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TO THE INTERPRETATION OF I. F. ANNENSKII’S “TRILISTNIK VAGONNYI”
“Trilistnik vagonnyi” is one of the most impressive and mysterious “micro-cycles” that are included in the first section of I. F. Annenskii’s main poem collection “Kiparisovyi larets”. This seems to be the reason for researchers to have addressed it numerous times. Given that, the existing interpretations of “Trilistnik vagonnyi” occasionally turn out to be extremely controversial. L.Ia.Ginzburg considers it to be a lyric novella, narrating about the “soznanie, razdavlennoe budnichnoi nepodvizhnost’iu” and “bezdushnost’iu mekhanicheskogo dvizheniia”(, while V.V.Musatov claims that this trefoil is an embodiment of human drama. In his opinion, here, on the one hand, “sozdaetsia shchemiashchaia garmoniia raznorodnogo i razobshchennogo”, and on the other hand – are expressed the ideas of the poet who accumulates the moral will that resists the “vechnye budni”(.
However, researchers miss out the mythological basis of “Trilistnik vagonnyi”, the analysis of which will allow to make proper accents for the interpretation of this “micro-cycle” and indicate certain perspectives concerning the mythopoetics of Annenskii’s works, which has not been properly covered in scholarly works yet.

The mythopoetic layer of the trefoil is represented through the development and transformation of the archetypal motive (according to the definition by E.M.Meletinskii) of “drakonoborchestvo” (dragon fighting) and the adjacent motive of “spasenie ot vlasti demonicheskogo sushchestva”(.
These motives could originate from both antique heroic myths, which would be fairly organic to Annenskii as the connoisseur of antique culture, and old Slavic outlook, which he was inevitably coming across at the time of his interest to Slavic folklore.

The imagery of “Trilistnik vagonnyi” is based on real railway impressions and feelings that Annenskii, appointed in 1906 an inspector of Saint-Petersburg academic district, had during his frequent and tiresome travels around it. But his personal mental and sensory experience acquires a universal character through the mythologization. It is by no means accidental that the poet addresses one of the myths, whose structure retains connection with the ritual basis of human life. The “dragon fighting” myth highlights the details connected with ancient ritual of initiation, through which “sud’by otdel’nykh individov uviazyvaiutsia s obshchim ritmom <…> zhizni”(. In this way the mythologization helped the poet to connect his personal experience with the “obshchii ritm zhizni” and, as he wrote to one of his permanent pen friends A.V.Borodina in 1906, “dokazat’ drugim i sebe, do kakoi stepeni slita moia dusha s tem, chto ne ona, no chto vechno tvoritsia i eiu, kak odnim iz atomov mirovogo dukha, neprestanno sozdaiushchego ocharovatel’no-pestryi son bytiia…”(. 1905 and 1906 were a turning point in Annenskii’s creative biography: he was reappraising his hobbies and habits, changing his creative guidelines, refusing from his pseudonym Nik. T-o etc. This showed itself in a different interpretation of the correlation between modern poetry and myths as well. At the time of work on “Kiparisovyi larets” in the autumn of 1908 Annenskii wrote in the article “Antichnyi mif v sovremennoi frantsuzskoi poezii” that “sakral’naia sushchnost’ <…> mifov” for modern poetry “ostaetsia v teni”(, thereby starting a polemic with symbolists, namely, Viach. Ivanov, who had published his article “Dve stikhii v sovremennom simvolizme” earlier in the summer where he was vindicating the significance of the sacral essence of the myth. In his first book of poems Annenskii himself added some mythopoetic tones to his lyric experiences, made it “sverkhlichnym po svoemu soderzhaniiu”(, which ultimately led to their sacralisation. At the same time, however, according to V.V.Musatov’s accurate assessment, the mythological reality of “Tikhie pesni” turned out to be highly individualized.( “Kiparisovyi larets” represents another example of work with the myth. In “Trilistnik vagonnyi” the personal psychological process is an organic component of myth as the “narodnoe soznanie”, which is striving to “razgadat’ tainu” of existence, which, in Annenskii’s opinion, “eshche i teper’ obstupaet nas otovsiudu”(. When differentiating between myth and cult, he wrote: “Mif – iavlenie ochen’ slozhnoe: on sozdaetsia postepenno i nezametno iz umstvennoi raboty tselykh pokolenii: massa fantazii chertit prichudlivyi uzor kartiny, a mysli neschitannykh tvortsov mifa, popravliaia i vytesniaia drug druga, koe-kak slazhivaiut i osmysliaiut etu sovokupnuiu rabotu voobrazhenii”((. Therefore, personal psychological experience of the poet, his “lichnaia fantaziia” are constantly connected with the permanent “umstvennaia rabota chelovechestva”, its poetic thought being only a historic part of the constantly arising myth. Apart from that, the personal experience and the myth get interdependent due to the poet’s wish to “sogret’ i ozhivit’ mif <…> glubokoi chelovechnost’iu”((. The myth, from Annenskii’s point of view, is epistemic and “humanized”, which differs him from Viach. Ivanov, who thought that myth realizes the idea of transformative art and is created by gods, theurgic poets at best.
In “Trilistnik vagonnyi” the mythological basis is created through the juxtaposition of the images of train and “pyshushchii drakon”. In the first poem the hero of the lyric cycle starts a confrontation with the dragon – “Podpolzai – ty obiazan; Kak ty zharok, izmazan…”, getting, however, into his power:
Unichtozhit’sia, kanuv

V etot omut bezlikii,

Priamo v odur’ divanov,

V polosatye tiki.
Here should be noted that Annenskii was not inclined to interpret the myth like A.N.Afanasiev, who claimed that “v ognennom zmee narodnaia fantaziia, <…> na osnovanii skhodstva i analogii <…> olitsetvoriala <…> estestvennye iavleniia”((, for instance, lightning, thundercloud etc. In his article “Mif i tragediia Gerakla”, Annenskii wrote: “Ia dolzhen ogovorit’sia pri etom, chto otniud’ ne schitaiu osnovoi i sushchnost’iu <…> mifa <…> sootvetstviia s tem ili inym iavleniem iz oblasti soliarnoi ili atmosfericheskoi” (TE,416). He is focused on another tradition, according to which the dragon is a typical specimen of chthonic beasts and demons symbolizing the chaos that the hero must defeat. Annenskii’s lyric hero faces a not lesser task – to defeat the deep dark subconscious destructive powers of human existence, which the poet wrote about in his article “Bal’mont-lirik”: “V nashem ia, glubzhe soznatel’noi zhizni i pozadi stol’ netochno formulirovannykh nashim iazykom emotsii i khotenii, est’ temnyi mir bessoznatel’nogo, mir provalov i bezdn” (KO,110). The dragon is a synthetic creature. Mythologists have frequently noted that this mythological creature combines the features of animals of different levels – higher, heavenly (birds) and lower, earthly (snake), embodying the concept of universal chaos. Therefore, Annenskii’s trefoil presents the general situation of collision between the human and everything “bezlikoe”, “bestsel’noe”, “bezymiannoe” as an organic component of existence in general. The lyric hero has to overcome the “merzkii” “khaos polusushchestvovanii” “vechnykh budnei”, whose poetic image is opened by the trefoil:
O, kanun vechnykh budnei.

Skuki lipkoe zhalo…

V pyl’nom znoe poludnei

Gul i kraska vokzala…

Polumertvye mukhi

Na zabitom kioske,

Na prolitoi izvestke

Slepy, zhadny i glukhi.

Flag linialo-zelenyi,

Para belye vzryvy,

I truby otdalennoi

Bez otzyva prizyvy

I emblema razluki

V obmanuvshem svidan’i –

Konduktor odnorukii

U chasov v ozhidan’i…

The poet creates an image of something “opustoshennoe”, “polumertvoe”, which is falling into pieces – the flies, the kiosk, the flag, the conductor, the clock etc. – the world, whose power of life has been stolen by the touch of dragon’s “lipkoe zhalo”. This is a motionless, “nedvizhnyi mir”, to which the hero has to return its lost integrity and beauty in his confrontation with the dragon.
In the next two poems – “V vagone” and “Zimnii poezd” – the hero-victim of the dragon stands a number of trials in order to free himself from his power, overcome the insularity of “vagonnoe” existence. According to the mythological tradition, one the tests for the hero is that through dream-death. Following the mythological logic, Annenskii’s hero in “Zimnii poezd” gets into the realm of Death, gets put to the test of “chad v chernykh snakh”, “durman”, “chernye naplyvy”, “koshmar dum i drem”. The lyric hero of the trefoil stands this test and does not give in to Midnight-Death, to its destructive dreams. He is the only one “kto ne zasnul”, who has retained the ability to assess the situation and understand its meaning.
What is also significant here is the appearance of “kholodnyi kamen’” at the end of the trefoil:

I stoiko dolzhen zub bol’noi

Peregryzat’ kholodnyi kamen’.
As V.V.Ivanov and V.N.Toporov noted, the motive of “razbivanie kamnia” in mythological tradition is connected with the search for the “istochnik zhizni protivnika”; also, according to Afanasiev, the ideas about dragon-snakes are inseparably linked in mythological tradition with those about the stones that hide the dragon’s prey. Annenskii’s lyric hero has to “peregryzt’” the stone, which is the way to kill the dragon, defeat the “bestsel’nyi” and “bezlikii” flow of existence, the way to procure and liberate the values of life.
It should be noted that Annenskii addresses here one of the later versions of the “dragon-fighting” myths, when the hero does not openly confront the beast (like hero-gods), but gets captivated (as the main trial) and later, as E.M.Meletinskii wrote, “za schet khitrosti i magii <…> spasaetsia”((. Annenskii deliberately uses this later version of the myth since it is important for him to accentuate the human, rather than divine, nature of his lyric hero – the “dragonfighter”, which is, in the poet’s opinion, a source of heroic potentialities of a person. V.V.Musatov correctly observed that Annenskii did not deny the heroic, but it rather “perenosilos’ <…> v oblast’ intellektual’nogo i nravstvennogo usiliia”((. There is no doubt that in this case one can not speak of any consciousness crushed by “mekhanicheskoe dvizhenie”, which L.Ia.Ginzburg interpreted as the creative idea of the trefoil. The “khitrost’” that saved the mythological hero from the dragon’s power was understood by Annenskii as an act of independent human consciousness.

Personal experience included into the space of the mythological plot acquires “ustoichivost’ i opredelennost’ tipa” without losing “neiasnyi i vibriruiushchii kontur individual’nosti” (TE, 546). Annenskii believes that what becomes typical and universal is the situation of personal confrontation with the current of existence that devours the human, of protection of one’s values faced with fatal destructive forces. It is symptomatic that Mandelshtam would later compare Annenskii’s poetry “s dereviannymi ukrepleniiami, gorodishchami, kotorye vynosilis’ daleko v step’ udel’nymi kniaz’iami dlia zashchity ot pechenegov navstrechu khazarskoi nochi”((.
At the same time “drevnost’” (“the antiquity”) was not aware of the principle of the personal as such. One of distinctive features of a mythological hero is his “trans- i supernatsional’nost’”((, he personifies the heroic potentialities of the group, the human genus, the community. Annenskii himself clearly realized that “dusha sovremennogo cheloveka” can not be compared with classical antiquity(( and did not try, like symbolists, to “obezlichivat’” (“depersonify”) the person looking in him for sparks of “sverkhchelovecheskoe” (“the superhuman”), which is excluded from the sphere of individual rational and sensitive nature of human. The figure of the lyric hero in “Trilistnik vagonnyi” is imbued with personal intuitions and affections. The central poem of the cycle – “V vagone” – plays a special role here relating a purely private love collision, rather than a typical one. This is where the myth experiences inevitable transformation, its logic being disrupted. The mythological hero usually retrieves the captured “plennitsa” (“female prisoner”) and returns the world its beauty, its life energy, its value. E.M.Meletiskii noted that the myth “konstruiruet mir takim, chtoby byli obespecheny garmonicheskie <…> s nim otnosheniia…”((. In Annenskii’s case, as was noticed by V.V.Musatov, harmony is created, but it is, conditionally speaking, more probably “liricheskaia” (“lyric”), rather than “mifo-epicheskaia” (“mythoepic”) harmony. The mythological plot itself seems to be interrupted by Annenskii at its culmination point. In “Trilistnik vagonnyi” the myth, understood traditionally, does not get the epic finale, remaining unfinished.
Here it is necessary to define the specifics of Annenskii’s attitude to myth, his understanding of its essence. In his critical works on Euripides’s tragedies Annenskii wrote about the “psikhologicheskaia sushchnost’” of the myth. He noted: “Tragik raskryval mify v ikh glubochaishei, sokrovennoi sushchnosti: on iskal ugadat’ v etikh beglykh i smutnykh otrazheniiakh zhizni psikhologicheskuiu osnovu mifa” (TE,416). The myth is important to Annenskii first and foremost as a form of perception of “svoego “ia” vo vsem okruzhaiushchem”(( by the “mladencheskii um” of ancient humans. Annenskii turned out to be somewhat close to modern psychoanalysts who regard the myth as a story of the conscious “ia” (“I”) separating from the “bessoznatel’noe” (”unconscious”), this separation being expressed through the archetype of fight, in particular, with the dragon. For Annenskii myths are first evidence of origination and formation of tragic human consciousness. He regarded the myth through the prism of ancient tragedy, therefore, applying its achievements and discoveries, primarily in the sphere of human psychology, to the myth itself. It is by no means accidental that the poet called myths “pechal’nymi asfodeliami” (TE,26) (i.e. plants that, according to Annenskii, have always symbolized the thought (TE,18)). So, Annenskii regarded the myth as an embodiment of history of human consciousness, and in this respect it can not be completed or have an epic finale as the psychological establishment of human and the cultural and historic evolution have not come to an end. At the same time Annenskii well understood that the myth can most organically reveal its psychological essence in a dramatic structure – the tragedy.
In this respect “Trilistnik vagonnyi” can be understood from a slighlty different angle. Here is the dramatized myth, which, in my opinion, can be interpreted as a myth on the existential development of human will. In this context the finale of the trefoil is absolutely logical as it completes with a statement of personal consciousness, which, having gone through the trials, obtains the truth about the tragic essence of existence and in his own way transforms the “khaos polusushchestvovanii”, or, as O.E.Mandel’shtam said, fills the world with “teleologicheskoe teplo”.

The first poem of “Trilistnik vagonnyi” outlines the main collision between the world of “vechnye budni”, the reality, which is disgustingly defective and dull, and the hero, who is not willing to vanish in this world and resists the “lipkoe zhalo skuki”. What is particularly important here is the poetic image of a “nudnaia”, “nedvizhnaia” point:
Est’ li chto-nibud’ nudnei,

Chem nedvizhnaia tochka,

Chem drozhan’e poludnei

Nad dremotoi listochka…

“Nudnaia tochka” is on the one hand a figurative transformation of reality. From the distance the train does seem to be a point, which is growing as it is approaching. But this image has another meaning as well. In his articles on ancient tragedy Annenskii many times used the image of a “chernaia tochka” in order to interpret the conflict of the tragedy. In “Tragicheskaia Medeia” he wrote that it was realised as growing of a “chernaia tochka”: “Chernaia tochka na dne bessoznatel’noi dushi [of Medea – P.G.] vyrosla, i teper’, kogda plamia obidy nemnozhko stikhlo, ona kazhetsia eshche groznee, eshche neistrebimie» (TE,229). The growing of this “nudnaia tochka” is an exit to the surface of “shlak bessoznatel’noi dushi” (KO,457). Annenskii’s human turns out to be affected by insurmountable power of his own dark side of his soul: passions, wishes, desires. “Chernaia tochka”, as he wrote, which “vyrosla i probilas’ naruzhu <…> - bol’she ne koshmar <…> [eto] strashnaia, neodolimaia vlast’» (TE,232). The lyric hero of the trefoil, just like his ancient predecessors, “deistvuet” as a result of this power, which leads him to the tragic “poteria” of consciousness:

Unichtozhit’sia, kanuv

V etot omut bezlikii,

Priamo v odur’ divanov,

However, in my opinion the point here is not the tragedy of this demise, but rather the ecstasy of “unichtozhen’ie”, moving through which the man frees himself from destructive passions and his consciousness from the fetters of the unconscious. Annenskii understood the ecstasy as a “spasitel’nyi <…> bozhestvennyi dar”, as a “klapan <…> dlia vykhoda <…> izbytka dikikh sil”. The poet wrote: “Esli chelovek ne dast vo vremia vykhoda strastiam i grubym instinktam, oni prolozhat sebe put’ sami…”((
The second poem of the cycle, “V vagone” is the one that presents the hero’s concentrated consciousness. He refuses from love-passion (“dovol’no del, dovol’no slov, Pobudem molcha, bez ulybok…”), from dreams and prayers, giving preference to “zritel’nye vpechatleniia”, which, in the poet’s opinion, “zanimaiut um i tesnee sviazany s oblast’iu mysli” (KO,254).

Khochu, ne grezia, ne molia, 

Puskai bezmerno vinovatyi…

Gliadet’ na belye polia

Cherez steklo s nalipshei vatoi

But this is how the hero overcomes the “ognennaia bezdna strashnogo i dazhe sladkogo poroka” (TE,337). In the third poem of the cycle, “Zimnii poezd”, the hero seizes another abyss – the abyss of oblivion. In the central part of the poem the creative consciousness turns the ghost of Death into different realities of life, the “details” of the surrounding world: into a “prizrachnyi monakh” on patrol, a “vor, nametivshii karman”, but in this quality it does not turn out to be scary, becoming even close to human. In this way is overcome the abyss of death.
Also, when transcending the nightmares of existence, the man, in Annenskii’s opinion comes really close to understanding the truth. The idea of revelation is realized in the poem through the metamorphosis of a dragon into a stone. One can hypothesize that Annenskii took this motive from Homer’s “Iliad”. In its book 11, for example (305-325), during the public meeting on the tenth year of Troy siege, Odyssey reminds the Achaeans of the prophecies of Calchas and the god’s sign that had happened before their departure from Avlida, which was the one connected with the monster serpent that devoured the eight nestlings and the mother-bird and was turned into stone by Zeus. The poetic is sign predicted the whole course of Trojan war, which lasted for 9 years and was won by the Trojans only during the tenth year.
Annenskii himself wrote that “Iliad” was filled with tragic pathos and in this case the tragic collision was in the “nevedenie” (“ignorance”) of the Achaeans, who were trying to predetermine the outcome of the campaign by themselves, forgetting about the will of the immortal. The poet suggested that the initial tragedy of humanity was its unawareness of the “bozhestvennyi promysel”.
The way Annenskii understood the tragedy was close to what O.M.Freidenberg was later writing about, highlighting the conflict between “the seeming” and “the genuine” as the main tragic collision. O.M.Freidenberg noted: “Etot osnovnoi konflikt skazyvaetsia v atmosfere moral’noi mnimosti, okruzhaiushchego geroia: v oshibkakh, v ego nravstvennoi slepote, v nevedenii. <…> Konflikt grecheskoi tragedii daet styk ne pravogo s nepravym, a slepogo so zriachim, mnimogo s podlinnym, nesveduiushchego s mudrym. Eto kolliziia oshibki i istiny” ((. When looking into the ancient tragedy Annenskii also emphasized the fact that tragic heroes act and make fatal mistakes because they do not know or understand the truth; in Euripides’s plays they are always either “obmanuty” (“deceived”), or “ne znaiut” (“are not asare of”) something, or “oslepleny” (“blinded”).

“Trilistnik vagonnyi” presents a similar tragic conflict between “slepota i zriachest’” (“blindness and ability to see”). The first poem already introduces the motive of blindness: “zabityi kiosk” (“zabityi” meaning “blinded”), “mukhi slepy, zhadny i glukhi”, “obman svidan’ia” (“obman” being the same blindness), “dremota listochka” (dream as blindness). In turn, the poem “V vagone” includes the motive of revenge – “blizorukogo chuvstva”, as the poet called it (TE,543): 

Do zavtra, - govoriu tebe, -

Segodnia my s toboiu kvity
In addition, love is understood here as an illusion, whose unattainability is only emphasized by the turn of the beloved woman into the “poloska toi zari, Vokrug kotoroi vse zastylo”. For Annenskii love is incomprehensible like the horizon. Illusiveness is in a way the same blindness. It seems that there can be drawn another parallel here between antique mythology and the figurative system of the trefoil. It was more than once that in his works on Euripides’s tragedies Annenskii remembered one of the Stesichorus legends, which says that it was not Elena that Menelaus returned after destroying Troy, but rather her ghost, which Paris had actually stolen. The understanding of illusiveness and delusiveness of love pierces the last stanza of “V vagone”:

A ty krasuisia, ty – gori…

Ty uveriai, chto ty prostila,

Gori poloskoi toi zari,

Vokrug kotoroi vse zastylo.

As O.M.Freidenberg noted, in the ancient tragedy: “Prozrenie geroia nastupaet v gibeli. I kazhdaia gibel’ est’ prozrenie, kazhdoe prozrenie – gibel’”((. An insight as approaching the truth, “proryv” into “zavorozhennuiu dal’ sny” of Annenskii’s lyric hero is completed through symbolic death presented as the hero’s night travel in a train carriage, which strikingly reminds of a coffin. 
So, what is the “new” knowledge on the meaning of existence, which has been obtained by the hero in his “fight” with the dragon, the knowledge that he comes back to the “dnevnoi mir” with, the knowledge that is needed as a justification of one’s lameness to the “odnorukii konduktor” who is standing “u chasov v ozhidan’i”? Its gist turns out to be simple, but no less tragic, and lies in understanding the necessity to again and again, enduring the “terzan’ia” and pain,
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