THE URBAN POETRY OF VALERII BRIUSOV

Cassio de Oliveira'

ResuMo: Este‘: artigo ¢ dedicado a uma andlise da figura do eu-lirico e dos véarios motivos
usados nos ciclos de poemas urbanos do simbolista russo Valeii Briusov. A fascinacao de
Briusov com temas urbanos relaciona-se com seu interesse pela poesia do francés Charles
Baudelaire e do belga Emile Verharen, que lhe providenciaram exemplos, respectivamente,
do eu-lirico moderno e do uso do tema da modernidade na poesia simbolista. No entanto,
apoesia de Briusov se distingue daquela de Baudelaire pela presenga mais marcante, explicita
¢ moderna de um conjunto de imagens estritamente relacionadas ao ambiente da cidade; sua
poesia também se distingue da de Verhaeren pela criagdo de um eu-lirico consideravelmente
e dotado do olhar inerente 2 modernidade. Ainda que Briusov tenha
a criacao de seus poemas urbanos, ¢ evidente que seus
¢do estética—e, pode-se dizer também, ética
mento simbolista na Rissia. Assim sendo,
e um género especial da poesia de

mais variado, complexo
sido influenciado por esses poetas n
poemas revelam tracos caracteristicos da concep
—de seu autor, figura singular na formagao do movi
este artigo também propde uma forma de integragao d
Briusov no contexto de sua criagdo lirica em geral.

D . . . 1 .
PALAVRAS-CHAVE: Simbolismo russo, modernidade, poesia urbana.

In a March 1899 letter to Ivan Bunin (1870-1953), Valerii Briusov (1873-

197—4) wrote:
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ropojl, Mbl B HEM TOJbKO JXKMBEM H no4yemMy-To yasbiBaeM IPHPOAOH TOJIbKO

CIIOBHO HE MPHUpPOJA KaMHH TPOTYapoB, Y3KHC JJH yJIHL u

JIOPOXKKH B cajy,
p g (LITERATURNOE NASLEDSTVO, 1973,

ceeioe HeDOo ¢ oyepTaHbIMH KPbILL. )
p. 441; also quoted in GROSSMAN, 1985, pp- 208-9)

Primarily in two cycles of poems published in the volumes Tertia Vigilia

(1900) and Urbi et.Orbi (1903), as well as in individual poems throughout his
career, Briusov manifested his fascination with urban life and modernity,
following the themes explored by two authors who exerted major influence on
his work, the Frenchman Charles Baudelaire (1821-1867) and the Belgian
Emile Verhaeren (1855-1916). Although he was not the first to turn the city
into a subject for poetry in Russia (Nikolai Nekrasov most notably had done
50 before him), Briusov developed a specific image of the modern city that was
unprecedented in Russian poetry. Furthermore, Briusov may very well have
been responsible for the introduction of the theme of the fldneur in Russian
poetry. In Briusov’s poems the “urban sights and sounds are refracted through
the sensibility of a brooding, whimsical stroller who prefers night to day”
(GROSSMAN, 1985, p. 240). In the creation of this strolling lyric self, Briusov
shows his indebtedness to Baudelaire, whose persona of the fldneur became a
marker of the advent of modernity in Western Europe.

To what extent, however, should Briusov’s flaneur be seen as just a rip-off
of Baudelaire’s character? To what extent does he develop a distinct lyric self
that takes a different direction in the exploration of the city, and in a way
reveals surprising facets of the flineur that even Baudelaire had not explored?
If, as so many critics and readers of his work tend to believe, Briusov “seemingly
developed no truly distinctive voice to ring in the ears of generations of readers”
(GROSSMAN, 1985, p. 12), then how important in fact is his development of

2 “You don’tlove the spring in the city, but it is closer to my thoughts than the dirt on trees and the
naked boughs of the forest after the snow has melted. We do not observe the city much, we only
live in it and for some reason call nature only the little pathway in the garden, as if the stones in
the sidewalk, the wide expanses of streets and the bright sky with the outline of the roofs were not

nature.” All translations are mine, except where indicated. g
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urban themes in these cycles? One i re

minded of Turii Tynianov’s description
of Briusov’s poetry:

ECJIH MbI OCTaHOBl/IMCX Ha BO[[pOCC

b
bpiocoBe kak JIMTEpaTypHOM ABJICHHUH, Ham
1100 Bellb, oaHa Kakas-nubo no kouna xa

4To HOBOI'0, yT0 c50e06pa3H0r0 B

BOBCE€ HE BCIIOMHHTCH O/IHA Kakas-

Is Briusov really a poet whose main characteristic i

s being stylistically
unremarkable?

The first aim of the present article s to demonstrate why the answer to the
question above might be “no” We shall turn to Briusov’s urban cycles, which
are arguably his most important poetic works if taken as a whole, in which the
lyric self is in fact one of the most memorable of the many distinctive voices
that Briusov cultivated throughout his career. We shall start by emphasizing
the common roots of Briusov’s and Baudelaire’s flaneurs,as well as the influence
of Verhaeren’s poetry on these cycles in particular. However, we also intend to
show that the city depicted in these poems is essentially different from the
Paris of Baudelaire and the cities in Verhaeren’s poems: if anything, Briusov’s
merit lies in the creation of an imagery of the city that is at once more modern
and explicit than Baudelaire’s, and of a lyric self at once more memorable and
modern than Verhaeren’s. Briusov may be said therefore to have defined the
figure of the flaneur as a phenomenon of modernity in ways that had not
occurred before (pace Nekrasov’s advocates) in Russian poetry and literature.

Baudelaire’s influence on Briusov was arguably among the most important
in the formation of his poetic persona. As Wanner writes, “Ql\li}ic [?almont.
Bryusov always had a keen interest in French literature”, starting fn his youtf}.
so that in 1895 “Baudelaire was the most prominent member in Bryusov's

. wiling | riusov as a literary event, we are
T I we focus on the matter of what is new, what is peculiar in Briusov as f|lt,“~” : f any poetic
o ¢ characteristic 150V, ot any poetic
not reminded in general of anything, of any special feature characteristic ol l Tu YoV, Y |
. : ion indelibly associated with him.
turn of phrase inherent to him, of any intonation indelibly associat
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poetical pantheon. together with Verlaime and Tyl hev” (WANNER, 1996,
P K2 However, Wanner doee ot assign the urhan poetics of Brivwov to an
explicith. Baudelairean trend: instead, he regards the ‘cult of death™ and
“morbid eroticiem” as will ac the “view of woman as a demonic femptress”
and the “representation of lovemaking as a form of sadomasachist torture”
(WANNER 1996, 1 £3) e the specific traite of Raudelaire’s aesthetics that left
their mark in Briusov. Indeed Bandelaire« influence was manifested as early as
in the poems Briusov wrote in his yvouth, published in 1894 and 1395 in the
three volumens of Russkie simmvolity. Some of the poems are clearly inspired by
the "demonic” stram of poctry that infected Symhnlist poets all over the world,
and which can be ascribed directly 10 Bauddlaire's influence as pomnted out by
Wanner However 1t i known that Briusov also Jcknms‘lcdgcd the importance
of Baudelaire in creating poetry of specifically urban character: in his notes to
Frantsuszkie livdks XIX veka, published in 1909, he wrote: “Baudelaire was one
ol the first 1o create the poetry of the modern aty, the poetry of modern hife,
s trvialities, 1ts horror, its mystery” (BRIUSOV, 191314, v. 21, pp. 15354
quoted 1 translation i WANNER, 1996, p. 88 ).

Phe veas 1895 also saw the composinon of one of Brusov's most famous
pocins " Tvorchestvo’, published in the third volume of Russkie somvoliary, This
pocin iy show signs of the nfluence of Baudelaire's urban poetry: the
ambicnt of the cily makes aell present in the description of the by self's
Bouse Lspaied by objocts i Brausoy s real house st the e The domestic
spaice stggests difterent worlds and unages 10 the paxt, sigialing the gsocistion
between poetic creation and cty lite that would be so sharply anitesied i

Brausoy » cyoles trom Jater vears. Sec, ¢ X the fist D shaiizan brain the P,

{ ot HECOSABIIRLE UL iana e
P A4 L UH B e
€ piaisiins Aobgl b g aliai

Ha amgacool vighe

Bonaione ke pasa
i amuaenon v e

212

Ihate o Lok Uit © 0 8. py S080 220, S Wb, 04U



THE URRAN POFrRY OF | CLERTE Brrtsoy

[Tonyconno uepray YK
B 3rOHKO-3RYUNOI e (BRIUSOVY. 1961, p. 70)
As Grossman writes, “A decade later, Khodasev
prime example of creation of 4 fantasy-world from the everyday environment”
(GROSSMAN;, 1985, P- 44). In his memoir of Briusov, Khod
praise, not without some irony,

ich cited this poem as 4

asevich would
the pungency contained in his early poetry, in

he banks of the Yauza, the trans-ev
all values —in the Sretenka district of Moscow” (

Nowhere is this “trans-evaluation of all values”

“All that tropical fantasy - on t aluation of

KHODASEVICH, 1980 130 :

manifested more sharply than
in this poem, in which from the leaves of a domestic p

alm tree by the wall of
the poet’s apartment the ©

shadow of uncreated creations” manifests itself,
transforming those same leaves into “violet hands” which

typical of the early excesses of Decadence and Symbolism, *
aringing-sonoroussilence” Later in the poem, Briusovinserts two contradictor
images associated to the moon: first, “prozrachnye kioski” grow “Pri lazarevoi
lune’, only to be followed by the lines “Vskhodit mesiats obnazhennyi/Pri
lazarevoi lune,..” (BRIUSOV, 1961, p. 70). According to Briusov's wife, this
dzure moon was a large lamp outside a circus located across the street from
Briusov’s house on Tsvetnoi bul'var in Moscow (BRIUSOV, 1961, p. 718). The
reference to multiple sources of light ~ that is, to an artificial light mirroring

the moonlight — can also be read as an evocation of the tollowing lines trom

, In a synesthesia

‘sketch sounds/In

- . . ) e > Myricia " 3
Baudelaire’s poem “Paysage”, the first in the cycle “Tableaux Parisiens” in Les
Fleurs du Mal:

I est doux, a travers les brumes, de voir nditre
Létoile dans Puzur, la lampe a la fenétre,
Les fleuves de charbon monter au firmament )
v g 2Ny COPNAasis
Ftta lune verser son pale enchantement (BAUDELAIRE, 1996, p L5 my ey
(.d.0,)

' < +the blade of palnn trees/On the
| Flutens during sleep/Like the blade of

“The shadow of uncreated creations/

o [& - j Wil <«A> \‘ M . . u

§ l i l l,‘ | BRRY 1§ ’\k& L T soui '\/ i ‘“”.,l“., MONATOUS
{ . . ; “/ l i.- : ’ ‘ l )

Chiaim l ( Wd'l//\’l‘)l‘.'lltﬂ" ?‘/k,”‘h‘» cnany

silence”
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. icing the cvele an
]n'(‘r(‘g”hg‘\- "“"”5-"‘ thie «amme [Hem hrw!m mtr(wl wme

; ¢ same aubyect af
Paris, dedicated 1o describhinmg the act of lwwh‘ al creation, th ki "

Mveaoe he )
. cevan vyy Bie Later omitput Pav age hegime
Briuson s poem. as well ac a conetant theme n his fate [

. ¢ & 25 /0 nuche
with the hines “le veus, pour composet chastement mes Fgl(l'ZHt /Coucher

+ : ) h of it consists
auprés du ciel. comme les astrologues” (Thid . p. 11 and mus '

of a prase of the writer s powet 1oy (reate ;‘vn(?n ot of the elements of everyday
fife in Pari, calminating with the capaaity to “tirer un soleil de mon coeur, et
de farre/De mes pensers bralante une tiede atmosphere” (Thid.. p. 116). The
POCty capacity to create a “tepd atmosphere” out of his “hurning thoughts” -
although this expression contains something of an antichmax — s mirrored, in
“Tvorchestva” by the wav the domestic space reproduces and 1s inhabited by

the poet's dreams, viz in the last stanza:

Tannn COBAANMBI COSARNMI

C JACKOM HACTHICN KO MME,

Vapeneies 1emns, naranmis

Ha omaneson crene. (BRIUSOV, 1961, p, 70)

The “shadow” (en') of the uncreated creations in the first stanza becomes
the “secrets” amy ) of the creations that are finally tulfilled i the Last stanzs
fn the poem as a fimished work ). These secrets are indirectly compared again
to the quivering shadow of the palm tree on the wall, so that the poetic
creation. carlier a pure product of the unconsious activity of the mind (see
the first stanza: “kolykhaetsia vo sne” ), once materialized, i retlected in the
shiadow o the wall.

In this poem, 1w Briusov's description of multple events taking plie
dlmost sunultanicously and blending i the by sell's awt of Crvdlivi, there ia
an clement simtlar 0 what Benjamin calls the olportage pheanoinenon ol

space”: " Thanks 1o this phicnomenon, everything potcitially taking place

Phe seiiets of dicicated Cioalions aalh Fadoomt aapmans 2o’ Anid tine sadadarin uf y.dma bigitrlea/tin
tHie coamicled wall.

"“ Mmoo §ondon
- B s o adadon Mty * o 5 pp. i, ng’ o Paul, ki
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this one single room is perceived simnll,mmmlv“ (BENTAMIN, 1999, p.A18).
This phenomenon is suggestive of an cthical aesthetic dimension to Britsov's
made up of msights into the univer:

the window of the ]‘D(‘I‘S soul

Sty to him, poetry is
poctry: to him, poetry i e caught through
at moments when the sonl’

s nonrational powers
were at their peak”™ (GROSSMAN. 198",

P- 16). 1t is the role of the artist,
cenreality and the poet's inner soul. or
amount to one and the same thing,

In a sociological analysis which is yet useful to the present
Walter Bemjamin would associate the cre

therefore, to establish a connection betw

art 1tselt, which to him ultimately

argument,
ation of a private space inherent to
maodernity with the rise of a correspondent “phantasmagori

in the 1935 exposc 1o his unfinished Arcades Project:

a of the interior”

For the private individual, the place of dwelling is for the first time opposed
to the place of work. The former constitutes itself as the interior. The private
ndvidual, who in the office has to deal with reality, needs the domestic inrerior
to sustain him in his illusions....In the formation of his private environment,
both [commercial and social considerations] are kept out. From this anse the
phantasmagorias of the interior - which, for the private man, represents
the universe. In the interior, he brings together the far away and the long ago. s
lving room 1s a box in the theater of the world, (BENJAMIN, 1999, pp. 8 4

Nowhere 1s the noetion of the interior SPALe ds pldw where other times
and spaces converge expressed more clearly as in "My k warkim kraskam ne
prvykli.”, one of the poems of the cyde "V ostenakh”, published o ferog
Vigilia (covering the years 1897 19011 The Last twa lines of the poeim go “
follows:“Mow Opatus - cosepiitie saaapien, Mo sposa - sdwiiius “P“@““
(BRIUSOV, 1961, p. 1350 This 1 a likely refercace to the carly years ol the

: o ' . ¢ descended
Crslenice of an organized state medieval Rus’ whein o dynaaty desc

‘ ) ek is watl
fod ok b Tertug Wit Wi puki, a2 Wi
A Appendis B, PoA70 I G slions . B EROR e Poadh wibie sectii
s3i BEahfdd AN Coavntan mGER g b i s Wk bt
#i e seat of the cyole ™V stoiabdl andd poviss T onte

called ninply " Cuanod”

I*‘h ‘”“”.“ 16 aty ”“ ]\;“,““.‘ L1 »Aves ibi\.

. ¥ Ak
"“Hxlu dr lx«iudu:,(Jll‘t"ulmt D gy cuY N
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. : : - . ' 1cighbori
from the Varangians (a Viking group) ruled over Novgorod and neig ng

. . o g e aces takes place, not

regions. However, all this yearning for past trimes and places takes place, notin
oo L « most expected, but rathe

a place where such an evocation of history would be mos expected, ather

in the lyric self’s own home, as the second stanza (out of three) shows:

MBI AbILINM KOMHATHOO 1BLIBIO,

JKiBem cpean KapTHH 1 KHHT,

11 10por Hawemy Geccniibio

OT1enbHbIi cTiX. oTaenbHbii mur.t (Ibid., p. 135)

The lyric self then experiences the yearning for other worlds as a result of
his weakness or limitations. “As artist he shares, perhaps more than he wishes,
the spiritual limitations of his breed and his time. For him walls are not always
barriers. They can also be shelter from immensity, from the glare of infinity,
and as such, they inspire affection” (GROSSMAN, 1985, p. 210). At the same
time that they provide shelter from the outer world, as the stanza above shows,
they also provide the means for the lyric self’s own overcoming of his
weaknesses, by enclosing in them the books and images that he needs in order
to create his own parallel worlds.

The walls in the name of the cycle do not enclose only private spaces, but

public ones as well. E.g., in the poem “Ia liubliu bol’shie doma..”” the second
stanza goes as follows:

Ipocrpancrsa yo0mo 1wiomaiei,
Crenamu Kpy1oM OrpaagieHbe,
I3 wac, korja ene ner pounapei,

A SaTCIIMINCL 3BE3ILL eMyliednbie.” (BRIUSOV, 1961, p. 132)

6 “We breathe the dust from the room/We live among paintings and books/And the separate

element, the separate moment/ls dear to o powerlessness.”

7 "Iove the space of squares,/Guarded all wround by walls — /A the hour, when there are 10

streetlights yer,/But the embarrassed stars already began o plow.”

216 Revista de Fstudos Orientais ¢ g, 8, pp. 209-226, Sao Paulo, 2010



THE URBAN POETRY OF VALERIT BR1USOV

The squares mentioned in this stanza play the role of a liminal space,
belonging at once to the lyric self’s intimate world and to the publ

the city. The liminal character is further reinforced by the time of the day, after

. ed darkness,
faintly lit by the glow of the stars, the poet conceals his own songs, and yet

experiences a mysterious harmony or consonance with the city noises:

ic space of

sunset but before the street lamps are turned on. In this enclos

['opon n kamMHu mo6mo,
['poxot ero u uymsl neByuue, —
B mur, koraa nechio riy6oko raro,

Ho B BocTopre cibiuy co3pyuus, 0 (Ibid., p. 133)

This harmony seized upon by the lyric self is expressed in the poem by the
rhyme pevuchie/sozvuchiia, which emphasizes the ambiguous, nebulous
character of the sounds coming from the street. This is not the first rhyme in
the poem that suggests a certain ambiguous and mysterious harmony bringing
various elements together; one of the pairs in the first stanza of the poem,
goroda/kholodom, likewise does not match perfectly. However, whereas in the
first pair of rhymes there is something akin to a subdued sound (-om) following
an ascending sound (the ending in -a), in the last stanza the last word sounds
more affirmative than the first word in the pair: to the ending -chie, with the two
vowels showing relatively little contrast, follows the ending -chiia, with the rising
diphthong -iia. .

Grossman (1985, p. 211) in fact does not translate “so.zvuchlfa ;1%
“harmony”, but rather as “rhyme”, emphasizing the theme.of poetic creation of
this poem. Reading the word as “rhyme” creates an interef‘.tmg contrast betwecx{x
the formal aspect of the rhyming pair and the semant}c uspcc.l~ of t\hc: ?vo\r‘(',
stressing at the same time the irrational power of creuu-on‘,‘ Y/Vhlfl: lgmluu:\:
not so evident rhyme even when the lyric self voluntarily “conceals™ his song
deep in his soul.

ging murmurs /At the moment when 1 hide
10

“I love the city and the stones,/its din and the sii |
” » harmaony.
deep the song/But, enraptured, I hear the harmony

, ;a0 Paulo, 2010
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: - the poem form 4
Notice aleo how the three stanzas that constitute the

. the first stanza has the
progression towarde ever smaller units of time: th

" the third has "V mig”
expression 'V odm T whereac the se ond has “V chas and

~ conts A succession of
On the other hand, in terme of space the poem presen |
yevmmetric picture of the city: in

contrasting dimensions, creating a kind of
‘urkie ulitsy” are opposed; in the

the first stanza. the pairs “bol'shie doma” and
second stanza. the pairs “prostranstva ploshe hadei” and 'pm-:t'r,m‘:tva krugom
ograzhdenmvie stenami”, that is, the maximally open spaces of the squares and
the endlosed spaces of rooms in houses. In the third stanza. the contrast is the
most extreme within the confines of the city: the lyric self loves the city and
the stones of which it i« made, he loves both its loud noises and its singing
murmurs. Altogether this poem presents a fleeting, highly aestheticized and
concise image of the city by means of a small number of poetic images.

The personality of Briusov's flaneur is exposed with particular sharpness

1 the following untitled poem from this cycle:

000 BeUCPHrA CBCT, ¥ HCPBLIC OIHK,

1 neho Hueanoe, 11¢ 18e1 e He BIINO.

Fai Crpanci B30 104CH B MEUIMTCIBHON TCHM,
ViM i MCHS TIBUICTE BE CTPAIIHO M HE CTRLULNO,

Vs Conoaumm ikak Opat, 3 BOE NPOULAKD 1M,

Hewmintbim, BAYMYMBLIM, HAYLIM B THAOH CMEHE,

310, MT0 BMOCTC Mbd HE TPAIK CHOB CKOIL SHM,

B L0 HTO M OHM, KBK 8. upHHacTHu tenn (BRIUSOY, 1961, p. 135)

O the emergence of public highting on the streets of Paris under Nipoleon
HE Bemjamin writes i "Le Paris du second empire chez Baudelaire” the

T ove the evening light. aud e G fies ) And pade sy, whiere staes are yeU ot sewin How
Bgndarn/ Lo Uwass 1k i SR seary ok sheuneiul w
bk at e /EARD T libe ¢ biother W poople. | tusgive thgin cves sthing /e, thoughitul, going

Dirtilo ol deganns./Foi they, like me, are part

stiange e glare of poople ot st ints o

ahont thetr guien atintis, baor we bagethics shwde ou i

ol the aladionws

P " iy
K ROV O & sluadoy A B wind

bl s, pgy 2042 16, Sa0 Faulo, 2010



FHE URBAN POBTRY OF VALERIT Briusov

following: “This way of Increasing safety in (he city made the crowds feel at

m the ambience of the big
one....The moon and the
BENJAMIN, 2003, p. 28). This light
at makes them unnoticeable at night,

home even at night, and removed the starry sky fro
city more effectively than tall buildings had ever g
stars are no longer worth mentioning” (
that even blocks the glow of the stars, th

allows the flaneur to integrate with the crowd he is watching, albeit the crowd
itself, in this poem, is partly hidden in the shadows — in fact, as the last line of
the poem shows, both the crowds and the lyric self belong to the shadows. This
fits in with Benjamin’s description of the “dialectic of flanerie”: “on one side,
the man who feels himself viewed by all and sundry as a true suspect and, on
the other side, the man who is utterly undiscoverable, the hidden man”
(BENJAMIN, 1999, p. 420). The shadows and the night in Baudelaire, in fact,
have a connotation related to crime and prostitution, as in the first stanza of
“Le Crépuscule du Soir,” part of the “Tableaux parisiens”:

Voici le soir charmant, ami du criminel;

Il vient comme un complice, 4 pas de loups; le ciel

Se ferme lentement comme une grande alcove,

Et 'homme impatient se change en béte fauve. (BAUDELAIRE, 1996, p. 129)

The night is thus an environment propitious for the man’s change into a
“ferocious beast”. The night of modernity, with its artificial lighting that brings
safety to all passers-by, allows both for the enlightened ideal of the panorama,
of the complete visibility of everything and everybody (“Im na menia gliadet’
ne strashno i ne stydno”), and also for the Romantic ideal of night as the
opposite of day, as the moment when man manifests his innermost nature (“‘Et
homme impatient se change en béte fauve”). It is simultaneously a spu.ce .tor
intimacy (the sky that resembles an alcove) and for darkness, and yct. 1t. 13- a
space where all the “participants of the shadow™ sec each other and join in
a kind of brotherhood, recognizing their common nut.urc. R

In a poem from 1910, Briusov would bring up ugutn the .monf of lglutum
lights, this time reinforcing their moralistic aspect, their clarity and o ?Jt.tll?’lt);
as opposed presumably to candle lights or other more unstable forms o

219
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" s OB a4 twr poem cveles
ilumination m night  Tr “Dierron caroniardva part of A i

N ¢ ant pregsneeg
called “Neiy “instimv nadlazhdenis’. Rriveov dexcrilves the constant presence

of thie "devil of sincide” The secorrsd ctanza gewes a8 followe:

Fonounon enthe e snee e v
Cmet O ITHYRET 1o
OV PO TR TN H - TN B Es 4 i

. v 7 T
FACapuimaet » e ssim sipgnedd o (RRITTQOW, 1ot p y

Metonimicallv. thus, the dectcal Tight here plave a similar role as o the
poem analyzed in the previous pages, as it dluminates the cafe where the exchunge
between the lveic self and the “devil of anade™ takes place. Yet here the clement
of shame. which had been abwent from “Liubliu vecherni svet.y pervye ogni
i revealed by the devil in his “logical-demonscal” talk. The ight that had sllowed
the dyrical self 1o reveal himself and commune with his “brethren” i the
experience of the aty at night an lhqusm pamnhm: burdens and condemns
him and makes ham susceptible to the devils logwal arguments,

Wheteas i this poem Briusov attempts, and 1o 2 cortain extent succeeds
wancorporating two Baudolarcan themey - that of the Gty and that of
demonstn - it a smgle poem, i "Karmumy”, one of the Cyoles in Urbr 20 Orby,
publishied 1 1904 following the publication of Tertw Vigili, the poet fovusex
ot the urban theme from s vaditonal peogwectine Dhe intlugnce of Verhaeren
cat: b setised more tilcul’iy i these ProcIEy dy well " ihe wioribngiion of
Veriweren s influence and the imouniong disturbamaes 18 Riasii ety
these yeats no doubt wspired the tacatening swkes 60 his LY P
(GROSHMAN, 1985 o 2420, Thas w the flasi o Of thee v le, “Liubliu
odio” Briusov wiites
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CMOTPIO B IO VTN MIIMO),
Bin mainis R1actino veieuey.
TO NOTOH IPYCTHIO Hemo MO

To Goromonen. 1o rmoGaen ' (BRITISC WV, 1961, p. 211

One notices therefore the change in tone in the crowds that the lyric self

faces 1n his walks. Whereas he regarded these crowds as his brethren in poerms

from "\ stenakh’, here they become more like strangers, guardians of secrets
that the lyric self 15 able to read in their faces, but with whom he does not
communicate so intimately. Here also the lyric self assumes more and more
the persona of the flancur, as in the first stanza:

obimo 0110: 6poanTs 6e3 nean
Ho wymubiv yiniam, o1mm;
1000 gack! CBATLIX 6C31CHMi,

Hacwt pasaymui v kaprai.' (Ihid., p. 211)

As Benjamin writes, “Basic to flanerie, among other things, is the idea thal
the fruits of idleness are more precious than the fruits of labor. The flareur, o
is well known, makes ‘studies”™ (BENJAMIN, 1999, p. 453). Briusov's lyric selt
embodies perfectly this characteristic of the flaneur: he cherishes his moments
of idleness, and the fruits of his observation of the world — the “pictures” or
“scenes” that the cycle’s title refers 1o — are comparable to the “studies” made by
Benjamin's flaneur. To Briusov, the flaneur, more than a character ot moderty,
was virtually a new model {or his poetic persona. | his becomes more evident,
.. his appreciation of Verhaeren's poctry, which was ill(l&;.dlll&'llldl L
Briusov's poetic maturation: “Verhacren confinmed Bryusov's teching that the

pocts soul offered a much more pu\wrlul lens than his predecessans had

; ) ) X { wboad W Diig s seseety /s bingy
i 1 ook g the faces o thiomne lmm.m}; ln,»l BYEE) p\m\liux.) Al

bl siatiaed ey a2 ko
“ ‘”“! ‘u” ()‘ (.lcbl)liﬂl' sadness,/ Sommel i dy IETITIRENTITITE SR TN A

A h ihe 110k : /i love thg Bty OF By
PR O e luongh Wie tony stieeiy/i e
" love one thing: 10 wander aimlessly/Alone iy

idleness,/Hours of reflection and soenes
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thought anvthing in the world might be isible through if .(,pf)'-.%&,( W,
TORS, p. 3080 Thie notion can be directly aw ribed to Baudelaire, ¢ ¢ in
Le Splecn de Paris.in the text “1es Foules™: “Te poéte jouit de cet incaomparable
priviloge. quil peut a sa guise e lui-méme et autrui. Comme ces ames
errantes qui cherchent un corpe, il entre, qnand i veut. dans le personnage de
chacun. Pour lui seul, tout ext vacant: et s de cerfaines places paraissen| s
étre formées, Cest qu'a sex veux cles ne valent pas la peine détre visitées”
BAUDELAIRE. 1998, p. 45). The metaphor of the poet as a soul that can
enter amy body at will 1 at the heart of Briusov's multiple poetic personae,
and 1 likewise present in his identification with the crowds in various poems
of his urban cvcles.

The shight change in tone that can be perceived in “Kartiny”, on the other
hand. has been related to Briusov’s acquaintance with Verhaeren. In one of
Briusov s translations of Verhacren, the poem “London™ (whose translation s
dated November 29, 1903 August 18, 1905, a COU?'C of years after the latest
pocms 1 “Kartiny”), death is ;mcivcd in the crowd wandering through
London. among the typical characters of decadent poetry that acquired o
character of social criique in Verhaeren:

Moo £y s, 8 meC il A0BICH 1ILEHON,

Vo snmcs kanGaka, nogobuas Oy ate,

M 507 sesaino CUMepIt B 1ouie, KaK 1oL ¢ ssarivii

To - Jonaon. 0 MewTa, miasaiines s 1oGe’ BRIUSOV, (vai, poobl)

The presence of death or of any other Hireatvning clement in the crowd is
indeed :.uuu*lhiny_ that had not been suggoested i TV steniakh”, Briusov's
previous urban cycle, although it would resonate i Demon samoubiistva”
quoted earlier above, More important than that iy 4 s spwilin crnphiais on

the elements of modernty i the cty w pocins i Kartiny” i this ey, i

" And the voices s the adlers ated 100 gestile of 1 dou ok gl Ak s g Gk ihe tawern,

witniilar s Fate fAdnd thers m.i»iuih Phoatd s b \luns.i, 1*\ $6 Snkpoted W"‘---”h"‘ ia
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fact, one has the impression that the world outside the lyric self acquires more
suggestion of
that generates the creative proce

rominence. It is no : - -
prominence. ftis not only the a mythical urban night or sunset

ss of the poemy its creation depends on a more
physical reality, although still shrouded in the

lyric self’s personal perception
of it. This may or may not be related to Ve

rhaeren’s poctry, but it is interesting
to notice, ¢.g., the following stanza in “London”:
Bok3an0B enkuii apim, rae ceerures MepLaHbeM,
CepeOpsiHbiM orHem, ckop6b razobix POXKOB,
['1e uynnina Tocku peByT no pacumcanbsm

[Ton Gecnowaansii 6oii Bectmuncrepckux uaco. s (Ibid., pp. 610-1)

And to compare it with the following three last stanzas from “Noch™
(dated September 1902), one of the poems in “Kartiny”:

Crpeinoii BoH3as1Ch B ropona,

Csucts B nossx, rpems Haj 6e3mHoi,
JleraT HeMonuHO noe3na

Buepen no nosnoce xene3Hoii.

Inanar vecbIThie psasibl

DabpuyHbIX OKOH B TEMHBIH XOJIOJ,
He tuxner peskwuii crou pybl,

Emy B oTBer xoxo4er mosor.

Y, cuuny gpocrHo ions,

CkpuiBaoT GEIEHCTBO HPOKIATHI
Cpejm xkelesa u orus

Hasno ucnprrannie par.'’ (Ibid., p. 216)

, : ' o,/ With a silver tlame, the
16 “The caustic smoke of the train stations, where glows ina shinumer,/With a silver tlae,

: : silinlsgy smerciless chime ot the
SOrrow of gas jc“ /Where the monsters of ennul roar on schedule/At the merciless chime ot the
4 Ix) 3y
Westminster clock.” i

‘ ' .  fle dring over the abyss,/ Trains
“Piercing the cities like an arrow,/Whizzing through the fields, JUOUEE Gl AR ; he dark
’ - ! : y s stare in the dark

inccssamly fly/Ahead on the iron strip.//1 he hungry rows/OF lactory windows starg

173
p . ) -
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The tones of the two poems are distinctly different, and yet they' both
approach elements of modernity — the trains at the station, the factories by
the train line — in similar ways, that is, from a critical stance in relation to the
mechanization of life. Briusov in fact would remain somewhat ambiguous,
oscillating between a praise of modernity and an occasional criticism of it.
Although Grossman claims that it would entail “the building of barricades in
the streets of Moscow in 1905 to evoke from Bryusov anything to compare
with the revolutionary spirit of Verhaeren” (1985, p. 242), here it is possible to
notice already an emphasis on mechanical or inanimate elements (the iron
ore, the hammer, the rows of factory windows, the dehumanized hordes
of workers) that acquire something of a life of their own, like the “monsters of
melancholy” (“bétes d’ennui” in the original) that roar at regular intervals at
the London train station.

The presence of these inanimate but enlivened elements in Briusov’s
poetry, noticeable already in a poem such as “Tvorchestvo,” points to the
presence of that fundamental characteristic of the modern lyric self, the spleen.
As Benjamin writes in his 1939 exposé, Baudelaire

recognizes in spleen the latest transfiguration of the ideal; the ideal seems to him
the first expression of spleen....The linchpin of his entire theory of art is “modern
beauty”, and for him the proof of modernity seems to be this: it is marked with
the fatality of being one day antiquity, and it reveals this to whoever witnesses its
birth. Here we meet the quintessence of the unforeseen, which for Baudelaire
is an inalienable quality of the beautiful. The face of modernity itself blasts us
with its immemorial gaze. (BENJAMIN, 1999, pp. 22-3)

Looking back, after an entire century, to the poems of Briusov, isn’t it
possible to recognize this drive for “modern beauty” in the same use, as the
subject matter for their poetry, of a modernity that was vanishing at every

cold,/The sharp moan of the ore does not die down,
And, vehemently bending their back,/The hordes,
of curses/Among iron and fire.”

/The hammer laughs in response to him.//
having long ago passed the test,/Hide the fury

224 Revista de Estudos Orientais + n. 8, pp. 209-226, Sio Paulo, 2010
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minute, constantly evolving into an ever more modern age? In a way Briusov
Yy /

atawriter ¢

to him, Beauty may or may not be

believes that there is no theme (ly annotturn into matter for poetry:

presentin reality, but it is always imposed
Us creative power at the moment of the poetic

s flancur it is possible to perceive the atte
integrate the present world into poctry,

the spleen — in the “toska” in the mel
Briusov's attempts to endow

on this reality through the poc
creation. Thus, in Briusov mpt to
to find the dimension of the ideal in
ancholy of modern times. Some of

his subject matte
were more successful than others,

in the sense that they
twentieth century

r with a sense of instantaneity
but they all can be said to have been fruitful,
influenced a whole generation of Russian poets in the

that transformed the urban landscape into an ever more
refined object of poetic investigation.
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