPOMY HeJIb3sl OCTaBUTh HU MaJIeHIIei HaJieK Ibl, YTO OH OyAeT MPUHSAT Cpelu
rocnof. ” [...] Moxer ObITb, BMECTO PEMECIICHHUKOB HAI0 MOCTABUTH XYJOKHHUKOB, HO
MBI pa3/iesieM 4yBCTBO, IPOJIUKTOBABILEE 3TH CTPOKH.

*1 A note under the journal’s table of contents describes them only as: “O6m0xkKa 10 AmOHCKO# akBapeH. Bepxuue
3acTaBKU (CTp. 1, 6 1 16) 10 AMOHCKUM akBapelsiM. BUHBEeTKH—BOCIPOU3BOIAT PUCYHKH AMOHCKUX XYJOXKHHUKOB
U3 SIMOHCKOW «A30yKH cTuisi» 1 ap. usnanuil” [Cover by Japanese watercolor. The top headpieces (p. 1,6, 16) are
Japanese watercolors. The vignettes reproduce paintings by Japanese artists from the Japanese “Alphabet of style”
and other Japanese publications] Vesy No 10. (October 1904).

** Joan Grossman weighs in on the presence of these translated texts as well, calling them “crude anti-Japanese

propaganda” that made it into Vesy under the “guise of surveying foreign journals,” 269 n.15.
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Kak nomonHeHne K pucyHKaM, IOMEIIAaeM MBI elle IePeBO HeOOIbIION CTaThU
«JInmenHas yapp AAnonus» n3 ogHoro u3 nocaeaux Ne bepnunckoro xypHana “Das
neue Magazin” (Ne 15, 8 okTs0ps) 1 3aMETKY O KEHCKHX THUIIAX SMOHCKOTO XyI0KHUKA
TapynoOy (1718-1770 r., u3obparaTteib MHOTOKPACHOYHOI rpaBoOpbI).”

Including in this issue of Vesy, a number of published Japanese drawings (in part
from originals, belonging to the publication), we want to remind readers about that Japan,
which we all love and value, about the country of artists and not soldiers, about the
homeland of Utamaro and not of Oyama. These last months all the foreign journals,
almost in each issue, have been dedicating articles to the Russo-Japanese War. Of those,
we will highlight a short article by Remy de Gourmont, “I feel as if the Russian matter is
my own business. The Russians in the East are the representatives of all the European
races. This is a great honor for them, but it’s also very burdensome. It’s necessary that
they remain the victors and that these overly learned monkeys, running from the circus
that Japan was made into, were returned to their original condition. Let them paint fans;
they have a great gift for that! This lowest race, a people of artisans, for whom it is
impossible to place the smallest hope that it will be accepted by gentlemen.” Perhaps,
instead of artisans, we must classify them as artists, but, regardless, we share the feeling
articulated in these pages.

As an addition to the drawings, we are including yet another translation of a short
article “Japan, Robbed of Charm” from one of the last issues of a Berlin journal, 7he New
Magazine (No. 15, 8 October), and the short commentary about the feminine types of the
artist Harunobu (1718-1770; creator of multi-colored engravings).

Although Sidorov was largely parroting the Symbolist poet and critic Remy de Gourmont (1858-
1915) in this short article, he was also voicing thoughts that most likely belonged to both the
editorial board of Vesy and other members of the Russian intelligentsia.** His article does not
represent a personal opinion; we must note that he continuously used the collective form, we
(my), to make his points. The collective mission of all involved parties was to assert Western
dominance over the East, as well as to show that, while they might admire their work as “artists
and artisans” (interestingly, the one point on which Sidorov and de Gourmont do not agree), they
could not see the Japanese as anything more than that. Interestingly, the Japanese identity was

3 Petr Sidorov, “O Iaponii,” Vesy No. 10 (Oct. 1904): 39.

** Another example of the intelligentsia’s paradoxical combination of a sincere cultural appreciation with blatant
racism occurs in Aleksandr Benois’ memoirs, in which he wrote: “ITogymaiiTe. DTH HaxXaJbl SIOIIKH, MaKaKH
AKEJITOMOpPAbIE, U BAPYT MOJIE3/IH Ha TaKyl0 MaxHHY, Kak He00bATHOE TocyaapcTBo Poccuiickoe ¢ ero 6osnee yem
CTOMMJUTMOHHBIM HacelleHHeM . Y MEHsS M Y MHOTHX 3apOAMIOCH Aa)e TOTa 0A00ue KaJOCTH K STHM
“HEe0CTOPOXKHBIM Oe3ymuam”. Beab X pa300bIOT B IBa cueTa, BeJlb OT HUX HUYETO HE OCTAHETCs, a €CIIU BOMHA
MepeKHHETCS K HUM Ha OCTPOBa, TO MPOILAH BCe NX YyJIECHOE HCKYCCTBO, BCS MX MPEJIECTHAs KyJbTypa, KOTopas
MHE ¥ py3bsSM 0COOEHHO MOJII00nIach 3a nmocieHue rojsl. Ilomoounack oHa HACTONBKO, YTO MHOTHE U3 HAC
003aBenHch KOJIEKIMEH SMOHCKUX 3CTaMIIoB, a Xokycail, Xupocure, Kyauocu, YTamapo craiu HalTuMU
mooumiamu. [Think. These bastard Japs, yellow-faced monkeys, suddenly crawl onto a mountain, like the
boundless Russian empire with its population of over one hundred million. Even now many others and I have
something like pity for these “reckless madmen.” After all, in two runs they will be killed, after all nothing will
remain of them, but if the war finds itself on their island shores, then goodbye to all their marvelous art, all their
delightful culture, which I and many others have enjoyed these last years. We enjoyed them so much that many of us
acquired collections of Japanese prints, and Hokusai, Hiroshige, Kuniyoshi and Utamaro became our favorites].
Aleksandr Benois, Moi vospominaniia (Moskva: Nauka, 1990) 396.
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limited by the very thing that had helped to catapult it into the Western world—its artistic skill.
When it came to Japan, the West appeared to be strangely trapped in a time warp; the country
that it so claimed to love was not the Japan of the twentieth century, but the fantastical Japan of
the Edo Period (1603-1863), when artists like Utamaro (1753-1806) lived. In the Western
imagination, it seemed that these two Japans could not exist concurrently.

The short articles and Japanese prints included in the October 1904 edition of Vesy
illustrate the highly fanciful and romantic nature of Russian and Western perception of Japan.
Sidorov’s translation of an article by the German historian and journalist Herman Wendel (1884-
1936) demonstrates just how far these illusions went:

Mp1, Beeraa [...] roBopmin «SnoHus», Kak eciau 0b ToBopwin: opxuaei. Kak ecnu 0
rOBOpWIIN: HUIIbCKast nins. Kak eciiu 6 roBopwiin: cka3ka u 1eTcTBo |...] HauBHo-
pasoCTHBIE, HO AETCKU-SICHBIE JIFOJIU, C CUJIbHO Pa3BUTHIM IOHUMAaHUEM CTUJIS, B
IIETIKOBBIX, IIBETHBIX OJCK/aX, BKYIIAIOIINE KU3Hb, KaK COK JOPOTHX IJI0J0B. I nOkue,
CTpPOWHBIE )KEHIIUHBI, C TITyOOKUMHU OapXaTHBIMHU TJIa3aMH, C Y30PHBIMH BEEpaMH,
yKpalIeHHbIMHU >kuBoNHChI0 ['okycas. Kauaronuecs (oHapuKH, ¢ MATOBBIM CBETOM, Ha
apOMaTHBIX YEITHOYKAX U3 LIBETOB.

MBI Bcerza CTOsIBILIME HECKOJIBKO B CTOPOHE FOBOPUIIN: «SIOHUA» C JIErKON
671aroroBeHOM JPOKbIO, C YIBIOKOH, 4y /101 neiicTBUTENBbHOCTH [...] Y Bcé 310
HATOJHAJIO AYIIYy HEXHBIM, SK30THUECKUM, CJIeTKa MbsHSIIIUM OJ1aKEHCTBOM, CIIOBHO
ci1aboe BIUSHUE TAlINIIa, CIIOBHO 0€33BYUYHBIN MOJIET UyACCHON MTHIIBI.

Tenepp NpUXOIUTCS MPOU3HOCUTD «SIOHMS»Y--UHAYE ... ]

Hamra SInonus ymepiia, yronyna B mope. U Ham xanp ¢€.”

We, always [...] said «Japan,» as if we were saying: orchids. As if we were saying: Nile
lily. As if we were saying fairy-tale and childhood. Naively joyful, but childishly clear
people, with a strongly developed understanding of style, in silk, colored robes, tasting
life, like the juice of expensive fruits. Flexible, slender women, with deep velvety eyes,
with patterned fans decorated with a painting of Hokusai. Swinging lanterns with a matte
light on aromatic shuttles of colors.

We have always stood somewhat apart saying «Japan» with easy, reverent
trepidation, with a smile, alien to reality [...] And all that fills the soul with a gentle,
exotic, slightly intoxicating bliss, like the weak influence of cannabis, like the silent flight
of a marvelous bird.

Now we have come to pronounce «Japany differently [...]

Our Japan has died, drowned in the sea. And we feel sorry for it.

Wendel's description of Japan relies heavily on a series of metaphors that evoke the senses:
Japan is a flower (scent, sight); the Japanese “taste” of life; the “sound” of the word “Japan”
contains different shades of meaning; Japan works on the body like a drug [gashish]. Also, using
words like “tender” and “exotic,” his language attempted to reinforce a cultural construct
existing at this time that negatively portrayed the Japanese.*® It made them racially inferior

25 q:

Sidorov 40
*% For a more complete discussion of the various perceptions Russia had of Japan during this period, see Rosamund
Bartlett, “Japonisme and Japanophobia: The Russo-Japanese War in Russian Cultural Consciousness,” Russian
Review, Jan. 2008: 8-33.
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objects of both cultural appropriation (note that he says “our Japan”) and the sexual gaze. As
Wendel portrayed it, Japan represented an escape from reality, one that, trapped in the wonders
of its own artistic output, had become no more than a delightful commodity to be enjoyed by art
connoisseurs everywhere. This situation to a large degree stemmed from the widespread
phenomenon of japonisme that I discussed in Chapter One. But what is different here is that,
unlike during the attack of Sologub's geisha in Melkii bes, this time the enemy succeeds in
killing—with words—a symbolic representation of Japan: by the end of Wendel's article, Japan,
or rather their fantasy of Japan, has symbolically drowned®’ (utonula v more; note that this image
of a drowned Japan resembles Briusov’s call to drown one’s sympathy for Japan in love of the
Fatherland). In light of this metaphorical death, Wendel claimed that he and his contemporaries
“felt sorry for Japan,” but I would suggest that this sentiment rings false. Wendel seemed to feel
not sorry for Japan, but for himself and those who were suffering the death of this fantasy. They,
after all, were the ones in mourning, since they could not reconcile the Japan represented in art
and the militaristic Eastern nation that had attacked Russia.

At stake in this battle between East and West was European civilization itself.
As de Gourmant wrote, the Russians, the “representatives of all the European races”
(predstaviteli vsekh evropeiskhix ras) in this conflict, were again being called upon to prevent the
“Mongolian horde” from reaching mainland Europe.*® This, in fact, was how many perceived the
Russo-Japanese War. As early as March 1904, after the sinking of the Petropavlovsk, Briusov
called the war “naura HoBast 6Gops6a ¢ Monronamu” [our new battle with the Mongols].”” And, as
the war progressed, Briusov came to be even more interested in the potential aftermath of this
historical battle; in an essay that would go unpublished, Briusov wrote about the yellow peril at
the beginning of 1905: “Meterlink-uteshitel’ (O ‘zhyoltoi opasnosti’) [Maeterlinck-the
Soothsayer (On the “yellow peril”)]. Briusov used this essay to respond to Maurice Maeterlinck
(1862-1949), the Belgian playwright and essayist who, in Briusov’s words, had once been a
“master of thought” (vlastitel’ dum), but was now no more than an ex-prophet (eks-prorok).*
The reason for Maeterlinck’s “fall” was that Briusov took exception to his hasty and unfounded
claims about the Eastern threat in his collection of essays, Le double jardin (1904):

«Y3Ke MHOT'O CTOJIETHUM,--ITUIIET OH,--3aHUMAEM MBI 3Ty 3E€MJII0, U CaMbI€ CTPALIHBIC
OIIACHOCTH—BCE YK€ B MpouuioM. KaxapIil NpoXoAsuil 4ac yBEJINYMBAET HAIIY ILIAHCHI
Ha JIONTYIO KU3Hb U nobeny. OOmias cyMMa KyJIbTYpHOCTH Ha BCEM 3€MHOM IIIape
HUKOT/a He ObljIa TaK BBICOKA, KakK Temeps. [...| HbIHe, eciiu He cuuTaTh *KenTon
OIACHOCTH, KOTOPast, KaXKETCsl, HE Cephe3Ha, YK€ HEBO3MO)KHO, YTOOBI HAIIECTBUE

% For more on the symbolic violence to which the war gave rise and its relationship to both politics and asesthetics,
see Dany Savelli, “L’appel a la violence de Valerij Brjusov en 1904 et 1905,” Faits et imaginaires de la guerre
russo-japonaise, 1904-1905, ed. Dany Savelli (Paris: Kailash, 2005) 129-50.

%% In her dissertation, Kirsten Lodge treats Briusov’s essays on the war as a reflection of what she calls the “Roman
Paradigm” in Russian Decadence; she aligns the Japanese with the “barbarians” and the Russo-Japanese War as the
beginning of yet another collapse of empire—in this case, of Moscow, the Third Rome, The Peak of Civilization on
the Brink of Collapse: The “Roman Paradigm” in Czech and Russian Decadence, diss. Columbia University, New
York, 2006, 180-198. See also her “Russian Decadence in the 1910s: Valery Briusov and the Collapse of Empire,”
Russian Review 69 (2010): 276-93.

* Valerii Briusov, “K neschast’iu s Petropavlovskom,” compiled by V.E. Molodiakov, Valerii Briusov. Mirovoe
sostiazanie. politicheskie kommentarii, 1902-1924 (Moskva: AIRO-XX, 2003) 82.

30 Valerii Briusov, “Meterlink-uteshitel” (o zhyoltoi opasnosti),” compiled by V.E. Molodiakov, Valerii Briusov.
Mirovoe sostiazanie: politicheskie kommentarii, 1902-1924 (Moskva: AIRO-XX, 2003) 84.
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BapBapoOB MOTyOMIIO B HECKOJIBKO JTHEH HAIIM CyIIeCTBEHHBIE 3aBOCBAHUS. |...]

[OTkyzna aTa caMOyBEpPEHHOCTb TOHA? 11 0TKy1a 3TO ChITOE CaMOA0BOJILCTBO?
OnpaBabIBAIOT JIU UX UCTOPUS U cOOBITUS AHS?] A [...] He uponus yu Ciydas, 4To 3TU
caMoygepeHHbIe Y CaMOJOBOJIbHBIE CJIOBA IIPO3BYYaJId UMEHHO B THU JIS0sHCKUX
6oeB?

“For many centuries,” he writes, we have occupied this land and the worst danger is
already in the past. Every passing hour increases our chances of a long life and victory.
The total amount of culture around the globe has never been as high as it is now. [...]
Now, with the exception of the yellow peril, which does not seem serious, it is already
impossible that the invasion of barbarians would have destroyed our substantial gains in a
few days.

[From where is this self-assured tone? And whence is this well-fed complacency?
Do history and the events of today justify them?] And [...] is there not irony in the case
that these self-assured and self-satisfied words were heard namely in the days of the
Battle of Liaoyang?

To Briusov, Maeterlinck’s tone was not only overly flippant given historical precedent, but also
blind to the reality of the war being waged around them. Published during the Battle of Liaoyang
(11 August — 21 August 1904), yet another Russian loss at the hands of the Japanese,
Maeterlinck’s essays seemed to ignore Russia’s plight. Aware of the delusional quality of
Maesterlinck’s claims, Briusov questioned him, ultimately dismissing his views as an inflated
and archaic view of Western power.

Instead, Briusov seemed much more sympathetic to the ideas of Vladimir Solov’ev and
Kaiser Wilhelm II (1859-1941), whom he called “sincere seers” (iskrennie prozorlivtsy). These
two men—and other shrewd individuals like them—seemed able to read the many signs that
history had been offering. As Briusov described it, the Russo-Japanese War was but one event in
a series of historical collisions that had led to the current moment:

«OKenras onacHocTh»! BelpaskeHne ycnenao OnoUUINTECS U NPUHAT KOMUYECKHUH
OTTeHOK. [Ipenocreperanu OT «GKeJITON ONMaCHOCTU» U UCKPEHHUE IIPO30PIIUBLIbL, KaK Bir.
ConoBbeB, U MPOCTO CMETIUBBIE JIIOIU, Kak uMIiepatop Bunbrensm. CoObITHS KpUYain
IPSMO B YIIIU: 32 SITTOHCKO-KUTACKON BOWHOM ciie/10Bajo OOKCEPCKOe IBUKEHUE, 32 HUM
Haia BoiiHa ¢ SInmonueit. M Bce ke 10 cUX mop TpOMaHOMY OOJIBIIMHCTBY KayKeTCsI
HEJIEeTION, HEBO3MOXHOU MBICITh, 4TO BOCTOK MokeT mopaboTarth EBpony.32

“The yellow peril!” The expression had time to become vulgar and to acquire a comical
tone. Sincere seers, like Vladimir Solov’ev and shrewd people like Kaiser Wilhelm II,
warned against the “yellow peril.” Events shouted right into our ears: after the Sino-
Japanese War followed the Boxer Rebellion, after it, our war with Japan. Yet so far to the
vast majority it still seems an absurd, impossible idea that the East could do work on
Europe.

While Briusov wrote that many believed the yellow peril to be “an absurd and impossible idea”

1 1bid. 84-5
32 ibid. 89
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(nelepaia, nevozmozhnaia mysl’), he himself viewed it as a historical inevitability. His whole
essay, a response to what he perceived as Maeterlinck’s faulty arguments, aimed to prove the
existence of the Japanese threat and to suggest that the Russo-Japanese War would not be the
final manifestation of it; in fact, it may have been just a preview of what could still come. The
West, however, was both blind and deaf to this threat. Much to Briusov’s dismay, the “yellow
peril” had stopped being something that was capable of inspiring fear, for it had been trivialized
and given a comical character.”® Briusov implied that such representations undercut the
seriousness of this very real threat. We find an example of the kind of comic treatment to which
Briusov took exception in a 1904 cover of the daily satirical journal, Budil 'nik [ Alarm Clock]
(see figure 2.4).

This caricature takes female figures representing the war’s major players—respectively,
Italy, France, Spain, England and Germany (Russia is noticeably absent)—and shows them
cowering beneath War [Voina], a monstrous yellow creature with red eyes. At first glance, War
appears to be an ambiguous hybrid—perhaps half-witch and half-warlock; its strange
combination of long hair and a red frock with a bulbous nose and straining muscles throws its
gender into question. But the horrific appearance of the folkloric monster-witch aside, what
really merits our attention is the cover’s central image, the bright yellow cup that War holds
between its two hands. White foam seems to be pouring out of it, just beginning to bubble over
the top; upon close inspection, the liquid in this cup very much resembles beer. A symbol of
Germany, the foaming beer may suggest the transformation of the German emperor’s longheld
fear of the coming yellow peril into a threat that has finally arrived (we must recall that the
coining of the term, the “yellow peril”, is sometimes attributed to Kaiser Wilhelm). The white
foreigners below are safe as long as the cup stays upright, but it is getting closer and closer to
tipping over and overflowing with each passing minute. In fact, there is nothing subtle about the
image’s message; it functions as a “warning” [preduprezhdenie]—the same word that acts as a
caption to the illustration.

Does this kind of caricature, as Briusov suggested, really trivilialize the war and the
Eastern threat? Or does it, much like the articles and images in Vesy, serve a similar purpose?
Like Vesy, Budil 'nik did use art (in this case, popular rather than highbrow) to undercut the
enemy and to express racist sentiment (the war as an advent of a new outpouring of the yellow
peril). One of the major differences between Budil 'nik and Vesy seemed to be that they targeted
different audiences and achieved their political ends through different means. Vesy, although
under the editorial leadership of a man who was clearly invested in the war’s outcome, rarely
mentioned Russo-Japanese War directly. When it did engage with the conflict, it would mask its
coverage of the topic, either hiding it within reviews of other journals, using translations of
foreign texts to give voice to its sentiments about Japan, or by writing about and including
examples Japanese art. The drawings and prints featured in Vesy helped to hold Japan prisoner to
the whims of the Russian imagination; they constituted a symbol of Russia’s elaborate fantasy of
“its Japan”—a land of whimsical pictures, beautiful landscapes and delicate women—which they
were now grieving. While Vesy essentially limited itself to discussing the war through references
to art, a journal like Budil 'nik had nothing to hide, nor did it have room for subtlety. Instead, as a
vehicle of the popular press, it relied on blatant, over-the-top caricatures that openly fed into

33 Tatiana Filippova explores the way that the satirical press engaged with the yellow peril in her article, “Images of
the Foe in the Russian Satirical Press,” World War Zero: The Russo-Japanese War in Global Perspective, ed. John
W. Steinberg, Bruce W. Menning, David Schimmelpenninck van der Oye, David Wolff and Shinji Yokote (Leiden:
Brill, 2005) 411-424.
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Russian paranoia and fear during 1904-05. For both publications, the threat that Japan
represented was real, although imagination played a key role in how this threat would manifest
itself on their very different pages.

From essays about art to actual drawings and caricatures, we begin to see how words and
images worked together to create some of the initial artistic perceptions of the war. This
perception was complex and multi-faceted—at once fearful, nationalistic, disdainful, admiring
and racist. And it was only the start of the hold the war would have on the Russian imagination.
Literature soon joined the cacaphony of voices covering the war. In January 1905, shortly after
the Japanese took Port Arthur, Leonid Andreev’s Krasnyi smekh [The Red Laugh], the first piece
of literature to explore the war, came out.

Part II: Popular Phantasmogoria: Dreams of the Japanese

"o mporien. . . TsKeNblid, CKOPOHBIM, MpadHbIi, KpoBaBbIid. YikacHbIi roa! [...] ['open u rpemun
MacCKUpPOBaHHBIH Oall [...] 26-ro ssHBaps BCIBIXHYJIA BOWHA, TOJIWIACH KPOBb, CTAJIH MA1aTh, KaK
KOJIOCHSI [TOJT CEPIIOM YCEPIHOTO KHELa, T0OIEeCTHBIE PyCCKHE JIIO/IU, HAYaJIHCh OE€3KOHEUHbIE
Oou, mopaskeHus1, OTCTYIUIEHUSI—BILIOTH 10 Baranroy, no JlaosiHa, 1o MykneHa—iwu ¢
3aMHpaHUEM Ccep/la CIEANUIIO U CIETUT PyCcCKOoe 0OLIECTBO 3a HEYMOJIKABILIUM IPO3aMH Ha
Hansaem BocToke 1 3a TpuymdoM cmepTH [ ...] He 10 06b1uHOr0 cHa OBIJIO pycCKOMY OOIIECTBY
[...] 1 xorga 3akone0anucy KOMMaphl, CTaJIH TasATh MPU3PAKH, CYJOPOPOKHAS YIBIOKA
TOPKECTBYIOIIEH CMEpPTHU MEepecTaia HaBOJIUTh Ha Hac yxkac [...]| «IIpocHuck, pycckuit Hapoa!—
[pocuucs!™

The Apocalyptic Laughter of an “Artist-Neurosthenic”

Leonid Andreev’s Krasnyi smekh embodies the horror that the Russo-Japanese War left
in its wake. A fragmented tale divided into two parts, the first relates an unnamed soldier’s
experience during the war and his descent into madness, while the second explores the aftermath
of this soldier’s death through his brother’s increasingly mad eyes. Although it may appear, on
the surface, to be rather simplistic, the story is complicated by the fact that the first part, despite
offering a seemingly firsthand account of the front, is actually being narrated by the soldier’s
brother. Adding to the confusion permeating this text is that the world and both the people and
things populating it are abstractions—unrecognizable and unknown beings:

51 TIIETHO UCKAJI B 3TOM TOJIIE PACTEPSHHBIX JIIOJEH 3HAKOMBIE JIMLIA U HE
MOT HaWTH. DTH JIt01, OECTIOKOWHBIE, TOPOIUIUBBIC, C TOTYKOOOPA3HBIMU JIBUKCHUSIMH,
B3JIparuBarollye Mpu KakJJOM CTyKe, [IOCTOSHHO HIyIIHe YeTro-To Mmo3aau ceos,
cTaparomuecst U30bITKOM JKECTHKYJISIIMU 3aII0JHUTH Ty 3araJJOYHYIO IIyCTOTY, Ky/1a UM
CTpAILIHO 3arJIAHYTh, - OBUIM HOBBIE, Yy KM€ JIIOJIU, KOTOPBIX g He 3Hal. U romoca
3By4ajii II0-MHOMY, OTPBIBUCTO, TOJIYKAMH, C TPYIOM BBITOBApUBAs CJIOBA U JIETKO,
110 HUYTOKHOMY TTOBOJY, IIEPEX0/Isl B KPUK UM OECCMBICICHHBIH, HEYIePKUMBIA CMeX.
U Bce 6b10 uyskoe. JlepeBo ObUIO UyxkKoe, M 3aKaT 4y>KOil, U BoJa uyxKasi, ¢
0COOBIM 3a1axoM M BKYCOM, KaK OyATO BMECTE C yMEPIIUMHU Mbl OCTaBUIIN 3eMJIIO
NEpENUId B KAKOU-TO APYTO¥ MUP - MUP TAMHCTBEHHBIX SIBJICHUN U 3JI0BELIUX

3 “Sankt-Peterburg, 1 ianvaria 1905.” Beseda No 1 (January 1905) 1.
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MACMYPHBIX TeHEH. 3aKaT ObLT XKENThIN, XOJOJHBIN; HaJl HUM TSKEJIO BUCEH YepHBIE,
HUYEM HE OCBEILICHHbIE, HETIOABIKHBIC TYUH, ¥ 3eMJISl O HUM OblIa YepHa, U HaIllK
JIMIIa B 3TOM 3JIOBEILEM CBETE ObLITH JKENThI, KaK JIMIIa MEPTBEIIOB. MBI Bce CMOTpPEIH Ha
camoBap, OH TMOTYX, OTpa3u Ha OOKaX CBOUX KEJNTH3HY U YIpo3y 3aKaTa U TOXKe CTall
Yy’KOH, MEPTBBIN U HETIOHATHBIH.

In vain I looked for a familiar face in this group of disconcerted men—I could not find
one. These men, restless, hasty and jerky in their movements, starting at every sound,
constantly looking for something behind their backs, trying to fill up that mysterious void
into which they were too terrified to look, by superfluous gesticulations—were new,
strange men, whom I did not know. And their voices sounded different, articulating the
words with difficulty in jerks, easily passing into angry shouts or senseless irrepressible
laughter at the slightest provocation. And everything around us was strange to us. The
tree was strange, and the sunset strange, and the water strange, with a peculiar taste and
smell, as if we had left the earth and entered a new world together with the dead—a
world of mysterious phenomena and ominous sombre shadows. The sunset was yellow
and cold; black unillumined, motionless clouds hung heavily over it, while the earth
under it was black, and our faces in that ill-omened light seemed yellow, like the faces of
the dead. We all sat watching the samovar, but it went out, its sides reflecting the
yellowishness and menace of the sunset, and it seemed also an unfamiliar, dead and
incomprehensible object.*

The narrator’s perception of his surroundings depicts the defamiliarizing quality of war. The
sunset, yellow and cold (zhyoltyi, kholodnyi), is cast as evil, making the faces of the soldiers
resemble those of corpses. Is this the same “enemy sun” that Sologub claimed caused the
Russians to lose the war? Or is this the sun of the fading European powers, simply foretelling
their death (see figure 2.5, which shows the sun setting over Europa in the West, while a bear, a
symbol of Russia, lays dead in the East)? This world, after all, seems to be backwards; as if he
has fallen through the looking glass, the narrator finds everything to be “alien” (chuzhoi) in this
“some kind of other world” (kakoi-to drugoi mir). But it is not just the narrator and the other
soldiers in this scene who are experiencing this event through a defamiliarized lens. Due to the
text’s overall lack of specificity, the war also becomes somewhat defamiliarized for its readers.
We do not know who is fighting whom or where and when this deadly battle is taking place;
even when the enemy makes an appearance in the text, he is referred to only as a
“Henpustenbckuii conaar’ [the enemy’s soldiers]. This ambiguity imbues the text with a
timeless, distanced quality; in its vague impressionism, it is as if this could be any war.’” And
this, in fact, seemed to be Andreev’s point: imagination was central to his artistic vision. In a
well-known letter to Maksim Gor’kii (1868-1936) from mid-November 1904, Andreev
responded to his critique that the facts were more important than his relationship to the war,
“Mos Tema: bezymue u yorcac. | ...] @akThl BOMHBI Bceria MPUOIU3UTEIHLHO OJJUHAKOBBI, U

33 Leonid Andreev, Sobranie sochinenii v 6i tomakh, t. 2, Eds. E.G. Andreeva, Iu.N. Verchenko and V.N. Chuvakov
(Moskva: Khudozhestvennaia literatura, 1990) 30. All future quotations from this story will appear in text.

%% Leonid Andreyev, The Red Laugh, Trans. Alexandra Lindem (New York: Hippocrene, 1989) 39-40. All future
citations will be given in text.

37 The story was originally titled Voina [War], but eventually became, after many months of working on it, Krasnyi

smekh.
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TOJILKO OTHOIIIEHUE K HUM MeHseTcs. HakoHen, moe omuowenue Takxe QpaxT, U BecbMa
HemanoBaxHblii " [My theme: madness and horror. [...] The facts of war are always roughly
the same, and only the relationship to them changes. Finally, my relationship is also a fact, and
of no small importance].

One effect of the lack of concrete detail in this work’s impressionistic descriptive
passages is that it can become too abstract and seem to lack depth, preventing readers from
achieving any lasting connection to the story and the characters. One scholar claims that this
quality constitutes the essence of Andreev’s style: “The half-shades, the chiaroscuri of real life,
which are alone capable of calling forth a genuine human response to the events described, are
totally absent in the text.””” Even though this statement rightly employs painting terminology to
underscore Andreev’s treatment of the events taking place in the text, it also stops short of
discussing the intensely visual component of the novella. Chiaroscuri can be defined as “the
treatment or disposition of the light and shade, or brighter and darker masses, in a picture” and
what we encounter in this story is precisely that— a two-tone world, soaked in red with notes
yellow creeping in.** These two colors comprised the palette of the Russo-Japanese War and
would appear in many texts from the period—from Melkii bes to Bely’s Peterburg [Petersburg],
which I will discuss at length in Chapter Four. But to return to Krasnyi smekh, red, inscribed in
the title, is the most important color in the work, as well as the one that dominates it:

Jla, oHM TIeTT - W Bce KPYrom ObLIO KpacHO OT KpoBu. CaMo HEOO Ka3aaoch KPACHBIM,

¥ MOKHO OBLITO MOAYMaTh, YTO BO BCEJICHHOMN MPOMU30IILIa KaKas-To KaracTpoda,

KaKas-TO CTpaHHas MepeMeHa ¥ HCYE3HOBEHHUE IIBETOB: MCYE3JIH TOTy00i U 3eTIeHBIN U

JpyTHe MPUBBIYHBIC U THXUEIBETA, & COJTHIIE 3aTrOPENIOCh KPACHBIM OCHTAIbCKHM OTHEM.
- KpacHsiii cmex, - ckazain 5. (2: 29)

Yes, they sang, while all around them was red with blood. The very sky seemed to be red,
and one could have thought that a catastrophe had overwhelmed the universe—a strange
disappearance of colors: the light-blue and green and other habitual peaceful colors had
disappeared, while the sun blazed forth in a red flare-light.

“The red laugh,” said 1. (34)

The colors that we have come to expect in reality—a blue sky, green grass, a yellow sun—have
disappeared; red slowly overtakes this world, coloring even emotional experience.

We can see the color red as symbolizing death and destruction, as well as the coming
apocalypse with which Russian literature was preoccupied at the turn-of-the-century. Regarding
the red laughter in Andreev’s text, this image seems to suggest the reign of chaos, as well as the
absurdity of war. I would also argue that, for Andreev in particular, laughter, especially red
laughter, evoked the body in distress—one that is not only at war with itself and its
uncontrollable emotions, but also subject to the cruel uncertainties and hysteria of the modern
world. In this novella, war acts as one of these uncertainties; as if without boundaries, it dwells in
the narrator’s consciousness, it lurks in the landscape and it damages all who experience it.

%% Literaturnoe nasledstvo: Gor’kii i Leonid Andreev, neuzdannaia perepiska, v. 72, ed. LI. Anisimov (Moskva:
“Nauka,” 1965) 244 (17-18 November 1904).

%% James Woodward, Leonid Andreyev: A Study (Oxford: Clarendon Press, 1969) 106.

# "chiaroscuro/chiaroscuri, noun 2" The Oxford English Dictionary, 2nd ed. 1989. OED Online, Oxford University
Press, 30 Nov. 2007 <http://dictionary.oed.com/cgi/entry/500380167>).
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The image of the red sun functions as one example of the war’s influence on the
narrator’s description of his surroundings. If we look at a series of drawings from the popular
monthly journal, Beseda [The Conversation], the images that Krasnyi smekh verbally suggests
are visually present before us (see Figures 2.6, 2.7, 2.8). Each portrayal of a Japanese soldier
contains an image of the Japanese flag; in Figure 2.6, the Japanese soldier is sounding a trumpet
from which the Japanese flag dangles; in Figure 2.7, a tiny Japanese soldier, who is about to be
kicked over by a Russian bear, has a flag hanging from his weapon; in Figure 2.8, Mars, the god
of war, looks at a battalion of marching Japanese soldiers who carry the Japanese flag in the
middle of their unit. The prevalence of the flag in each image demonstrates its significance; it
emblematizes Japan’s identity as the “Land of the Rising Sun.” Japan’s sun, however, is not the
yellow orb of the West, but the deep red sun of the East. This sun, especially during the war,
seemed to symbolize the political ascent of Japan and the beginning of a new world order (recall
Figure 2.5 and the sun setting over Europe). While I am not suggesting the direct influence of
these particular images on Andreev’s story, I would point out that despite their generic
differences, they share a common language in their symbolic use of the red (Japanese) sun.
Depictions of the war, in literary, visual and journalistic culture alike, seemed to rely on a series
of repeating symbols.

In the case of Andreev, the resemblance of Krasnyi smekh to both media coverage and
the mass-produced images of the war was, for some critics, the story’s saving grace. The critic
V1. Botsianovskii observed in Rus’ that,

Jleonna AnnpeeB, HUYEro HE U3MBILUIAS 1J1sl BOCIIPOU3BEACHUS CIOKUBIIEHCS Y HETO B
Iyllie KpOoBaBO# OaTaabHOU KapTHHBI, IEpEAacT HaM, TOJIBKO B KpacKax M KU3HEHHO, T€
*e (aKThl, KOTOPBIC 3HAEM BCE MBI, HO KOTOPBIX MBI, IO HEJJOCYTY HIIU IO OTCYTCTBHUIO
9yTKOTO BOOOPaKEHUs, HE MpeicTaBisieM cebe peanbHo ... 3mbinuiate JleoHuay
AHIpeeBy OBLIO COBEPIIICHHO U3IHINHE. TenerpaMMbl U TOIPOOHBIE KOPPECTIOH ICHITHH,
MPUXOASALIME C BOWHBI KAXbI JI€HB, JAIOT TAKON MaTepHall, KAKOTO HE UCMBICIUT CAMOE
TIBIIKOE BOOOpaKeHHE

Leonid Andreev, fabricating nothing for the reproduction of the bloody battle painting
that assembled in his soul, gives us, only in colors and realistically, those same facts,
which we all know, but which we, due to a lack of time or to the lack of a sensitive
imagination, don’t imagine to be real...For Leonid Andreev, fabricating was perfectly
unnecessary. The telegrams and other correspondences coming from the war every day
give such material, which even the most fervid imagination couldn’t contrive.

Botsianovskii’s interpretation of the story invites us to see Andreev’s often highly symbolic and
turgid prose to be based on the facts—the facts that everybody already knew. While he did
mention that these facts obviously worked upon Andreev’s sensitive imagination,
Botsianovskii’s point is that that Andreev cannot himself be accused of having fabricated them.
Andreev, in a way, was just the interpreter, the man who attempted to make artistic sense of the
wide range of material being delivered from the front. What resulted from his efforts to make
sense of it all was a “painting” (kartina), an artistic and imaginative depiction of the war that
resonated with many who followed it avidly in the press. Certainly something about Krasnyi

1 Qtd. in AV. Bogdanova, “Kommentarii,” Leonid Andreev: Sobranie sochinenii v 6i tomakh, tom vtoroi (Moskva:
Khudozhestvennaia literatura, 1990) 517.
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smekh must have spoken to both the Russian imagination and Russian readership at that time, for
it enjoyed great success after its publication, selling roughly 60,000 copies.

Not everybody was convinced or enthralled by the story, however. Vikentii Veresaev
(1867-1945), who went to the war as a doctor, recalled reading Krasnyi smekh at the Manchurian
front with the other soldiers and laughing. He and the soldiers saw it as an overwrought, highly
stylized account of the war: “npousBeseHue 0OJIBIIOTO Xy J0KHUKA-HEBPACTEHUKA, OOJIBHO U
CTPACTHO MePEeKMBABIIETO BOITHY Uepes ra3eTHbIe KOPPECIOHACHIUH 0 Hei™ [a story of a great
artist-neurasthenic, badly and passionately experiencing the war through the news
correpondences about it]. This, in fact, is an apt description of the story, particularly when you
consider the manner in which Andreev wrote it: fevered, in a nervous condition and afraid to be
left alone in his room.* But one thing that we cannot discount that, even if Veresaev found the
story to be ridiculous, he saw the press as being guilty of generating material that led to false
interpretations of the war.** Also falling into Veresaev's camp was G. Staryi, who issued a
challenge to Andreev in his review of the story: “Iloe3:xaii, kak nmucaTens, Ha BOWHY, yBHail ee
’KHBBIMH TJIa3aMH, a He COUrHail ee cebe...”" [Go, as a writer, to the war, see it with your living
eyes, but don’t create it for yourself...]. This call for realism and live coverage—to see the war
with one's living eyes (zhivymi glazami) stood in direct contrast to Andreev’s mission, which I
mentioned earlier: to represent an attitude fowards the war, not the war itself.

But ironically, Andreev was misunderstood by almost everybody. In a letter to O.
Dymov, Andreev wrote that,

HekoTtopbie — HeMHOTHE BIIPOYEM, - YIIPEKAIOT MEHS, YTO 5 B3sUICA H300paXkaTh TO, YETO
HE BHJIETI, TAKOM YIIPEK MPEACTABIAETCA MHE ITOJIOKUTENBHBIM HelopasymenueM ... 1
0c00EHHO CTpaHHO TaKOe HeJOpa3yMeHHUe Teneph, Koria HaJl BKyCaMu IMyOJIUKY [apsT
beknun u Bpy6ens. [TouTu BCSIKHiA, KTO 3Hae€T MEHS M 3HAET, YTO 51 HE ObUT Ha BOWHE
IIONIEPBOHAYAILY OTHOCUTCS K pacCKa3y C HEIOBEPUEM, a KTO MEHS HE 3HACT, yBEPSIET, UTO
s Ha BOHE OB, X OYEHb PA304APOBBIBACTCS, Y3HAB MPABIY.

Several-—not many, though—reproach me for taking it upon myself to depict that which I
haven’t seen, such a reproach appears to me a complete misunderstanding [...] And
especially strange is such a misunderstanding now, when Bocklin and Vrubel’ are ruling
over the tastes of the public. Almost everyone who knows me and knows that I wasn’t in
the war relates to the story at first with distrust, while those who don’t know me are
convinced that I was in the war, and are very disappointed after they learn the truth.

Besides the confusion that swarmed around Andreev’s tale and the question of his participation
in the war, it is striking how Andreev picked up on the strange reception of his story. Why were
people so eager for facts and disappointed when they discovered that Andreev was not an actual
eyewitness to the events at the front? And how could they have mistaken Andreev’s blatant

*Ibid. 517

* Ibid. 510

* Laura Engelstein discusses the relationship between newspapers and decadence, showing how, from the 1890s
onwards, they engaged in the same “exchange of fantasy and market in desire” as literary texts, The Keys to
Happiness: Sex and the Search for Modernity in Fin-de-Siecle Russia (Ithaca: Cornell UP, 1992) 368.

* Qtd. in A.P. Bogdanova, 516

* Tbid. 517-8
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symbolism for reportage from the field of action? His letter both speaks to and reveals the
sensational quality of the war. For the Russian imagination, it seemed that anything could happen
at the distant Manchurian front—the war itself was far enough away so as to seem unreal. The
age in which he was writing was dominated not only by a fervid imagination, but also by the
popularity of the highly symbolic and demonic paintings of Arnold Bocklin (1827-1901) and
Mikhail Vrubel (1856-1910).

Andrei Bely, one of Andreev's early defenders, reacted to critiques of Krasnyi smekh in
his famous “Apokolipsis v russkoi poezii” [The Apocalypse in Russian Poetry, 1905], writing
that “Ynpexkator JI. AHIpeeBa B cyObeKTUBU3ME: BMECTO TOTO YTOOBI OMUCHIBATH MAaCCOBOE
JBMKEHUE BOMCK MITM OBITOBYIO KapTHUHY BOMHBI, OH OYJTO TPE3UT: HO B 3TOM €T0
IPOHMKHOBEHHE B coBpeMenHocTh” ' [They condemn L. Andreev for subjectivism: instead of
describing a mass movement of troops or a domestic scene of war, it is as if he is dreaming: but
in this is his penetration into modernity]. For Bely, dreams—the place where reality and the
imaginary merged—signified the landscape of modernity; both the age and the war in which the
Russians were fighting took on a surreal quality.

In the same article, Bely offered a more comprehensive view of the Russo-Japanese War
itself:

be3HpaBCTBEHHOE MPUIIOKEHUE HAYKH CO3/1a€T yKAChl COBPEMEHHOM BOWHBI C
SnoHne—BONHBI, B KOTOPOH BUIUM SIBUBIIMICSA HAM CUMBOJI BCTAIOLIEr0 Xaoca.
[TpocmatpuBas Opourtopa Jlroqosanka Homo «OHu He 3HAINY, y3HAEM, YTO BCE HAIIH
BOCHHBIE ONlEpalIMM—CIUIOIIHOM ONTHYECKU 00MaH. SImoHNus—Macka, 3a KOTOpoi—
HeBUAUMBIE. Borpoc o mobene HaJl BparaMu TECHO CBSI3aH C TIEPEBAJIOM B CO3HAHUM,
HaMpPaBJICHHOTO K PELICHUIO ITy00oUaiiilinX MUCTUYECKHX BOIIPOCOB €BPOIEHCKOr0O
yesIoBeuecTBa.

Immoral application of science creates the terrors of the modern war with Japan—a war
in which we see the symbol of rising chaos manifesting itself to us. Looking through the
brochure of Ludovnic Naudeau, “They Did Not Know,” we recognize that all of our war
operations are a continuous optical illusion. Japan is a mask, behind which are the
invisibles. The question of victory over our enemies is closely related with the crossing in
the consciousness directed to the solution of the deepest mystical issues of European
mankind.

As we can see, Bely’s symbolic treatment of the war closely resembles Andreev’s, and, in fact,
may even have been influenced by the language and imagery he found in Krasnyi smekh. There
is the symbol of rising chaos (vstaiushchii khaos), as well as signs that Bely himself may be “as
if dreaming” and prone to neurasthenic perceptions of the war. Influenced by the brochure of the
famous French journalist Ludovic Naudeau (1872-1949), Bely viewed the war as an “optical
illusion” (opticheskii obman)—a distortion of reality. Japan, too, was highly illusory—a “mask
behind which lurked the invisibles” (maska, za kotoroi—nevidimye). This perplexing metaphor
establishes both the desperate need that Russians felt to understand the enemy and the way in
which Japan did not seem real or even fathomable to them. Taking the form of a mask, one of the
prevailing symbols of the day, Japan was hidden from view; sheathed in secrecy, it represented

7 Andrei Bely, “Apokalipsis v russkoi poezii,” Vesy, No 4 (1905) 15.
“Ibid. 14
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an enigmatic and omnipresent plurality (note that Bely did not use the singular invisible, but its
plural form) that lurked in their midst.* Buried within Bely’s words was the question that was
undoubtedly on every Russian’s mind: who were the Japanese? But Bely also seemed to imply
that there was no answer to this mystery; while underneath a mask one usually finds an
identifiable face, underneath the metaphorical mask of Japan lay innumerable possibilities. To
truly unmask such an entity seemed impossible, but, as Bely presented it, it was necessary.
Triumphing over the mask, i.e. Japan/the East, was tied into the mystical and decisive question
about the fate of European humanity.

A disciple of Vladimir Solov’ev’s, Bely was susceptible to viewing the war as a
prophetic battle between the East and the West. The war, however, was less a series of battles
than a spectacle, or, as he called it, inspired by Solov’yov: a “...MupoBoii mackapa,
ydacTHUKaMU KoToporo Mkl siisiemcst” [world masquerade, of which we are appearing as
participants]. Popular in fin-de-siécle Russia, masquerades were a symbol of lurking danger and
the seductive appeal of the unknown, as well as the ever-present performative potential of life.
With the war, yet another masquerade had been set in motion, which we can see in the image
from Budil 'nik on the next page (see figure 2.9). In the middle of a ballroom stands a smiling
Japanese man (it is unclear whether he is masked or unmasked, although it should be noted that
the size of his head is unusually large in relation to his body), who seems to be wearing a
soldier’s jacket. On all sides, he is surrounded by figures dressed as goats and sheep; while they
convincingly represent the animals they are dressed as, we know that they only wear costumes
from the clear presence of human fingers wrapped around their champagne flutes. These masked
individuals all appear to be celebrating this foreigner, basking in the glow of his toothily smiling
presence; note that the caption refers to them as admirers [chestvovateli]. Although it is perhaps a
stretch of the imagination (but one that the nature of the material necessitates), this image brings
to mind the “Judgment of the Nations” (“The Sheep and the Goats”), in Matthew 25: 31-46,
which signals the end of days:

When the Son of Man comes in his glory with all his angels, he will sit on a royal throne.
The people of all nations will be brought before him, and he will separate them, as
shephards separate their sheep from their goats. He will place the sheep on his right and
the goats on his left.

Certainly, this image does not replicate the scene described in Matthew. For example, there is no
throne, nor do the sheep appear on the right and the goats on the left, although they are divided
by gender (women are sheep and men are goats). Despite these differences, the Japanese man (or
figure wearing a Japanese mask) does fulfill The Gospel of Matthew’s prediction that, “For as
the lightning comes from the east and flashes to the west, so also will the coming of the Son of
Man be" (24:27). There is still yet another possibility in this image: we can interpret the Japanese
man as the false Son of Man, or perhaps even as an embodiment of the Solov’evian Anti-Christ
from “Tri razgovora” [Three Conversations, 1900], who will deceive many and rule falsely. The
various possibilities at play in this one image highlight the instability of the symbols that the
popular press used as it bombarded the public with images of the Japanese enemy.

The unearthly power of the East had placed both the Russian imagination and world

* In the recent Petersburg: Fin de Siécle, Mark Steinberg devotes a whole chapter to the semiotics of masks,
exploring the role they played in the life and letters of Petersburg. See “Masks,” Petersburg: Fin de Siecle (New
Haven: Yale UP, 2011) 84-118.
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under siege. As Ludovic Naudeau, the author of the brochure that Bely quoted in Vesy, described
it:

B coBpemeHHOI BOiHE BCE TAMHCTBEHHO, PACCESHO, AAJIEKO, HEBUIUMO, OTBJIIEUYEHO. IJTO
- 6opn0a ’kecTOB, BO3AYIIHONW CUTHAIN3ALMY...BbI TOCTOSIHHO 0OMaHyThI
¢danracmaropueil. [...] Kro B3su1 JIsosu? Snonckas apmus? Jla, KOHEUHO, ATTOHCKAs

50
apMHsl, HO ¢ TOMOUIBIO KOIIMapa.”

In the current war everything is secret, scattered, far away, invisible, abstract. This is a
battle of gestures, full of air signaling. You are continually deceived by phantasmagoria.
[...] Who took Liaoyong? The Japanese army? Yes, of course, the Japanese army, but
with the help of a nightmare.

Everything in this description is heavy-handed; Naudeau’s language simulatenaously works to
inspire panic and sound an alarm. As he rendered it, the Russo-Japanese War symbolized
phantasmagoria. Nightmarish and fantastic, the war contained a threat of the apocalypse that was
so strong that it embedded itself in the landscape of Russian dreams.

In his real life, Andreev fell victim to such dreams and nightmarish visions about the war,
although, as he lamented to Maksim Gorky (1868-1936), “MHue Bce BpeMsl CHIUIIUCH TATPUOTHI”
[I’ve always dreamed of patriots].”' These patriots were dull and lacking in the imaginative
scope of Gorky’s more colorful dreams, which he envied. In letters to Andreev, Gorky would
describe how in his dreams he would ride on the back of a Pneumatic Inhaler (/ngaliatorii
Pnevmaticheskii), with which he would go and boast of an easy victory over the Japanese (shapki
sobrali, chtob iapontsev zakidat’)’* and even how he and Andreev came to marry Japanese girls
with the permission of the censor:

CHuII0Ch MHE TTOTOM, YTO OYATO MBI ¢ TOOOIO, JIeoHn KA, —C pa3peneHus
LEH3YPBI—BJPYT )KEHUWINCH Ha ATIOHKAX M y HAC Yepe3 HeAe0 ObII0 COPOK IITYK PEOsT.
YcnpixaB 00 3TOM (akTe U 4yA€CHOM U MOJIE3HOM, CaM SIOHCKHH UMIIEpaTop TPOE CyTOK
xoxoTai! A IOTOM BCeX HAC ¢ CeMEWCTBOM MOCAAMUI B UHTATIITOPHUIA U B30pBATh €ro Ha
BO3/YyX BBICOYAMIIIE ITOBECEN.

Hy, 1 — B30pBany, KOHEUHO, MBI C TOOOIO Pa30PBAIUCH, 2 TOTOM HAC CHOBA
CILIWJINA ¥ — YKacHO Hey100HO! MHe NpUIINIIHN TBOIO HOTY, HOC TBOW TOXE MHE MPHUILUINA
U JIBa YbUX-TO JIMIITHUX yXa MPUKPEIIIN Ha CITHHE.

Then I dreamed that you and I, Leonidka, with the permission of the censor,
suddenly married Japanese girls and in a week we had forty pieces of children. When he
heard of this marvelous and useful fact, the Japanese emporor himself laughed for three
days! And then he placed all of us with our families in the Inhaler and His Majesty
ordered us to be blown up into the air.

Well, they blew us up of course, you and I were blown up, and then they sewed us
together again—and very inconveniently. They sewed your leg on to me, they also sewed

>0 Qtd. in Bely, 15

>! Literaturnoe nasledstvo, 200 (16 February 1904)
32 ibid. 197 (12-14 February 1904)

> ibid. 198 (12-14 February 1904)
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your nose on to me, and attached two extra ears belonging to somebody else to my
.54
spine.

Most striking in this reported dream is the speed with which Andreev and Gorky procreate with
their Japanese wives. The children proliferate quickly, their number growing to forty within the
course of a week. Although from the early days of the war (12-14 February 1904), Gorky’s letter
that reports the dream seems to forewarn of the “invisibles” that Bely would later describe as
threatening Russia. There is something both superhuman and supernatural about the rapidity with
which these families grow. And what can we make of the mixing of Russian and Japanese blood,
the “marvelous and useful fact” that catches the attention of the Japanese emperor? Why is he
moved to blow them up? Quite possibly, Gorky’s subconscious was both recalling the surprise
attack at Port Arthur and the way in which, with the blink of an eye, Japan was transformed from
friend (laughing) to foe (ordering violence). The image, too, of being “sewed together again”
seems to demonstrate the damaging effects of war. In this dream, Andreev and Gorky appear to
be a stand-in for the Russian nation itself, at the mercy of an enemy who was in the process of
tearing them apart and reconfiguring their very identity. Given the grotesque form that Gor’kii’s
body takes after the Japanese piece it together, can it be that at the heart of this reported dream
lurks the suggestion that the war, itself monstrous, may just make monsters of them all?

To return now to Krasnyi smekh, 1 propose that Andreev, in his novella, sought to answer
this question. While Andreev’s description of his simple dreams of patriots may have lacked the
distinctiveness and colorfulness of Gorky’s, his fictional ones not only exceed the horror of the
deformed bodies Gorky described, but also seem to borrow from them.” For example, before the
red laugh makes its final appearance, the narrator (the soldier’s brother) has a frightening dream
that foreshadows its arrival and finally gives shape to the lurking presence of evil:

OTH IeTH, 3TU MaJleHbKUE, ellle HeBUHHBIC JeTU. S| BUIeN uX Ha yiuLe, Korjaa
OHU UT'PaJIM B BOMHY M Oeranu ApyT 3a IPyroM, U KTO-TO YK IUIaKaJl TOHEHbKUM
JETCKUM TOJIOCOM M YTO-TO JIPOTHYJIO BO MHE OT y»Kaca U OoTBpauieHus. U s ymen
JIOMOM, ¥ HOYb HACTalNa, - U B OTHEHHBIX I'Pe3ax, MOXO0XKUX Ha MoKap Cpeau HOUH, 3TH
MaJICHbKHUE €1lle HeBUHHBIEC JIETH MPEBPATHIIUCH B MOTYHUIIE JeTeH-yOHIALI.

Yro-To 31m0BeIee ropesio MIMPOKUM U KPACHBIM OTHEM, U B JIbIMY KOIOIIHIIUCH
YyZOBUIIHBIE YPOIIBI-IETH C TOJIOBAMH B3POCIBIX yOuiill. OHU TpBITaJIv JIETKO U
MOJIBMYKHO, KaK UTPAIOIINE KO3JIATA, U JBIIIAIH TSKEJIO0, CIOBHO OonbHBIE. VX PTHI
MOXOIWJIM Ha MACTH 7Ka0 WITH JIATYIIEK U PaCKPBIBAINCH CYAOPOKHO U IIMPOKO; 3a
MIPO3PAYHOI0 KOXKEH MX TOJIBIX TeJ yIpIoMo Oekasia KpacHasi KpOBb - U OHU YOUBAJIH
Apyr apyra, urpas. OHM ObLIM CTpaIIHEe BCETo, YTO S BUJEI, IOTOMY YTO OHH OBLIH
MaJIeHbKUE U MOTIJIM IIPOHUKHYTH BCroay. (2: 60)

Those children, those innocent little children. I saw them in the street playing at
war and chasing each other, and one of them was already crying in a high-pitched,
childish voice—and something shrank within me from horror and disgust. And I went

>* Letters of Gorky and Andreev, 1899-1912, ed. and trans. by Peter Yershov (London: Routledge,1958): 60.

> Andreev finished writing Krasnyi smekh on 9 November 1904 and, as he wrote to Veresaev, he completed his
novella in nine days; see Woodward 98. Considering that Gor’kii’s reported account of his dream appeared in a
letter from mid-February 1904, it is likely that this description stuck with Andreev and continued to haunt him.
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home; night came on—and in fiery dreams, resembling midnight conflagrations, those
innocent little children changed into a band of child-murderers.

Something was ominously burning in a broad red glare, and in the smoke there
swarmed monstrous, misshapen children, with heads of grown-up murderers. They were
jumping lightly and nimbly, like young goats at play, and were breathing with difficulty,
like sick people. Their mouths, resembling the jaws of toads or frogs, opened widely and
convulsively; behind the transparent skin of their naked bodies the red blood was
coursing angrily—and they were killing each other at play. They were the most terrible of
all that I had seen, for they were little and could penetrate everywhere. (146-7)

A transformative quality is at play in this literary dream, for the young and innocent children the
narrator formerly saw playing in the street now take on surprising features, becoming “children-
killers” (deti-ubiitsy). The grotesque impression that their adult heads and childlike bodies create
is one of nature having gone awry—of the children having been defiled by the evils of war. After
reading the story, Gorky suggested to Andreev that he cut this section out because it weakened
the story’s overall strength. It seems that, for Gorky, dreams—personal, imaginative accounts—
were not the material of stories. Rather, Gorky wanted facts and thus proposed that Andreev use
a newspaper clipping to illustrate his point, one that he was including in his letter to Andreev.
Gorky argued that the contents of the clipping resembled the scene in his story, but offered a less
symbolic and heavy-handed account of the war®:

A children’s game. In the district near Cheliabinsk, according to the Samara
Gazette, the following terrible event took place:

Some youngsters had decided to play “war”; they divided up and formed two
camps: “the Russians” and “the Japanese.” Finally, “the Russians” won and the leader of
the “Japanese,” “Kuroki™’ was taken captive...Passions ran strong. ..

“What will we do with the prisoner?” they asked; they held a “council of war”
and immediately passed a resolution:

“Kuroki is to be hanged!”

A rope was found, soon a gallows was set up...

This “game,” to tell the truth, had a terrible end: a death rattle was heard in the
throat of the boy who had played the part of “Kuroki.” He had fallen into the noose. The
boys bestgame frightened and ran away, and at that very instant the unfortunate child
died...

But Andreev, while acknowledging that there were certain merits in Gorky’s critique, ultimately
disagreed with him.>® In his response, he wrote that he had known of the clipping before Gorky
had sent it to him and that he also knew of several others that would have worked just as well.
He confessed that he had even written about media coverage of the war, but, upon further
reflection, had removed this section from his story. Andreev, it seems, truly did prefer the

%% See Literaturnoe nasledstvo, 243 (16-18 November 1904), and Letters of Andreev and Gorky, 64-5.

°7 This name refers to General Tamemoto Kuroki, who enjoyed a series of victories in the Russo-Japanese War,
most notably, the Battle of the Yalu River and the Battle of Liaoyang.

> Letters, 66. The quote from the clipping is available only in the translation of the letters; the Russian original
offers only a footnote about the clipping that Gor’kii included in his letter to Andreev, not an account of the clipping
itself; see 244 n.1.

> Literaturnoe nasledstvo, 245 (17-18 November 1904)
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impressionistic and the phantasmagoric world of imagination to facts. For him, the game that
these children engage in is about more than “playing at war.” It is about the battle for humanity
itself and the senseless degradation that war has brought upon it. The journalistic account of the
children’s “game” paled in comparison to what Andreev could achieve by taking the events in
the clipping and retelling them through a literary dream.

With dreams, he could amplify the horror and, indeed, the whole scene of the narrator’s
dream evokes the apocalypse. The narrator of Krasnyi smekh compares the children to goats
(kozliata), the sinners who, as I discussed earlier in relation to Figure 2.9, will be present at the
end of days, and also to either toads or frogs (zhaby ili liagushki), which recalls The Book of
Revelation:

And I saw three unclean spirits like frogs come out of the mouth of the dragon, and out of
the mouth of the beast, and out of the mouth of the false prophet. For they are the spirits
of devils, working miracles, which go forth unto the kings of the earth and of the whole
world, to gather them to the battle of that great day of God Almighty” (16: 13-14).

Beyond their apocalyptic connotations, frogs were also one of the many dehumanizations

used to represent the Japanese enemy during the war (the other favorite was monkeys; see
figures 2.10 and 2.11). We can see one example of this in the image on the next page, “The
Foolish Frog at Port Arthur” [Liagushka dura y Port-Artura, Figure 2.12], which takes I.A.
Krylov’s famous fable (basnia), “Liagushka i vol”® [The Frog and the Ox] and applies it to the
war.®' In this propagandistic pairing of word and image from March 1904, the frog in the
meadow is transformed into one that is prepared for war; it stands with erect posture and, in its
hands, carries a sabre and a gun. Most importantly, the image shows the frog’s belly to be full of
air, for it is readying itself to blow over the much larger “ox” (Russia) of which it is envious. The
frog, however, grossly overestimates its abilities. Its foolish actions lead to its death, while the ox
never even feels a thing. The intended message of this image is clear: Japan should take heed and
not pick fights with its larger and supposedly much stronger enemies, for, in doing so, it would
be hurting only itself. But by the time Andreev was writing, reality had already disproved the
message that this image propagated. Japan was perhaps as small as a frog, but a frog could, it
turned out, blow over an ox.

From a red sun to murderous frog-like children, the textual fabric of Krasnyi smekh
invites confusion, horror and disbelief. It simultaneously presents dual possibilities to the reader;
it is a narrative about the Russo-Japanese War, as well as about any war. It is also, at once,
highly symbolic and realistic— the product of Andreev’s imagination and the stuff of
newspapers. Incorporating and distorting material from the media and popular symbols
associated with the war, Andreev’s novella plays at war just as the children did in newspaper
clipping that Gorky sent to Andreev in a letter and the dream of the narrator. In this game,
however, the enemy is war itself and its many manifestations, the most threatening of which is
the one recognized by all: the phantasmagoric and dangerously omnipresent red laugh that
accompanies the enemy’s advance from the battlefield to the domestic sphere.

% The text of the image is almost the same as Krylov’s fable; only the last four lines are missing: Sochineniia, t. 2:
Basni, stikhotvoreniia, p’esy, ed. S. Chulkov (Moskva: Khudozhestvennaia literatura, 1969) 11.

%! 'Yulia Mikhailova discusses the way that Krylov’s fables were incorporated into the popular prints from the war.
See “Images of Enemy and Self: Russian ‘Popular Prints’ of the Russo-Japanese War,” Acta slavica iaponica, XV1
(1998) 30-54.
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Banzai: Profiling the Enemy as if Through a Dream

In the opening pages of Aleksandr Kuprin’s “Shtabs-kapitan Rybnikov” [Staff-Captain
Rybnikov, 1906)], urgency and chaos reign, for the news that Tsushima has fallen has reached
the Russian capital. Unlike Andreev, Kuprin (1870-1938) did not defamiliarize the war for his
readers; his story is very much set in the aftermath of its specific moment. We should not,
however, allow these gestures towards realism to fool us.®* This is nothing like Kuprin’s earlier
story of the war, “Poedinok” [The Duel, 1905], that excoriated the Russian military. Beyond the
historical detail of Tsushima, “Shtabs-kapitan Rybnikov” deviates from fact, using the
uncertainty of the days following Russia’s fateful loss to present a war narrative that is quasi-
realistic, quasi-phantasmogoric. In a way, it is almost as if Kuprin picked up where Andreev, a
fellow member of Gorky’s Znanie school, left off. Although both authors, due to their
association with Znanie, were purported to be realists, we see that their (neo)realism has limits,
relying heavily on impressionistic descriptions and symbols. For example, just as in Krasnyi
smekh, in Kuprin’s story, the enemy is introduced through a reference to a dream. The journalist
Shchavinsky, who narrates the first part of “Shtabs-kapitan Rybnikov,” observes about the
mysterious staff-captain: "TouHo s ero 6o cue Buaen", - mogyman Ll{apuncknit”® [It’s exactly as
if I saw him in a dream, thought Shchavinsky, my italics]. Unlike the formless and encroaching
enemy in Andreev’s tale, the enemy with which we are now confronted—the eponymous hero of
this work—is entirely real. He has penetrated the domestic sphere and he even moves freely
within certain circles of Petersburg society, which only adds to the ambiguous air surrounding
his identity.

The story begins with Shchavinsky picking up on Rybnikov’s strangeness almost
inadvertently. As a reporter, his job is to observe and to make sense of the world surrounding
him, but Rybnikov seems to escape even Shchavinsky’s powers of perception:

[Toxa ou [IIITabc-kanuran] roBopw, [l{aBuHCKHIT BHUMATEIHLHO HAOIIOIAMT 32
HUM. Bee y Hero Ob110 00BIYHOE, YHCTO apMENCKOe: T0JI0C, MaHEePbl, TOHOIIEHHBIH
MYHIUp, OeAHbIN U TpyOBIit s13bIK. [I[aBUHCKOMY NPUXOIUIOCH BUJIETh COTHU TaKUX
3a0yJ/IbIr-KalMTaHOB, Kak OH. Tak ke OHU OCKJIA0JISAINCh U YEePTHIXAINUCh, PACTIPABIISLIH
YCBI BJIEBO UBIIPAaBO MOJIOALIEBATHIMU JABM)KEHUSIMH, TaK JK€ B3/I€pTUBAJI BBEPX IUIEUH,
OTTOIIBIPUBAJIN JIOKTH, KAPTUHHO ONUPATUCH HA MIAIIKY U LIEJIKaI BOOOpaKaeMbIMU
mmopamu. Ho ObLIIO B HEM U 9TO-TO COBCEM OCOOeHHOe, 3aTacHHOe, yero ll[aBuHckuit
HUKOI'JIa HE BUJIAJ U HE MOT OIPEAEIIUTh, - KaKas-TO BHYTPEHHSISI HANIPSKEHHAsI, HEPBHAS
cwia. beuio moxoxe Ha To, 4To Il]aBUHCKHIT BOBCE HE YAUBWICS ObI, €CJIA OBl BAPYT 3TOT
XPUISILIUN U TbSHBINA OypOOH 3aTOBOPHII O MOHKUX U YMHBIX 8EUaAX, HENPUHYIHCOEHHO U
SACHO, U3AUIHBIM S36IKOM, HO HE YIUBHIICS ObI TaKXkKe KaKoH-HUOY b 0e3yMHOM,
BHE3AITHOM, TOPSUEYHOMH, Ja)ke KpOBABOM BBIXOJKE CO CTOPOHBI IITa0C-KaluTaHa.

B nune ero nopaxaio Il[aBUHCKOTO TO pa3HOE BIIEYATIEHUE, KOTOPOE
npou3BoamIHM ero (ac u npoduis. CO0Ky 3T0 ObIII0 OOBIKHOBEHHOE PYCCKOE,

62 In his study of the story, Stites suggests that the psychological nature of the story—namely, the verbal sparring
that takes place between Shchavinskii and Rybnikov—hides the story’s less than believable qualities, 434.

63 Aleksandr Kuprin, “Shtabs-kapitan Rybnikov,” Sobranie sochinenii v deviati tomakh, t. 4, Eds. N.N. Akopova,
F.I. Kuleshov and K.A. Kuprina (Moskva: Khudozhestvennaia literatura, 1971) 229. All future citations from this
story will be given in text.
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YyTh-4yTh KAJIMbBIKOBATOE JIMIIO: MAJICHbKHI BBITYKJIBIH J100 MO yXOISAIIMM BBEPX
4epernom, pycckuii 0ec)opMeHHBIH HOC CITUBOM, PEJIKHE KECTKUE YePHBIC BOJIOCHI B
ycax ¥ Ha OOpOJIeHKE, T0JI0Ba KOPOTKO OCTPHKEHHAs, C CUIIbHOM ITPOCEbI0, TOH
JIUIAa TEMHO-KENThIN oT 3arapa [...] Ho, moBopauunBasce nuiom k [l{aBunckomy, on
cefyac ke Ha4MHaj €My KOro-TO HallOMUHaTh. YTO-TO Ype3BBIYANHO 3HAKOMOE, HO
TaKoe, 4Yero HUKaK Hellb3s ObUIO YXBATUTh, YyBCTBOBAJIOCH B ATUX Y3E€HBKUX,
30PKHX, APKO-KO(EHHBIX TTIa3Kax ¢ Pa3pe3oM HAaUCKOCh, B TPEBOXKHOM H3THOe
YepHBIX OpOBEH, AYIINX OT MEPEHOCH KBEPXY, B YHEPTUYHON CYyXOCTH KOXH,
KpEnKo OOTATHMBABIICH MOILTHBIE CKYJIBI, a TTIaBHOE, B OOIIEM BBIPa)KEHUH 3TOTO JIMLA
- 3M00HOT0, HACMEILIMBOI0, MHOTO, MOy, Ja)ke BBICOKOMEPHOTO, HO HE
YEJI0BEUECKOr0, a CKOpee 3BEPUHOI0, a el BEPHEE - JIMLA, [IPUHAJJICKALLETO
CYUIECTBY € Apyroi ruaHeTsl. (4: 229; my italics)

While he spoke Shchavinsky observed him closely. Everything in him agreed
with the conventional army type: his voice, manner, shabby uniform, his coarse and
threadbare speech. Shchavinsky had had the chance of observing hundreds of such
debauched captains. They had the same grin, the same ‘Hell take ‘em,’ twisted their
mustaches to the left and right with the same bravado; they hunched their shoulders,
stuck out their elbows, rested picturesquely on their sword and clanked imaginary spurs.
But there was something individual about him as well, something different, as it were,
locked away, which Shchavinsky had never seen, neither could he define it—some
intense, inner, nervous force. The impression he had was this: Shchavinsky would not
have been at all surprised if this croaking and drunken soldier of fortune had suddenly
begun to talk of subtle and intellectual matters, with ease and illumination, with elegant
language; neither would he have been surprised at some mad, sudden, frenzied, even
bloody prank on the captain’s part.

What struck Shchavinsky chiefly in the captain’s looks was the different
impression he made full face and in profile. Side face, he was a common Russian, faintly
Kalmuck, with a small, protruding forehead under a pointed skull, a formless Russian
nose, shaped like a plum, thin stiff black mustache and sparse beard, the grizzled hair
cropped close, with a complexion burnt to a dark yellow by the sun [...] But when he
turned full face Shchavinsky was immediately reminded of someone. There was
something extraordinarily familiar about him, but this ‘something’ was impossible to
grasp. He felt it in those narrow coffee-colored bright eagle eyes, slit sideways; in the
alarming curve of the black eyebrows, which sprang upwards from the bridge of the nose;
in the healthy dryness of the skin strained over the huge cheekbones; and, above all, in
the general expression of the face—malicious, sneering, intelligent, perhaps even
haughty, but not human, like a wild beast rather, or, more truly, a face belonging to a
creature from another planet.®* (my italics and translation amended)

What most perplexes Shchavinsky about Rybnikov is the tension that exists between his external
image and the inner-turmoil (vautrennaia napriazhyonnaia, nervnaia sila) that his body seems to
mask. Through Shchavinsky’s gaze, we see that there is something both zoo polished and oo
ordinary about the Shtabs-kapitan for him to be just another Russian soldier. Adding to the

%4 Alexander Kuprin, “Captain Ribnikov,” The River of Life and Other Stories, trans. S. Koteliansky and J.M. Murry
(Boston: John Luce & Co., 1916) 49-50. All future citations from this translation will be given in text.
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impression that something is not quite “right” are the competing ethnic characteristics
comprising the Shtabs-kapitan’s visage. Shchavinsky examines Rybnikov as he would a work of
art, studying the composition of his face and profile (fas i profil’) to see how the disparate pieces
work together. For him, physiognomy appears to be the only way of determining the truth about
his identity.> But even as he is able to separate and consider each part of Rybnikov’s face in
isolation, Shchavinsky ultimately cannot put them together to make a complete and recognizable
whole. There are limits to surface perception—to the knowledge of self that the body makes
accessible to another. Shchavinsky’s description of Rybnikov underscores not only this, but also
the central question of the text: Who is this mysterious Shtabs-kapitan and where does he come
from?

Despite the urgency of this question, it seems that Shchavinsky is not yet in a position to
articulate the truth that hovers on the surface of his observations,’® for even as this passage sets
the mystery in motion, I suggest that it may also reveal the secret of the text. If we closely
examine the language that Shchavinsky uses when he considers Rybnikov’s confusing persona,
“Bp110 IOX0XeE Ha TO, yTo lllaBHHCKMI BOBCE HE YAMBUIICS OB, €CIIM OBl BAPYT 3TOT XPUIISAIIUI
Y TIbSIHBIN OypOOH 3arOBOPUII O MOHKUX U YMHBIX 8eUaX, HENPUHYHCOEHHO U ACHO, UAUJHBIM
sa3zvikom,” we see that this is the language of japonisme. In articles that discussed Japan and its
culture, both during the war and in the immediate post-war period, writers sometimes used the
word “iziashchnyi” to demonstrate the artistic elegance evident in daily Japanese life; for
example, geishas are “iziashchny i umny”®’ [elegant and smart]. Tea houses, too, are filled “s
iziashchnymi ornamentami”®® (with elegant ornaments). Within Rybnikov, Shchavinsky senses a
similar potential to beautify and elevate his surroundings (although, in the case of Rybnikov, this
ability is currently dormant). To communicate with “elegant language™ and to discuss “subtle
and intelligent topics” is not only to embody the aesthetic principles of Japanese art, but also to
be yourself a work of art. This, in fact, is exactly what Shchavinsky makes Rybnikov as he
visually studies him; he alone represents an object of fascination in the dull crowd of Russian
soldiers (in a way, this scene could be the celebration of the body that Sologub had been longing
for in artistic depictions of the war). And who in this text besides Rybnikov, a character who will
soon be openly accused of being a spy, is better suited to participate in what one critic describes
as being at the core of Japanese art, “>XKHU3Hb HCKyCCTBEHa, Kak ussuynas nbeca” [life is artful,
like an elegant play, my italics]?

Despite his latent potential to transform himself into a living embodiment of japonisme,
Rybnikov fails to reach these heights, for he is instead surrounded by drunkards and speaks only
cliched Russian. This latter trait in particular causes Shchavinsky to doubt his rising suspicions

% In a recent dissertation, Thosaeng Chaochuti traces the history of physiognomy and “body reading,” exploring the
role that they play in both urban fiction and detective novels, “What Evil Looked Like: The Practice of Reading the
Criminal Body in 19" and 20"- Century Europe, diss. University of California, Los Angeles, 2008.

% The feuilletonist Shchavinsky seems to have a privileged role in the text, for Kuprin, who worked as a journalist
before turning to literature, greatly esteemed the craft. He noted about the function of a journalist: “Penoprep, kak
1 OeIeTPUCT, NOJIKEH 3HATh BCE, YMETh BCE, U IMHCaTh 000 BCEM...XyA0XKHUK 4aCTO CTAHOBUTCA PEHOPTEPOM, a
pernopTep NoJHUMaeTCs A0 YpoBHs XynoxHuka,” Oleg Mikhailov, Zhizn’ zamechatel 'nykh liudei: Kuprin (Moskva:
Molodaia gvardiia, 1981) 29.

7 D. Sladen’, “Zabavnaia Iaponiia: Chainye doma i geishi,” Beseda No. 8 (August 1904) 807. These sketches
(ocherki) were translated from the English into Russian by M.N. Dubrovin. The first sketch from this series
appeared in May 1904 and, in a footnote, the editor of the journal explained that they were preparing these sketches
for a book that would be published later.

% ibid. 810

8 p, Nikolaev, “Srednovekovaia poeziia v miniat’iurakh,” Mir iskusstva No. 12 (December 1904) 121.
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about Rybnikov’s true identity, which he has tentatively begun to formulate to himself is a
Japanese spy:

A 4ro, eciu 51 caM ce0e HaBs3aJl CMELIHYIO U MPEAB3ATYIO MbICIb? UTO, eciu s,
IBITJIMBBIN ceplueBes, caM ceds 0lypadni MPOCTO-HAPOCTO 3aKyTHBILIUM
rorojeBckuM kanutaHoMm KomelikuapiM? Benps Ha Ypaiie u cpeau opeHOyprekoro
Ka3ayecTBa MHOI'O UMEHHO TaKUX MOHT'OJILCKUX IIapaHHbIX null. (4:236)

“Suppose I’ve forced myself to believe in a ridiculou preconceived idea? Suppose I, a
keen observer of the human heart, have just let myself be fooled by a disreputable
Gogolian Captain Kopeikin? Surely there are any number of saffron yellow Mongolian
faces in the Urals or among the Orenburg Cossacks.” (60, translation amended)

Just as quickly as the idea of espionage strikes Shchavinsky, he realizes he may be letting his
imagination play tricks on him. Given both his uncertainty and suspicions, we can see him as
being a victim of the popular press and its coverage of the war. In various periodicals from the
time of the war, we find images of Japanese spies lurking in Russia. One image (see Figure 2.13)
from Beseda [The Conversation], a journal that used images from both the foreign and Russian
press, shows a Japanese soldier hiding underneath a Russian soldier’s military coat, while in
another (see Figure 2.14) a Japanese spy is discovered hiding in a latrine; the caption beneath
this image highlights the ubiquity [vezdesushchnost’] of the Japanese spy. Yet another image
(see Figure 2.15) features a Japanese spy being shocked by the discovery of his identity since, in
his own words, “U kak 3T0 MeHs Y3HaJIH U I0TAAIUCh, YTO S MIMUOH! A yX 5 I1 He
Hapsauics!” [How did they guess and recognize that I was a spy! I had not even dressed up
yet!]. This image suggests that the spy could walk down the streets in any Russian city and
perhaps go unnoticed; he does not expect to be caught, for he thinks that he blends in. Clearly,
the press helped to spread paranoia about the Japanese enemy’s hidden presence within Russia;
in their portrayal of the Japanese, they were small and easily able to hide. As these images
suggest, they could, in fact, be anywhere—under one’s clothes, in one’s toilet and lurking on a
street corner waiting to disguise themselves. But even in light of the widespread nature of these
fears and Shchavinsky’s obvious susceptibility to them, he also realizes that the mystery of
Rybnikov’s identity does not have to be so complicated as to entail his being a Japanese spy in
disguise. Kuprin has Shchavinsky again consider the possibility that Rybnikov, with his
“Mongolian, saffron yellow face” is not a foreigner, but a native of the Russian East, subject to a
unique form of cultural hybridity. Because Russia is both a geographically vast and ethnically
diverse country, the very concept of “Russianness” becomes a liability in this novella. As one
scholar observes about the world of “Shtabs-kapitan Rybnikov”:

“the state is overextended, and its inhabitants are a mixture of races not to be trusted.””’

We see evidence of the ethnic tension that existed during the war when Shchavinsky,
again convinced that Rybnikov is a spy, attempts to manipulate him into betraying himself by
grossly slandering the Japanese. To do so, he paints an exaggeratedly negative and dehumanizing
portrait of Japan in a lengthy monologue:

70 Barbara Heldt, “’Japanese’ in Russian Literature: Transforming Identities,” 4 Hidden Fire: Russian and Japanese
Cultural Encounters, 1868-1926, ed. J. Thomas Rimer (Stanford: Stanford UP, 1995) 176.
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- [la, HO Bce-TakH ajib MHE O€THBIX MAaKaKOB! - TOBOPHJI OH C HPOHHUUECKUM
COKaJleHUuEM. - UTO TaM HU pacCcKa3biBaii, a SMOHUS B 3TOM BOMHE UCTOILNIIA BECH
CBOM HalMOHAJIbHBINA reHui. OHa, M0-MOEMY, IMOX0Ka Ha XYJIEHBKOT0, TIIEYIIHOTO
YEJI0BEKA, KOTOPBIN B DKCTA3€ U ONbIHCHUHU WIA OT XBACTOBCTBA B3sUI U IOJHSI
CIMHOIO J1BAJIIAaTh y0B, HAJOpBaJ ceOe )KUBOT U BOT YK€ HAYMHAET YMUPATh
MEJJICHHOU cMepThio. Poccus, BuanTe, 3TO COBCeM 0co0asi CTpaHa - 3TO KOJIOCC.

Jlnist Hee MaHbYWKYPCKHE OPasKEHHs BCE PABHO YTO KPOBECOCHBIE OAHKH ISt
IIOJIHOKPOBHOI'O YeJIOBEeKa. BOT yBuANTE, Kak OHA MONPABUTCS U 3aLBETET IIOCIIE
BOIHBI. A fnonus 3axupeet u ympeT. OHa HagopBanack. ITycTs MHE HE rOBOpAT,

4TO TaM KyJbTypa, 00I11as IpaMOTHOCTb, €BpOIeiickas TeXHuKa. Bee-Taku B KOHIIE
KOHIIOB SITMIOHEI] - a3uaT, MOJYy4eloBeK, onyode3bsHa. OH U MO THITY
npubIKaeTcs K 00e3bsHe TaK ke, Kak OyIiMeH, Tyaper u 6otokya. Crout

00paTUTh BHUMaHHE Ha KaMIIepoB yroi ero juua. OqHUM CI0BOM - Makaku. U Hac
noOe/ria BOBCE HE Ballla KyJIbTypa WK NOJIUTUYECKAst MOJIOJIOCTh, a IPOCTO
KaKas-TO CyMaclleuIas BCIBIIIKA, SIWICNITUYECKUI IPUIIaoK. Bbl 3Haere, 4To Takoe
raptus, npunaaok OemenctBa? Crnabasi )KEHIIMHA pa3pbIBACT LENH U

pa3dpachIBaeT 310POBEHHBIX MYXKUYWH, KaK 1enku. Ha npyroit 1eHs oHa He B cujiax
noAHATh pyKy. Tak u fInonus. Ilosepbre, ociie €€ repoONYECKOro IMpuIaaKa
HacTynur 6eccuiue, Mapa3sm. Ho, KoHEYHO, paHbIlle OHA MPOUIET Yepe3 MoJIoCy
HAIIMOHAJIFHOTO XBACTOBCTBA, OCKOPOUTEIHHOI BOCHIIMHBI M 0€3yMHOTO IIOBUHU3MA.

(4: 240)

“Still, I'm sorry for these poor Japs,” he said with ironical pity. “When all is said,
Japan has exhausted all her national genius in this war. In my opinion, she’s like a feeble
little man who lifts a half dozen hundredweight on his shoulders, either in ectasy or
intoxication, or out of mere bravado, and strains his insides, and is already beginning to
die a lingering death. You see Russia’s an entirely different country. She’s a Colossus. To
her the Manchurian defeats are just the same as cupping a full-blooded man. You’ll see
how she will recover and begin to blossom when the war is over. But Japan will wither
and die. She’s strained herself. Don’t tell me they have civilization, universal education,
European technique: at the end of it all, a Japanese is an Asiatic, half-man, half-monkey.
Even in type he approaches a Bushman, a Touareg, or a Blackfellow. You have only to
look at his facial angle. It all comes to this, they’re just Japs! It wasn’t your civilization or
your political youth that conquered us at all, but simply a fit of madness. Do you know
what a seizure is, a fit of frenzy? A feeble woman tears chains to pieces and tosses strong
men about like straws. The next day she hasn’t even the power to lift her hand. It’s the
same with Japan. Believe me, after the heroic fit will follow impotence and decay; but
certainly before that she will pass through a stage of national swagger, outrageous
militarism and insame Chauvinism.” (67-8)

Strikingly, Shchavinsky’s words echo the sentiments that I explored earlier in my analysis of
Vesy: the Japan that he describes has exhausted itself (istoshchila) and its national genius (art).
Drunk (v op 'ianenii) on its own success with the West, it allowed itself to engage in this war,
thereby guaranteeing what Shchavinsky predicts to be its desolate future (zakhireet i umret). In
his description of a typical Japanese, he is slowly stripped of his humanity: first, he is the ethnic
Asiatic (aziat), then the “half-man” (poluchelovek) and finally the “half-monkey”
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(poluobez’iana). Even in the face of their decisive victory at Tsushima, the Japanese are still
perceived to be no better than animals. Compared to Shchavinsky’s vision of a barbaric and
weakened Japan, Russia, however, will manage to renew itself in the face of adversity. To
bolster his prediction, Shchavinksii likens Russia to mighty Colossus (koloss)—to the statue of
the ancient Greek sun god, Helios, that once stood over Rhodes. Like the “sun,” Russia, too, will
rise, overcoming the darkness that the Japanese have brought upon their nation.

In the story, this moment may come to pass sooner than anticipated. After mocking
Captain Rybnikov relentlessly, Shchavinsky attempts to make amends by taking him to a local
brothel. The captain goes upstairs with a prostitute, Clothilde (her real name is Nast’ia), who is
also struck by Rybnikov’s ambiguous appearance and tells him that he looks not just Japanese,
but also like the Mikado (4:249). After they are intimate, Rybnikov falls asleep in her bed and
Nast’ia, picking up where Shchavinsky left off (she now plays the role of narrator), watches him:

Tspxenast ApeMoTa CKOBBIBaJIa M TOMUJIA €0 TeJO...B roinyboBaToM nonympake
€r0 JIUIIO e1lie O0JIbIIe TTOKENTEN0, 000CTPUIIOCH U OBLIO MTOX0XKE Ha MEPTBOE. . .

OH cO CTOHOM MOBEPHYJICS HA CIIMHY, U CTPAHHBIC TUKO 3BYYalIlHe,
TAaMHCTBEHHBIE CIIOBA YYXKOBO sI3bIKa OBICTPO Mmobexkana ¢ ero ryo.

JKenmuHa ciyriana, nepecTaB IblIaTh, OXBaUCHHAS TEM CYCBEPHBIM CTPaXOM,
KOTOPBIH BCer/ia mpoIoiiKaeTcsi OpeioM crsiero. .. M BApyr KeHIIuHA yCIIblaia
MPOU3HECCHHOE TPOMKO, SICHBIM U TBEPBIM FOJIOCOM, €AMHCTBEHHOE 3HAKOMOE €ii 13

ra3eT SIOHCKOE CIIOBO:
- banzait! (4: 251-2)

A heavy slumber enlocked his body...In the bluish half-light his face grew
sharper still and yellower, like the face of a dead man....

He turned on his back with a moan, and there came in a stream from his lips
mysterious, wild-sounding words of a strange language.

The woman held her breath and listened, possessed by the superstitious terror,
which always comes from a sleeper’s delirium....Suddenly the woman heard the only
Japanese word she knew, from the newspapers, pronounced aloud with a firm, clear

voice:
“Banzai!” (87-8)

What she sees is a man who transforms into somebody else. In sleep, Rybnikov becomes even
more yellow (bol’she pozheltelo) and takes on the look of a dead man. Certainly, he is no longer
in control of his body; sleep has made him vulnerable, and we cannot know whether his behavior
is now careless or genuine. While awake, he can control his speech and gestures, but, in the
middle of a dream, words slip out unknowingly. This dream gives the captain away, for he
reveals himself by shouting “banzai,” a Japanese battle cry that means “ten thousand years.”
Here, physiognomy becomes secondary; the self makes itself known through the sound that
escapes from within. In a way, this scene takes the earlier metaphorical dream of Shchavinsky
(“as if in a dream”) one step further, for it actualizes it. The suspicions that the former had
awoken seem to be proven by the real dream of the captain. Dreams, not only in Kuprin’s tale,
but also in others texts about Japan, emerge as a space of unquestionable truth, as a way of
seeing into a person’s masked self—or so the text would have us believe.
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Going beyond both this surface assumption and what seems to be overwhelming proof,
there still remains room for doubt. Can we really be certain that the captain is Japanese? Is
shouting the word in one’s sleep decisive evidence of ethnic identity? The prostitute does, after
all, recognize the word from the newspapers; by the time Tsushima fell, it was undoubtedly
known by al/ Russians. Andreev and Gorky used it often in their letters; Gor’kii, who welcomed
the Russo-Japanese War because of its role in bringing about the Revolution of 1905,”" was
especially fond of ending his letters to Andreev with “long live Japan!” (a more figurative
meaning of hanzai). In this story, however, this one little word, regardless of how common it
had become, takes on a wealth of meaning and leads to the story’s murky resolution.

While Rybnikov sleeps, Clothilde, a patriotic prostitute, goes to tell Lyon’ka, the secret
agent who frequents the brothel, what she has witnessed. This sets a flurry of activity in motion
and, in the story’s final pages, Rybnikov, sensing that he is in danger, attempts to escape.
Clothilde foils his plan, however, and he falls off the balcony. At this moment, Lyon’ka charges
into the room and jumps off the balcony, throwing himself onto Rybnikov. The story ends with
the following image:

[Tabc-kanuTan He CONPOTUBILLICS. ['T1a3a ero ropenay HENPUMUPUMON HEHABHUCTHIO,
HO OH 0BT CMepeTeNbHO OJIeIeH, M pO3aBas IeHa My3bIpKaMH1 BBICTYTIajIa Ha KPasx ero
ry0.
— He naBute MeHs,-CKa3all OH MIETIOTOM,-5 CIoMa cede Hory. (4:258)

The captain did not resist. His eyes burned with an implacable hatred. But he was
pale as death, and a pink froth stood in bubbles on his lips.
“Don’t crush me,” he whispered. “My leg’s broken.” (98)

The captain gets the story’s final words, but what they convey is, literally, a broken man, who no
longer even looks Japanese; his eyes glitter with hatred, but the yellowness of his face has seeped
out of him. Instead, he is now “pale as death” (smeretel 'no bleden). This, then, is the fearsome
Japanese spy whose identity had been generating interest throughout the text? It is worth noting
that, as readers, we are never definitively told what the truth is. I would even propose that, in the
story’s final moments, Rybnikov’s identity no longer even matters. What matters here is that the
story’s ending enacts a Russian fantasy that reverses the story’s beginning—the loss of
Tsushima. In this Petersburg brothel, war has come to the homefront and Russians, not the
Japanese, are victorious. With Rybnikov’s fall from the balcony and Clothilde’s and Lyon’ka’s
heroic actions (the narrator makes sure to stress that Lyon’ka is an “undoubtedly brave man,”
4:258), it is as if the Colossus has been reborn (see Figure 2.16).

There is something comically pathetic about this ending, however. Is it possible to take
national pride in such an action? After all, what kind of a Colossus is this to have had to ambush
the enemy while he sleeps in a brothel and to capture him only with the help of a prostitute—and
a conveniently broken leg? The whole scene seems a little too convenient, not to mention ironic.
L’yonka’s excessive display of masculinity, in turn, may even produce an undesired effect: it
works to humanize Rybnikov. With the pink froth on his lips and the way he whispers in this
final scene, his pain is palpable. It is the first time that we see him as a man, rather than as a

! John E. Bowlt, Moscow & St. Petersburg, 1900-1920: Art, Life and Culture of the Russian Silver Age (New
York: Vendome, 2008) 190.
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Russian or a Japanese. In a way, we cannot help but pity him; in his pain, he appears to be no
different from us.

Because of the unresolved question “Is he or isn’t he?”, the story “Shtabs-kapitan
Rybnikov” ultimately operates on two planes. Firstly, it invites its readers to identify themselves
with Rybnikov and to see the supposed enemy in a new light—as a victim of Russian prejudice.
Secondly, the story serves to magnify the cultural paranoia that the war introduced to the popular
imagination. What does it mean that Rybnikov, perhaps both a Japanese spy and ‘“‘half-monkey”
can successfully appropriate a Russian “linguistic mask™ and infiltrate Russia based on his
ambiguous physical appearance? Does it then not follow that Russians should question their
relationship to the East, the prejudices informing it and, consequently, to look in the mirror
themselves? It would seem that “Shtabs-kapitan Rybnikov” represented the necessary mirror for
contemporary readers. The story reinforced the idea that the popular press had helped to plant in
their minds: that spies could be lurking in their midst. This possibility forced them to understand
that, in order to recognize others, they first had to be able to recognize themselves—regardless of
the reflection possibly awaiting them in the mirror.

In a review of Krasnyi smekh that would have perhaps been better suited to “Shtabs-
kapitan Rybnikov,” the Symbolist poet and critic Viacheslav Ivanov (1866-1949) used a mirror
metaphor to characterize the effects of Russo-Japanese War: “3nech Mbl—Ha nopore TaiiHbl U
MUCTHKH [ ...] MBI Kak ObI IJISIIMM B 3epKajlo—HU BUJIUM OTBETHBIH B3risia. Ho He xuBoe n
3epKaJIo—MBbI CaMH, U Hallle 3psIee OKO HE €CTh JIM TOJIBKO OTCBET U OTPayKEHHE WHOTO )KUBOTO
oka, BrepeHHoro B Hac?”' > [Here we are on the threshold of mystery and mysticism. [..] We are
as if looking into a mirror—and we see an answering gaze. Is the mirror not alive—are not we
and our maturing eye only the glare and reflection of another living eye that pierces us?].
Although couched in the complex language of Symbolism, Ivanov's metaphor stresses that the
war has given Russians cause to examine themselves more closely—to ponder the figure on the
other side of the looking glass and to question the very truth that the mirror offers. In Ivanov's
vision, just as in Kuprin's story, what is reflection (what one thinks one is seeing) and what is
truth (what one is actually seeing) become blurred. An image from February 1906 (see Figure
2.17 below) seems to capture the dilemma that both writers brought to light: a half-human/half-
monkey with a Russian face looks into a mirror (note the amount of facial hair that he has; the
Japanese are most frequently depicted either without facial hair or with only a moustache. The
Russians, on the other hand, frequently have a beard). The hybridity of the Russian identity is the
reflection that greets him. In this image, nothing separates the Colossus from the half-monkey.
The war has brought them closer together, and, because of it, they are for perhaps the first time
truly seeing that they might just be one and the same.

Through a close reading of these two popular stories, we see how news of the war, as it
moved slowly from the battlefields of Manchuria to the streets of Petersburg, gripped the
Russian imagination and manifested itself in different ways. The common thread and common
symbolic vocabulary running throughout these various manifestations was phantasmagoria,
which helped to reinforce the impression that the thin line between self and other—between
dreams and reality—had been breached. Consequently, in visual and verbal portraits of the war,
the event was transformed into an apocalyptic nightmare from which Russians could not seem to

2 Viacheslav Ivanov, “O ‘Krasnom smekhe’,” Vesy Ne 3 (March 1905) 47.
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wake up. With their descriptions of red suns and Japanese spies, Andreev and Kuprin gave voice
to popular Russian fears, while also capturing the war’s phantasmagoric quality by interweaving
the real with the oneiric.

Part III: The Shades of Tsushima

The final nightmare of the war took place in mid-May 1905 when Tsushima, after a two
day battle, fell. This event not only constituted the unofficial end of the war, but also signified
the end of Russia as it had heretofore been perceived. As Valerii Briusov characterized the state
of affairs in a letter to the poet and critic Georgii Chulkov (1879-1939) on 18 May 1905:
“Iloma ko AHY Best ctapast Poccust (HpIHE U g dosorcen ipusHaTh 310)” [Russia has sunk (now I
must admit it)].”> The loss of this battle was shocking; the sheer unfathomability of it brought the
previously silent Symbolists as if back to life. Within a matter of months, it generated several
literary responses. In the previous section, I explored the way that Tsushima was used in popular
phantasmagoric literature and, in this section, I will turn exclusively to poetry, showing the
different “shades” Tsushima took in the Symbolist imagination.

Of Ships and Symbols

Viacheslav Ivanov was the first to respond to Tsushima. Written on the same day that
Briusov was lamenting to Chulkov that all was lost, Ivanov's “Tsusima” [Tsushima] contains a
note of hope in the face of disaster:

«Kpeticep «AnmMazy npopsascs 4pe3 Iernb
HETPUATENbCKUX CyJ0B U IPHOBLT BO BraguBocTok.»

-13 BOGHHBIX pemsuui

B Mops 3akisTeie poauMas apMaza

Jlanede BBITIIBLIA. . .—TIOCJICAHUHN HaIll OTLIOT!
N B x151051X BOJHOTO U TUIAMEHHOTO a/1a—
Ko nny uner...

W MBI IpUIBUHYJINCH HA Kpali KOHEYHBIX CPBIBOB. ..

Han 6e3mHO# MpayHOIO MBLUTAET JIFOTHIHN 00p. ..
IIpumu Hac, :KEpTBEHHBIN KOCTED,

M3aa u yucTuIUIne 320y JIHUXCS TOPHIBOB.—

O Cunoam cienot, OTMCTUTENIbHBIN KocTep!...

W Hekuii nyx-nanad TOJKAeT HaC BOEpea—

Wnp B HOYH MOTHIIBHYTO, HITb B KYIHUHY KHUBYIO. ..

Kto ®enukc, — Boznetrur! Kro dennke, —uzbeper
Orus CBATBIHIO POKOBYIO!

3 Qtd. in P.G. Anatol’skii, “Komentarii,” Valerii Briusov: Sobranie sochinenii v semi tomakh, t. 1, (Moskva:
“Khudozhestvennaia literatura,” 1973) 630.
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Ornewm kpectucs, Pycs! B orne neperopu

U cBoil Anma3z ciacu U3 4epHOIo ropHuial
B pyke TBOUX BOXKJI€H COKpYILIEHBI KOpMUIIA:
Ce, B HeOe KopMune BeAyT TeOs Hapi. "

The cruiser «Diamond» broke through
the chain of enemy ships and arrived in

Vladivostok. —From the war reports

The Russian armada sailed further
Into enchanted seas...—the last of all our hopes!
And into chasms of hellish fire and water

Now sinks to the depths...

And we have come to the brink of final conficts...

The cruel battle blazes over the grim abyss...
Accept us, fire of sacrifice,

Reward and purgatory of misspent energies,

O Siloam of blindess, revenging fire!...

And some executioner spirit pushes us forward
Into the night of the grave, or into the burning bush...
Let the Phoenix fly up! Let the Phoenix choose

The fateful holiness of fire!

Rus', baptize yourself with fire! Burn,

And save your Diamond from the blackened pyre!

In the hands of your leaders your helms are shattered:
See, in the heavens there are greater helmsmen yet.”

In this poem, hope exists on several levels. Using an image from mythology, the poem likens
Russia to a Phoenix that will rise out of Tsushima’s ashes. The flames that engulf the armada
will lead to its rebirth. As one scholar remarks, the fire here is purifying; it is a “literal baptism
in enchanted seas (v moria zakliatye). Working together, the elements of water and fire destroy
only to create something stronger and more spiritually sound. In Ivanov’s conception of the
battle, the elements, although destructive, at last seem to be on Russia’s side.

An even more important symbol than the Phoenix, however, is the Diamond, which
Ivanov introduced in the poem’s epigraph: “The cruiser «Diamond» broke through the chain of
enemy ships and arrived in Vladivostok.” It is interesting to note how this symbolically and
biblically charged poem evolves from an excerpt from a war report (reliatsiia). Fulfilling
Ivanov's mission statement for Cors Ardens (written from 1904-11 and published in 1911-2), the
collection in which it appeared, we can see “Tsusima” as achieving a “synthesis of higher and

9576

" Viacheslav Ivanov, Sobranie sochinenii, t. II, eds. D.V. Ivanova and O. Deshart (Briussel: Foyer Oriental
Chrétien, 1974) 252.
7> The translation of the poem is from Wells 118. The translation of the epigraph is mine.
76 11.:
Ibid. 118
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lower reality.””” In Ivanov’s hands, the war report transcends its genre and becomes poetry;
routine battle details are imbued with spiritual meaning. Also significant is Ivanov's focus on this
particular ship. Why does he mention only the Diamond (Almaz) when two other destroyers also
made it back to Vladivostok?’® I propose that Ivanov chose the Diamond because of both its
literal and figurative meanings. Deriving from the ancient Greek “adamas” (unbreakable), which
Ivanov, the consummate classical scholar, surely knew, the Diamond constitutes a tangible
manifestation of the Phoenix, for it does “rise” from the ashes. Against the odds, it makes its way
back to Vladivostok, fulfilling the promise of its name. Like Russia, it proves itself to be
“unbreakable.” It manages this only with the help of mythical Rus’, which, at the request of the
poet in a moment of apostrophe, willingly sacrifices itself in the fiery blaze so that the Russia of
the past can give way to the Russia of the future.

Reflecting this triumphant moment, the poem, in its last stanza, reveals its odic ambitions
according to Harsha Ram’s definition of the genre.”” Its final line rises on a vertical axis and
gestures towards a higher power—towards the greater helmsman that is at work in the heavens.
We should not forget, however, that although a greater power may hang over the poem, Ivanov is
ultimately its true helmsman (kormchii). He is in charge of this poetic portrait of the battle of
Tsushima, (re)painting history with the fiery and redemptive brush of Symbolism. In the
“Tsusima” of Ivanov’s imagination, the war’s disastrous final battle is given a regenerative hue
when, like Andreev before him, he turned the news into a symbolic poetic vision.

Unlike Ivanov, it took Briusov several months to respond to the Tsushima catastrophe;
his “Tsusima” is dated 10 August 1905, although he would later revise this date, changing it to
June. Through the act of redating the poem, it is as if Briusov turned it into an actual newspaper
report of the poem. Whether this was to give the poem a stronger sense of immediacy and
legitimacy or to reflect a state of political engagement in the face of claims that he was apathetic
to the events rocking Russia in the summer of 1905, we can only speculate. But from a letter that
he wrote to Pyotr Pertsov, a former editor of Mir iskusstva, in late September, we do know that
Tsushima continued to haunt him long after it happened:

[ecTHaaatuaHEeBHBIN 60 o MyK/1eHOM U TOruOels 1eoi apMabl y
KHUTaiCKUX 6eperoB — 3TH OecrpuMepHbIe COOBITUS TOIBKO IIOTOMY, KaK HEOTCTYITHAS
raJUTIOLIMHALINSL, HE OBJIAJICNI BOOOpaKEHHUEM BCEX, UTO Y «BCEX» 3TOTO CaMOT0
BOOOPAKEHHS JABHO HET."

The battle on the sixteenth near Mukden and the destruction of an entire armada
off the Chinese coast—these are unparalleled events only because, like a persistent
hallucination, they have not captured the imagination of everybody, the imagination of
“everybody” has been long gone.

" Maria Pavlovszky, “Cors Ardens,” The Reference Guide to Russisan Literature, ed. Neil Cornwell (Chicago:
Fitzroy Dearborn, 1998) 407.

8 JN. Westwood offers a detailed account of the battle of Tsushima in the penultimate chapter of Russia Against
Japan, 1904-1905: a New Look at the Russo-Japanese War (Albany: SUNY Press, 1986) 137-51.

7 Here I have in mind Harsha Ram’s reading of the ode, which presents the genre as existing on a vertical axis. Its
function is to move upward and take flight, leading to a state of exaltation, The Imperial Sublime: A Russian Poetics
of Empire (Madison: U of Wisconsin Press, 2003) 50, 65.

80 Qtd. in P.G. Antokol’skii, ed., “Kommentarii,” Valerii Briusov: Sobranie sochinenii v semi tomakh, t. 1, (Moskva:
“Khudozhestvennaia literatura,” 1975) 632 (24 September 1905).
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For Briusov, there is no hope, no image of a fleeing Diamond. In this battle, he saw only the
complete destruction of the armada. Through Briusov's comparison of Tsushima to a relentless
hallucination (neotstupnaia galliutsinatsiia), we again encounter the theme of phantasmagoria.
Although a horrific event, Tsushima does not seize the Russian imagination, for, in Briusov's
eyes, there is no imagination left to seize. Imagination has encroached upon reality, and to find
the way out of his labyrinth seems impossible. The very borders separating them have become
unclear.

Turning to the poem itself, we encounter the same tension between reality and the world

Benukonennast mormia!

-ITymxun

I'ne mope, cxxkatoe ckaamu,
Pexoli Top:KECTBEHHOM TEYET,
Ilox 3HOMHO-I0KHBIMU BOJIHAMH,
W3nemoxkeH Hal (IoT.

Kak cTas Tl HaJl OKeaHoM,

3a HUM TOCKYIOILIEH MEUTOMI

[To cTpanHbIM BOJAM, IUBHBIM CTpaHaM
CtpeMunuceh Mbl K METE OJTHOM.

W B nenp, korma B orHe u Oype

OH, HETTOBUHHBIM, 1IEJ KO JIHY,
Mpl B 6e31Hy KaHYJIH C J1a3ypH,
MBI 1M CMEPTHYIO BOJIHY.

U Mpbl1, KaK OH, JI€KUM, OECCUIBHBI,
Brick — HenocTymnHoO Janeka,

W MuuT Hag HaMU rpy3 OOMIIBHBIH,
Kak npexne, 1o0xHas peka.

U tonpko ciiesbl, TOJIBKO rope,
Tonmoii pelaarIMX HasA,

Ha crpenax connua cxoast B Mope,
I'1e Hamm OCTOBHI JIEKAT.

Jla BMecTe Ipu3pak BEJIMYaBbIN,
Poccus ropecrHas, TBoi
Peinaer Hajg moruOieii cinaBoit
CBoeii 3aTen pokoBoOit!

U cHoBa Bce B BeKax, JaleKo,
Yto ObLIO OJIM3KUM HAKOHEL],—
N ckunerp [JansHero Bocroka,

of dreams of which Briusov wrote in his letter and which we saw early in my discussion of
Andreev and Gorky:

Magnificent grave!

-Pushkin

The ocean, trapped between the cliffs,
Flows like a mighty river.

Under the sultry southern waves,
Exhausted lies our fleet.

And we followed it in a dream,

Over the sea like a flock of birds,

Across strange waters and fabulous lands
We hastened to the fateful spot.

And on that day, when in storm and fire
The ship sank innocent to the depths,

We too dropped from the sky into the abyss,
We too drank in the fatal wave.

And we, like them, lie powerless.

The heights are out of reach.

And above us the ample weight

Of the southern river surges as before.

And only tears, and only grief,

Like a throng of sobbing nymphs,

Come down to the sea on the rays of the sun,
To the place where our bones rest.

And your majestic shade,
Russia, o sorrowful one,
Sobs over the lost fame
Of its fateful mission!

And everything again is in the future
That was finally so close,
Both the sceptre of the Far East,
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U Puma Tpetsero Benen!®! And the crown of the Third Rome!*
10 August 1905

The second stanza introduces the idea, for there is an enchanted quality to the scenery. As if in a
dream (za nim toskuiushchei mechtoi), the Russians are compelled to move forward, crossing
strange waters and fabulous lands (po strannym vodam, divnym stranam). The way Briusov
presents the scene in this stanza, we could almost imagine ourselves in the midst of a beautiful
landscape painting, not in a verbal painting of a decisive and fiery battle. However, the epigraph
from Aleksandr Pushkin's “Napoleon” (1821), “Velikolepnaia mogila!” [Magnificent grave!],
shatters this illusion of peace in its insinuation of death.

This death arrives in the third stanza. Not quite the cleansing blaze of Ivanov’s
“Tsushima,” the fire here burns quickly and unremarkably. The greater significance of the
sinking armada is that, as it goes underwater, the Russians, metaphorized as a flock of birds
eagerly watching from the vantage point of the sky (kak staia ptits nad okeanom) in the second
stanza, fall from above into an abyss (my v bezdnu kanuli s lazuri). If the ode is, as Harsha Ram
suggests, a vertical trajectory to the imperial sublime, then Briusov in his poem reverses this
trajectory, instead focusing on Russia’s fall from imperial heights. Because of the loss of
Tsushima, these “heights are now out of reach” (vys —nedostupno dalyoka).

Everything in the poem now moves downward—to Russia’s new position below, where it
can relive the “ample weight” (gruz obil 'nyi) of its history of being vanquished by the East. The
East hangs over it “as before, the southern river” (kak prezhde, iuzhnaia reka), which alludes to
Russia’s loss at Kalka, the scene of the thirteenth-century battle between the Mongols and
several principalities of Rus’. Briusov did, as I pointed out in my earlier discussion of the yellow
peril and Vesy, conflate history, viewing the Russo-Japanese War as the “new battle with the
Mongols.” With Russia’s fateful loss at Tsushima, history seemed only to prove him right, for it
was repeating itself. Russia had again been debased.

Briusov appeared to predict both Russia’s and the West’s diminished status in his article
about Maeterlinck. There he wrote, in relation to the threat of the yellow peril, that,

...Ha Hac HacTynuia Hora BeJIMKaHa, a HAIlld UCTIOBETHUKU-YTEIIUTENN, PA3INYAIOIIHE
TOJIBKO €r0 CTYITHIO, yCTIOKAUBAET HAC: «|...| BEIMKAHOB OOJBIIIE HET, KAKOH K€ ATO

83
BEJIMKaH, IJe ke ero ronosa». benusaru! Ilonuumure riasa Boie.

The foot of a giant has stepped on us, and our confessor-comforters, discerning only his
foot, soothes us: “[...] there are no more giants, what kind of a giant is that, where is his
head.” Poor souls! Raise your eyes above.

Alarmingly, the leg of the giant is upon them; the East makes its way westward and is in sight.
Briusov's suggestion that the “poor souls” raise their eyes higher suggests that they are not only
small, but also so far removed from the world of giants that they must strain their eyes to catch a
glimpse of one. This is a far cry from the image with which Briusov’s earlier poem about the
war, “K Tikhomu Okeanu” [To the Pacific Ocean, 27 January 1904], ends:

81 Valerii Briusov, Sobranie sochinenii v semi tomakh, t. 1, ed. P.G. Antokol’skii (Moskva: “Khudozhestvennaia
literatura,” 1975).

%2 Translation from Wells 115

%3 “Meterlink-uteshitel’ (o zhyoltoi opasnosti),” 90
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Bpar okean! To1 — kak Mb1? Jlait OOHATD

Bparckyio rpyab cpein BpaXXeCKHX CTaHOB.

KTo, n1ep3HOBEHHBII, 3aX0UET pa3HATh
JIByX BEIMKaHOB?

Brother ocean! You are like us? Let us embrace
Your brotherly chest among the enemy camps.
Who, daring, will want to separate

Two giants?

At this stage of the war—its beginning, in fact—Russia was a giant (velikan) too, whom it
seemed nobody could stop from “embracing,” or expanding territorially into, the Pacific Ocean.
Nothing would tear these two giants apart.

The permanence of their eternal embrace, however, is challenged as the war becomes
more serious and lasting. Eventually, as “Tsusima” shows us, there is nothing left for the Pacific
to hold onto. Its Russian brother has disappeared. The poem shows us this symbolically: while
Japan's emblem, the sun, continues to shine over the ocean, Russia's light has faded. It has
transformed into a spectre (prizrak) of its past glory. Its legacy now awaits it in the future— “the
sceptre of the Far East and the crown of the Third Rome” ({ skipetr Dal 'nego Vostoka,/I Rima
Tret’ego venets). But before it can claim it, it must first reclaim its lost status and the heights
from which it has fallen. If the last lines of the poem are any indication, Russia will again rise
from the dead, and the East may be Russia’s yet. Clearly, the imagination that Briusov claimed
had given way to a relentless and hallucinatory reality lived on.

In these two poems that touch upon the tragedy of Tsushima, we see a complex interplay
of hope and loss, a shared language of fire, destruction and renewal. Each poem plays with
space, using it to reflect Russia’s emotional, as well as imperial, status. Of the two, Ivanov’s
poetic vision is the most literal and hopeful. Through the symbol of the Diamond, the poem
highlights Russia’s unbreakable spirit. As the Phoenix, Russia will triumphantly rise again.
Briusov, on the other hand, engaged with this battle in a more subtle way. His “Tsusima” offers a
layered account of Russian history, in which Tsushima and the Battle of the Kalka River become
one and the same. History repeats itself, showing Russia, a former giant, as having fallen from its
lofty position. Briusov’s account is not entirely pessimistic, however; it suggests only that its
imperial aims have been postponed until the future. More importantly, in these two accounts of
the battle at Tsushima, both Ivanov and Briusov engage with history as reported in the news.
Ivanov’s poem stems from a war report, while Briusov, haunted by reports of the battle that he
compared to a hallucination, dated his poem to make it look like he had directly responded to it.
Ultimately, what these two very different “Tsushima poems” show us is that the disaster of
Tsushima itself became a symbol; embedded in it were Russia’s past, present and future—its rise
and descent. The legacy of Tsushima constituted the war’s final dream-like hold on the Russian
cultural and literary imagination.

Closing the Circle: The Panorama’s End

In this chapter, I have looked at several artistic responses to the Russo-Japanese War,
from its beginning to its end, showing the shapes and colors that it took, the symbols that
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emerged and the questions that the theme of the war raised. In popular and high art and in
personal documents of the literary milieu, the war was described as a destabilizing force that the
Russians often viewed as elemental; nature had as if turned against it. The war, more
importantly, forced Russian artists to take a hard look at themselves and to see where they stood
in the world. Were they the giants of Briusov’s verse, meant to embrace the Pacific and spread
eastward? Or were they the saffron-yellow faces that, in the world of Kuprin’s “Shtabs-kapitan
Rybnikov,” hovered on the edges of the Russian empire, confusing Russian conceptions of self?
The literature that the war produced offers no definitive answers.

Instead, it presents possibilities: Russia falls, Russia rises and borders—between self and
other, East and West—are obliterated. They all blend, as if seamlessly. Imagination and reality,
too, merge; their combination creates what may have been the reigning principle of the day:
phantasmagoria. The war seemed to deny “realism” on almost all fronts. Newspapers, journals,
popular images and other brochures worked together to provide highly symbolic accounts of the
war that both informed literature and were distorted by it. Japan was a “mask,” a “red laugh” was
hovering over a Russia as if full of murderous children and the war was, according to some, no
more than an “optical illusion.” In this world, vision could not be trusted, nor could
physiognomy. Given the instability that the war created, there is no single image to settle upon.

A seemingly unreal event, the war invited various metaphors; to name only a few that we
have encountered in this chapter: Sof’ia Tolstaia’s “elemental storm,” Andreev’s nightmare,
Briusov’s hallucinatory reality. Metaphor, in fact, seemed one of the only means available to
writers to make sense of the conflict. Despite the range of metaphors that I work with here, a
common symbolic language exists within these different texts. Keeping this common feature in
mind, if we return now to Sologub’s initial definition of the panorama, I propose that we can take
the texts and images that I explored in this chapter as a fluid portrait of a war that was, with each
battle, being amended and reconceptualized. Moving through personal documents, images,
popular literature and Symbolist poetry, I hope to have shown that, in the Russian cultural
imagination, it was as if there were two wars: the very real battle being waged in the Far East and
the war being reimagined in literary responses from afar.
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Wounded By the War

Part I: Aching Melancholy

The Russo-Japanese War did not fade quickly from the Russian imagination. Instead, it
continued to linger, haunting writers and casting a shadow over Russia. We see traces of the
war's enduring hold in Aleksandr Blok's “Bezvremen'e” [ Timelessness], which appeared in the
literary journal Zolotoe runo [The Golden Fleece] in November 1906. This article, which had
taken Blok almost a year to finish, describes the world—the ruins, really—that remained in the
wake of both the Russo-Japanese War and the Russian Revolution of 1905. While Blok
mentioned neither historical event explicitly, their imprint can be felt in the phantasmagoric
quality of his prose:

Haia neficTBUTENBHOCTD IPOXOAUT B KPAaCHOM cBeTe. J[HU BCe rpoMue OT KPUKOB, OT
MalllyIuX KpacHbIX (1aros; BEYepoM ropoj, 3aApeMaBIluil HA MUHYTY, OKPOBABJICH 3apeil.
Houbto kpacHOe oeT Ha IIIaThsX, Ha LIeKaX, Ha Iy0ax MpoJakHbIX KEHIIUH phIHKA. TOJIBKO
OJe1HO€ YTPO TOHUT MOCIEHIOI0 KPACKY C UCIUTHIX JIULL.

Tax MuuTCs B OCIICHON UCTEPUKE BCE, YEM MBI )KMBEM U B U€M BHJIUM CMBICI CBOEH
KHU3HU. 3a3¥OKEHHBIE CO BCEX KOHIIOB, MbI KPY>KUMCSI B BO3/[yX€, KaK HECUAaCTHbIE MACKHU,
3aCTUTHYThIE BPACIIJIOX MCTUTEIbHBIM LIyToM y Darapa [1o. Ho ML, netu cBoero Beka, bopemcs
C 3TUM T'OJIOBOKpYXeHHeM. Kakas-To IbsSBOJIbCKas )KUBYUYECTh IOMOTaeT HaM T'OpeTh U He
Cropars.

Our reality passes in a red light. All the days are louder from the cries, from the flapping
of the red flags; in the evenings, the city, dozing off for a minute, is bloodied by the dawn. At
night, the red sings on the dresses, on the cheeks, on the lips of the prostitutes. Only the pale
morning chases the last bit of color from their emaciated faces.

So everything rushes in the frenzied hysteria, with which we live and in which we see the
point of our existence. Burned from all sides, we spin through the air like the unfortunate masks,
taken by surprise by Edgar Allen Poe's vengeful jester. But we, the children of our age, fight
with this vertigo. Some devilish persistence helps us to burn and not be consumed.

According to Blok, hysteria served as the reigning mood of the day. This unhealthy
emotional state influenced Russian perceptions of reality, giving rise to an attendant feeling of
helplessness. Blok, using the masquerade imagery that was common in modernist prose and
poetry, articulated this helplessness when he strikingly compared both himself and his
contemporaries to the “unfortunate masks” (nechastnye maski) that spin through the air in Edgar
Allen Poe’s “Hop-Frog; or, The Eight Chained Orangutans™ (1849).> Why this particular story

! Aleksandr Blok, “Bezvremen’e,” SS v vos ‘mi tomakh, t. 5, eds. K.I. Chukhovskii, V.N. Orlov and A.A. Surkov
(Moskva, Leningrad: Khudozhestvennaia literatura, 1962) 71. All future citations from this article will be given in
text.

2 Poe’s story first appeared in Russian translation in 1885 in «/losecmu, pacckaswi, Kpumuseckue 3mioobl i MbICIU»
under the title «Com-®por.» In current translations, it is known instead as «IIpsir-Ckok,» see commentary to Blok’s
PSS, 268.
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figures in Blok’s description of modern society remains unexplained, but we can surmise that the
dwarf whom the cruel King nicknames “Hop-Frog” might just serve as a stand-in for the
Japanese enemy who had helped to create the political turmoil overtaking the Russian state. Hop-
Frog is small, foreign, cunning and unable to hold his liquor—all characteristics associated with
Japanese stereotypes circulating in this period>—and, after being constantly belittled and insulted
at court, seeks revenge on the unsuspecting King. He succeeds, convincing the King and several
of his powerful allies to dress up as orangutans for an upcoming masquerade; then, while they
are chained together (this, as Hop-Frog explains to them, is a necessary part of the ruse) at the
gathering, he lights them on fire and watches, much to the horror of the King’s guests, as they
burn to death. For Blok, this metaphor may have resonated with the outcome of the Russo-
Japanese War, mirroring the way that Russian mockery of the “little man™ quickly turned into
horror in the face of Japanese victory. With this victory, it seems that the fiery apocalypse had
finally arrived at Russia’s door.

The only thing keeping the apocalypse somewhat at bay, as Blok pointed out, is that
something seems to be helping the Russians both “to burn and not be consumed.” They, the
children of their age, hover between two fates—forever burning, yet never being relieved of their
suffering. This endless cycle reflects the title of Blok’s article, “Bezvremen’e, ” which evokes not
only a state of timelessness, but also the emotional weight of time. “Bezvremen ’e” signifies a
period of adversity, unhappiness, and failure.* Woe and calamity are embedded in its very
meaning. Beyond the semantic implications of “bezvremen’e,” Blok’s use of the term is also
connected to The Book of Revelation. When Blok, earlier in the article, wrote that, “PagocTth
OCThbLIA, TOTYXJIU o4yaru, Bpemenu 6omnbiie He™» [Joy has cooled, the hearths have dimmed,
Time is no longer, 5: 70], he echoed the apocalyptic language of Revelation 10:6: “ [...] BpeMenu
yike He Oyner’™ [there should be time no longer]. In Blok’s vision, apocalyptic time arrives on
the heels of two catastrophic historical events that have broken the thread of linear temporality.
Overcome by chaos and conflagration, Time (Vremia) with a capital T has stopped marching
forward. Like the dangling, burning bodies Hop-Frog delights in, the world now endlessly circles
round and round with no semblance of order. As a result, life has become joyless and empty.

In this void, everything seems to be confused, falling victim to the general, all-
encompassing hysteria that informs artistic representations of Russian modernity. As it appears
in Blok’s descriptions, this world could be the fictional setting of Andreev’s Krasnyi smekh® or
even of Kuprin’s “Shtabs-kapitan Rybnikov.” After all, as we saw in the previous chapter, these
two popular texts embodied phantasmagoria. Not only did they blur the boundaries between
reality and the imagination, but they also gave voice to the hysteria that the war produced; the
image of the red laugh represents the distressed body’s response to the absurdity of war, while in

3 See Chapter Two for a full discussion of the reptilian imagery that the Russians used to mock and belittle their
Japanese enemy.

* “Bezvremen’e,” Tolkovyi slovar’ zhivogo russkogo iazyka Vladimira Dalia (Sankt-Peterburg & Moskva: M.O.
Vol’f, 1903) 148.

> Bibliia (Moskva: Sinodal’noe izdanie, 1989) 282.

% Blok did read the “Red Laugh,” and, although he was initially impressed by its dire prediction of Russia’s fate, he
quickly changed his mind, which he wrote to S.M. Solov’ev in January 1905: “Uuras «KpacHslif cMex» AHApeeBa,
3aXO0TeN NONTH K HEMY U CIIPOCHTB, K020d BCEX TEpepexyT. bim3miics k cymacuiecTBHIO, HO yTPOM Ha CIIEAYIOIIHNi
JleHb (unTan Houbto) i daii” [Reading Andreev’s The Red Laugh, I wanted to go to him and ask, when they would
cut us all down. I approached insanity, but on the day after in the morning (I read during the night), I drank tea]
Aleksandr Blok, Sobranie sochinenii v vos 'mi tomakh, t. 8: pis ‘'ma, eds. K.I. Chukhovskii, V.N. Orlov and A.A.
Surkov (Moskva & Leningrad: Khudozhestvennaia literatura, 1963) 117.
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Kuprin’s tale the possibility of Japanese spies lurking within the state evinces the paranoia of
wartime Russia. Although commonplace in the modern period, the dominance of the color red
also unifies these three texts. Red was most closely associated with the chaos brought on by the
war, and Blok, in his article, foregrounds this color.” His focus on red seems to suggest that,
while time as we know it may have ruptured, the red sheen marking the world serves to connect
the immediate past and the present, from Bloody Sunday to Tsushima to now. This red stain
stands as one of the identifying features of the age (“nasha deistvitel 'nost’ prokhodit v krasnom
svete”). It both reflects the conflagration overtaking the world and symbolizes a metaphorical
death or wound—imperial, political, emotional—that will simply not stop bleeding.

This wound, in part, is inflicted upon Russia itself:

Otkpeitas gane. [Insmer Poccus mon 3Byku JUIMHHOM U YHBIIOW NIECHU O O€30BITHOCTH,
0 MPOTEKAIOIINX MHUTax, 0 MpoOerarfX MoJ0caThiX BepcTax. [ 1e-To BaaIu 3aIMBaeTcs rojoc
WM KOJIOKOJBYHK [...] HeT Hu BpeMeH, HU IPOCTPAaHCTB Ha 3TOM mpocTope. OqHO0Opa3HbI
KaHaBbl, 3a00Pbl, H30bl, KA3CHHBIC BUHHBIC JIABKH, HE 3HAIONIUH, KaK OBITH CO CBOUM
MPOCTOPHBIM BECETHEM, HApO/I [ ...] BEIBOAAIINI M3 XOPOBOA JEBYIIKY B KpacHOM capadane.
Jluno aeBymIku BMeCTe cMeeTcs U Tuiaver |...| Bpemenu Oonblie HeT.

Bort pycckast 4eiiCTBUTENbHOCTh—BCIOAY, Ky/Jla HU OTJISTHEUIbCS, - /1ajlb, CHHEBA U
IeMsIIAas TOCKa HEUCITOTHUMBIX JKeJIaHui. (5:74-5)

Open expanse. Russia dances to the sounds of a long and mournful song about the lack of
domestic life, about the continuing moments, about the running striped versts. Somewhere in the
distance spills out a voice or a little bell [...] There are neither times nor spaces in this expanse.
There are monotonous ditches, fences, huts, state-owned liquor stores, the narod not knowing
what to do with its spacious revelry [...], leading out of the dance a girl in a red peasant dress.
The face of the girl is together laughing and crying [...] Time is no longer.

Here is Russian reality—everywhere, no matter where you look - distance, blue and the
aching melancholy of unfulfillable expectations.

Blok’s language in this passage invites us to see Russia’s open expanse as a space of absence.
The land is as if lacerated; broken open, neither times nor spaces (Blok strangely used the plural
form of both) can exist within it. Instead, time(s) and space(s) have seemingly seeped out
through a gap—what I would call a metaphorical wound. In their absence, hysteria reigns,
especially amongst those who inhabit this land. Evidence of this rests in the description of the
girl in the red peasant dress, who is clearly overcome by the same morbid excitement that we
encountered in Andreev’s story. In fact, her face, torn between laughing and crying, may betoken
the next stage in the red laugh’s evolution. The girl does not just convulsively laugh at the
madness that has overtaken the world; she simultaneously mourns it. The dual nature of her
emotional response helps to transform her into a symbol of this post-war, post-revolutionary
world and its accompanying hysteria. Following the account of her fit, Blok again offered the
same apocalyptic pronouncement that accompanied his earlier description of Russian reality:
“Bpemenu Oomnbiie HeT.” With the arrival of apocalyptic time, we find emotional discontent, what
Blok referred to as “the aching melancholy of unfulfillable expectations.”

One scholar portrays the period about which Blok was writing as suffering from a deep

" Blok originally intended to call this article, “Kraski i slova” (Colors and Words), but, as he worked on it more, he
changed the title. He instead used this title for a different article on painting.
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and inescapable melancholy (melankholiia).® In his study, he attributes this melancholy to the
disappointment resulting from the Revolution of 1905 and the social and political upheaval that
came with it.” More importantly, this scholar stresses the significance of Russia’s emotional
mood, suggesting that writers, journalists and other thinkers from this period believed that truth
stemmed not from the visible world, but rather from one’s inner world; in other words, from
one’s emotional feeling (chuvstvovanie).'*Chuvstvovanie opened the door to understanding; by
emotionally engaging with their surroundings, writers could express some form of truth—
personal, historical and perhaps even national. It is important to note that this truth was colored
by the dominant emotions of modernism, from hysteria to melancholy, all of which bordered on
the pathological and reflected the degenerative themes paramount to symbolizations of the
period."!

Using the idea of chuvstvovanie as a springboard, in this chapter I propose to investigate
the emotional climate that was reflected in literary evocations of Russia in the years immediately
following the Russo-Japanese War. To achieve this, I will build upon Blok’s idea of
“timelessness” which, as a reference to the end of days, is central to the period ranging from
1906-1909. This impression of timelessness prevents any sense of movement beyond the rupture
of 1904-05, and I will argue that this seeming temporal gap—a wound in time—allows fictional
and essayistic recapitulations of the war to continue to reverberate in the Russian cultural
imagination. In my analysis, the Russo-Japanese War itself comes to resemble an aching bodily
and psychological wound. Through an examination of intersections between high and popular
art, I aim to show the ways in which several texts from this period attempted to give voice to this
metaphorical wound.

Part II: Dmitry Merezhkovsky and the Fear of Yellow Blood

While it took some writers several years to articulate their thoughts and feelings about the
Russo-Japanese War after peace was settled in September of 1905, this was not the case for
Dmitry Merezhkovsky (1 865-1941)."? In his “Griadushchii kham” [The Coming Boor] of the

¥ Mark D. Steinberg, “Melancholy and Modernity: Emotions and Social Life in Russian Between the Revolutions,”
Journal of Social History 41.4 (Summer 2008) 813-841. While the title of the article states that melancholy was the
ruling mood of the day, this word, as Steinberg points out, was rarely heard in the early twentieth century. Other
descriptors were used instead to capture the essence of this emotion: “fear and sadness,” “a gloomy, pensive,
discontented temper,” and “world- and self-loathing” (813).

? Interestingly, any mention of the Russo-Japanese War is lacking in this study. This absence can perhaps be
explained by the author’s focus on both the civic and domestic discontent that the Revolution created, as well as the
fact that the end of the Russo-Japanese War was overshadowed by the revolution. I would suggest, however, that the
Russo-Japanese War, having created a certain emotional “mood”of its own, figured into the melancholy that
continued to dog the state in the years between the two revolutions.

"% ibid. 818

"' Max Nordau’s critical study, Degeneration [Entartung, 1892-3], describes the art of European modernism as a
product of pathology. In his study, the artist becomes a dangerous force that infects society with his/her fantasies
and emotional excesses. See Degeneration (New York: H. Fertig, 1968). For studies of Nordau’s influence on
Russian literature, see Avril Pyman, A History of Russian Symbolism (New York and Cambridge: Cambridge UP,
1994) 5-7; Olga Matich, Erotic Utopia: The Decadent Imagination in Russia’s Fin De Siecle (Madison: U of
Wisconsin Press, 2005) 13-6.

'2 The authors I have in mind here are Zinaida Gippius, Maksim Gor’ky and Andrei Bely. I will discuss Gippius in
the next section of this chapter, and Bely’s Peferburg will comprise a large part of the final chapter of this
dissertation. Gor’ky’s “Zhaloby,” however, will not make an appearance in my study since his aim, in the first part
of the four-part story seems to be to make a political statement about Russia’s negative politics. In this chapter, my
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following year,'® Merezhkovsky predicted that the war was only the continuation of a greater,
ongoing threat to come from Asia to the West. He seemed especially troubled by the Eastern
hold on the West, stating that, “Snonust mobenuna Poccuto. Kutait modenut Espony, ecnu
TOJIBKO B HEM CaMOM HE COBEPILUUTCS BEJIIUKUI T1yXOBHOU HepeBopOT”14 [Japan defeated Russia.
China will defeat Europe, only if in [Europe] there takes place no great spiritual transformation].
If the unthinkable had happened in Russia, which Merezhkovsky blamed in part on Russia's
weakening Orthodoxy, then, as he saw it, it was only a matter of time for Europe; without a
return to religious faith and a renewed interest in cultural growth, the East would vanquish them
all.

It must be noted that these ideas about the East were not exclusively Merezhkovsky's, nor
was this the first piece of writing in which he was proclaiming them. In a way, «Griadushchii
khamy stands as both a testament to the period in which it was written and a reflection of various
ideas that had been voiced about the East—in Russia and Europe alike—during the nineteenth
century. The essay's engagement with the post-war and post-revolutionary period manifests itself
in the style of Merezhkovsky's essay. There is an unmistakable note of apocalyptic foreboding
that colors his language, as well as openly racist remarks about the Japanese; in one passage,
Merezhkovsky referred to them as “pereodetye obez'iany” (dressed monkeys, 14:11), showing
himself to be no stranger to the prejudices prevalent in both popular and high culture at the time.
The essay's relationship with nineteenth-century ideas, however, is somewhat more complicated
than Merezhkovsky's blend of racism and scaremongering, though the two were nevertheless
connected. In the following discussion, I will show how Merezhkovsky recasts nineteenth-
century perceptions of the East in the anxiety-ridden symbolist discourse of early twentieth-
century Russia.

While the essay expresses Merezhkovsky's long-held certainty that civilization continues
to exist in a state of decline,"” it also serves as a vehicle for both a pedagogical tirade about the
ills of society and a quasi-scholarly survey of ideas about the decline of the West. Merezhkovsky
wove together quotations about the evils of the West's Sinicization (kitaishchina), quoting
authors ranging from the philosopher John Stuart Mill (1806-1873) to Russia's own Aleksandr
Hertsen (1812-1870). The article begins with an excerpt from Hertsen's “Kontsy i nachala”
[Endings and Beginnings, 1864], which contains grave forebodings about the fate of Western
civilization: “'‘MemancTBO MOOEIUT U TOJDKHO MoOeauTh. [la, Mo0e3HbIi IpyT, Mopa MPUITH K
CIOKOHHOMY U CMUPEHHOMY CO3HAHUIO, YTO MEWaHcmeo — OKOHYAMENbHASl (POPpMA 3anaoHOl

interest lies in psychological texts and responses to the war, rather than in political critiques of military policy. For a
brief study of “Zhaloby,” see Barry Scherr, “The War in the Russian Literary Imagination,” World War Zero: The
Russo-Japanese War in Global Perspective, ed. John W. Steinberg, Bruce W. Menning, David Schimmelpenninck
van der Oye, David Wolff and Shinji Yokote (Leiden: Brill, 2005).

" The title “Griadushchii kham” applied to a collection of essays that was published in St. Petersburg in 1906, and
also to an eponymous essay featured in the collection. I will be discussing only the latter in this section. Also, it is
worth mentioning that the title of Merezhkovskii’s essay is perhaps both playing and polemicizing with Valerii
Briusov’s perplexing poem from the fall of 1905, “Griadushchie gunny.” See Valerii Briusov, Sobranie sochinenii v
semi tomakh, t. 1 (Moskva: “Khudozhestvennaia literatura,” 1973).

" Dmitrii Merezhkovsky, “Griadushchii kham,” Polnoe sobranie sochinenii t. 14. (Georg Olms Verlag: New York,
1973) 10.

!> Susanna Lim notes that Merezhkovsky’s writings about the East reflected the ideas that he presented in “O
MPUYHHAX YIIaIKa U O HOBBIX TEYEHUSIX COBPEeMEHHOU pycckoit muteparypbl’” [On the Reasons for the Fall and On
New Tendencies in Contemporary Russian Literature] (1893); see “Russia, East Asia and the Search for the ‘Real
Europe’: Dmitry Merezhkovsky and Andrei Bely,” Other Voices: Three Centuries of Cultural Dialogue between
Russia and Western Europe, ed. Graham H. Roberts (Cambridge: Cambridge Scholars, 2011) 60.
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yusunuzayuu'” [Philistinism will defeat and should defeat. Yes, my kind friend, it's time to arrive
at the calm and humble realization, that Philistinism is the final form of Western civilization]|
(14:5). According to Hertsen's description, meshchanstvo represents not only the end of Western
civilization, but also a sign of the West's growing alignment with China.

In Western and, to a large extent, Russian thought (it must be noted that the Russian
intelligentsia rearticulated the arguments of the West through a specifically Russian lens), this
civilization had long been viewed as existing outside of history.'® Georg Hegel (1770-1831) was
one of the first to formulate this vision in his Philosophy of History (the lectures were delivered
in the 1820s and were first published in a collected volume in 1837), where he wrote about the
lack of “spiritual religion” in the Celestial Empire and also of the “servile Chinese
consciousness” that had held the country back from true historical progress.'’ As if parroting
Hegel, Petr Chaadaev (1794-1856) in his “Apologie d’un fou” (1837), a response to his
disastrously received “First Philosophical Letter” (1836), referred to the East as docile; it was
slumbering, unable to participate in either history or its own destiny. Vissarion Belinsky (1811-
1848) echoed the ideas of both Hegel and Chaadaev in a review of several books on Peter the
Great (1672-1725) and Tsar Alexis (1629-1676) from 1840. For Belinsky, Peter’s greatest act
was to connect Russia to Europe, a land of will and reason, rather than to Asia, a land of
imagination and contemplation. Although Belinsky did credit Asia for being the “cradle of the
human race,” he also remarked that it had yet to rise from the cradle. Asia, in short, had failed to
grow and seemed forever trapped in a primitive and childish state.'® Writing almost twenty-five
years after Belinsky, Hertsen most likely had these ideas in mind, as well as those of John Stuart
Mill, when he discussed the stagnation that he encountered in the West and its resemblance to
the Chinese condition. In the quotation from “Kontsy i nachala” that Merezhkovsky included in
“Griadushchii kham,” Hertsen reiterated Mill's dire prediction that, as meshchanstvo gains a
foothold in the West, “Anrnus cnenaercs Kuraem™ [England will be turned into China 14: 6],
and, after a telling pause, commented, «MsbI k 3TOMy TIprOaBUM: u He oOHa Anenus» [We can add
to that: and not only England, 14: 6]. With these italicized words, Hertsen (and Merezhkovsky)
implicated Russia in a similar transformation into China, showing this to be emblematic of a
larger trend in Western nations. We must also observe the role that geography probably played in
Hertsen's fears; if Sinicization could befall England, a country leagues away from China, Russia,
a country that Chaadaev described as “[...] Mexnay BoctokoMm u 3anagom, onupasich OJHUM
noktem Ha Kuraii, npyrum na Tepmanmio [...]”"" [between the East and West, leaning one elbow
on China and the other on Germany], was particularly vulnerable to meshchanstvo.

Following in the footsteps of Mill and Hertsen, Merezhkovsky, in “Griadushchii kham,’
treated meshchanstvo as the root of both Russia's and Europe's problems. But even as he agreed
with their diagnosis, he viewed meshchanstvo in different terms, defining it as the “religion of
modern Europe” (religiia sovremennoi Evropy, 14:21), a false faith that was overtaking the
western world (Merezhkovsky claimed that both Mill and Hertsten, despite their astute
observation of the problem, suffered from this same affliction). In his eyes, the West had

b

'°In a recent study, David Schimmelpenninck van der Oye explores the different definitions of the East existing in
Russian thought. See Russian Orientalism: Asia in the Russian Mind from Peter the Great to the Emigration (New
Haven & London: Yale UP, 2010).

'7 Georg Hegel, Lectures on the Philosophy of History, trans. J Sibree (Whitefish, Montana: Kessinger, 2007) 151,
156.

¥ V.G. Belinskii, Polnoe sobranie sochinenii, v. 5 (Moskva: Izd-vo Akademii nauk SSSR, 1954) 98.

' Petr Chaadaev, “Pervoe filosoficheskoe pis’mo,” Polnoe sobranie sochinenii i izbrannye pis’ma, ed. T.I.
Ouzerman (Moskva: Nauka, 1991) 329.
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gradually turned away from God, replacing spiritual belief with a positivist understanding of the
world.?® But it is also important to note that, for him, this term also contained more pressing
implications. As rendered by Merezhkovsky in the twentieth century, meshchanstvo entered into
the sphere of biology, representing not only social and spiritual decay, but also bodily decline.
The body informed Merezhkovsky's anxiety about the “yellow peril”:

«Kentas onacHOCTb»—BHYTpU—He B ToM, 4To Kutait uner B EBporny, a B ToM,
yto EBpona uner B Kuraii [...] muua y Hac enie 6enblie; HO o1 67010 KOKel yKe TeueT
HE TPeXHsS TyCcTasl, ajas, apuiickas, a Bce 0oJiee JKUIKas, «OKeNTash KPoBb, MOX0XKast Ha
MOHTOJICKYIO CYKPOBHILY; pa3pe3 HalINX TJa3 MPsIMOid, HO B30p HAUWHAET KOCHUTb,
cyxkuBatbes. U mpsmoit Oesblii CBET eBpONEHCKOTo THS CTAHOBUTCS KOCHIM OKENTHIM»
CBETOM KHTAMCKOTO 3aXO/ISIIIET0 I AIIOHCKOTO BocxoasIiero coiuna. (4: 10-11)

“Yellow peril”—it is internal—it is not that China is going to Europe, but rather
that Europe is going to China [...] our faces are still white; but under this white skin
already flows not the former—thick, scarlet, Aryan—but the constantly thinning
“yellow” blood, resembling Mongolian ichor; the cut of our eyes is straight, but our
vision is beginning to slant and narrow. And the straight white light of the European day
becomes the slanted “yellow” light of the setting Chinese or rising Japanese sun.

His anxiety stemmed from the growing impression that everything in Europe was undergoing an
Eastern transformation and turning yellow—from the white light of day to Aryan blood. Blood,
in particular, concerned Merezhkovsky, for he saw Asian blood as thin and discolored in
comparison with the scarlet, Aryan blood of the West. In fact, he likened Asian blood to
Mongolian “sukrovitsa” (ichor), which creates a rather disturbing graphic image. Sukrovitsa is a
yellowish discharge that flows out with the blood from infected, rotting bodily tissue,”' which
connects to the metaphor of the wound with which I began this chapter. Given that Aryan blood
has come to resemble this substance, it is as if it is no longer simply blood. Rather, it suggests the
aftermath of a wound, one that festers internally, betraying bodily infection®: in this case, the
triumph of the East over the West and its accompanying decay.

Behind Merezhkovsky’s idea of the East stands a common cultural mythology from the
period, which manifests itself in texts as diverse as Vladimir Solov’ev’s poem, “Pan-
Mongolizm” (1894) and visual images from popular culture. The convergence of high (modern
art) and the low (the popular press) was central to the propagation of the anxiety about the
Eastern races. In the realm of high art, Solov’ev participated in this racist discourse, using his
poetry to express the idea that, “a swarm of waking tribes prepares for new attacks” (Gotovit’
novye udary/Roi probudivshikhsia plemen) in the East.” His vision of Pan-Mongolism invited

2 According to one Merezhkovskii scholar, positivism and Philistinism represented similar evils to Merezhkovskii;
positivism was “an unconscious religion” that originated in scientific thought and was replacing religion;
Philistinism, on the other hand, reflected the petite bourgeoisie and the beliefs of that class, which, in essence, were
positivist beliefs. See C. Harold Bedford, The Seeker: D.S. Merezhkovsky (Lawrence: U of Kansas Press, 1975),
123-5.

2l «Sukrovitsa,” Slovar’ sovremennogo russkogo literaturnogo iazyka, tom 14, So-siam. 1963. Print.

22 Another text that shows infection as coming from the East is Fedor Dostoevskii’s Crime and Punishment (1866),
specifically from the novel’s epilogue that features Raskol’nikov’s dream. Given Merezhkovskii’s scholarship on
Dostoevskii, it is possible that this idea was partly influenced by this nineteenth-century novel.

2 Vladimir Solov’ev, “Pan-Mongolizm,” Stikhotvoreniia i shutochnye p’esy (Munchen: Wilhelm Fink, 1968) 240.
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readers to see all of Asia as existing under the same mantle; the conquering spirit of thirteenth-
century Mongolians was reborn in the rising Asian nations of the late nineteenth century.

Due to the popularity of Solov’ev’s “Pan-Mongolism,” this idea penetrated the realm of
popular culture. In “Shu#” [The Fool, 1879-1914], a self-described popular “artistic journal with
caricatures” that was both published and edited by R.R. Golike (the publisher of Mir iskusstva
[The World of Art, 1904] in its final year, and also of several other artistic and political organs in
the years that followed, from Zhupel [Bugbear, 1905-06] to Apollon [Apollo, 1913-17]), we find
a two-page spread published in the early stages of the war (1 May 1904): “Pliaska smerti” [The
Dance of Death; see Figures 3.1 and 3.2]. This image features a banner bearing the slogan
“PANMONGOLISM” that hangs prominently above dancing representatives of various Asian
nations. There is the Japanese soldier, a traditionally dressed Chinese and Korean, an Indian in a
turban and a thin man who, based on both his hairstyle and bare feet, is also most likely Chinese.
The background is also highly suggestive; the men stand before a tall mountain, which, given the
whimsically drawn clouds that surround it, can only be Mt. Fuji. We must recall that Fuji had
become a ubiquitous symbol of Japan—as ubiquitous as the country’s moniker, “Land of the
Rising Sun,” which makes an appearance in the text below the illustration—due, in part, to
Hokusai’s famous drawings of the mountain (I will discuss both Hokusai and Fuji in more detail
in the next chapter). Fuji’s prominence reflects that of the Japanese representative, who carries a
“delicious cake” resembling a bullet. The Japanese, with the help of this stone cake (manit’ ikh
vkusnym tortom s nachinkoi iz lidita [attract them with a delicious cake stuffed with Lydian
stone]) seeks to tempt the other Asians to join him and his cause; as the text below the image
suggests,

Bocrounbie Hapob1

Bo30y>xeHbI AmoHeMm,

CTposIT XOpOBOIBI

TTpe «BOCXOSIIIM COTHIIEM». >
The Eastern nations

Provoked by the Japanese

Form round dances

Before the «rising sun.»

Both word and image demonstrate that the Japanese soldier acts as the provocateur who will lead
the march on the West and create an Asian brotherhood.

The threat of Asian unification under the banner of Pan-Mongolism was not the only
manifestation of the danger rising out of the East. During the Russo-Japanese War, a popular
political fear began to take root in the West: that all colonialized countries, in light of a Japanese
victory over Russia, would rise up against the nations they perceived as their “Western
oppressors.” In a way, this fear contains traces of Solov’ev’s ideas, but was also much more
expansive, falling instead under various headlines: Asia for the Asians (4ziia dlia aziatov),”

24 Car-de-rick, “Pliaska smerti,” Shut No. 18, 1 May 1904, 8-9.

It should be noted that, while Pan-Mongolism evoked fear in Russia and the West during the late nineteenth and
early twentieth centuries, a movement similar to it was later adopted by the East—specifically by the Japanese. They
renamed it “Pan-Asianism” and it was one of the driving principles behind the Japanese expansionism (and fascism)
that led to the Pacific War. See Alan Tansman, The Aesthetics of Japanese Fascism (Berkeley: UC Press, 2009);
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Africa for the Africans (Afrika dlia afrikantsev), India for the Indians (/ndia dlia Indusov),
Australia for the Australians (Avstraliia dlia Avstraliitsev).”® We can see a visual representation
of this phenomenon in another political cartoon from “Shut,” “Cxksepnblii con [[xona byns”
(1904; see Figure 3.3), in which a sleeping John Bull, the cartoonish personification of the
United Kingdom,? has a sweat-inducing nightmare about the native uprisings that he imagines
will take place in light of Japanese victories over Russia. The message appears to be clear: first,
Russia will fall to the Japanese, which will pave the way for the other nations, and then England,
whose various territories are marked on the map above John Bull’s bed, will follow. In short, this
nightmare foretells of the end of empire and the threat that looms over the West—not to mention
of the ever-narrowing world for the Aryan race.

By the time Merezhkovsky was writing “Griadushchii kham,” the possibilities for the
Aryan race had already narrowed significantly.® Pan-Mongolism was no longer the vague threat
predicted by Solov’ev in the early 1890s; instead, as the East entered history and took its long
neglected place on the world stage (the ahistorical space described in early nineteenth-century
essays had disappeared), it began to pose a legitimate and insidious danger to ideas of Western
supremacy and to the body of the modern man—from his blood to his face. While in
Merezhkovsky’s vision, Western blood was already defiled, it is important to observe that the
effects of its contamination were still only an internal phenomenon hidden from the naked eye.
Merezhkovsky warned, however, that the transformation taking place beneath the skin of
Westerners—note that this includes Russians since Merezhkovsky aligned Russia with the
West—might not always remain a secret. Their bad blood might eventually tell, leading to their
white faces turning yellow. Even more frightening than this physical transformation is the idea
that Westerners themselves are somehow inviting this change; the East does not go to them,
rather they go to the East. This is why the yellow peril, for Merezhkovsky at least, represents a
homegrown illness, a desire to embrace and internalize ideals that will cause one to rot—to turn
yellow—from the inside out.

The fears expressed in «Griadushchii kham» harken back to an earlier
article Merezhkovsky wrote about the East, particularly about China: “Zheltolitsye
pozitivisty™° [Yellow-faced Positivists, 1895]. This article masquerades as a review of Chinese
literature, although in reality it acts more as a critique of what he specifically views as Eastern

Nina Cornyetz, “Fascist Aesthetics and the Politics of Representation in Kawabata Yasunari,” The Culture of
Japanese Fascism, ed. Alan Tansman (Durham: Duke UP, 2009) 321-354; John Dower, War without Mercy: Race
& Power in the Pacific War (New York: Pantheon, 1986).

%% Steven G. Marks argues that the Russo-Japanese War led to “self-conscious nationalist feelings” in British
colonies; see “’Bravo, Brave Tiger of the East!” The Russo-Japanese War and the Rise of Nationalism in British
Egypt and India,” The Russo-Japanese War: World War Zero, v. 1, ed. John W. Steinberg, Bruce W. Menning,
David Schimmelpenninck Van Der Oye, David Wolff and Shinji Yokote (Leiden: Brill, 2005) 609-27.

%7 John Bull was created by Dr. John Arbuthnot in England in 1712 and was soon appropriated by others in the
popular press; he is usually depicted as jolly and middle-aged, although, in images from the period of the Russo-
Japanese War that employ animal imagery, he often resembles a bulldog. For more on the figure of John Bull, see
Tamara L. Hunt, Defining John Bull: Political caricature and National Identity in Late Georgian England
(Burlington, VT: Ashgate, 2003).

% Susanna Lim argues that Merezhkovsky’s use of the concept of race is not a wholly racist critique of the East;
rather, it stems from and reflects class differences. She suggests that this was common in nineteenth-century
European discourse, which combined studies of race and class; see Lim, 62.

% In general, this appeared to be Merezhkovsky’s stance on Russia’s relationship to the West; as he saw it, “to be a
Russian means to be a European in the highest degree, to be universal,” qtd. in Bedford, 93.

3% Dmitrii Merezhkovsky, Polnoe sobranie sochinenii t. 14. (Georg Olms Verlag: New York, 1973) 40-59.
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materialism. Germane to the discussion of Merezhkovsky's article are Vladimir Solov'ev's two
studies of the East from 1890, “Kitai i Evropa” [China and Europe] and “Iaponiia” [Japan].”!
Merezhkovsky wrote his article several years after the appearance of Solov'ev's, and I would
argue that he built upon the ideas that Solov'ev expressed within these articles, particularly those
in “Kitai 1 Evropa.” In this article, Solov’ev wrote that the Chinese have no true religion and that
“[...] m oTpULIaHKE KU3HU, 3HAHUS U TIPOrpecca - BOT CYIIHOCTh KUTau3Ma [...]”3 2 [...a denial of
life, knowledge and progress are the essence of Sinologism [...]. While this view is clearly
shaped in part by the ideas of Hegel, Belinsky and Hertsen that I discussed earlier in this section,
Solov'ev also appeared to introduce a new concept to the ideas about the East that were
circulating in Russia. Following a discussion of the stagnation and passivity that result from
ancestor worship, Solov'ev referred to the Chinese as materialists who were interested only in
their own (and their ancestors') earthly welfare.*> Merezhkovsky expounded this idea in his own
article, where he complained about the nineteenth-century obsession with “pol’za, pol’za, pol'za”
(benefit, benefit, benefit, 14:40) that he attributed to the Western adoption of Eastern values. As
he described them, positivism and materialism were spiritual problems that affected both the East
and West:

[...] MBI CMOTpPHMM Ha JIPEBHIOI0 MOHAPXHUIO KpaiiHero BocToka, Kak Ha 4TO-TO 4yKJ10€
HaMm, BapBapckoe, Hu3ee. Ho Ha camom niene Mbl ropaso 6iamxe k Hebecnoit Umnepun,
yeM aymaeMm. JlyX eBponeicKkoro y3koro u MEpTBILEro MaTepuanu3ma ectb qyx Kuras.
(4: 40-1)

[...] we look at the ancient monarchy of the extreme East, as at something foreign to us,
barbarian, lower. But in actual fact we are much closer to the Celestial Empire than we
realize. The spirt of the narrowing and deadening European materialism is the spirit of
China.

Merezhkovsky used this article to emphasize the ways in which the West resembled the East—
perhaps even unknowingly. Reversing the usual dynamic of us (the West) vs. them (the East), he
sought to highlight similarities that exist between them, as well as their spiritual proximity.
It is also important to point out that, while Merezhkovsky described the West's proximity to the
Celestial Empire, this closeness is not yet a fact; just as in 1906, it is still on the horizon. The
threat of turning completely Chinese/Asian/positivist remains only an approaching
(griadushchii) threat.

In fact, in 1895, there were limits to Merezhkovsky's belief that the West was turning into
the East. The difference, as he perceived it, stemmed from temperament:

Ham xaxxetcs BEPXOM HECJICIIOCTH U 663BKYCI/I${ 3apaHeeC ONPCACIIATh MEPY U
(1)OpMy rneyajiu, pagoCTu, J'IIO6BI/I, 6HaFOFOBCHI/I5{, T.C. MUMCHHO TOI'O, 4YTO €CTb B CYILICCTBE
YCJIOBCYCCKOM CaMOT'0 HEOMPEACIINMOI'0, BOJIbHOTO U TAMHCTBCHHOTO.

He Tax CMOTPST Ha 3TO KHATaMIBI: 10 UX MHCHHUIO, TOT KTO YMECT cebs Xopomio
ACPpKaTh, U AyMACT, U YYBCTBYCT XOPOUIO. He BHYTPCHHUM 3J1€CH ONPCACTIACTCA

31'See V. V. Solov’ev, Sobranie sochinenii, t. 6, eds. S.M. Solov’ev and E.L. Radlov (Sankt Peterburg:
“Prosveshchenie,” 1911) 92-150 & 151-73.

32 Solov’ev, “Kitai i Evropa,” 122

33 ibid. 149
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BHEIIIHEe, KaK y Hac, a, HA0OOPOT, BHEIIIHUM—BHYTPEHHEE. 3/1€Ch CKa3bIBAETCS 271y00KuUl
beccosHamenvbHbili MATEPHATUCTHYECKUN TEMIIEPAMEHT HApOJHOTO T'eHusl. B cpaBHeHUH
C HUM €BPONEUCKUIT MaTepHaIn3M—TOJIBKO 0e300HIHas AeTCKast urpa... TakoBbI 1eTH
He6ecnoit Umnepuu! VX ym He gbinocum c60000vl, Kak HAIll yM HE BBIHOCUT abcyp/a.
(4: 50-1; first set of italics are mine)

It seems to us the height of absurdity and tastelessness to determine beforehand
the extent and form of sadness, joy, love, reverence, that is namely that which in a human
being is indeterminable, arbitrary and mysterious.

The Chinese do not look at it this way: in their opinion, he who is able to comport
himself well, thinks and feels well. The external gives shape not to the internal here, as it
does for us, but, on the contrary, the internal gives shape to the external. Here is told the
deep and unconscious materialistic temperament of the national genius. In comparison
with it, European materialism is only harmless child's play...These children of the
Celestial Empire! Their mind does not endure freedom, as our mind does not endure the
absurd. (first set of italics are mine)

Let us dwell for a moment on the tension between the internal and external that Merezhkovsky
portrayed and the way they help to shape identity. China's greatest flaw appeared to be its “deep
and unconscious materialistic temperament,” which echoes both early and late nineteenth-
century ideas about the inherent somnolence of the East. Although Merezhkovsky, in
“Zheltolitsye pozitivisty,” had not yet introduced the idea of blood into his perception of the
East, this statement also seems to hint at the turn his future views would take. Merezhkovsky
suggested that Eastern materialism is deeply ingrained in the Chinese identity (temperament),
while Western materialism is nothing but “child’s play”—what we can perhaps view as a mask
or identity that Westerners would try on, rather than as an inborn trait. Because of this difference,
Western materialism remains a reversible trend.

But by 1906, it would seem that something in Merezhkovsky's conception of the issue
had started to change, especially in relation to the formation of Eastern and Western identity. If
we consider Merezhkovsky's image of Western eyes beginning to slant as the scarlet Aryan
blood turns metaphorically “yellow,” we see that the “child’s play” of the past has had dire
consequences: it has wormed its way inward and its effects are beginning to manifest themselves
externally. The West has gradually gone East—physically, emotionally, spiritually. External
conditions—the Russo-Japanese War, spiritual decay, the “yellow peril” and the uprising of
Eastern nations—have helped to Sinicize it, infecting Western blood and turning it into
something resembling Mongolian ichor.

This dissertation explores several texts that exemplify this gradual transformation. In
Chapter One, we begin with a young boy putting on the costume of the geisha in Melkii bes—
quite literally an example of “child’s play.” For Sologub's Sasha, the wearing of the kimono
transforms him into a geisha who laughs and flirts with all the townsmen; considering that
external conditions shape his actions and behavior, Sasha, according to Merezhkovky's
definition, resembles a typical European. Chapter Two complicates the seeming simplicity of the
masquerade, showing how, during the war, a general sense of confusion permeated the world.
This confusion, in turn, gave rise to an internal panic—one that itself generated phantasmagoria;
even with this panic, we again encounter an example of the external world shaping the internal.
But, in Chapter Four, we will end with the Mongolian blood that runs through all character's
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veins in Andrei Bely's Peterburg. In a sense, Bely completed the transformation of the West
(Russia) into the East that had been hinted at in the texts that preceded his. Thus, if we place
Merezhkovsky within this trajectory, we see that he serves as a bridge between Sologub and
Bely, falling somewhere between the two writers' visions of Russia's relationship to the East.
“Griadushchii kham,” after all, functions as a stepping stone to Peterburg, for, in
Merezhkovsky's world, Westerners are only beginning to betray the tell-tale physical signs of
their shifting identities. And, more importantly, in this world nothing is completely determined
(evropeitsy poka eshche nesovershennye belolitsye kitaitsy, 4:10).

Merezhkovsky's view of Russia in 1906 may have been somewhat bleak, but he did not
deny the possibility that Russia could reverse its turn to khamstvo [boorishness, an offshoot of
meshchanstvo that was to be avoided at all costs] and save both itself and Europe. The path to
salvation lay in a return to the fold of the Orthodox faith—to a faith with a real God—rather than
to remain worshippers of positivism, a “religiia bez Boga™ [religion without God, 4:16].
According to Merezhkovsky, Orthodoxy was the only way to save Russia and to turn the
prophecy that Nikolai Danilevskii (1822-1885) voiced in Rossiia i Evropa (Russia and Europe,
1868) into reality. This prophecy was based on a model of Pan-Slavism, the idea that all Slavic
nations would band together and avoid the threat of Western decay; it held that, «ITocnequue
[i.e. the eternally belated Russians] cranossitcst mepsiMu.»”* Paraphrasing these words near the
end of his article (4:32), Merezhkovsky demonstrated his own faith in Russia's ability to rise
triumphantly above the East. Orthodoxy would deliver them from both the destructive influence
of positivism and the infection present in the thin yellow blood of the materialist East. In other
words, for Merezhkovsky, the metaphorical wound delivered by the war and the revolution could
still be healed.

Part II1: The Impossibility of Return

At the beginning of “Net vozvrata” [No Return, 1909],* Zinaida Gippius (1869-1945)
appears to play with the notion of hope. The story opens with a sense of anticipation as Petr
Mikhailovich and his young daughter, Lelia, await the arrival of Grisha and Nadia—his two
eldest children and her beloved siblings—who have been away at war: the former as a solider
and the latter as a nurse. The stage is set for both the triumphant return of two war heroes and the
joyful reunion of a family.

However, the initial promise that the story seems to offer—that all will be as it was
before—proves itself to be false in a matter of pages. We are informed that, although Grisha and
Nadia are being sent home, the war has not even ended yet. Despite this important historical
detail, the war remains in the story’s background; events like the fall of Tsushima, that most
decisive of battles, take place only on its periphery. For Petr, Russia’s loss at Tsushima does not
even cast a shadow on the homecoming of his children. His parental concern for their well-being
trumps everything else:

—Boiina eme He KOHYHJIACh, TOJIBKO YTO IMOJIYYCHBI ObLIH CTpAalIHBIC BECTHU O

3 Nikolai Danilevskii, Rossiia i Evropa, ed. S.A. Vaigachev (Moskva: Kniga, 1991) 275.
33 The story was first published in the journal, “Novoe slovo,” in 1909, but then was reissued in Gippius’ 1912
collection of stories, Lunnye murav’i [Lunar Ants].
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Hycume, —Jlens nonro He XxoTena BEpUTh U BCIUIakHyJ1a,—a [lerpa MuxaitioBuda BecTu
3TH Kak-To He 3a7enu. CKOIb3HYIHU MO AylIe, MOJIHON cOOCTBEHHOM pagocThio. [leTu ero,
I'puma u Hags, BeinepxaBmue ocany [lopt-ApTypa u HeAOATHI ITOHCKUH TJIEH, —/IETH
€ro yienenu, AeTy Bo3Bpamatorcs! Jlyma, yroMiaeHHas JOJITUM CTPAaXxoM 3a HUX, CHKaTas

MPUBBIYHON OOJIBIO, OTABIXAJIA, PACTIPABIISLIIACE.

The war still hadn't ended, the horrible news about Tsushima had only just been
received, —Lelia hadn't wanted to believe it and shed a few tears—while the news had
hardly touched Petr at all. It slid in his soul, filled with his own joy. His children, Grisha
and Nadia, having withstood the siege of Port Arthur and a short period of being a
Japanese prisoner—his children were left whole, his children were returning! His soul,
exhausted by a long-held fear for them, squeezed with a habitual pain, relaxed and
smoothed out.

Petr regards the return of his children as a triumph; regardless of Russia’s defeat, his family, on
the brink of being reunited, seems to have emerged from the conflict victorious. Because Grisha
and Nadia are externally whole, Petr assumes that their internal being reflects that same
wholeness. But the story quickly shows the fallacy that exists in such an assumption,
highlighting the ways in which appearances can be deceiving.

We become aware of the tension between the body and the soul (the exterior and the
interior) almost from the very beginning. The hope of the opening paragraphs is complicated by
the story’s foreboding epigraph, which states:

Poer tuxas nomnara,

Poer simy, He cnemia.

Her Bo3Bpara, HEeT Bo3BpaTa,
Ecnu panena gyma. (4: 65)

The quiet shovel digs,

Digs a hole, not hurrying,
There is no return, no return,
If the soul is wounded.

The epigraph reminds the reader that an undamaged soul is an essential component of a true
homecoming. Without it, death, as represented by the quiet digging of the shovel, bides its time,
waiting patiently to announce its presence. Death does not have to hurry, for it already lurks
within a victim whose should has been wounded—only without any tell-tale physical signs of
injury. Both Merezhkovsky’s and Gippius’ texts seem to suggest that the true wounds of the
Russo-Japanese War fester internally, in Western blood and in the disturbed souls of those who
participated in the event. This internal wound trumps bodily injury—a gunshot wound or a
missing limb—Ileaving a mark that can wreak havoc insidiously, for it is neither easily
recognized nor easily healed.”’

36 Zinaida Gippius, “Net vozvrata,” Sobranie sochinenii, t. 4 (Moskva: Russkaia kniga, 2001) 66. All future citations
from this story will be given in text.

37 One Gippius scholar writes that the story’s original title was “A Hole in the Head,” which demonstrates the text’s
interest in wounds—both the spiritual and bodily kind. The fact that Gippius went with the more ambiguous “Net
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The issue of recognition constitutes one of the central concerns of Gippius’ story. As
soon as Grisha returns home, his presence unsettles his family:

Jlens mpucmatpuBaetcs k Oparty, npucMmaTtpuBaetcs u [lerp Muxaiinosuy, u Bce
OHHU 00a Kak Oy/ATO MOHATH 4ero-to He MoryT. [lerpy MuxaiinoBudy, X0Ts OH OTIMYHO
3HaeT, 4To 3To ['puila, BAPYr HAUMHAET Ka3aTbes, 4To 3T0 He ['puina. (4: 67)

Lelia looked closely at her brother, as did Petr Mikhailovich, and both of them as
if could not understand something. To Petr Mikhailovich, although he knew perfectly
well that this was Grisha, it immediately began to seem that this was not Grisha.

Confusion emerges as the dominant emotion in this encounter. It is as if the eyes of the
characters cannot be trusted; knowledge, too, becomes suspect in the presence of this apparent
stranger. While Petr intuitively recognizes the change that has taken place within his son (we
find evidence of this in the impersonal verb of perception “kazatbcs’[to seem, to look] that
conveys his impression of Grisha), he remains reluctant to articulate his realization at this stage.

Everything Grisha does not only tests this reluctance, but also alludes to the
psychological damage he suffered at the front. Aunt Dunia, the character most willing to admit
the truth about Grisha openly, suggestively remarks to Lelia at the story’s beginning: “Crpamnas
Belllb BoifHa, manas. Crpamnas’™ [War is a terrible thing, little one. Terrible.]. However terrible
war might be, Grisha remains entrenched in the world that he left behind. Wholly unconcerned
with what is happening around him, he instead animatedly converses “...o fnonuu, 06 Muauu, o
TOBapHIlax, notom omsate 00 Muauu [...about Japan, about India, about his comrades, then again
about India, 4: 67]. Given his unrelenting interest in the East and constant recollection of his time
there (he stopped in India on his return voyage), we can see Grisha as suffering from post-
traumatic stress disorder avant la lettre. The experience of war has rendered him mentally
unstable.

In addition to his troubled mental state, there is yet another possible interpretation of
Grisha’s preoccupation with the East. Early in the story, we are told that Grisha had once been a
captive of the Japanese during the war. Even physically free, he still appears to be a prisoner of
war—both psychologically and symbolically. The truth of the story’s title rests in his figurative
imprisonment: there has been “no return.” Grisha has brought the Orient home with him—what
is more, the Orient at war. Through Grisha, the home becomes as fraught and confused as the
battlefield. Just as the story indicated, the war is not over—for either Grisha or his family.

Despite this obvious truth, the events in “Net vozvrata” show Grisha’s fragile attempts to
move beyond the war’s destructive influence and fulfill his responsibilities within familial and
marital institutions. In fact, the question “whom will Grisha marry?” serves as one of the
overarching thematic concerns of his plot line—one that is not easily resolved. The first sign of
trouble occurs when Grisha goes off to a picnic with several friends one day and returns home
engaged. Not only is his family shocked by this unexpected turn of events, but they also cannot
seem to grasp precisely to whom he has become engaged. That Grisha himself awkwardly

vozvrata” instead of “A Hole in the Head” reflects the message that the story seems to convey: a spiritual wound can
be more damaging than a “hole in the head.” See Vladimir Zlobin, 4 Difficult Soul: Zinaida Gippius, ed. Simon
Karlinsky (Berkeley: UC Press, 1980) 85.
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introduces the matter is part of the problem; as he explains it, “E3qunu Ml nukaukom. Jlunus
WBanoBna, Pakutunsl, eme kto-1o, 1 Onbra JIbBoBHa...Hy, MbI cMesuiuch, myTwid. .. Sl caenan
npeioxkenue” [We went on a picnic. Lidia Ivanovna, the Rakitins and somebody else, and Ol'ga
L'vovna...Well, we laughed, joked. I proposed, 4: 68]. By all accounts—that is, by the logical
organization of his rather concise courtship narrative—it appears that his bride will be Ol'ga
L'vovna. But when his father asks him to confirm the identity of his bride, this simple questions
leads to even more confusion:

-Ha Onsre JIbBoBHE?—B pa3nymbe ckazan [ 'puma. —Otyero Ha Onbre JIbBoBHA?
A He Ha Mapse IlerpoBHe?

-Ha xom xe, ['ocmonu?—MU Iletp MuxaiinoBud 6€CIIOMOIIHO OTJISIHYJICS KPYTOM.
—Tax, 3naunt Ha Mapsbe [letpoBHa? (4: 68)

To Ol’ga L’vovna?—said Grisha, deep in thought. Why to Ol’ga L’vovna? And
not to Mar’ia Petrovna?

-To whom, God?—And Petr Mikhailovich helplessly glanced around. —So, that
means to Mar’ia Petrovna?

The veneer of normalcy that the family strives for begins to collapse in this scene, but they
continue to try to mask their fear of Grisha’s strange speech patterns and behaviors by repeating
only that, “on Takoit oco6ennsrii!” [he is so special!, 4: 67, 69, 71]. The word “ocoGeHHbIii”
(osobennyi) is itself quite telling here, for it can mean either “special” or “peculiar” (suggesting
difference). From his father to Manichka, the characters who use this word to describe Grisha
seem to want it to reflect the former, rather than the latter, definition, even though they all seem
aware of its potential to apply to him in both contexts.

After his engagement, Grisha goes with his father and Lelia to pick up Nadia in Odessa,
where the truth about Grisha can no longer be ignored or masked by platitudes about his
personality. Listening to Grisha recount his engagement to Nadia and several of their friends
who have just returned from the front, his father can do nothing but look on in surprise:

-Jla, BBI paccMoTpuTe XOpOoLEeHbKO, 4ero st B Iuauu Oubre [leTtpoBHe Hakymnun!
Hapouno BeiOupan! Ona GnoHauHKa. /{1 HeBeCThI TOBOPIO, OJIOHIUHKH.

ITerp Muxaiinosuu B3pornyi. Kakas Ounbra [IerpoBra? C Omnbroii JIbBOBHOI OH,
yto 11, Mannuky cmemman? W kakas oHa 61oHAuHKA?

PaccmatpuBan kopo6ouku, [lerp MuxaiinoBuy ckazai:

-I'puiua, ThI myTaemb: Beb TBO HEBECTY 30BYT Mapbs [leTpoBHa.

[...] I'puma paccessHo o6epHyICS.

-A! la. Bepno. Mapss IlerpoBHa...YxacHo muna! M mpurom KypcucTka

neTepOyprekasi.

Omnsate! Kypeuctka? Kakas ne Mannuka kypeuctka? Ho Ilerp Muxaiinosuu yxe
HE BO3PaXKa.

-Yes, look well at what I bought for Ol'ga Petrovna in India! I bought it on
purpose. She's a blonde. It's for my fiancée I say, a blonde.

Petr Mikhailovich gave a start. What Ol'ga Petrovna? Is he mixing up Manichka
with Ol'ga L'vovna? What kind of a blonde is she?
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Examining the boxes, Petr Mikhailovich said:
-Grisha, you're mixed up: after all, your fiancee is named Mar'ia Petrovna.
[...] Grisha absentmindedly turned around.
-Ah! Yes. That's right. Mar'ia Petrovna....Terribly cute! And in addition to
that a student in Petersburg.
Again! A student? What kind of a student is Manichka? But Petr Mikhailovich
had already stopped objecting.

We see how Grisha does not simply confuse his fiancée's name; rather, he fabricates an entirely
new person out of the two women in whom he had expressed interest: the name Ol'ga Petrovna
combines Ol'ga L'vovna's first name with Manichka's patronymic. In addition to his inability to
differentiate between the two girls' names, he also cannot separate their personality traits. The
story has already confirmed that it is Ol'ga who is the student, not Manichka. But by repeatedly
distorting the facts, Grisha shows himself to be divorced from reality.

These surface details aside, this scene also drives home the realization—for Petr
Mikhailovich, Lelia and the reader—that Grisha, although he looks like Grisha and functions, for
the most part, just as the old Grisha did, has been irreparably damaged by the war. No marriage
will take place between Grisha and either Manichka, Ol'ga L'vovna or any other woman. For
Grisha, there will be no progeny; as the only son, the family line will stop with him. While the
story does not address this issue directly, it paints Grisha, Nadia and their circle of friends as a
“lost generation” for whom there can be no hope.*® While at war, they crossed a line from which
there could be “no return” and have been left mentally unable to fulfill their duty.

Images from the satirical press appear to be in dialogue with the popular idea that informs
Gippius' story: that the war had stolen away eligible, young men on the verge of marriage,
leaving Russia's young women with few options. In an image from the 24 April 1904 edition of
Shut, “Zabotlivaia mamasha” [A Concerned Mother; see Figure 3.4], we see a witch-like older
woman conversing with her attractive, but as yet unmarried daughter. While the daughter looks
provocatively at the viewer, the mother stares off into the distance with a pinched expression as
she ruminates about her daughter's fate on the dire Russian marriage mart. She fearfully predicts
that the “cursed Japanese” (prokliatye iapontsy) will soon have conquered the world.*” Because
of their rising power, the mother suggests that the daughter has been a fool for not getting
married before the war and that perhaps she will get married after all—only to a Japanese! She
ends her diatribe with these words, suggesting that this outcome is the most likely since the
“Japanese are, after all, desperate”® (oni, ved', otchaiannye). On both fronts—national and
domestic—the mother may have genuine cause for concern. The joke works on several levels,
playing upon popular fears. The most obvious thrust of the joke is that the war has deprived
young women of husbands, but the joke also bitterly insinuates that the enemy is slowly
conquering Russia—Hfirst its land, then its women, and finally, with the mixing of the blood, the
purity of the Russian identity—and advancing its way into the body social of the nation.

Returning now to “Net vozvrata,” we can see that, while Gippius' story engages with
popular fears from the period, it also offers a verbal portrait of the “real consequences” of the
war, or at least what she herself had witnessed during her travels with her husband, Dmitry

¥ In Erotic Utopia, Olga Matich explores the role that procreation plays in the lives and works of Vladimir
Solov’ev, Lev Tolstoi, Zinaida Gippius, Alexandr Blok and others.
3% Khokhol, “Zabotlivaia mamasha,” Shut No. 17 (24 April 1904) 13.
40 1.
ibid. 32
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Merezhkovsky, in 1905. In Dmitry Merezhkovsky (1951), Gippius recalled their surprise
encounter with wounded soldiers returning from the Far East when they stopped in Odessa on
their way back from Constantinople:

B Opnecce Hac xxnana HeoxkujaHHas BcTpeya. Tyaa Kak pa3 MpHILIes TapoxXo[ C
paHeHbIMU U3 SlnoHuu. VI3 pa3HbIX MecCT, a B Hallel TOCTUHUIIE, 10 OTIPABKU B
TOCIMTAJISI HA CEBEpP, MOMECTIIIN HECKOJIBKUX O(pULIEpOB MOPT-apTypCKuX. by u
TsDKEJIble, U BCsAKKE HeslosieueHHbIe. C OIHNM, YKe OE3HOTMM, s MOAPYKHUIACh U Pa3
Jla’ke, KOI'/la ero cecTpa MUJIOCEpIusl KyJa-To yIUIa, a y HEro Havyaluch 00y, s
BCHpbICKMBasIa eMy Mopduii. Ero, no ero cioBam, «pe3aiu, Aa HEIOpe3aan».

Ho 4ero Mbl B X KOMHaTax He HacMoTpenuch! 1 Takoe octanock BreuaTieHHe,
YTO BCE AT «BEPHYBIIHECS» U3 OTHU BOWHBI—IIIOAM YK€ (WM ellle) HEHOpMaJIbHBIE.

J1.C. roBopu1, 4TO 3TO-TO M HOPMAJIbHO, YTO OHM HEHOpMaJibHbIe. UTO HHaUe U
ObITh He MOkeT. OH HEHaBH/IEJ BCAKYIO BOWHY BCEM CBOUM CyIlecTBOM...Bunen B
BOHHAX yrpo3y rubenu denoBedecTsa.”

An unexpected meeting was waiting for us in Odessa. A ship with the wounded
from Japan suddenly arrived there. They had placed several officers from Port Arthur in
our hotel from different locations until they could be sent to a hospital in the north. They
were grave and all were undertreated. With one, already without his legs, I became
friendly, and one time I even gave him a shot of morphine when his nurse had gone off
somewhere and his pains had started. In his own words, he had been “cut, but not all the
way.”

What didn’t we see in their rooms! And there remained such an impression that,
all of these who had returned from the fire of the war—they were people who were
already (or were still) not normal.

D.S. [Merezhkovsky] said, that it was normal that they were not normal. That it
could not be otherwise. He hated any war with all of his being. He saw in wars the threat
of the downfall of humanity.

Based on her personal observations, Gippius, with the help of Merezhkovsky, concluded that war
brings irreparable damage to the individual and to the nation. The officers that she met are the
“living dead,” for they exist in a state of limbo. As the crippled officer himself remarked to
Gippius, “cut, but not all the way.” From this statement, we see that, while the end has not yet
truly arrived, it is present all the same—a physical and psychological mark on the body. These
are wounds that do not heal. Given the time lapse between her 1905 experience and when she
published her memoirs about Merezhkovsky, this unexpected encounter may have left lasting
traces. In a way, this memory represented her own war wound, one that she could not escape
even years later. For Gippius as well as for the characters, the war seemed to have no end; it had
helped to shape her understanding of the Russian modern age. As one contemporary critic
described Lunnye murav’i [Lunar Ants], the cycle in which “Net vozvrata” appears: ‘“Pacckazbl
3. 'mnnuyc nocieaHero nepuoja, UMEHHO IIeCTas KHUTa, IPOHUKHYTBI KaKOM-TO OYeHb 0cmpoti
COBPEMEHHOCMbI0; TIOUYTH BCE PACCKa3bl 3aTPArHBAIOT T€ WM WHBIC SBJICHUS

*! Zinaida Gippius, Dmitri Merezhkovskii (Parizh: YMCA-Press, 1951) 136.
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HoCIepeBOIIOMOHHBIX HacTpoeHuil” ~ [The stories of Z. Gippius from the last period, namely
the sixth book, are permeated with such a sharp feeling of modernity; almost all of the stories
touch upon these or other occurrences of the post-revolutionary moods] (my italics).

The post-revolutionary and, I would add, post-war mood placed under Gippius’
storytelling microscope in “Net vozvrata” characterizes psychological rupture. Gippius takes
great pains to establish the various ways in which all of those returning—Grisha, Nadia, their
friends—exhibit strange or unnatural behavior. The story demonstrates how their connection to
society has been broken; the ability to converse normally escapes them. In the same scene in
which Grisha cannot keep track of his fiancée’s name, we see Nadia talk about a dead monkey (a
Chinese woman whose murder she witnessed), while the others make various random comments
about their lives during the war (4: 75-6). Parlor talk, the pleasantries upon which social life is
based, is transformed into a mindless cacophony. Nobody responds to or seems to understand
anybody else; each character seems to exist in his or her own personal vacuum. Also, it is as if
Petr and Lelia are not even there in the room with them. In a way, they are not, for they have no
place in the conversation; they are outsiders from “another world.” As the text explains the
condition of those who have returned:

CobcTBEHHO 0 BOitHe—COBceM He ToBOpuIIH. BoiiHa Obuta Tem, uTo ecTh U 0e3
Yero HUYEro Het. BoliHa—pocTo BO3yX, KOTOPBIM JIBIIIHIIE. A KyCOYECK 3€MITH, I/Ie
OHU TIPOKUIIA BCE BMECTE,--B BOWHE, KaK B BO3JIyX€,--OTACIbHBIN MUp, 0CO0as TUIaHETA,
cBos. (4: 75)

As a matter of fact, about the war, they did not speak at all. The war was that
which is and without which there is nothing. War is simply the air that you breathe. But
that piece of the earth, where they had all been together—at war, as in the air—was a
separate world, a different planet, their own.

The war had created a chasm between those who had been at war and those who had not. Even
when placed back in their former habitat and routine, those who had participated in the war
continue to exist in its specific time and space (the chronotope of the war). Without it, they
cannot live; however strange it may seem, the very thing that wounded them also has come to
serve as their main form of sustenance—as well as their raison d'étre. Beyond this event, there is
nothing. For them, the war acts as a barrier that prevents communication, understanding and, at
its very heart, recognition.

In its exemplification of this trauma, “Net vozvrata” gives voice to the psychological
repercussions of war through the theme of the wounded soul. The story shows that this invisible
wound works insidiously, denying those who suffer from it the possibility of reintegrating into
society. They are damaged, a lost generation that carries death within itself, or, as the narrator
refers to them, prizraki [ghosts, apparitions, 4: 75]. Gippius’ story laments the metaphorical
death of this generation of war participants, as well as the chasm that the Russo-Japanese War
has opened in Russia. A tragic fate has befallen this land, one from which there is no easy
recovery. Gippius ended her story concisely: “He Beprynucey” [They did not return, 4: 80]. This
stark phrase conveys that the wound from the past remains open.

2 A. Chebotarevskaia, “Z.N. Gippius. ‘Lunnye murav’i’,” Z.N. Gippius: Pro et Contra, ed. D.K. Burlak (Sankt-
Peterburg: RkhGA, 2008) 432.
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Part IV: The Inability to Heal

In this chapter, I have explored the period following the Russo-Japanese War and the
Russian revolution, from 1906 to 1909, beginning with Blok’s conception of Russia’s temporal
and spatial emptiness and his apocalyptic forebodings about the end of time, moving to
Merezhkovsky’s still impending anxiety about the threat from the East, and ending with Gippius’
portrait of trauma: the war from which there is no return. All three artistic texts depict the
consequences of the Russo-Japanese War through temporal and spatial categories. For Blok and
Gippius, the end of time is upon them; the war has created a temporal wound from which they
cannot recover. The apocalypse also lurks on the horizon (it is coming) in Merezhkovsky’s text,
but, unlike his contemporaries, he allowed that it could still be avoided by a return to religion. In
terms of space, however, we again find common ground, for each text exhibits a preoccupation
with the damaged bodies of modernity—the hysterical girl in Blok’s essay, the infected
Western/Aryan body of “Griadushchii kham,” Grisha’s wounded soul and the subsequent loss of
his procreative potential in “Net vozvrata.” By placing these texts within their larger historical
context and demonstrating their engagement with fears expressed in popular cultural mythology,
I show how they artistically represent Russia’s cultural anxiety and fragile psychology after it
lost the war against Japan.

This emotional unsteadiness is itself emblematic of the period, and I would argue that in
it lies the key to understanding the art of these years. The war and the revolution that took place
in its wake not only set a series of political and social changes in motion, but also constituted a
rupture in the Russian artistic imagination. To attempt to make sense of this rupture, writers
repeatedly explored both the historical event that had caused it and the trauma inflicted by its
outcome. The victory of the Japanese in the Russo-Japanese War thus came to signify many
things, but especially the penetration of the enemy into the individual and social body. We see
this in Merezhkovsky’s vision of yellowing blood and accompanying spiritual stagnation, and in
the wound that festers within Gippius’ characters. These artistic texts give voice to the emotional
trauma plaguing Russia—one that bled steadily from the Revolution of 1905 to the decade
beyond.
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Chapter 4: The Return of Japonisme in Russian Symbolism

As the immediate wound of the war faded into the past, Russian writers again began to
revisit Japanese themes in their novels, poems and theoretical works. The appeal of Japan
remained strong in the Russian cultural imagination. In part, this appeal seemed to stem from its
very inscription into modernist aesthetics. Andrei Bely, in “Pesnia zhizni” [The Song of Life,
1908], described the way that modernists had used Japanese art to shape their own artistic
principles:

[...] Enunoe, 3Byualee, Kak puTM BO BpEMEHH, KaK TOTAJIbHOCTh B
IIPOCTPAHCTBE, KaK MEJIOAHs B IPUUYUHHOCTH, —BOT HACTPOEHHUE MIEPBBIX CUMBOJINCTOB
KoHIa 190ro croneTue: 3anena Kpacka, IoJeTeNa JIMHUSA, PacCesINCh MBICIIN: CTaIN
MBICIIUTh BUTpaXkaMu 18 Beka 1 OpHAMEHTOM; Hay4dHasi METOA0JIOIUsl—CTalla
CHUMBOJIMKOH (HayKa He TOTepsijia OT 3TOr0; Ha000pOT: BBIMraia), peIMIMO3HbIC 10TMaThI
[IPEBPATUIIMCh B TBOPUYECKUE JICUT-MOTUBBI, UCTOPUS KYJIbTYpPbl U HCTOPUS UCKYCCTB
000TraTUIIMCh IEHHBIMH TPYAAaMHU, HO HHTEPEC K HICTOPUUYECKUM TPYIaM BO3pOC
IIPONOPLUUOHAIBHO YTPAThe YyBCTBA UCTOPUUECKON Nany; ensa i [ oHKypa 3anena
ATOHCKasl KUBOINCH, Kak Dayap MaHe BOCKpECHII €€ B CBOEM TBOPUYECTBE: U MOSBUIUCH
3areM Tpyasl ['onsa, PeBona, ToMKuHCOHA U Ap., MOCBAIICHHbIE AOHLAM, a O6pu
Bepacieii B simoHmax BOCCO3/1aJ1 Halll BEK, YTOOBI MOTOM COJIM3KTH ero ¢ BaTro.'

[...] A wholeness, sounding like a rhythm in time, like a totality in space,
like a melody in causality,—this is the mood of the first symbolists at the end of the 19"
century: color was singing, a line was flying, ideas were being dispersed: we began to
think like the stained-glass windows and ornaments of the 18" century; scientific
methodology—became a symbol (science did not suffer a loss from this; on the contrary:
it won), religious dogmas were transformed into artistic leitmotifs, the history of culture
and the history of the arts were enriched by valuable works, while the interest in
historical works increased proportionally as it lost feelings of historical distance; the
Japanese painting had barely started singing for Goncourt, and already Edward Manet
resurrected it in his art: and then appeared the works of Gonza, Revon, Tomkinson and
others, dedicated to the Japanese, but then Aubrey Beardsley in the Japanese recreated
our age, in order to connect it with Watteau.

In this rather long sentence that suggests synesthesia (note that both painting and color sing),
Bely’s ideas move from the mood of the early symbolists to the appearance of Japanese painting
in nineteenth-century France. As he presented it, Japanese painting transcends history (as does
Bely’s historical summary), acting as a gateway to the past; for modernists, it provided a window
into the eighteenth century—to the colorful and theatrical world of the French Rococo painter,
Antoine Watteau (1684-1721). Bely credited the British illustrator Beardsley (1872-1898), who

! Andrei Bely, “Pesni zhizni,” Arabeski: kniga statei (Moskva: “Musaget,” 1911) 51.
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was greatly influenced by Japanese painting,” with using the Japanese to make this connection
between the twentieth century and the eighteenth. In Bely’s words, Beardsley had “recreated
[their] age in the Japanese.”

Although this statement’s primary concern is turn-of-the-century art, I would suggest that
we can also consider its implications within the broader context of the early twentieth century.
Writing these words in 1908, Bely was providing a retrospective account of the preceding years.
In light of the Russo-Japanese War and Russian attitudes towards Japan both before and after
this event, we can say that, for the Russians, the Japanese helped to shape not only the aesthetic
principles of the modernist period, but also its political climate and historical mood. From the
early 1890s onward, “their age”—the age of Bely and his contemporaries—truly was
“(re)created in the Japanese.” What this statement meant, however, changed with the times. At
first, “their age” looked like one that had happily fallen victim to the mass appeal of the Japanese
aesthetic; then, during the war, “their age” descended into phantasmagoria as the yellow peril
reached its peak; after the war, “their age” was affected by their traumatic loss to the Japanese,
which continued to reverberate in the popular imagination. The Japanese, or, at the very least, the
Russian conception of them, was constantly shifting, entrapped in an ongoing cycle of return.

The idea of Japan’s return in Russian literature serves as the primary concern of this
chapter. My analysis will focus on how, as the war continued to fade into the past, Russian
writers again began to engage with their (and their age’s) fascination with Japanese art. Starting
with Andrei Bely’s Peterburg (1913-4, 1916, 1922%), I will investigate how Bely not only
adopted Japanese artistic principles into his modernist novel, but also used it to play with
different conceptions of the East. Then, moving away from Bely, I will turn to two largely
apolitical and seemingly ahistorical works—Konstantin Bal’mont’s poetry from his travels in
Japan (1916) and Mikhail Kuzmin’s poem, “Fuzii v bliudochke” (1917)—to explore how, as the
1910s progressed, the war was largely forgotten as literature began to favor a return to earlier
forms of japonisme.

Part I: Peterburg and a Loss of Perspective: “Omna 0bli1a HacTOsILICH
SANOHOYKOM”

And in this Russian setting it is somehow strange
to see gracious, elegantly dressed Japanese women
with their elaborate hairstyles and silk bows at their backs,
just as if they had walked in from those lively drawings we
had seen earlier in Japanese albums...Is this a dream or reality?
-Andrei Krasnov*

Andrei Bely’s Peterburg [Petersburg], the second novel in his planned Vostok ili Zapad
[East or West] trilogy,’ offers a historical perspective on the events of 1905, a year that marked a

* See Linda Gertner Zatlin, Beardsley, Japonisme and the Perversion of the Victorian Ideal (Cambridge: Cambridge
UP, 1997).

? Although Bely’s novel appeared in three different forms within nine years, the edition I will be quoting from is the
1916 version as published by “Nauka.”

* Andrei Krasnov, “Around the Islands of the Far East,” Russian Views of Japan, 1792-1913:

An Anthology of Travel Writing, ed. and trans. David N. Wells (New York: Routledge Curzon, 2004) 174.

> The Silver Dove is the first novel in the planned, but incomplete, trilogy.
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time of confusion and chaos in the aftermath of the Russo-Japanese War and in the lead-up to the
Russian Revolution.® The world in which Russians now found themselves—a world in which, for
the first time in history, a powerful Imperial and Western power was defeated by an Eastern
nation—was destabilized, causing them to question their very identity. The novel plays with this
uncertainty, continually asking readers to decide where Russia belongs: in the West, in the East
or perhaps somewhere in between? As soon as readers believe that they have found a stable
answer to this question, however, the novel again shifts. Because of this instability, the novel
resembles the phantasmagoric period in which it is set; from start to finish, chaos dominates
Peterburg.

At the novel’s beginning, we see how disorder permeates the Russian capital. Nothing,
not even a nonsensical sound carried by the wind, can be taken at face value at this specific
historical moment:

TaxoBbI ObLTH JTHH. A HOYM—BBIXOJHJI JIX THI 10 HOYaM, 3a0UpajICs JIU B IIIyXue,
MOJTOPO/IHBIEC MYCTHIPH, YTOOBI CIBIIIATH HEOTBI3HYIO, 31YI0 HOTY Ha «y»? Yyyy-yyyy-
VYy: TaK 3By4aljio B MPOCTPAHCTBE; 3ByK—OBbLI JI1 TO 3BYK? Eciu To 1 ObUT 3BYK, OH OBLIT
HECOMHEHHO 3BYK HHOTO Kakoro Mupa [...] «yyyy-yyyy-yyy» [...].* (77)

Such were the days. Have you ever slipped off at night into the vacant plots of the city
outskirts to hear the same importunate note «00?» 0000-0000-000: such was the sound in
that space. But was it a sound? It was the sound of some other world [...] «0000-0000-
ooo» [...].7 (52)

This omnipresent “yyyy-yyyy-yyy,” which perhaps has its origins in Solov’ev’s “Vrag s
vostoka” [The Enemy from the East, 1892] with its representation of the enemy as none other
than the Eastern winds,'® runs throughout the novel. As a disciple of Solov’ev’s Pan-Mongolism,
Bely used this sound to reflect the chaos that is tearing Petersburg apart, as well as to contribute
to the impression of Russia having been overtaken by another world, “some other world” [inoi
kakoi mir].

The impression of the East’s invasion via the wind is further compounded in a dialogue
between the factory worker Styopka and a visiting gentleman:

% For a full discussion of the context surrounding the novel, see Robert Maguire and John Malmstad, “The
Translators’ Introduction,” Peterburg, ed. and trans. Robert Maguire and John Malmstad (Bloomington, Indiana UP,
1978) viii-xxii.

7 Rosamund Bartlett, “Japonisme and Japanophobia: The Russo Japanese War in Russian Cultural Consciousness,”
The Russian Review 67 (January 2008) 30.

¥ Andrei Belyi, Peterburg, ed. L. K. Dolgopolov (Sankt-Peterburg: “Nauka,” 2004).

? Peterburg, ed. and trans. Robert Maguire and John Malmstad (Bloomington, Indiana UP, 1978) 52. All
translations will come from this edition and will be marked in text by parenthetical citation.

' Solov’ev’s description of the wind reads as follows: “Ho mpeske, 4eM TaKkie ONaceH s MOIYT OMPaBIaThCs,
coOCTBEHHO Hawm, T.e. He Bcell EBpore, a ogHoIt Poccun, mpuxoanTces elie BCTpedaTs HHOT'0, 0COO0I0 BOCTOYHOTO
Bpara, 0oJiee CTpaIIHOTO, YeM IIPEKHBIE MOHTOJILCKHE PAa30PHUTEINH, U YeM Oy Iyline HHANNCKHE U THOSTCKUE
npocBetuTeny. Ha Hac HagBuraeTcs cpenHsst A3Usi CTAXMHOIO CHJIOK0 CBOEH ITyCTBIHM, ABIIINThH Ha HAC
H3CyIAIIUMU BOCTOYHBIMU BeTpamu’” [But before such concerns may be justified, personally to us, that is not to
all of Europe, but only to Russia, we have yet to meet a different, especially Eastern enemy more fearsome than the
old Mongolian destroyers, and the future Indian and Tibetan enlighteners. Central Asia is coming to us with the
elemental strength of its own desert, to breathe on us with the exhausting Eastern winds], Sobranie sochinenii, t. 5
(Sankt-Peterburg: “Prosveshchenie,” 1911-3) 452.
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« bapuH BbI XBOpPBIH; ¥ TOTOMY OT Tabaky Jia OT BOAKH CKOPO BaM—KaIlyT: caMm,
IPEIIHBIM JETIOM, IIUBAJL: a Tarepuya aaji 3apok. OT Tabaxy fa OT BOJAKH BCE U IMOILIO;
3HAIO TO, U KTO CrlauBaeT: sAroHen!» [...]

«A TIpO SANIOHIIA OTKY/1a ThI 3HAEIIB?)

«A TIpO AMOHIIA TaK BOJUTCS: MPO SIMOHIIA BCe 3HAOT. .. Ee BOT u3BonuTe
MIOMHUTb, yparaH-To, 4To HaJl MOCKBOIO MPOIIEN, TOXKE CKa3bIBAIM—KaK MOJ, YTO MOJI,
IyIIM MOJI, yOUEHHBIX; C TOTO, 3HAYUT, CBETA, MPOLLIACh HaJl MOCKBOIO, 0€3 TIOKasHuS,
3HAYMT, 1 ymMepuu. U erie 3To 3Ha4uT: OBITH B MOCKBE OYHTY.»

«A c IlerepOyprom uto Oyner?»

«/la 4T0: KyMHpHO KaKyr0-TO CTposT KuTaius!!» (104-05)

“You're a sick man, sir. It won't be long till tobacco and vodka finish you off. I
used to be a drinker, sinner that I am, but now I've taken the pledge. Everything started
with tobacco and vodka. And I know who's behind it: the Japs!” [...]

“And how do you know about the Japs?”

“That's how it is with the Japs, everybody knows the way the Japs are. Don't you
remember the cyclone that passed over Moscow. They said this and that about it. It was
the souls of the slain, they said. Must be from beyond. They must have died unrepentant.
Must mean there's gonna be a revolt.”

“And what will happen to Petersburg?”’

“The Chinese are putting up some heathen temple or other.” (68)

This passage reflects the popular beliefs that Russian peasantry had about the Japanese enemy. In
a popular consciousness colored by fears of the yellow peril, the Japanese became responsible
for all that was bad, from tobacco and vodka to random acts of nature. The cyclone hit Moscow
in June 1904—in the midst of the Russo-Japanese War—and, as Styopka demonstrates, the
Japanese were clearly behind it. Various ideas about the East are floating in the air, much of
which resembles hearsay. We see the gossipy tone of Styopka’s speech as it builds, echoing
several theories that he has heard about the cyclone that seemingly blew in from the East. This
cyclone gradually acquires more superstitious meaning and becomes both the return of the
Russian dead and a sign of the coming revolution. The cyclone thus functions as a symbol not
only of the chaotic East that carried within itself the seeds of Russia’s destruction, but also of the
turmoil that existed at Russia’s core. This turmoil stems from the penetration of the East into the
West—of the sound “0000” that taints the very air that Russians breathe. One Russian scholar
observes that, in Bely’s novel, the boundaries between the East and Russia have simply broken
down: “Bocrok mponuk B camoe ceparte Poccun.”!

While there are many characters that are emblematic of the blurring taking place between
Russian and Eastern identity (though not always specifically Japan), no one makes the
penetration of the “East as Japan” into the Russian heart more apparent than Sofia Petrovna
Likhutina. In her apartment the Japanese aesthetic reigns supreme and she surrounds herself with
a variety of beautiful, foreign objects:

"' LK. Dolgopolov, “Tvorcheskaia istoriia i istoriko-literaturnoe znachenie romana A. Belogo
“Peterburg,” Peterburg, ed. L. K. Dolgopolov (Sankt-Peterburg: “Nauka,” 2004) 601.
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Codps [lerpoBHa JInxyTrHa NpoXKUBasia B MaJICHbKON KBAPTHUPKE, BHIXOIUBIICH
Ha MOiKy; TaM CO CTEHbI OTOBCIOJY YIIaJaJIi KaCKaJbl CaMBbIX SPKUX, HEYTOMOHHBIX
I[BETOB: SIPKO-OIHEHHBIX—TaM U 3/1ecb—II0jHe0ecHbIX. Ha cTeHax smoHckue Beepa,
KpY>KeBa, ITOJIBECOYKH, OAHTHI, a HA JJaMIIaX: aTJacHbIe a0aKyphl pa3BeBaJIU aTJacHbIe U
OyMakHbIE KPBUTbs, OyATO 0200YKH TPOIMUYECKUX CTPaH |[...]

Codps [lerpoBHa JInxyTrHa Ha CTEHAX MMOpa3BECUIIa SITIOHCKUE MEHCaXH,
n3o0paxkasime Buja ropsl Oy3u-SAmel, --BCE 10 €AMHOTO; B pa3BEIIaHHBIX MeHcaXuKax
He OBLJIO MePCHEeKTHBBI; HO M B KOMHATKAaX, TYr0 HAOUTBIX Kpeciamu, copamu, mydamu,
BEEPaMU M KUBBIMU SITOHCKUMH XpU3aHTEMaMH, TOKE He OBLIIO MEPCIIEKTHUBBI:
NEPCIEKTUBON SBJISIICS TO aTJIACHBINA AJIbKOB, M3-3a KOTOPOTo BIMOpXHET Codbs
IIerpoBHa, WK ¢ ABEPU CIETAIOLINM, MIECMYYIIUNA YTO-TO TPOCTHUK, U3 KOTOPOTO
BBINIOPXHET BCE OHa ke, a To Dy3u-Ama—recTpslii (HoH €€ pOCKOIIHBIX BOJIOC; HAI0
cka3ath: korna Codps [lerpoBHa JIuxyTuHa B CBOEM PO30BBIM KHMOHO T10 yTpam
IpoJieTalia ¥ U3-3a JABEpH K aJIbKOBY, TO OHa ObljIa HACTOAIICH AMOHOUYKOM. [TepcrekTBbI
e He ObL10. (60)

She resided in a small apartment on the Moika. From the walls tumbled cascades
of the brightest, most irrepressible colors: there, very fiery; and here, sky blue. On the
walls were Japanese fans, lace, tiny pendants, and bows, and on the lamps from satin
shades fluttered wings of cotton fabric like tropical butterflies [...]

Sofia Petrovna Likhutina had hung small Japanese landscapes, all of them,
without exception, depicting a view of Mt. Fujiyama. The landscapes had no perspective.
And the rooms, jam-packed with divans, armchairs, sofas, fans and live Japanese
chrysanthemums, had no perspective either. Perspective was provided by a satiny alcove,
from which Sofia Petrovna would emerge in a flutter, and by a rustling weed portiere
hanging in the doorway, from which Sofia Petrovna would emerge in a flutter, with
Fujiyama as the background for her marvelous hair. It must be said that when of a
morning Sofia Petrovna Likhutina, wearing a pink kimono, flew from behind the door to
the alcove, she was the perfect image of a real Japanese girl. Still, there was no
perspective. (39)

Due to the crowding of various fans, landscapes and pendants into this “kBaptupka,” the image
we perceive becomes almost grotesque—a violation of the Japanese aesthetic itself. The very
goal of Japanese art is to celebrate minimalism, or, as one contemporary of Bely's pithily defined
its underlying aesthetic principle in 1906, “Ocnensitoias 3aa0pHasi >KU3Hb: MPaB/ia BEJIMKOrO B
manom™'? [A blinding playful life: the truth of the great in the small]. What Sofia Petrovna has
achieved, however, appears to be the direct opposite of this. In its overcrowding, her apartment
overwhelms the eye and crosses over into vulgarity—a fact that escapes neither the narrator’s
attention nor his ironic tone. Numerous critics, when writing about this passage, pick up on this
feature of the text, remarking on its satirical treatment and parody of the obsession that Russians
had with japonisme at this time."” And in another recent study, one scholar reads this scene
against Impressionist painting, looking for the sources of Sofia Petrovna's taste and finding them
in such famous works of art as Claude Monets «La Japonaise, Madame Monet en costume
japonais» (1876) or James McNeill Whistler's «Rose and Silver: La princesse du pays de

"2 N. Rerikh, “Na iaponskoi vystavke,” Zolotoe runo, Jan. 1906: 111.
3 See Bartlett 29, Heldt 177, et. al.
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porcelaine (1863-4)." But going beyond satire, parody and artistic prototypes, I would argue that
there is also something more at stake here. In this passage, we observe that Sofia Petrovna does
not merely look like a Japanese girl, she “6s11a HacToseit smoHoukol™ [was a real Japanese
girl, my italics].

This description stems, in part, from the artwork decorating Sofia Petrovna’s walls. There
are several small Japanese landscapes depicting Mt. Fuji that hang in her apartment. (See Figures
4.1 and 4.2). These paintings, by the nineteenth-century Japanese artist Hokusai (1760-1849), or,
as Sofia Petrovna constantly refers to him, Xanycaii,"” only contribute to the distortion of her
surroundings and identity. If we examine these paintings carefully, the eye does not know where
to focus first, for, although these landscapes are supposed to represent Thirty-Six Views of Mt.
Fuji (1823-9), the famous mountain is either dwarfed by a wave (as in Figure 4.1) or cast off to
the side in favor of an abstract rendering of the wind (Figure 4.2). Should the viewer focus on
the mountain itself or on the landscape that surrounds it? While there is no definitive answer to
this question, one thing that emerges as certain is that the lack of perspective (i.e. Western/linear
perspective) in these Hokusai paintings is indicative of the same in Sofia Petrovna’s existence.
To elaborate, in both, the natural focal point (i.e. the main object being described) is
overshadowed by surrounding objects of secondary importance. This use of asymmetry distorts
our perception of the scene and creates a scenario in which paintings of Mt. Fuji are no longer
mere representations of Mt. Fuji, and Russian women who decorate their homes in the Japanese
style are no longer simply Russian women. The surrounding landscape and focal point merge
into one. Thus, being framed by the background of Fujiyama and wearing her pink kimono, Sofia
Petrovna seems to be nothing more than a product of her environment.'

Yet the presence of the statement, “oHa Obl1a HacTosIIeH simoHOUKOH,” at the end of this
descriptive passage also undercuts this assumption, for there is more occurring in this scene than
a mere instance of artistically constructed cultural confusion. In using the copula “0p1a” [Was]
to link Sofia Petrovna with a “Hacrosimas simoHouka” [real Japanese girl], the narrator invites us
to view her “Japaneseness” as an internal, as well as an external, phenomenon. She serves as an
ironic example of zhiznetvorchestvo [life creation]—the fusion of art and life that preoccupied
the Russian Symbolists’ and served as one of the guiding aesthetic principles of Russian
Modernism."” The boundaries between the paintings on the wall and her being have collapsed,
blurring into one. It is as if, surrounded by these foreign objects and the victim of a loss of
perspective, Sofia Petrovna has somehow imbibed Japanese art and thereby the Japanese
identity.

If we leave the question of identity behind for the moment, we could ask, in fact, if a
similar lack of perspective occurs in Peterburg as a whole. Is the narrator’s perspective as torn
between the East and West as Sof’ia Petrovna’s, who demonstrates Eastern proclivities in her

'* Susanna Lim, China and Japan in the Russian Imagination, 1685-1922: to the Ends of the Orient (New York:
Routledge, 2013) 162.

" In the commentary to the novel, it is not stated explicitly which landscapes Bely had in mind when describing
Sofia Petrovna’s apartment, but given the fame of these two works by Hokusai, I offer them simply as an example of
what could have been hanging on her walls. Regarding Bely’s general feelings on Japanese art, Dolgopolov remarks
that he was deepy interested in it, 654.

' If this moment in Bely’s novel echoes Sasha’s transformation into the geisha in Melkii bes, then the Peredonovian
equivalent of this moment is the scene when Dudkin, who also seems to be a victim of his surroundings, imagines
that a Mongol steps out of the yellow wallpaper in his room. Both characters are created by their environment.

'" See Creating Life: The Aesthetic Utopia of Russian Modernism, eds. Irina Paperno and Joan Delaney Grossman
(Stanford: Stanford UP, 1994).
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little apartment on the Moika? Has he, in his story-telling, combined the whimsical asymmetry of
the East with the orderly linear perspective of the West? Does the combination of these
competing perspectives help to create, both thematically and formally, the chaos and tension
between the East and West that we encounter on almost every page of the novel?

It may be that even before we enter Sofia Petrovna’s little apartment on the Moika, the
novel lacks any definitive perspective; not only is the plot fragmented and told episodically, but
its focal point is never entirely clear. Given the novel’s reigning artistic principle, mozgovaia
igra [cerebral play], this lack of clarity is not at all surprising. The text wants to be at once
confusing, playful and mysterious; as the narrator remarks at the end of Chapter One:

ABTOp, pa3BeCUB KapTUHBI HIUTIO3UH, JOIDKEH Obl ObUT TOCKOPEN MX yOpaTh,
0OpbIBasi HUTh MIOBECTBOBAHUS XOTs ObI 3TOH (pa3oro |...]

Mo3roBast Urpa—TOJIBKO MackKa; 1o/ 3TOI0 MacKOI0 COBEPILACTCS BTOPKEHUE B
MO3T HEM3BECTHBIX HaM cull [...] (56)

The author, having hung pictures of illusions all over, really should take them
down as quickly as possible, breaking the thread of the narrative, if only with this very
sentence.

Cerebral play is only a mask. Under way beneath this mask is the invasion of the
brain by forces unknown to us. (35)

This description of mozgovaia igra invites us to view the novel as a series of pictures that have
been hung all over the place (just like the numerous landscapes on Sofia Petrovna’s walls). The
art of Peterburg privileges chaos—what we might call organized chaos, but chaos nonetheless.

In describing the novel’s construction, the visual ultimately emerges as even more
important than overwhelming chaos. The reference to the visual suggests more than mere
coincidence, as does a statement that Bely would later make about his novel: “moii
«ITetepOypr»--TOJIBKO MYyHKT IPAHANO3HOU KapTuHbL...”"® [My Peterburg is only one part of a
grandiose painting]. Given this metaphor, we can see that Bely viewed the novel as being in
dialogue with the visual arts. The idea that art played a role in the creation of Peterburg has been
explored in recent scholarship on the novel; one study in particular focuses on how Peterburg
both reflects and incorporates avant-garde aesthetics, particularly those of Kandinsky."” Building
upon this study I would like to propose another visual feature of the novel that has not been
considered in Bely/Peterburg studies, and read the novel as experimenting with Japanese
aesthetics.

One of the titles that Bely first considered for the novel evokes both Japan and japonisme.
Before Viacheslav Ivanov suggested naming the novel Peterburg, Bely planned on calling it
Lakirovannaia kareta [The Lacquered Carriage].” This potential title reflects a preoccupation
with Japanese art, for lacquer was one of the many artistic objects that Russians coveted during
the peak of their japonisme.” The Western fascination with Japanese lacquer has its roots in the

'8 Andrei Bely, “Iz ‘dnevnika pisatelia’ A. Belogo,” Peterburg, ed. L.K. Dolgopolov (Sankt Peterburg: “Nauka,”
2004) 503.
' Olga Matich, “Bely, Kandinsky, and Avant-Garde Aesthetics,” Petersburg Petersburg: Novel and City, 1900-
1921 ed. O. Matich (Madison: U of Wisconsin Press, 2010) 83-120.
2(1) L.K. Dolgopolov, Andrei Bely i ego roman “Peterburg” (Leningrad: “Sov. Pisatel’, 1988) 202.

Lim, 133
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eighteenth century, when chinoiserie was at its peak (because of their resemblance, the
difference between Japanese and Chinese artistic objects has sometimes proven to be unclear).
Interestingly, Vissarion Belinsky commented on the popular association of Japan with lacquer
when, in 1841, he wrote, “There are only two tranquil states in the world—China and Japan; but
the best the former produces is tea, and the latter, I believe lacquer: nothing else can be said of
them.””* While Bely most likely did not know of Belinsky’s quote, his initial choice of the title
seems to indicate deeply rooted associations and an enduring concern with Japanese art. We can
find this concern primarily in the scene in Sofia Petrovna’s apartment. By invoking Hokusai both
directly and indirectly, the novel demonstrates an acute awareness of and deep fascination with
one of Japan’s well-known masters and his art.

A striking feature of Hokusai’s whimsical pictures is his unrelenting focus on one
image—Mt. Fuji—and the multiple angles from which he approached it. In a well-known article
on Japanese prints from 1915, the art critic Nikolai Punin (1888-1953) interpreted Hokusai’s
landscapes in this way, focusing on Fuji’s symbolic status within them:

Xokycau, IeiCTBUTENHHO, co3aall B CBOMX «CTa BIIax» HEOBIBAJIBIN JO HETO 1O
00raTcTBY M pa3HO00pa3uIo MK Nei3akel, U3 KOTOPBIX HU OJMH HH MTOXOIUT Ha
JPYTOii, XOTSI BCE OHU M300paxaroT OJIHY U TY ke Topy—cBsimeHHyo Oymku. Bot ee
MIPOUCXOXKACHUE, €€ MU(OIIOTHS, €€ UCTOPHUS; TIEPBbIE BEKa €€ CyIeCTBOBAHUS,
U3BEPIKECHUE, 3aTEM €€ BUBI IIPU BCAKUX YCIOBUAX IOTOJBI U CO BCEX CTOPOH; Dy Ku-
SIma ¢ Mops, ¢ TOpBI, € ITOJIEH, U3 YIIENbs, C MOCTa, B PACCTBOPECHHYIO IIUPMY OKHa;

@y ku-fMa BECHOMO, JIETOM, OCEHbIO 3UMOMU, YTPOM, B IIOJIICHb IIPH JIyHE, B TyMaHe, B
o0Iakax, MmoJi 10’KJeM, B TIeJIeHe CHETa, CKBO3b XJIOMbsI, CKBO3b BETBH UB, IIMHUH, BUIIICH,
CKBO3b TpOCTHHK; Dymxu-SIma B 6€310/1b€, C OJUKUMH MyTEIIECTBEHHUKAMH, C IO3TOM,
C XyI0KHMKOM, C TOJIAaMH KPECThbsH, C BOJIKaMu win ntunamu; Oymxu-5mMa B Konblie
OyILIyIOIIMX BOJHH [...] HanMcaHHas Ha KapTuHe; Dymxu-SAmMa, cusiomas B cepeOpsHOit
KOpOoHe, o] 011eTHO My pIypoBeIMU HeOecamu; Py pku-Sma, Kak CUMBOII,
BO3HOCSIIMICS HaJl CTPaHOH, MOT0OHBIN cepeOpsIHOM yallle, MOJIHOM roixy0oro u
XPYIKOTO CYacTHsL.”

Hokusai, indeed, created in his "Hundred Views," a cycle of landscapes
unprecedented in richness and in variety, of which none is like any other, even though
they represent the same sacred mountain, Fuji. Here are its origins, its mythology, its
history, the first century of its existence, the eruption, then during all kinds of weather
conditions and from all sides; Fuji-Yama from the sea, the mountain, from the fields of
the gorge from the bridge, in an open screen of a window, Fuji-Yama in the spring,
summer, autumn winter, morning, noon, in the moonlight, fog, clouds, rain, in a shroud
of snow, through the flakes through the branches of willows, pine, cherries, through the
reed; Fuji-Yama in solitude, with lone travelers, the poet, the artist, with crowds of
peasants, with wolves or birds; Fuji-Yama in a ring of raging waves [...] drawn in a
picture, Fuji-Yama, shining in a silver crown, under pale purple skies; Fuji-Yama, as a
symbol of the country ascends like a silver bowl full of blue and fragile happiness. (29)

2V, Belinskii, Polnoe Sobranie Sochinenii v 13i tomakh, t. 5 (Moskva: Izdatel'stvo Akademii Nauk, 1954) 14e6.
* Nikolai Punin, “Iaponskaia graviura,” Apollon 6-7 (August & September 1916) 29.
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In his description of Hokusai’s oeuvre, Punin emphasized the sheer number of prints devoted to
the mountain. Hokusai, as interpreted by Punin, seemed obsessed by the visual possibilities that
Fuji suggested to his artist’s eye, by a need to explore it from every angle, in every existing
setting, with different types of people surrounding it. The mountain itself is never foregrounded,
lurking instead in the background, or off to the side; while it serves as the thematic focal point of
each landscape, formally it acts only as a secondary image. As I mentioned earlier, Fuji’s
placement in Hokusai’s prints reflects the Japanese preference for asymmetry. In Japanese
aesthetics, an asymmetrical perspective indicates life, movement and a potential for growth,
whereas the perfect harmony of symmetrical representation suggests an already deadened scene
or object.** Considering Hokusai’s asymmetrical treatment of Fuji in light of this definition, we
can see that, for Hokusai, Fuji was very much alive and subject to change; it was “the symbol of
[his] country” and had its own unique and continuously evolving mythology and history.
Hokusai explored both of these in great detail, devoting two books to this iconic symbol—7hirty
Six Views of Mount Fuji and One Hundred Views of Mount Fuji (1834).

Given Bely’s own preoccupation with Petersburg and his fragmented, “asymmetrical”
treatment of the city in his novel, I would suggest that we can read Peterburg as a Russian
version of Hokusai’s project. Like the Japanese master, Bely creates what we could call Eight (as
compared to Hokusai’s Thirty Six or One Hundred) Views of Petersburg (the novel contains
eight chapters, although, if we were to break the chapters down by subsections, we could very
well end up with close to one hundred). In the novel, he examines the city relentlessly, playing
with its history and mythology, from the Bronze Horseman to the more recent events of the
Russo-Japanese War. The city is very much alive—as alive as Hokusai’s Fuji—and, in addition
to enlivening its many streets and monuments, Bely gives voice to its revolutionaries, politicians,
factory workers and spies. There is little in the city that remains untouched. For Bely, Petersburg
serves as the ultimate symbol, as the character that is always there; sometimes, it is shielded from
our view, while, at others, it is at the forefront of the scene. Regardless of its placement, the city
acts as a symbol of Russia’s tenuous position between the East and West, as well as between
reality and fantasy. Both formally and thematically, Bely’s novel flirts with the East; premodern
Japanese artistic principles appear to be inscribed into both its poetics (particularly in the scenes
featuring Sof’ia Petrovna) and treatment of Petersburg itself, just as the theme of the East
surfaces in descriptions of its characters and in their uncertainty of where they belong.

This uncertainty reveals itself in the novel’s exploration of identity. Peterburg shows that
the characters populating its pages often do not just resemble the enemy, they are—and always
contain the potential to be—the enemy. The novel presents the inherent duality in each
character’s identity by playing with the tension between surface and depth. It insinuates that,
regardless of physical appearance, there may be more to certain characters than meets the eye; in
this, the novel actualizes Merezhkovsky’s fearful predictions from 1906—that white Russian
faces may belie the truth of the tainted Eastern (Mongolian) blood that runs through their veins. >
We see proof of this in a dialogue between the spy Lippanchenko and the delusional
revolutionary Dudkin:

-«3BuHNTE, JIMIIITAHYECHKO: BBl HE MOHTOJI?)
-«IloueMy Takoii cTpaHHbII Borpoc?..»

** Jan Hokenson, Japan, France and East-West Aesthetics: French Literature, 1867-2000 (Madison: Fairleigh
Dickinson University Press, 2004) 31.
** See Chapter Three of this dissertation for more on Merezhkovsky’s theories on the decline of the West.
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-«Tak, MHE TI0Ka3aJIoCh...»
-«Bo Bcex pycckux Belb TEUET MOHIOJIbCKasl KPOBb. ..» (43)

“Excuse me, Lippanchenko: are you by any chance a Mongol?”
“Why such a strange question?”’

“Well, it seemed to me...”

“Every Russian has some Mongol blood.” (27)

Their conversation suggests that the enemy exists within. Russian blood has been contaminated
by the historically traumatic invasion of the Golden Horde*® and by Russia’s geographic, cultural
and spiritual (as Merezhkovsky would argue) proximity to the East. Because of these two forces,
every Russian is subject to cultural hybridity.

In fact, it no longer even matters who represents which cultural identity, for this novel
conflates them all, whether Jewish, Japanese or Mongolian:

I'onoc penakropa OCTaHOBHII €r0 Ha IIOPOTe:

«IIonnmaete teneps, CyAapbIHs, CBA3b MEXAY AINOHCKOW BOWHOIO, KUJAMU,
YIPO’KaOIUM HaM MOHTOJIbCKMM HallleCTBUEM U Kpamosioi? JKuIoBCcKHe BBIXOAKU U
BeicTymieHne B Kutae bonpmmx KynakoB uMeroT Mex co6o0il TecHeHIy o 1 sIBHYIO
cBs3bY. (154)

A voice interrupted him on the threshold:

“Don’t you understand, madam, the connection between the war with Japan, the
kikes, and the Mongol invasion? The antics of Russian kikes and the emergence of the
Boxers in China are closely connected.” (105)

While what the voice of the editor offers as “the most subtle and obvious connection” between
these three races remains elusive within the novel, it becomes clear when we consider Bely’s
correspondence with Aleksandr Blok in June 1911. Trying to make sense of the past, Bely wrote
to Blok:

[...] mpobnema Bocroka u 3anana, CepeOpsinbiii I'onyOs [...] HaBaxkaenus Hax Poccueit: s
Haiesn 60JpocTh B TOM, YTO Cyab0a Mosi, HeuenoBeuecku raakoe 1906-08 roxaa, ects oTpaxkeHue
HaBaXx1eHUA HaJ Bceil Poccueil: «3moe oko, Poccuto HaHaBus1iee» (MOCHIIAIOIIEE U MOHIOJIOB,
u eBpeeB).”’ (263)

[...] the problem of the East and West, The Silver Dove [...] hallucinations over Russia: |
found courage that my fate, inhumanly nasty in 1906-08, is a reflection of the evils hanging over
all of Russia: “the evil eye that hates Russia” (sent by the Mongols and the Jews).

*® For a full discussion of the Mongolian invasion and its impact on Russian history and cultural identity, please see
Nicholas Riasonovsky, “Asia through Russian Eyes,” Russia and Asia, ed. Wayne S. Vucinich (Stanford: Hoover,
1972) 3-29.

" Bely — Blok. Perepiska, ed. V.N. Orlov (Moskva: Gosudarstvennyi literaturnyi muzei, 1940) 263.
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In Bely's description of the period, national and personal history are blurred together. His fate
mirrors Russia's, for both have suffered the same indignities. They have each fallen victim to
mystical forces—to the “evil eye” that the Mongols and Jews had sent to destroy them. While
Bely did not reveal the source of the quotation, “the evil eye that hates Russia,” he clarified its
origins, pointing to nationalities that awoke in Russians a fear of the yellow peril. His letter to
Blok not only corroborates the contents of Peterburg (particularly the racially specific passage
above), but also suggests that racial prejudice was not limited to fiction. In his personal
correspondence with a like-minded friend and fellow artist, Bely, speaking metaphorically,
shows a lack of perspective similar to that of his character Sof'ia Petrovna.

Bely’s novel represents a world in which chaos reigned: Russia had been vanquished by
the East, making the world unrecognizable and unstable. But this chaos may not stem from
historical circumstance alone; rather, I have suggested that Peterburg formally resembles one of
Hokusai’s landscapes as described by Bely—a chaotic image that contains “no perspective.” Just
as Hokusai’s collections of prints devoted to Fuji graphically display the mountain’s history and
cultural significance in Japan, Bely’s novel tells, from various angles and through different
characters, the story of Russia’s former capital. This “asymmetrical” Peterburg comes alive and,
speaking metaphorically, lacks perspective; this allows the identities of characters and
nationalities to fuse: a Russian woman becomes a Japanese girl, the Japanese resemble the
Golden Horde and Mongols seemingly emerge from wall paper and ride in cars. This is a world
of blurred identity in which the real issue, as seen by Bely and his contemporaries, is tainted
Russian blood—an imperceptible substance that lies beneath the surface. In the novel, this
contaminated blood is as omnipresent a force as the sound of the wind. Both, in fact, are
inescapable. The enemy presence has penetrated the very air of Petersburg and runs through
every Russian’s veins, creating the ambiguity in the Russian identity itself.

Part II: Imbibing the Spirit of the East: Bal'mont's Voyage to Japan

For the Symbolist poet, translator and scholar Konstantin Bal'mont (1867-1942), Japan
became more than a distant reality when, in 1916, he traveled there on a two week tour of the Far
East.*® Although Japan was a new destination for Bal'mont, it must be noted that he had always
been fascinated by the "exotic countries" that went beyond Western and Eastern European
borders and traveled throughout them extensively at the beginning of the twentieth century. The
countries that he visited ranged widely, from Egypt to Mexico, but his mission was always the
same during his travels: to find what he termed "'an interesting' person," one who "differed from
the ‘practical (ot delovogo) European.’”” As he described it, Bal’mont desired contact with those
who maintained a “...cBexecTh MUPOOILYILICHHS, 'HEBUHHOCTD' U 'uncTtoTy'" [freshness of
disposition, innocence and purity].”” In other words, we might say that he sought those untouched
by Western development—people both more primitive and in touch with nature.

In Japan, Bal'mont's search seems to have come to an end, for the letters, poems and
articles he wrote about this nation demonstrate his ecstatic appreciation of its offerings. In one of

*¥ For a detailed account of Bal’mont’s trip to Japan, see K.M. Azadovskii and E.M. D’iakonova, Bal’mont v Iaponii
(Moskva: “Nauka,” 1991).

2 Azadovskii and D’iakonova, 6

* ibid. 7
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his first letters to his wife, Ekaterina Andreeva, from Japan, he presented his enraptured first
impression:

Kard, munas, B spkom CoiHie s yBuaen userymuii Hunmnos, kotopsiii
YCKOJIb3HYJI OT TBOMX M OT MOUX B30poB 15 sier ToMy Hazaa. Ot nopta Llypyru noesn
nomuai 10 Mokoramel B TeueHHe JHs. S BUAEI 9TH IOPA3UTEIIbHBIE IIPOCTPAHCTBA, I/IE
MIOJIS KaK CaJibl, a Cajbl KaK BUICHUS. 3a HECKOJIbKO YacoB 5 MOMI00mI SAnoHuto
HaBceraa. U npekpacusbiii tuk Oyma3u-SImer.’!

Katia, dear, in the bright Sun I saw the blooming Japan, which slipped from your
and my view 15 years ago.” From the port Tsurugi the train brought us to Yokohama in
the course of a day. I saw these startling expanses, where the fields are like gardens and
the gardens are like visions. Within a few hours I had begun to love Japan forever. And
the beautiful image of Fuji-yama.

Vision plays a central role in Bal'mont's description of Japan; the sights he encounters from the
train seem to resemble a series of travel photographs that are framed by the window. These
snapshots overwhelm him, especially Mount Fuji, which, with the word /ik [image or face], is
almost personified. Bal'mont's fascination with Japan is somewhat surprising, given not only his
desire for contact with a more primitive people (the Japanese, at this point, had heavily
modernized their country), but also the feelings he harbored towards it in the wake of the Russo-
Japanese War.

The war is referenced directly in the 1906 poem “Nash tsar’” [Our Tsar] from the cycle,
Pesni mstitelia [The Songs of an Avenger], where Bal'mont wrote,

Ham naps — Myxknen, Ham naps — Lycuma,
Hamr naps — kpoBaBoe ITHO,

3J10BOHbE 11OPOXA U AbIMA,

B xoTopom pa3ymy — TeMHO.>’

Our tsar is Mukden, our tsar is Tsushima
Our tsar is a bloody spot,

The stench of gunpowder and smoke,

In which the mind is dark.

These lines express political sentiment, namely Bal'mont's anger at Tsar Nicholas II for having
allowed Russia to fall victim to the Japanese not only in the war as a whole, but especially in
these two pivotal and bloody battles. Bal'mont the avenger decried this needless bloodshed in his
poem, listing the Tsar's crimes one by one. Although here the enemy is more the Russian
political establishment than the Japanese, in personal correspondence Bal'mont was not shy
about articulating his dislike of the Eastern enemy. In a letter to Valery Briusov dated 12
September 1907, Bal'mont explained the origins of both this poem and the cycle in which it

1 Qtd. in Azadovskii and D’iakonova, 74

*2 Bal’mont is referencing here his plan to go to Japan with his wife in the late 1890s to visit her brother, who was
working there at the time. The plans failed to come to fruition when the brother’s house burnt down.

33 Konstantin Bal’'mont, Stikhotvoreniia, ed. V. Orlov (Leningrad: “Sovetskii pisatel’,” 1969) 339.
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appeared: "‘Ilecan mcTuTens.” DTO BOIUIb MO, 3TO OTKJIMK Ha 9-¢ sIHBaps U Ha HaILy
qyaoBuIIHYI0 Llycumy, ¢ KOTOpOil IPUMHUPHUTHCS HE MOTY, MO0 Jt00t0 ClaBsiH U HEHaBUXKY
ypoanuBeix Snouues"** [ The Songs of an Avenger. This is my cry, this is the response to the
ninth of January and to our monstrous Tsushima, with which I cannot reconcile myself, for I love
the Slavs and hate the deformed Japanese].

But by 1916, it seems that Bal'mont, the first Silver Age poet to travel to Japan, had
managed to overcome the animosity and anti-Japanese sentiments that lingered in the aftermath
of the war. In fact, upon closely examining his writing about Japan, it is as if no war had even
taken place. The first poem that he published about his travels, "K Iaponii" [To Japan], which
appeared in the daily political and literary newspaper, Dalekaia okraina [Distant Outskirts],”
illustrates Bal'mont's delight in the beauty of this foreign land:

Snounwus, Hunmon, Huxow,
OcnoBa Connua, Kopens Caera,
IIpumu oT pycckoro mnosra
Ero cTtpyHsl neBy4uii 380H

Miue 1100 TBOM CHHMIT HEOOCKIIOH,
W npeBo BUILIHM B 4ac pacuBeTa
TBos BecHa CBeTJa, KaK JIETO,
Pe3nba Bcero—y30pHBIii COH.

UYro BBIIUIO U3 PYKU SANOHIIA,
To B KaX01 YEPTOUKE XPAHUT
JIt060Bb K Tpyy, U3SIIHBIA BUJ.

Te6s Omarociaosuno CoiHIE.
JJis KEHIUH CKa309HBIX TBOUX
Bcro %HW3HB TOTOB 5 ETH MO cTUX. ¢

Japan, Nippon, Nihon,

The Essence of the Sun, the Root of Light,
Take from the Russian poet

The melodious ringing of his strings.

Your blue sky is loved by me,

And the cherry tree in its blossoming hour,
Your spring is bright, like the summer,

A carving of everything—patterned sleep.

What came from the hands of the Japanese,
Preserves in each line

** Briusov i ego korrespondenty v dvukh knigakh, ed. N. Trifonov (Moskva: Nauka, 1991-4) 1: 88.
*> It was originally published on 19 mas 1916, in Ne 2929, on page 3.
* Bal’'mont, qtd. in Azadovskii and D’iakonova, 147
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Love of work, an elegant look.

The sun has blessed you.
For your fabulous women
I am ready to sing my verse all my life.

In this poem, Bal'mont, a decadent, celebrates artifice; his description transforms the "living"
landscape into an artistic artifact. From the sky to the season, nature seems to have sprung, like
"carvings," from the talented hands of the Japanese. In this, we observe how Bal'mont conflated
art and nature, i.e. the various landscapes of the Japanese masters that he undoubtedly knew as a
member of Russia's cultural elite and those that he viewed firsthand as a traveler. Both his
reaction and preoccupation with aesthetics indicate a seamless return to the pre-war fascination
with Japan that I discussed in Chapter One. In the poetry from his travels, not only does Japan
once more become a beautiful and artistically crafted land—one that is now the subject of
Bal'mont's lyric ethnography—but Bal'mont also again revels in tropes of earlier Russian (and
French and British’) japonisme.

For example, in this first poem he sings the praises of the "fantastic Japanese women,"
"the elegant look" (as always, the word "iziashchnyi," a term that I would suggest functions as a
catch phrase for japonisme, is used here) that the Japanese create in their art and the "dreamlike"
experience of being in Japan. He also notes the Sun's blessing of the Japanese, highlighting their
symbiotic relationship with both it and light.”® This relationship may have represented the basis
of Bal'mont's infatuation with Japan since, for him, the Sun (this word was always capitalized in
both personal correspondence and his poetry) was an object worthy of reverence and a motif that
he kept returning to in his writing.”” Let us recall Bal'mont's 1903 collection of poetry, bydem
kaxk connye [Let Us Be Like the Sun], that was published by Skorpion, and also how in 1905°’s
Jlumypeus Kpacomul. Cmuxutinsie eumnsl [Liturgy of Beauty. Elemental Hymns], he again
returned to this symbol when he anxiously wrote that, "JIronu Conniie pa3no0uin, HaJo K
Conniy ux BepuyTh" [People have stopped loving the Sun, we must return them to The Sun].
But going beyond his use of classic symbols of japonisme and personal preoccupations, we can
see that Bal'mont's poetry about Japan, by eliding recent history, both reclaims and depoliticizes
symbols that, during the war, had been used to achieve a political end.

These symbols range from Japanese girls to geisha, as well as from the sun to the
samurai. In Bal'mont's poetry, these topics become quaint objects of interest and cultural
significance to the traveler. The two poems "Taponke" [To the Japanese Girl]* and "Geishi
[Geishas] convey the Western man's fascination with the Other, the beautiful Eastern woman. In
the first of the two poems dedicated to Japanese women, Bal'mont's lyrical "I'" confesses simply:
" SImonka, kTo BUIaN AmoHOK,/ToT yBunan moro meury [...]" [The Japanese girl, he who has seen

n41

7 Lim, 140-1.

*¥ This also reflects Sologub’s interpretation of Japan’s relationship to the sun, which I explored in the introduction
to Chapter Two. It must be noted that while the Japanese kinship with the sun was a negative for Sologub during the
war, it became a positive for Bal’mont affer the war. I will say more about these reversals in the next paragraph.

%% Konstantin Bal’mont, Liturgiia krasoty. Stikhiinye gimny (Moskva: “Grif,” 1905) 1.

* This poem was published simultaneously with “K Iaponii” in Dalekaia okraina.

1 “Geisha” was published with “V chainom dome” [In the Teahouse] on 12 June 1916 in Birzhevye vedomosti, Ne
15613. They were published under the common title, /z iaponskikh vpechatlenii [From Japanese Impressions].
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Japanese girls, Is he who saw my dream].* Similarly, the latter poem continues to paint his
fantasy of the young Japanese girls who embody his ideal female form:

Ax, 3adeMm, Korja I ¢ BaMHu
IIpa3HUK 3HAJ, KOTOPBIH all,
AX, 3aueM s Bac, Kak B Xpame,
Bcex, Bac Bcex He menosai.*

Ah, why, when I am with you

Do I know a holiday, which is scarlet,
Ah, why did I not, as in a temple,
Kiss you all.

Although Bal'mont's lyrical persona seems to lust after these young girls—an earlier unquoted
stanza of the poem describes "the rosy little breasts" of the fourteen-year-old geisha—the poem's
final metaphor serves to temper his "scarlet holiday." By metaphorically placing himself in a
"temple," Bal'mont imbues his greedy desire to kiss them all with a holy, worshipful feeling. He
wants to pay tribute to these beautiful women and, in a way, we can read this poem as the written
fulfillment of his desire; through his words, his lips reach their goal.

If we compare Bal'mont's simple tribute to the satirical poems that appeared during the
war, we see how differently the poetry of 1904-05 presented the same subject matter. This poetry
was often part of an ongoing series; in the artistic satirical journal Shut, for example, verse about
Japan would appear in laponskie kartinki** [Japanese illustrations], a series intended both to
mock the Japanese by playing on Russian prejudices and to give the Russian public insight into
Japan. It covered a range of topics—Japanese girls, cherry blossoms, samurai, hara-kiri (ritual
suicide by disembowelment), the yellow peril and monkey-soldiers—giving equal weight to
standard emblems of japonisme (cherry blossoms, samurai and Japanese girls) and to popular
perceptions and fears of the Japanese. In one poem from this series, "Musme* i Manchzhurets"
[The Japanese Girl and the Manchurian], the poet Zefir [Marshmallow, clearly a pseudonym]
described a beautiful Japanese girl,

VYipibaeTcs MycMAIIIKa,
Ha ry0ax ee ycmemka.
Ax, Slnonuu kpaca
Besnono6Ha, xoTh Koca!*®

The young dear girl smiles

On her lips a smirk.

Ah, the beauty of Japan

Is unparelled, although a scythe!

2 Bal’mont, qtd. in Azadovskii and D’iakonova, 148

*“ ibid. 149

* As the war continued, it seems that this initial series was tranformed into two others, Vostochnye motivy [Eastern
Motifs] and Vostochnye kartinki [Eastern Illustrations].

*> The Japanese word is “musume,” which means a young girl, usually an unmarried one.

4 Zefir,“Musme i manchzhurets,” Shut Ne 10 (6 marta 1904) 3.
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In this satirical rendition of a Japanese girl, her beauty, which is connected to Japan’s, is given a
dangerous edge (interestingly, an additional edge—this one sarcastic—is added by the poet’s
creation of a dimunitive form of “musume” to preserve the poem’s rhyme and meter). While the
poet’s rapture remains constant in both poetic tributes to Japanese girls—they each use the
exclamatory “ah”—here the final metaphor contains a warning that beauty serves as a mask.

We observe this same kind of reversal in Zefir’s “Samurai i papakha” [The Samurai and
the Caucasian Fur Hat] and Bal’mont’s “Samurai.” While the 1904 poem highlights the
samurai’s legendary strength on the battlefield, it also portrays him as falling victim to a Cossack
on the battlefields of Manchuria.” Bal’mont’s poem, however, focuses only on the samurai’s
legendary strength, paying homage to his animalic skill and grace: “Tsl — THTp, THI — KOPIIIYH, ThI
—3mest./banzaii! ™ [You are a tiger, you are a kite, you are a snake/Banzai!]. In this poem, he
reappropriates the Japanese word, “Banzai,” which I discussed at length in Chapter Two in
relation to Aleksandr Kuprin’s “Shtabs-kapitan Rybnikov”’; here this word acts neither as a sign
of Japanese allegiance, nor as an indication of identity. As spoken by Bal’mont’s lyrical voice,
banzai is stripped of political meaning, becoming again simply a word—one that expresses hope
for the prosperity of the Japanese nation.

Ultimately, we can see the differences between these diverging poetic treatments—one
satirical, the other celebratory—of the same subject as stemming from politics. The poetry in
Shut is clearly influenced by the ongoing war; at that historical moment, popular sentiment
demanded that the Japanese enemy, even if beautiful, be portrayed in a negative light. Of
Bal’mont, however, popular sentiment required something else in 1916. Considering that he was
traveling in Japan and writing about it eleven years after the war had ended, the wound of the
war had begun to heal. By 1916, relations between Russia and Japan had grown particularly
friendly in light of their shared treaty against Germany during World War 1.* Because of this
historical shift, Bal'mont's japonisme was simpler, as well as more inclined to pay tribute. He
could reclaim classic emblems of japonisme with eyes that were untainted by politics.

Bal'mont's interest in Japan proved enduring, lasting even after he returned from his
travels. Immediately following his journey, Bal'mont undertook a translation of Japanese tanka,
“short songs” of five lines and thirty one syllables (5/7/5/7/7), which he presented to the Russian
public in Birzhevye vedomosti on 26 June 1916. Along with his translations, he included a short
meditation on the art of tanka, in which he tried to make sense of the genre for the Russian
reader. Comparing it to a snowflake [snezhinka] and a cherry tree [vishnia], Bal’mont claimed
that tanka represents an “ideal form of Art,” as well as an “ideal form of Nature.” Tanka’s ideal
form stemmed from its ability to fuse art and life (nature). This description resembles Bal’mont’s
earlier treatment of the landscape in “K Iaponii,” showing that his vision of Japan remained
stable. For him, everything about this land is perfectly crafted. The careful hand of the male
Japanese (umo sviuino uz pyku anouya) creates artifacts out of its people and land in both the
visual (prints and paintings) and literary arts (haiku and tanka).

As Bal’mont explained in his meditation on the genre, the Japanese tanka writer
perceives the world, quietly processes it and then—and only then—does he allow himself to

7 Zefir, “Samurai i papakha,” Shut Ne 12 (20 marta 1904) 3.

* Bal’mont, qtd. in Azadovskii and D’iakonova, 152. The poem was originally published in Dalekaia okraina, Ne
2932, on 22 mas 1916.

* Lim, 140

> Bal’mont, qtd. in Azadovskii and D’iakonova, 162
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speak or write about it. The process depends on the Japanese speaking only when they have
something to say (Bal’mont compared this to the Western love of talking for the sake of talking).
Japanese tanka poets must weigh their words carefully; not only is the economy of language
crucial, but so too is the need to process lived experience and to transform it into art. As
Bal’mont wrote, tanka does more than constitute the full spectrum of life:

[IsaTnenecTkOBbIM UBETOK, AMOHCKAs TAHKA,—CKATON CBOEU CHIIOW, CTYIIIEHHBIM JyXOM
apOMAaTHBIM, U3bICKAHHBIM LIBETOM, 3BOHOM CBOMX MaJICHbKHUX KOJIOKOJIBYUKOB, CBOCIO
MIPOYHOIO CBSI3bIO C 3eMJIeH, MpU yCTPEMIICHHOCTH B BOJIBHBIN BO3yX, kK Hebecam,—
TOBOPUT BCEM IIATH YyBCTBAM YEJIOBEYECKOM Aymu. M Tak Kak OT JenecTkoB Beeraa
HCXOJHUT LI CUSHUE, OHA TOBOPUT TAKXKE IIECTOMY YyBCTBY YEJIOBEUECKOU TYIIH,
KOTOPO€ MO>KHO Ha3BaTh ITOATUYECKUM, U MYyJIPO OCTABJIsAs MHOIOE€ HEIOCKA3aHHBIM,
OyIuT cebMOe YyBCTBO—/IyXOBHOE. '

Pentapetalous flower, Japanese tanka,—compact with its strength, thickened with a
fragrant spirit, exquisite color, the jingling of its little bells, its strong ties with the Earth,
its tendency for the open air, for the Heavens,—it speaks to all five senses of the human
soul. And just as a radiance always emanates from the petals, it [tanka] speaks also to the
sixth sense of the human soul, which we might call the poetic [sense], and wisely leaving
much unsaid, wakes the seventh sense—the spiritual.

Bal'mont's central metaphor compares the five-line tanka to a five-petaled flower, a product of
nature that activates all five senses (taste, touch, smell, sound and sight). In his understanding of
the genre, tanka offers not only a synesthetic evocation of life, but also a window into the extra-
sensory world. By speaking to a sense of poetry and spirituality, tanka allows one to
simultaneously celebrate and transcend the everyday; it privileges the mystical, the mysterious
and the unspoken. In this, we may locate tanka's appeal for Bal'mont—and not just tanka's, but
the whole world of Japanese art and letters as well: they are reminiscent of Symbolism. In fact,
save for a few Japan-specific examples, Bal'mont's description of fanka reads almost like a
Symbolist manifesto.

The connection between Symbolism and Japanese art and letters becomes more apparent
in Bal'mont's final article on Japan, “SInonust. Benast xpuzanrema™” [Japan. White
Chyrsanthemum], which appeared in December 1916. In the article, Bal’mont described a walk
that he had taken through a snow-covered Moscow and how, as he looked around himself, he
wondered what a Japanese poet would make of his surroundings. Surprised by the chain of his
thoughts, Bal’mont wrote: “ITlouemy xe 5, dy>kecTpaHell, ObUT Tak OJIM30K B CEKYHJIE ETIM
SImonuu? S 3uaro. Hac o6senuano Comnme”™ [Why was I, a foreigner, so close in this second to
the children of Japan? I know. The Sun has married us]. In this brief moment—we must recall
that the transitory was significant for the first generation of Symbolists—Bal’mont chooses to
align himself with the Japanese, for he recognizes a strong sense of kinship between himself and
the Land of the Rising Sun. We can even read Bal’mont’s relationship with Japan as the
fulfillment of his self-appointed mission, which he described in 1903°s Budem kak solntse: “A &

512

ibid. 163
>2 This article appeared on 25 December 1916 in the compendium, Utro Rossii [The Dawn of Russia].
> Bal’mont, qtd. in Azadovskii and D’iakonova, 165
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smom mup npuuien, ymo6 sudems Connye/...A 6yoy nemo, 5 6yoy nemo o Coanye’* [1 came to
this world, in order to see the sun/...I will sing, I will sing about the sun]. In his travels to Japan
and in the verse in which he recorded his impressions, it is possible to say that Bal’mont literally
saw and sang about a metonymic sun.

He takes their union even one step farther when he finds himself entranced by the
snowflakes falling around him:

1254 [

51 cMOTpIO, KaK MajaroT U BBIOTCS CHeXXMHKH. OHM BCE TIOX0KU U BCE PA3JINYHBI.
Onu maaoT MHE Ha PYKY U HEXHO TaioT. Bo3aymnele kpuctanuuku. Hesecombie
3Be310uky. OHM MaIa0T Ha JIMIIO MHE, M HE MOHMeNb—O0)KUTaIOT CIIeTKa MU CIIeTKa
X0IoAAT 1meKy. OHU KacaroTcs yrila MOUX IJ1a3. PECHUIIBI MOM JPO’KaT, TOYHO JIETKUE
KPbUIbsi 0a00YKHM KOCHYJIHUCH UX. VK HET, TOUHO MaJleHbKUE MaJIeHbKHE (er HE XOTAT
IIEJIOBaTh MOUX I'y0, HO XOTSAT II€JI0BATh MOM I1a3a. «TO XOKKY,— IIenuy s cede,--3To
TPEXCTPOUYHBIE STIOHCKUE MATIOTKH XOKKY.
S roBopro cebe: “HyxHO HanucaTh XOKKY . M1 B yMe MoeM poskaaercs
TPOECTPOUHE:
JIpIXaHbe BeTpa
W3 6enoii Tyuku
ITreter xoBep.” (165)

I look at how the snowflakes fall and twist. They are all alike and all different.
They fall on my hand and tenderly melt. Light little crystals. Weightless stars. They fall
on my face, and you will not understand—they burn slightly or chill slightly my cheek.
They touch the corner of my eyes. My eyelids shudder, exactly like the light wings of a
butterfly had touched them. Or no, exactly like little little fairies not wanting to kiss my
lips, but kiss my eyes instead. “This is haiku,”—I whispered to myself,—“this is a three-
line Japanese miniature haiku.”
I say to myself, “I must write a haiku.” And in my mind three lines are born:
The breath of the wind
From the white cloud
Weaves a carpet.

In this moment, nature activates Bal’mont’s sixth (poetic) sense. The scene slowly overtakes him
(it is imperative that he write this haiku), building to an instant of poetic expression. Like the
Japanese poets who so fascinate him, he is compelled to compose a scene from nature, one that
occurs directly before his eyes. The Japanese call this kind of creative act shaseibun (literary
sketching), which was developed by the poet Masaoka Shiki in the 1890s.*® Shaseibun required
that the artist go into nature and portray the landscape; as one scholar describes it, through this
act of observation, interiority and selthood are born.”” While we cannot say that this moment of
poetic inspiration led to any kind of selfhood for Bal’mont, we can say that it allowed him, for a

** Konstantin Bal’mont, Stikhotvoreniia,

> ibid. 165

*% It must be noted that although Masaoka Shiki is given credit for turning shaseibun into a literary school, examples
of shaseibun-like poetry exist in pre-modern literature as well. See Alan Turney, “A Feeling of Beauty: Natsume
Soseki’s Ichiya,” Monumenta Nipponica 33.3 (Autumn 1978) 285-288.

°7 Karatani Kojin, Origins of Modern Japanese Literature (Durham: Duke UP, 1993) 24-5.
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brief instant, to embody his artistic ideal. In this artistic fantasy, Moscow becomes idyllic Japan,
the snow turns into dancing fairies and Bal’mont lives “po-iaponskii”*® [in Japanese],
transforming himself into a Japanese poet.

Bal’mont perceived the role of the Japanese poet in fairly simple terms: “Snonusr He
MUNIYT CTHXH, & )KUBYT CTUXOM, TiepexuBaioT ero...” [The Japanese don’t write poetry, but live
poetry, experiencing it...]. To translate this into the language of Russian modernism, the
Japanese practiced life creation [zhiznetvorchestvo], wherein there is no boundary between art
and life, for the two are as if seamlessly connected. This impression, although it is not made
explicit, remains steadfast throughout Bal’mont’s descriptions of his travels and his reflections
on Japanese poetics. While in Japan, he found art everywhere: in the face of Fuji, in the faces of
the young Japanese girls, in the elegant look of the country as a whole. His fascination allowed
him to see Japan with eyes that transcended recent history; he reclaimed and rearticulated the
appreciation of Japan that the war had stolen from most Russians. In doing so, he became
captivated, a living symbol of his own japonisme—one who wrote haiku and embraced Japanese
artistic ideals. As Bal’mont’s descriptions of Japanese tanka and haiku show, Japanese literature
stands in for Symbolist aesthetics. It elevated nature, celebrated the mysterious and played with
the boundaries of life and art. Bal’mont, in his travels, had set out to find and experience the
world of the Other. In Japan, however, it seems that he had found an Other who, upon inspection,
closely resembled himself.

Part III: A Saucer of Tea, Transformed

The image of Mt. Fuji, the quintessential symbol of Japan, continued to make
appearances in Russian literature as late as 1917, when Mikhail Kuzmin’s poem, “Fuzii v
bliudochke” was published in the literary journal Argus.” Why Kuzmin turned to Fuji—and, by
association, Japan—at this particular moment is somewhat puzzling. During the war, Kuzmin
had been silent; in his diaries, articles and poetry from the first decade of the twentieth century,
he voiced no opinion on the Russo-Japanese conflict, nor did he express any fascination with
Japanese art in the same way that a majority of the Silver Age poets and miriskusniki did. One
almost wonders if the topic first had to be stripped of its overwhelming popularity for it to
become interesting to Kuzmin, or if he simply encountered Japanese art later than his
contemporaries.

No matter what his motivating interest, Kuzmin’s poem approaches Fuji in a refreshingly
playful way:

CkBO3b YaliHbIi nap s BIKY Topy Dy3uid,
Ha >xenTom HeOe 30710TOH ByJIKaH.
Kak 6ut0/1€9K0 Ipupoay CTpaHHO y3uT!
Ho HOBBIi1 TpeneT MenKkoii psiObio AaH.

Kak 0071aK0B MPOAONBHBIX MAYTHHKH

>¥ Earlier in the article, he used this phrase to describe his state of mind. See Azadovskii and D’iakonova, 164.

>% Although the poem was not published until July 1917, it was dated 27 January of the same year. The poem again
appeared in Kuzmin’s 1923 collection, Nezdeshnie vechera [Otherworldly Evenings], in which it was the first in an
eponymously named cycle. M.A. Kuzmin, Sobranie stikhi I1: poslerevoliutsionnye knigi stikhov (Munich: Wilhem

Fink Verlag, 1978) 205.
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[IpoH3aet conHLEe ¢ MypaBbUHBIN I71a3,
A TTULBI-PBIObI, YEpHBIC YaUHKH,
YepTst na3ypu 361071eMblii Tomasz!

BeceHHui Mup BMECTUTCS B MAJIOM MUDE:
3anaxHyT MUHAJIH, 3aTPyOUT por,
U Bech 3anuB, XOTh Oy/1b OH BJBOE IIKPE,
®dapdopoBblit 0OHUMET 000I0K.

Ho BeTka HEOXXUTAHHON MHUMO3HEI,
Paccekiu HeOeca, jeria Ha HUX, -
Tak Ha cTpanunax ¢uiaocodckoit mpo3sl
[Topoto 3abnectut BroOIeHHBIN cTHX. (2: 205)

Through steaming tea I glimpse Mount Fuji
Against a yellow sky a golden volcano.
How oddly a saucer narrows nature—

But a new tremor sends tiny ripples.
Gossamer of fine-stretched clouds
Pierced by an ant-eye sun,

Black tea leaves—are they birds or fish?—
Mask azure of trembling topaz!

The vernal world will be contained in the miniature:
Almonds will be fragrant, horn will blow,
And all the cove—were it twice as broad—
Would be enveloped by the porcelain rim.
And yet a branch of unforeseen mimosa,
Cleaving the heavens, falls across it all,

So in pages of philosophic prose
Sometimes will gleam a line of lovesick verse.*

We see how the lyrical subject transforms the mundane and traditional experience of drinking a
saucer of tea through a flight of fancy. The moment becomes transportive; the way that the
lyrical subject perceives Fuji through the steam turns him into some kind of adventurer, who,
like many travelers before him, glimpses the great mountain from a cloudy distance.®' Similarly,
he plays with the mountain’s volcanic identity, for the steam that lingers around the “golden
volcano” could hint that it is on the brink of erupting. We also cannot overlook the color of the
sky, yellow, which often contains a note of danger when used in relation to the East and could

60 Mikhail Kuzmin, Selected Writings, ed. and trans. by Michael A. Green and Stanislav A Shvabrin (Lewisburg:
Bucknell University Press, 2005) 67. I have adjusted the translation where the verse is italicized.

%! In an excerpt of a travelogue written by an American and translated into Russian for Vestnik Evropy [The Herald
of Europe], the American author G. Knorring stressed both his and his companions’ awe at Fuji: “Kcrarn, B 310
camoe BpeMs pascesics TyMaH; Mbl Tr00yeMcs 4y AHOM MaHOpaMoi COTHEUHOro 3aKaTa 3a Bbicodaiiiief B SInoxnun u
OueHb KpacuBOif cHexHOH BepmnHON Oymxu-SAIma. DTo—mo0uMast ropa SMOHIEB, COBEPIIEHHO MPaBUIBHON
KOHHYeCKOW (popMBI, M H300parkaeMasi UMM Ha Bcex neiizaxax” [By the way, at this same time the fog had
dispersed; we admire the marvelous view of the sunset over the highest in Japan and the beautiful snowy peaks of
Mount Fuji. It’s the favorite mountain of the Japanese, with an absolutely correct conical form, and depicted by
them in all their landscapes]; see “Iz Ameriki v laponiiu.” Becmuux Egponsi Ne 2 (1904) 551.
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clue the reader into a nefarious subtext. The poem reinforces the precariousness of the scene with
descriptions of its instability: there is both a tremor (novyi trepet) and trembling yellowed azure
(zyblemyi topaz). Is it possible that this saucer embodies the threat of the East, or is it just a
prosaic object fulfilling its function?

These trembling movements, after all, could simply reflect the movement of the saucer as
the lyrical subject is bringing it to his mouth. But it is also important to note that the poem works
as a whole to distance both the lyrical “I”” and the reader from this reality by defamiliarizing it.
Nothing here is at it seems. As the lyrical subject remarks about the shifting scene before him,
“How oddly a saucer narrows nature” (kak bliudochka prirodu stranno uzit)! Even as he finds
this representation odd, he also appears to relish its effect on him. He literally holds Mt. Fuji—
the mighty, awe-inspiring mountain and oft-depicted subject of art—in the palm of his hand.
This reverses the natural relationship between man and nature; whereas the latter usually dwarfs
man, in this case man triumphs over nature.

This, in fact, may be the objective of Kuzmin’s poem. One scholar of comparative
literature suggests that Kuzmin’s poem uses motifs similar to those found in the verse of the
French poet and Oriental scholar Judith Gautier®” (1845-1917).” She claims that in Gautier’s
verse, “the sinister chimeras depicted on a Chinese cup are chained and rendered harmless”** and
that Kuzmin’s treatment of the East similarly strips it of its power. Her argument aligns Kuzmin
with the Acmeists,” who, like the French Parnassian poets, preferred to assert their control over
reality by presenting it in miniature form; this way of depicting the world opposes the
Symbolist’s treatment of reality: embracing it as something both infinite and omnipotent, as well
as embracing and exaggerating its more menacing qualities.*

Although it is tempting to succumb to this Acmeist reading, I would suggest that it tells
only half of the story of “Fuzii v bliudochke.” We must remember that Kuzmin was neither a
Symbolist nor an Acmeist, although he interacted with writers from both schools; if he is more
often associated with the Acmeists, it is only because of his Zametki o proze: o prekrasnoi
iasnosti [Observations about Prose: On Beautiful Clarity, 1910], in which he called for literature
to be “7oruuHbI B 3aMbICIIE, B TIOCTPOIKE Mpou3BeaeHus, B cuaTakcuce” [logical in conception,
in the construction of a story, in the syntax]. While “Fuzii v bliudochke” may follow these
artistic principles, I argue that this is where the poem’s connection to Acmeism ends. In terms of
content, this poem resides in the realm of Symbolist discourse.

Even as the lyrical subject controls the Japanese landscape in the saucer, he is
simultaneously overcome by it. Looking at the cup, his senses are activated; the experience of
reconstructing the saucer goes beyond mere ekphrasis and becomes synesthetic. Not only is there
the trembling I mentioned earlier, but there is also the promise of both the scent of almonds
[zapakhnut mindali] and the sound of a horn [zatrubit rog]. These sensory details convey that the
lyrical “I” has fallen under the spell of all that he sees. In this way, the poem functions in a

82 For more on Judith Gautier and her treatment of the East, see Hokenson, 92-110.

6 Maria Rubins, “Dialogues across Cultures: Adaptations of Chinese Verse by Judith Gautier and Nikolai
Gumilev,” Comparative Literature 54.2 (Spring 2002) 155.

* ibid. 155

% In a recent study, Stuart Goldberg describes Acmeism as a “sense of boundaries and equilibrium” that privileges
architecture, Apollonian order, clarity and precision, Mandelstam, Blok and the Boundaries of Mythopoetic
Symbolism (Columbus: The Ohio State UP, 2011) 12-3.

% Rubins 156

% M.A. Ky3mun, Proza, t. 10: kriticheskaia proza, kniga I, eds. N. Bogomolov, O. Korostelev, V. Markov, A.
Timofeev and Dzh. Sheron (Oakland: Berkeley Slavic Specialties, 1997) 30.
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highly impressionistic manner, for the poetic voice merges with the artistic vision before him.
Through the lyrical subject, the saucer comes alive; one Kuzmin scholar notes that “Fuzii v
bliudochke” is part of a cycle that explores both the “aestheticization of nature through culture”
[estetizatsiia prirody cherez kul turu] and the “enlivening of pictures” [ozhivienie kartinok].*®

The “enlivening of pictures” allows for art and life to blend together, and this is precisely
what we encounter in the poem. In “Fuzii v bliudochke,” the prosaic is elevated by pure aesthetic
enjoyment. What we see here is a return to japonisme, but a simpler, less fraught version than
that which we witnessed in Sologub’s Melkii bes, in the articles on art from Vesy in 1904-05 and
in Bely’s Peterburg. Unlike the japonisme that shapes the worlds of Sasha/the geisha, Sofia
Petrovna Likhutina/the “real” Japanese girl and even Bal’mont’s lyrical persona, this, Kuzmin’s,
form of japonisme is transportive rather than transformative. Holding the saucer, the lyrical
subject is transported beyond himself, yet, intrinsically, remains himself. The last four lines of
the poem illustrate this.

The revelatory moment occurs when the lyrical “I” metaphorizes the “branch of
unexpected mimosa” [vetka neozhidannoi mimozy], comparing it to “a line of lovesick verse in
pages of philosophic prose” [vliublyonnyi stikh na stranitsakh filosofskoi prozy]. We can
interpret this metaphor as offering us meta-commentary on the poem’s function. It tells us that
the poet is aware of what happened as he contemplated the saucer; he recognizes that he was so
moved by the image of Fuji that his life, for one brief moment, had merged with art, becoming
an act of zhiznetvorchestvo. Because art—both his art and the objet d’art before him—
overpowered his senses, the self-awareness that he expresses at the poem’s end contains a
playful note of self-mockery. As he reestablishes distance between himself and the image on the
saucer, it becomes clear that the poem renders the lyrical subject’s own lovesick verse: he is sick
with love for Fuji. “Fuzii v bliudochke” ultimately demonstrates that, even in miniature form, the
legendary mountain still has the ability to enchant, just as japonisme, whose heyday was long
over, was still able to inform and inspire Russian literature in 1917.

skeksk

In this chapter, I have identified the various forms that late Russian japonisme took in the
literature of the 1910s and explored the roots of Russia’s renewed interest in Japanese art.
Beginning with Andrei Bely’s Peterburg, we see how this modernist novel both embraces and
rejects the East; even as it adopts several Japanese artistic principles in its formal construction,
the novel thematically expresses a deep and abiding fear of the East—one that defines the
novel’s subjectivity. As time passes, however, we perceive an abrupt shift in Russia’s treatment
of Japan. This attitude unfolds in the social context of increasingly friendly relations between the
two countries, as well as the growing distance between the present historical moment and the
Russo-Japanese War. Improved relations allowed Bal’mont to travel to Japan, where, in 1916, he
encountered an elegant world that fascinated him. In Japan, Bal’mont found a country that
represented a total work of art and, in his poetry and essays about his travels, he sang Japan’s
many virtues, paying tribute to its crafted beauty. Similarly, Mikhail Kuzmin’s “Fuzii v
bliudochke” focuses on the aesthetic pleasure that can be derived from Japan—this time, from a
prosaic image: Fuji in a tea saucer.

88 T.V. Tsiv’ian, “K analizu tsikla Kuzmina ‘Fuzii v bliudochke’”, Mikhail Kuzmin i russkaia kul tura XX veka:

tezisy i materialy konferentsii 15-17 maia 1990 g., ed. G.A. Moreva (Leningrad: Sovet po istorii mirovoi kul’tury
AN SSSR) 43.
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The uniting feature of these varied literary works is the way in which they engage with
their japonisme: each engagement with Japan results in its own form of zhiznetvorchestvo. In
both Bely’s novel and Bal’mont’s poetry, the life creation that occurs is transformative. Sofia
Petrovna’s very being comes to reflect the many Japanese landscape paintings that she surrounds
herself with, while Bal’mont begins to think “po-iaponskii” and to write Japanese-style verse. Of
the three, only Kuzmin’s lyrical subject escapes this transformation; for him, japonisme instead
proves to be transportive. In the short poem, his life merges with art for but a moment when he
succumbs to synesthetic rapture over the beautiful tea saucer before him. This analysis shows
that, despite the war, japonisme not only remained pervasive in the early twentieth century, but
also that its stamp was imprinted on the age. Having penetrated the imagination of Russian
Symbolists, Japanese artistic principles, as the Symbolists saw them—asymmetrical perspective,
the fusion of life and art, a celebration of nature— had become embedded in modern Russian
discourse.
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Figure 1: Mir iskusstva v. 13-14 Anton Legashov’s Muzhskoi Portret

[Courtesy of Bancroft Library]
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Figure 2: Close up of the female portrait within Muzhskoi Portret

[Courtesy of Bancroft Library]

Figure 1.3: N. Denisov, advertisement for the production of The Geisha, Moscow, 1897

[Source: Rosamund Bartlett, “Japonisme and Japanophobia: The Russo-Japanese War in
Russian Cultural Consciousness,” Russian Review 67.1 (2008) 11.]
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Figure 1.4: A Russian version of the original English advertisement for The Geisha

[Public domain]
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Figure 1.5 This 1899 cover of Shut [The Fool] No. 7 displays a scene in a tea house between
a geisha and a Caucasian soldier. Given the year, this image probably coincides with the
staging of The Geisha that was taking place in Russia at this time.

-
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[Source: The Slavonic Library, The National Library of Finland]
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Figure 1.6 An illustration from Shut No. 23 (3 June 1900) demonstrates the penetration of
Jjaponisme into the Russian home; note the proliferation of flowers and the fan the woman
holds in her hands.

[Source: The Slavonic Library, The National Library of Finland]
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Figure 1.7 This illustration from Mir iskusstva 7, no. 1-6, is one of Hokusai’s drawings of
Japanese women that the journal featured in the same issue that Grabar’s article,
“Japontsy,” appeared.

[Source: The Slavonic Library, The National Library of Finland]



Figure 1.8 This caricature from the March 1904 issue of
Beseda [The Conversation] shows a burly Russian
precariously ice skating with a Japanese geisha and a
Chinese man; the caption—clearly voiced by the Russian—
warns the two Asian symbols to “get out of the way!”

[Source: The Slavonic Library, The National Library of
Finland]
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Figure 1.9: Drawing of a geisha in the satirical journal IIImeix [The Bayonet] Nel,
1906

[Source: IMRC, Los Angeles]
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Figure 2.1 Neuteshnaia mat’ [The Inconsolable Mother], Ivan Kramskoi, Beseda 1904 no.
12 (December 1904)

[Slavonic Library, National Library of Finland]
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Figure 2.2 Vesy, No. 10 (October 1904) p.5

Figure 2.3 Cover of Vesy No. 10, October 1904
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Fig. 1. Warsing. Dedilnik, 1904, no. 38, frost cover

Figure 1.4 Budil’nik Ne 38 (1904)

[Image courtesy of Yulia Mikhailova]
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Figure 2.6 Be&eda [The Conversation], No. 1 (April 1904), p. 380
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[Slavonic Library, National Library of Finland]

Figure 2.7, Beseda [The Conversation], No. 1 (April 1904), p. 381

[Slavonic Library, National Library of Finland]
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Figure 2.8 Beseda [The Conversation], No. 1 (April 1904) p. 398, originally published in La
Caricature

[Slavonic Library, National Library of Finland]
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Figure 2.9 Cover of Budil’nik [The Alarm Clock], No. 37 (1904)

[Image Courtesy of Yulia Mikhailova]
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Figure 2.10 “Japan on the Edge of the Pacific Ocean,” Beseda [The Conversation] No 9

(September 1904), p. 901: A favorite image of the war, the dehumanized Japan is shown to
be a grotesque frog, who crouches amongst the bones of the dead.

[Slavonic Library, National Library of Finland]
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Figure 2.11 “On 0b171 BecbMa J1100e3HbIH TkeHTeabMeH,” Beseda [The Conversation], No 11
(November 1904), p. 1075: Another favorite image of the war is the Japanese monkey in
western clothing.

[Slavonic Library, National Library of Finland]
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Figur 2.1isa dura u Port-Artura

[Source: Frederick A. Sharf, The Russo-Japanese War in History and
Imagery: A Much Recorded War (Boston: MFA Publications, 2005) 5.]
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Figure 2.13 “The Japanese are everywhere”: A German caricature featured in Beseda [The
Conversation]| No. 7 (July 1904) p. 731

[Slavonic Library, National Library of Finland]
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Figure 2.14 This image from Die Jugend highlights the possible omnipresence of Japanese
spies; this one is hiding in the latrine, Beseda [The Conversation]|, No. 7 (July 1904), p. 723

[Slavonic Library, National Library of Finland]
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Figure 2.15 In this image a Japanese spy laments that his identity had been discovered.
Beseda [The Conversation], No. 7 (July 1904), p. 701

[Slavonic Library, National Library of Finland]



Figure 2.16 Georges Bigot, “Giant Russian Soldier Holding
a Japanese Soldier,” 1904-05." This was one of the
French postcards from the war that helped to propagate
the Western belief that Russia would be the victor of the
war. The Japanese soldier was shown to be small and
animal-like—the kind of thing that strong Russian men ate
for dinner.

[Source: Frederick A. Sharf, The Russo-Japanese War in
History and Imagery: A Much Recorded War (Boston: MFA
Publications, 2005) 22.]
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Figure 2.17 Figure of a Russian man/monkey-human
hybrid sadly gazing into a mirror. “Macku” [Masks] Ne 4
(Feb. 1906), p. 4

[Source: IMRC]
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atsushika Hokusai, Beneath the Wave off Kanagawa (The Great Wave)

— ¥
L F ~%4 o
-‘..-G..l .“vb - —

S S D . : - T

from Thirty-Six Views of Mt. Fuji (1830-2)

[Source: Public Domain]
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Figure 4.2: Katsushika Hokuai, South W, A le aw from Thirty-Six iew:S' of
Mt. Fuji (1830-2)

[Source: Public domain]|
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