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MYSTIFICATION AS AN AUTHOR’S
MYTH CONSTRUCTION STRATEGY IN
A SHORT NOVEL BY A.USTIMENKO
“CHINESE MASKS OF CHERUBINA DE GABRIAK”

Shtepenko O.

INTRODUCTION

The central vector of our academic interests is to identify and
describe the strategies of interpreting the artistic atmosphere of the Silver
Age of Russian literature in the prose of the 21* century, to create images
of its iconic figures in contemporary works, and to identify in this regard
the most important tasks set by the writer for himself.

The paper focuses on the short novel by A. Ustimenko “Chinese
Masks of Cherubina de Gabriak” published in the journal “Druzhba
Narodov” in 2010. On the one hand, the story represents a vivid example
of artistic interpretation of the era of myth-creating and aestheticism of
the turn of the past centuries. On the other hand, it shows the
phenomenon of literary mystification as the author’s myth construction
strategy.

Studying the phenomenon of literary mystification in
A. Ustimenko’s short novel “Chinese Masks of Cherubina de Gabriak™ as
one of the dominant vectors of author’s search of artistic identity
presupposes considering it as an object of self-interpretation, analyzing
author’s intentions to expand the historical and artistic context of the
work, tracing the change of the optics of the main character’s
representation and exploring the process of transforming the well-known
myth about Cherubina into the author’s existential myth about Li Sian-
tszy, revealing the new self-identification guidelines. The chosen angle of
the study 1s also conditioned by the fact that eccentric creative behavior
was organic for the atmosphere of myth creation and aestheticism of the
Silver Age. “At the turn of the 19™ — 20™ centuries, the mythologization
of life becomes a life-creative program. Mystifying and creation of
cultural and personal myths are perceived as an aesthetic act, equally
significant both in the space of poetic creativity and in the space of real
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destiny. Mythological experiencing of personal destiny leads both to

991

creativity and life building™".

1. Contrast of E. Vasileva’s Self-Identification Samples

First of all, let us draw attention to the perspective of the artistic
interpretation of the Silver Age chosen by A. Ustimenko. As the artistic
optics he chose the most playful and aesthetic (or “elegant” as M. Voloshin
defines it) situation, which caused a violent reaction of the poetic
environment and formed into a dramatic plot (love intrigue, search for a
stranger, exposure, duel, destruction of reputation). Apparently, according to
the author, this story reflects the poetic atmosphere of the beginning of the
century, with its tendency to aestheticize reality and change masks, as well
as its inclination for the game element where myth and reality cause the
phenomenon of life creation and mystification as its integral part.

This concerns a well-known mystification carried out by the poetess
Elizaveta Dmitrieva and Maksimilian Voloshin, which drew Nikolai
Gumilev, Sergey Makovskii, and all writers closely connected with the
journal “Apollon” into a whirlwind of events. It is important within this
mystification, that the intrigue of the search for the mysterious stranger
was urged by refined poems reflecting the tastes of the time. Intrigue
would have lost the sense of the aesthetic phenomenon without poems.

In our opinion, this indicates the author’s desire to remove the object
of reflection (the aesthetic concepts of the Silver Age), to see the
reflection of a profound in a small and strange; to model the contrast
between different plans of being, which, in fact, occurs in the process of
intensification of tragic, existential modi of the work.

Thus, opposing E. Dmitrieva’s mask and destiny, A. Ustimenko
interprets the mystification, which is widely famous as a resonant joke on
the literary public of the Silver Age. However, the writer appealed not to the
famous Cherubina’s mask, but to a later image — self-identification, which
was chosen by E. Dmitrieva after the fatal turn of her real, not fictional,
destiny in Tashkent exile. Cherubina’s mask which was generated by
aestheticism and myth-creation of the Silver Age can be seen in the light of
a new image, world view and self-conception. This period of E. Dmitrieva’s

' Manauesa B. PonocnoBmas UepyOunsr ge I'aGpmax // Pycckas nmrepartypa B
XX Beke: UMeHa, mpobiieMbl, KyIbTypHbIH Auanor. Bem. : "Otuel u netu" B pycckoit
nutepatrype XX Beka / Pexa. T.JI. Pei6ansuenko. Tomck: U3n-Bo Tom. yH-ta, 2008. C. 3.

122



(E. Vasileva’s) life and this new mask of her are studied and artistically
interpreted far less than the brilliant mystification of 1909.

Let us emphasize that addressing this, later and undoubtedly, more
tragic and philosophical mask, significantly changes the interpretation of
the image of the poetess in A. Ustimenko’s short novel, taking him out of
the amusing connotations of the game, revelations and literary scandal.
This also indicates the writer’s intention to sum up not only the specific
destiny of the poetess, but also to reconsider some aesthetic attitudes and
creative utopias of the Silver Age within the context of the outcome of
the cruel 20™ century.

Scholars rightly find the connection between seemingly extremely
contrasting samples of E. Dmitrieva’s self-identification — Cherubina and
Li Sian-tszy, as well as some artistic looping of the destiny of the poetess.
V. Glotser notes in this regard: “In Tashkent, Vasileva was visited by her
beloved. It was a young and talented specialist in Chinese philology
Yu.K. Shchutskii (1897-1938). Vasileva created a cycle of 21 poems
“House under the pear tree” in consultation with him about the form of her
book of poetry. It was written as if on behalf of the Chinese poet Li Syan-
tszy. “They are not Chinese inside at all, of course, — Vasileva confessed, —
except for 3 or 4 samples” *[2, 201]. Just like at the beginning of her path,
Vasileva chose to hide under the pen name and only then designate her
soul. So she looped her life path. «30ecs u 6 pexe — 3enenas 6ooa, / Kax
naomnas, aeHueas cirooa / Ommenka noliu U NOJAbIHU... / AX, Julub Ha
cesepe 8oda bvleaem cunell... / A 30ece — Bocmok. / Meoic namu, kak peka,
nycmotnst, / A caeswt, kak necoxy (“The River”).

In Tashkent, in exile, in a house under a pear tree, E. Vasileva’s life
path ended when she was 41. Her poetic prediction came true: « s ympy
6 cmensax uyscounvi, / He pasomxny npoxusmuiii kpye...» . The short
novel by A. Ustimenko claims to be a description and artistic
interpretation of this so far unreflected integrity of the personal destiny
and world view of the Silver Age.

* I'psxanosa H.JO. Cruxorsopennst E.M. BacumbeBoii, mocesmennsii F0.K. Illym-
komy. Pycckas numepamypa. CI16, 1988, Ne 4. C. 201.

I'mouep B. BacunweBa EnuzaBera VBanoBHa // Pycckme nucatenn XX Beka.
buorpaduueckuii cnosaps / I'maBHbI pemakTtop u coctaBurtens I1.A. Hukomaes. M.:
Hayunoe wu3nmarenbctBo "bBoabmias poccuiickas sHuukiaonenus", M3patenbcTBo
"PanneBy-Am", 2000. C. 141.
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It should also be noted that the strategies of self-interpretation by
means of an aestheticized and detaching mask (including the game
elements), suggested by E. Dmitrieva, have found their followers, which
is very important and worthy of special study in itself, since it indicates
the actualization of the Silver Age artistic identity and the search for
various strategies and forms of its implementation. Moreover, these forms
have already taken into account, played up and stylized the experience of
Cherubina’s masks.

Thus, V. Palacheva notes that the revelation of the mystification neither
ceased the disappointment of its “victims” and E. Dmitrieva’s anxiety, nor
prevented the attempts to repeat such jokes. “The myth resulted in the
emergence of new “poetesses” who actually were male poets writing under
female names. Many poets used M. Voloshin’s discovery, considering
Cherubina to be the mask of the poet himself. F. Khodasevich’s poems
appeared under the name of Elizaveta Maksheeva in 1913 (the name
Elizaveta indicates Dmitrieva directly). In 1913, the book of poetry “Nelli’s
Poems” was published. It was dedicated to Nadezhda Lvova, who supported
V. Briusov’s mystification and positively assessed the new “poetess”;
V. Briusov created an image of a high-society poetess (“a bored woman”),
who tells about her amorous adventures in the manner of the heroines of
Igor Severianin’s poetry. The source of the mystification can be discerned in
the poem “Nelli” from I. Severianin’s book of poetry “Thunder-boiling
Goblet” (1913). In 1915, E. Bagritskii creates Nina Voskresenskaia’s
poems. Another example of women’s boudoir poetry appeared in the poems
by Anzhelika Safianova (“Satirikon”, 1913), in 1918, “Anzhelika
Safianova’s story and poems supplement with her family tree and poems
dedicated to her" was published in a mystified edition “The Green Island”.
The author of the mystification was a young poet L. Nikulin, who created
his Anzhelika Safianova according to Cherubina’s “model”: “the book
describes a romantic story of meeting an unknown beauty who dropped a
volume of Petrarch where also were her own poems put in, which gave rise
to a poetic dialogue with “Russian Laura”, bearing angelic name (Anzhelika
in Latin means “angelic” by analogy with Cherubina)” *. Undoubtedly, all
the above examples belittle and travesty E. Dmitrieva’s Cherubina, which

* MManauesa B. Pogocnosrast YepyOuns! ne [aGpuak // Pycckas mureparypa B XX Beke:
MMeHa, MPOOJIeMbI, KYJIbTYpHBINA auanor. Beim. : "Otipl 1 netu" B pycckoit murepatype XX
Beka / Pen. T.JI. Peidanmsuenko. Tomck: M3a-Bo Tom. yu-Ta, 2008. C. 20.

124



indicates that writers apprehended chiefly the game and mystifying modus.
According to V. Khodasevich, “the unceasing endeavour to change thought,
life, relationships, even everyday life due to the imperative of another
“anxiety” involved symbolists into unceasing acting in front of themselves
and “performing” their own lives as if at the theater of scalding
improvisations™”.

The characteristic features of the romantic worldview of the Silver
Age, its heightened aestheticism and life-creation crystallized under the
cover of the mask which Dmitrieva had grown to. This side of the “mask”,
its artistic innovation and prospects of discovery, was clear for a lot of
contemporaries. Modern researchers often refer to the high appreciation of
A. Dmitrieva’s creative work by A. Tolstoi and to significant words said by
M. Tsvetaeva, that there was a small (three months of 1909) but indeed
“Cherubina de Gabriak’s era” in Russian poetry, recognition of
E. Dmitrieva’s primacy in many discoveries, which later became significant
in the creative work of M. Tsvetaeva: “... the Akhmatova image, my blow,
poems written before Akhmatova and before me’.

The re-evaluation of E. Dmitrieva’s place in the hierarchy of the
Silver Age authors can be signalized by her “discovery” in the post-
Soviet scientific literature of the late 1980s — 2000s (this process started
earlier abroad), which is important since Ustimenko’s short novel, that
offered his own original artistic interpretation, was created in this context.
Several editions of poems and autobiographical notes (confessions) by
E. Dmitrieva, reminiscences of her contemporaries, offering options for
self-reflection and artistic interpretation of this symbolic figure, appeared.

The new versions (A. Ustimenko dared to write one of them) seemed
unpromising in comparison with highly artistic sourcebooks, namely,
Maksimilian Voloshin’s “The Story of Cherubina”, Cherubina de
Gabriak’s “Confession”, written by E. Dmitrieva and S. Makovskii’s
memoirs. However, modern author ventured to offer his own
interpretation, essentially turning the plot to the broadest and most tragic
context of the entire twentieth century, to the problems of the fate of art,
the relevance of the heritage of the Silver Age. The scandalous joke

> Xomacesuu B. Komen Pemarsi / Xomacesuu B.®D. Hexponoas. Bocmomu-
nanus.M., 1991. C. 13.
[lBeraecea M. XuBoe o xwuBom (Bocmomunanus o M. Bomomune) //
CTUXOTBOpPEHHUS U MOAMBI / BCTYN.CTaThs, cOCT., moAr.rekcta u npum E.b. Kopkunoii.-
JI., Com. mucarens, 1990. 800c. (bubnmoreka mosta. bonwmias cep.). C. 125.
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turned out to be an event in literary life, which, on the one hand, can
already be interpreted as frivolous and parodistic (“parody” is one of the
motifs of the short novel) due to further literary and historical upheavals,
and on the other hand leaves behind symbols of the aestheticism, poetic
play, the ease of the “lost paradise”, the sunken Atlantis of the Silver
Age. And from this perspective, the story of Cherubina can serve as an
evaluating criterion for future literature and contemporary cultural crisis.

2. Broadening of the Context and Change of the Optics
of Image Representation as a Vector for Constructing the Author’s
Myth and Self-Interpreting the Symbol of the “Mask”

Broadening of the context and change of the optics of image
representation in A. Ustimenko’s interpretation is realized in the author’s
concept naturally and logically, following the turns of the real dramatic
destiny of Cherubina’s creator. She at the time thought that her life was
fatally broken after the mystification exposure (“Two things in the world
have always been the most holy for me: verses and love. And it was a
payment for the pain inflicted on N.S.: both love and verses were taken
away from me forever. Only their signs remained””’). However, the real
breakdown came later with the arrest and exile in the late 1920s after the
story with Cherubina was over. They, as the author of the short novel
shows, killed, but “took away” neither verses nor love. A. Ustimenko’s
work depicts the poetess in her last and hardly known to the reader period of
life, when the mystification remained in the distant past and captivating
Western mask of the Catholic beauty Cherubina was replaced by another
one that fitted the new self-identification guidelines. It was an imaginary
poor exile, a stranger, patient poet Li Syan-tszy, who tried to accept his hard
luck and resonate the world order in a wise oriental way. He was declared
the “author” of Dmitrieva’s last book of poetry “A House Under the Pear
Tree”. Thus, A. Ustimenko rewrites Cherubina’s story once more and
creates an interpretative text preceding from the other prospective, namely,
the late creative and existential findings of the heroine.

Prefacing the short novel epigraph was taken from the Li Syan-tszy’s
preface to the book of poetry. It provides important semantic clues to the
understanding of the author’s message. They are as follows: the idea of

7 Nmurpuea E. UepyOuna ne ['abpuax. Mcroseap / AHTOIOTHS PYCCKOil JKEHCKOH
nos3un. OT Auabel byaunoit 10 Auasl AxmaTtoBoi. M.: Dkcemo, 2007. C. 678.

126



transforming fate into poetry, interpreting life as material for poetry
(which is peculiar to symbolism and post-symbolism), pan-aesthetic ideas
about the world filled with art, universal spirituality, the concept of life-
creation. All these ideas received an unexpected embodiment in the spirit
of oriental stylistics. They synthesized with Dzen enlightenment and
resignation, thereby isolated and acquired a new perception.

B 1927 rony ot PoxnecrBa Xpucrosa,

Korga FOnurep cTosiin BhICOKO Ha HeOE,

JIn CeH-113b1 32 Bepy B OeccMepTHE UETIOBEUECKOro TyXa

brut cocnan ¢ CeBepa B 3Ty BOCTOUHYIO CTpaHy, B ropoa Kamus.

31ech, BOAJIA OT POJIHBIX U APY3€H, OH )KHJI B TTIOJIHOM YEeJTUHEHUH,

B ManeHbKOM IOMHMKE 1101 CTapOU IPYLIEH.

OH capllan TOJbKO PeYb Uy>KOr0 HapoJ1a U AUKUE HAIIEBBI KEITHIX

KOYEBHHUKOB.

IToaT ckasain:

«Bcsikast Bellb, UCTOPTHYTasl U3 COCTOSIHUSA TTOKOS, TIOET.

U ronoc JIu CaH-113b1 TOXKE 3a3ByYall.

Bona tedet cama co0oii, UeI0BEK caM TBOPUT CBOIO CYABLOY:

['opeub n3rnanus odparuiiach B pajlocTh NECHU <...> i

But let us emphasize another especially important point. Using this
epigraph, and later also quoting and modeling the author plunges
E. Dmitrieva’s destiny into the broadest poetic context of exile reflection:
from the poems of Ovidius Naso before the poetry and prose of
emigration (reflections on his “inner Rome” in V. Nabokov’s essays,
imaginary journeys home in Bunin’s stories, implications in B. Zaitsev’s
novels, metaphysical exile motives in B. Poplavskii’s prose, etc.), to the
interpretations of the Ovidius image by J. Brodsky and A. Tarkovskii and
comprehension of loneliness and outcast. In Dmitrieva’s poems, the
traditional for Ovidian texts accent is made. Namely, this accent is on an
enlightened exile amid savages in a remote province, ignorance of their
language, salvation by creativity and preservation of one’s own “ego”.

The author’s intention to expand the historical and cultural context is
evidenced both by the “carnival” motif and one of the senses of the
dominant symbol of the “mask”. A casual acquaintance turned out to be a
Russian woman who, nevertheless, wore a paranja — chichvan, hiding

¥ Vernmenko A. Kuraitckne macku Yepyounsr ge Tabpuak. Jpyocoa napodos. 2010.
Ne 3. C. 130.
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from those who knew her and was aware of her sins (prostitution). She
developed an unexpected cultural association in her discourse: «A &
OOHOU KHUJICKE KAPHABAIL 8UOeNd — MAM 8Ce 8 MACKAX, HY, NPAMO KAK A...
Jonoicno 6vims pazepamno 00 3mMo20-mo, 00 KapHABaia, 8cem 20po0oM
oreunit. Bom u nonpsmanuces opye om opyockuy U ona 3acmesnacsy’. The
author’s note that the particular story of this woman is real as well as
references to sources only strengthen the chain of associations between
personal and general historical, based on the archetypes of guilt —
repentance, retribution and punishment (in this case it is an admitted
exile, disappearance under the mask, attempt to hide from the world, the
threat of losing oneself). The lifelike story, voiced in the backwater of the
post-revolutionary Tashkent and perceived by the exiled Dmitrieva as
close (dialogue which was impossible with others began precisely with
this woman, her chador was tried on and an unexpected confirmation that
the poetess wore masks was given) acquires a historical perspective.
There 1s a wide spectrum of senses of the carnival: from the gaming,
mystifying discourse of the Silver Age to the consequences of bloody
actions of the revolution, when people, or even the country as a whole,
“lost their faces”, acquired or changed masks, or, perhaps used these
masks to protectively cover their essence, as a result of these actions.
Such interpretations fit in with the traditional (since the Middle Ages)
concept of the Divine retribution for sins.

Description of the semantic dynamics of the dominant “mask”
symbol gives a reader the key to understanding of the work.

Dmitrieva took Cherubina’s image as a mask, and a very close one — a
“mask of the soul” '°. Tt contains what Dmitrieva lacks, fulfills her dream of
beauty, represents the desire to create an image and destiny opposite to her
own that 1s devoid of pain, poverty, deformity reflected in a mirror. The
“mask” motif contrasts with the “mirror” motif, adding a markedly tragic
sense. It concerns disposing reflections, predictions of her own sad destiny,
as well as a window glass that estranged her from the world, since only her
own face was reflected in it, finally, a pocket mirror, which remained
unclouded by the breath of the deceased heroine. “Mirror” removes the
“mask”. The “mask’ motif correlates with the motifs of “mystification” and
“game”, reflecting the general artistry of the Silver Age. In Dmitrieva’s

’ Verumenko A. Kuraiickne macku Yepybunst me I'abpuak. Jpyoc6a Hapooos.
2010. Ne 3. C. 140.
" Ibidem. C. 137.
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memoirs, everyone plays and tries on masks. Moreover, the ability to create,
to invent a mask is perceived as a criterion of depth and aesthetic value of a
person, who is either rewarded with love or, on the contrary, is exiled from
the world of the “unusual”, “higher” into the world of the “today’s”, that is
routine, non-poetic. «4 mozoa npumepsna macky Yepyoumwvr oe Iabpuak
<...> Bnacopoouwiti Maxc — macky pazeHe6aHHOU 4ecmu, HO KaKyl ice
npumepsii necuacmuvii  Konemvka — ['ymunes? Brtobnennoco?
HHoobusarowezocs moeti pyku wenogexa? boe secmo <..> Ooun monvko Bons
Bacunves ne naoesan macku. M om smozo Ovln 0ocmamoyHo OwbiCmpo
pazniobnen Enuzasemoii Bacunvegnotl, — on yowce moeoa cman ons Hee
cecoOnsuHuM uenosexom <...>»''. The quoted episode emphasizes artistry
of life-creation and reveals (according to F. Nietzsche), the “artistic
metaphysics” of the whole Silver Age.

Addressing such a wuniversal “mask game” reveals writer’s
knowledge of the academic reception of this phenomenon. A lot of
researchers note specific mythopoetic function of the mask as well as the
guise and roles change in different movements of symbolism and
postsymbolism. “The “devilishness” as non-existence and non-
communication is rendered clearly in early works of Briusov, Balmont,
Sologub, Gippius and other poets of 1890s. <..> By the end of the
century this image became so usual and stylistically formed that it was
inevitable that it would turn into positively and religiously definable,
mystically motivated type of poeta vates, poet-demiurge, poet-thinker,
poet-magician, rebel-artist, saver-artist, etc. All these roles can be found
in works of “devilists” (they sometimes resemble their positive opposites
indistinguishably), but the role is always the m a s k, stylization, gesture.
The turn to the positivity of the symbolism, as an authentic model of the
world and artistic creative work, can be prepared only by
existentialization of anti-behaviour and anti-communication into the
lifestyle of the devilist (in images of dandy, profligate, Lucifer, seducer,
demon, vampire, Antichrist, etc.), by parareligious, heretical and gnostic

“religion of the art” of panaestheticism”'.

"' Verumenko A. Kutaiickne mackn YepyOunbt ae ['abpuax. Jpyorcoa napodos. 2010.
Ne 3. C. 134.

12 Xansen-JleBe A. Pycckuii cumBom3M. CucteMa nmo3TUHYeCKUX MOTUBOB. PanHMit
cuMmBonu3M / Aare Xauzen-Jlese / Ilep. ¢ nem. C. bpomepno, A.Ll. MaceBuua u
A.E. bap3axa. CII6: "Axanemuueckuit npoekr", 1999. 512 c. (Cepus "CoBpemeHHas
3amannHas pycuctuka', T. 20). C. 59.
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Dmitrieva’s story of masks change follows the described by the
researcher way of overcoming the routinized images in a lite gaming
manner. Poetess starts with the “devilish” which has become parodic by
that time (according to M. Voloshin’s recollections Cherubina was named
by a toy imp called Gabriak by common agreement). The further change
of masks meets the general atmosphere of game and aestheticism. And
final mask signifies the world-view and aesthetic revolution, absolutely
opposite to initial role.

The next vector of the interpretation of the “mask” motif is the
intensification of its existential semantics and self-identification potential.
The author demonstrates that Cherubina’s narcissistic 1mage is
inseparable from Dmitrieva’s “ego”; she takes it as a part of herself even
in the conditions of its discreditation by reality. At the same time heroine
abandons this image and finds herself in the state of loss of guidelines
and search for new ones, in the mode of anxiety of an existentially
confused person. «Ceuuac ona ue Ovita Yepybumotu, kax He OvlLia u
Jlunueu [[Imumpuesou, nesecmoui Boau. Cettuac ona ocmasanacs moabKo
auws  Enuszasemoti  Bacunvesoui, 3aempa ecmpeuaioujeil  ir0OUMO20
yenogexka. A xakas uz amux yacmei ee Oyuwiu Ovlia 8 Hell Yacmuyero
Hacmosawell, OHa HUKo20a He 3uana. Moowcem, oadice u Kaxcoas A6IANACH
Mackou Oywiu Kakou-mo Opyeou, ewe HUKO20ad He nepeo KeMm He
AGNEHHOU. .. ».

It should be noted that the state of existential confusion of a person
who moved from one cultural paradigm to another is perceived by the
modern reader as relevant and modeling parallels with the cultural crisis
of our days. Presumably, the author set himself the task of drawing the
transitional phases of the beginning of the 20" century and the turn of the
20™ — 21" centuries closer.

Addressing the existential dimension of the short novel, we note that
the short novel creates the outmost hard situation where the heroine
experiences a deadlock and searches for a way out of it. The heroine loses
external and internal support. Thereupon the particular significance has
an 1mage of the corset, medical in this case. This device supported sick
and skewed body of E.Dmitrieva. The chapter “Without Corset”
describes a number of existential doubts of the heroine, who lacks support

B Verumenko A. Kuraiickue macku Uepyounst ne ['abpuak. Jpyocoa napodos.
2010. Ne 3. C. 137.
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and feels internally naked. The remaining erotic connotations, connected
with the image of Cherubina, only aggravate the contrast between mask
and reality. This contrast emphasizes the motif of the “mirror”. Let us pay
attention to fundamentally different, painful, but also more humane and
democratic (compared to the aristocratic Cherubina) self-identification
guidelines. «Bedv cmuxu — smo kak 3epkano. A Kakou oHa Mmodicem
ompasumscs 6 Hux? Taxor, KaKo ompaiicanace 6 3epkaje Hacmosauem?
<...> be3 noooeporcusaroweco xopcema <...> OQoua Hoca 8 nonyuseude
KOJleHa, Opyeasi GblMAHYMAs 6 HANPAICEHHYI0 CMPYHKY, 0y0mo
XyoeuvKuil conoam Ha niaayy. XpomoHnodcka uz Jlocmoesckozo. Beuno
mepsnyeuuti Keasumodo <...> xyOenvkuii condam na naayy <...>*.

The tendency to humanize mask, to give it a universal meaning can
be traced both in replacing the demonstrative Cherubina with a wise and
hiding philosopher-poet, and in refusing the masks as such in the scene of
death insights. By the will of the author, the heroine gains desired
integrity (the motif of the *“center”), all roles of the “little spiritual
theater” are united exactly in this transitional state'”, one’s own essence
(according to E. Dmitrieva) is “re-experienced” and “re-felt” internally
and the “meaningfulness of further existence” is acquired. Each of the
masks finds its place in this discourse of existential transition. Li Syan-
tszy expands to the image of an eternal wanderer, grieving for equally
eternal losses (of his world, his country). Cherubina, with her aesthetic
artificiality, contrasts with the globality and incomprehensibility of a
different, posthumous being: «<...> meneps eu omwvezdxcamv He Ha 08¢
Hedenu 6 llapudic 3a wiisankamu, kax omwvesxcana Yepyouna oe I abpuak,
HO 6 CMpAaHy MbMbl U C8ema, C8ema U MbMvl, 20e He CYWecmeyem
HeKpacomvl, KOCMUCMbIX U XPOMAIOWUX mejl, A MOJIbKO 3AKOHYEHHOCHb
U COBEPUIEHCINBO HUBMEHHOIL 3eMIEI0 He UBMAMO20 MEOPEHUAY .

It 1s obvious, that the masks, made up by the heroine (Cherubina, the
fatal paramour, Li Syan-tszy) and proposed by the author of the short
novel (Lamer, Quasimodo, soldier on the parade ground, carnival
participant, a sinner, hiding from the world under the veil), put together
with the power of true creativity, poetry. The poetry, as the author shows
in the subtext, becomes the justification and guarantee of E. Dmitrieva’s

" Yerumenxo A. Kutaiickne mackn Uepyounst ae ['abpuak. Jpyocoa napodos. 2010.
Ne 3. C. 135.

" Ibidem. C. 148.

' Ibidem. C. 149.
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spiritual forgiveness and recognition. Poetry turns out to be stronger than
the most terrible — the State Political Administration, moreover, it is
regarded as an attribute of the “celestial”, inaccessible to “earthly”
punitive forces. The correlation of the author’s subtext and the lines from
Li Syan-tszy is significant in this respect. Describing the integrity of
perception and indifference to the world and the fate of a dying poet, the
author issues his verdict. «Tak, neoxca, oma o00HadXMCObI nponycmuid
onacHylo O0nsi cebs cpedy, HO OmMYe20-MO HUKMO He Npuuies, He
NOUHMEPEeCcoBaICs, He 3a0pan ee 3a miopeMHyl0 peutemky <...> Bce
npouzouinio maxk, Oyomo Ovbl menepb cudiwue 6 3aApPeuedeHHOM
asmomobuie 3HAIU, 4mo OHA, XOMb He ommeuanaco y Hux, 6 1TV, no
yorce ommemunacy Ha 3emie, a makoce — eviuer . And Li Syan-tszy, in
his turn, builds a spiritual vertical, highlights new landmarks and asserts a
special, life-creating role of art in verses: «llokpwviio cepoye nwviivio
cmpaxa | Ono, xak cepvie nucmol.../ Ho noooxcou oo memmomvl: /
Bamemnemcs 6 nebo yea baxa. — / Ounewvca u ysuouws moi, / Ymo ox
seco cmpax meoti svimep / M nasepxy 3ascee FOnumep»'®.

Broadening of the context of the short novel and a significant change
in the optics of representation are deepened by the introduction of
Orthodox discourse. All the “masks” are in its sphere — from the
demonstrative Cherubina with her “criminal Catholic love for Christ”
(according to the mocking remark of M. Voloshin’s co-author of the
mystification) to meek Lee Xiang-tzu. And all the guises, in which the
heroine exists for herself and others, fade into the background, moved
away in a most abstract way. This is a person suffering in the vale of life,
carrying her own cross, dying lonely, but having the opportunity to
comprehend her existence and ascend. It is significant that none of the
characters who dirged and buried the heroine, knew that she was a poet.
Dmitrieva was a lonely mortal human being for compassionate Chinese
neighbor and cemeterial old ladies. « Heuzgecmnas mocuna neuzgecmmoii
nosmeccwl cpedu Opyeux neuseecmuwix mo2uny™. This author’s position
signifies the trial of one of the basic symbolist ideas about status, the idea

7 Yerumenko A. Kutaiickne mackn YepyOunst ne ['abpuax. Jpyscoa napodos. 2010.
Ne 3. C. 149.

** Ibidem. C. 147.

" Ibidem. C. 149.
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that “art 1s not only higher and more valuable than life, but is also
stronger than it”*’.

In our opinion, this position is reinforced by estrangement.
E. Dmitrieva’s existential in spirit verses, assembled in Chinese style (with
traditional images of sleep, butterfly and flowers which embody life
interpretations), and the sign of the cross, imposed by the same “unfamiliar”
old ladies, are mounted in the final. This gesture can, on the one hand, be
interpreted as a desire to “disown” from the unusual (“unfamiliar” silent
smoking Chinese). On the other hand, it can also be taken as an all-forgiving
outcome, a general ritual farewell and a Christian hope for the salvation of
the soul, for resurrection (this is additionally hinted at by the name of the
Church — “Joy of All Who Sorrow™).

«... U con ooun npunomnuncs mue 6opye: si 6abOOuKoU lemana Hao
yeemamu,; s NOMHIO SICHO. Oblll 3e/leHblll Y2, U YaAueyKu Y8emoes copei,
cnosno naams. CmMompio menepvb HA MUp OMKPLIMbIMU 21A3AMU, HO,
Modxcem Obimb, cama s Ccmaia CcHOM Ol 06abouxu, jgemsuel Hao
yeemxomy™.

CONCLUSIONS

Consequently, the author of the short novel deals with the resurrection
from obscurity, realizing, in fact, the Easter archetype characteristic of
Russian literature as a whole”>. However, he does not reconstruct
Cherubina’s legend, a mystification, but creates a new author’s myth
centred on the tragic fate and legacy of E. Dmitrieva, who managed to
overcome the horror of reality, personal and historical disasters with her
creative work, thereby implementing one of the most important principles of
symbolism: “the poet is “the heir of the lyre”, who is capable, “to shake the
world on his own, just like the spells of the ancients...””.

In the analyzed short novel, the author sets the creative task to
eliminate the era of the Silver Age, to form a new view at the originality of
the previous artistic experience, rather than to reconstruct the artistic image
of this era and to stylize the texts of this period. This peculiarity is revealed
in comparison between the cultural paradigm of the Silver Age, the period

2% Komnobaesa JLA. Pycckuit cumBosizm. M.: M3n-Bo MockoBckoro yH-Ta, 2000. C. 223.

! Vernmenko A. Kuraiickie macku Yepy6unst ae abpuak. Jpyocéa napodos. 2010.
Ne 3. C. 150.

> Ecaynos M.A. TTacxaqsHOCTB pycckoii cioBecHocTH. M.:Kpyrs, 2004. 560 c.

23 Kono6aena JLA. Pycckuii cumBonuzm. M.: M3a-Bo MockoBckoro ya-Ta, 2000. C. 223.
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of totalitarianism and the current period (in the subtext), as transitional
periods marked by crisis and change of ideological and aesthetic systems.

Thus, A. Ustimenko’s short novel “Chinese masks of Cherubma de
Gabriak” demonstrates the versatility of the Silver Age of Russian literature
experience and its applicability to the description of modern catastrophic
events, while the Silver Age reflection becomes a mode of self-reflection in
modern literature, actualizing the process of myth-creation.

SUMMARY

The article deals with the phenomenon of literary mystification as
the dominant strategy of the author’s myth construction (a case study of
the short novel “Chinese masks of Cherubina de Gabriak” by
A. Ustimenko). This strategy results in the re-establishment of an
atmosphere of myth construction and aestheticism of the Silver Age in
the context of contemporary cultural paradigm with the aim of creating an
innovative view on the uniqueness of the artistic experience of
modernism. The literary mystification is considered as a vector of the
author’s interpretation of new self-identification guidelines in the process
of transformation of the well-known myth about Cherubina into the
existential myth about Li Sian-tszy. Scientific interest is focused on the
equivalent research perspectives: the study of the contrast of the author’s
self-identification samples, analysis of the author’s intentions towards
expansion the artistic and historical context, changing the optics of the
main character’s representation and highlighting the semantic dynamics
of the dominant symbol of “the mask”.
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