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Annoranus. Mccnenosana penenius rpadguyeckoro u ureparypHoro teopuectsa O6pu bepacnu B
nByx pomanax Anel JleBepcon. B pomane «lIpenen» (1911) pemunuctenimu k O6pu bepacnu u ero TBOp-
YECTBY XapaKTEPU3YIOT ABOJIOIUIO BIIOOJIEHHOCTH Xyn0KHUKa-AmieTanTa ['appu ne @peitna, ube ppanirys-
CKOE HaNKCaHWEe UMEHHU OTChUIACT K TPaauIuu TpyOaaypoB. Ero KUCTH MpUHAIICKUT SMHCTBEHHBIN MTOPT-
per BaneHTHH, Ha KOTOPOM OHA BBITIAAUT Kak repomHs Poccertu m bepn-/xoHca Ha momoTHe «JI1000BB
cpenu pyuH» (Ha3BaHHOM B poMaHe «JI1000BB cpemn po3»). 3amyTaBIIUCh B JIIOOOBHBIX W (PMHAHCOBBIX JIC-
nax, [appu mnanupyer caenath 4epHO-Oeiblii Habpocok BanenTnu B po3oBoM cany, kak y Oopu bepacnu, B
TBOPYECTBE KOTOPOTO PO3OBBIN Caj OBLI CHMBOJIOM MOPOYHOCTH M KPacoThl. Uepes ymoMHHAHHUE PHUCYHKOB
Bepacnu nmoguepkuBaeTcsi mpoHndeckoe oTHOIIeHHe Anpl JIEBEpCOH K reporo-Xym0KHHUKY, TOTEPIEBIIEMY
(macko Kak B JIFOOBH, Tak U B TBOpUYeCTBe. JKUBOMMCHBIN MOPTpeT BaneHTUn ocTaics eqUHCTBEHHBIM IMIPO-
n3BeneHuemM [appu ne Delina, Tak Kak OH ObUT M3THAH U3 «PO30BOTO CaJla) CaMOi BO3ITIOOICHHOM.

B nmocneBoerrnoMm pomane Anpl JleBepcon «JIro60Bb co BTOporo B3mmsima» (1916), kak u B poMaHe
«IIpenen», y repounn (Daut) ecth cynpyr (bptoc Otrin) n Bo3moonennsit (Ditmvep Pocc). Mimmoctparim
Bepacmu x «Canomee» O. Yaiinbaa NpoTHBONIOCTABISIOTCS MOCTUMIIPECCHOHU3MY U (PYyTYpH3My KaK KUBBIC
U SIPKUE TPOSBIICHUS 9yBCTB. Bens muarnor ¢ Ditnmvepom Poccom o coBpeMeHHOM HcKyccTBe, ApTyp Konnm-
CTOH Ha3bIBAaeT «II03epaMi» CTapbIX U HOBBIX XyIOKHHKOB, HO OTZAeT JOJDKHOE yMy U TanmaHTy O6pu bepa-
cnu. BepHyBuImniicsi ¢ BOMHBI U BBICOKO OLICHMBAIOIINM TanaHT bepacnu, repoi-uHTEIIEKTyal U KOHCEepBa-
TOp DUIMEp KPUTHUKYET €ro 3a HEYyMECTHOCTh HEKOTOPhIX 00pa3oB. Ana JIeBepcoH MpooinkaeT HHTEpIpe-
tanmio bepmenam kak cumBoina 3moxu 1890-x (kak 3To OBLIO B € MapOIUHHOMN IMbece «AJBI 30HTHK» U I1a-
cruie «JlukkeHc, wiu JlutepaTypa MoBTOPSAETCS»), HO YK€ B HOBOM KOHTEKCTE UCKyccTBa XX B.

KuaroueBble cioBa: anrnumiickas nutepaTypa; peuenuusi; O6pu bepacnu; poman; Ana JleBepcon;
pemuHUCTIeHIHS;, SKppacuc; Ockap Yailiip; npepadadiuThl; UMIIPECCHOHUCTHI, (PYTYPHUCTHI; KUBOIIHCH.

BBenenue OCTPOTaMU U KPYrOM 3HAKOMCTB, B KOTOPBIH BXOJIH-
B 1890-¢ rr. Ama Jlesepcon (Ada Esther mu Ockap Yaiinsa, Makc bup6om, 'epbept Bupoom
Leverson, 1862—-1933) Ospuia wm3BectHa cBouMu Tpu, Jbxon I'peit, /bxon Jleitn, Yapns3 Pukkerc,
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Pobept Pocc, Yonrep Cukkepr, JxoH CapmxeHT u
npyrue [JleBepcon 2017: 259]. O6pu bepacnu (Au-
brey Vincent Beardsley, 1872—1898) — cosnareib
CTWISI MOJIepH B rpaduke, JUTEPaTOp, MY3bIKaHT,
JICHAN — TOKe ObUT 3HAKOM U TIepPENICHIBANICS C ANOH
Jlesepcon [The Letters... 1970: 80, 82, 112—113; Ra-
by 1998: 63].

B cepenune 90-x rr. XIX B. B «[laHue» Obutn
AHOHMMHO OITyOJIMKOBAHEI €€ TTheca «AJIBI 30HTHK)
(“The Scarlet Parasol”) u mactum «JIMKKEHC cero-
nust, wian Jluteparypa nostopsiercsi» (“Dickens Up
to Date; Or Fiction Repeats Itself”), B koTopbix 00b-
€KTOM INYTJIMBON MAPOAMH CTAIH JIMIHOCTH OO0pH
Bepncnu, ero nurepatypHoe W rpadudeckoe TBOp-
gyectBo [Tabynkuna 2010: 52-58; TaOynkuna 2011:
11-18]. Kpome perymsipHbIX mapoauii B «[lande» Ha
JIUTepaTypHOEe cojiepxkanue «KenTtold  KHUTH»
[Crepmxuc 2014: 259], mapoauii Ha Yaiinbpna u me-
MyapoB 0 HeM, nepy Azsl JleBepcoH Takke mpuHaI-
Jie)KaT MIeCTb POMaHOB, HAIMMCAHHBIX B TIEPBBIE JBA
necsatunetus XX B.

TomykoM K poMaHHOMY TBOpUecTBY Anbl JleBep-
COH TTOCITY>KHJI OKOHYATENIbHBINA Pa3phIB C CYIIPYTOM,
Korga oH smurpupoBai B Kanaay B 1905 r. IlepBrrit
poman «/IBenanuateiii yac» (“The Twelfth Hour”)
On11 co3mad B 1907 1. [Ipyrue st poMaHOB TOSBH-
JUCh B TEUEHHWE CIeaylmux AessItH yer: «TeHb
mo6Bu» (“Love’s Shadow”, 1908), «IIpenem» (“The
Limit”, 1911), «Kak na wromkax» (“Tenterhooks”,
1912), «Patickas nruna» (“Bird of Paradise”, 1914),
«JIro6oBb co BTOporo B3rmsima» (“Love at Second
Sight”, 1916). Pomansl «Tens mo0Bu», «Kak Ha
WroJjKax», «JIF000Bb CO BTOPOTO B3TJISIIa» COCTAB-
JISFOT TPUIIOTHIO O ceMbe OTTIH, COAEePKaT OTCHUIKH
K COBpEMEHHHMKaM M BOIUIOMIAIOT OMorpaduyuecKuii
OmnbIT mucatenbHUllel [Wenman-James 2021]. Bo
Bcex poMmaHax JleBepcoH OOHapyKHWBalOTCA OCTPO-
YMHBIC XapaKTePUCTUKH, TOHKAs UPOHUS, COIHATb-
Has caTupa, NpodJeMa WUIIO3UH H PEalbHOCTU
[Winegarten 2009; Mahoney 2019: 27—46], a Takxke
peMuHucLieHIIMA K ¢uamadackoi (Baum JleWk) u
¢panmysckoit (Barro) sxmBommcu XVII-XVIII BB.,
TBOpUYECTBY TMpepada’TuTOB U HMIIPECCHOHHCTOB,
MTOCTUMITPECCUOHHICTOB U (DYTYPHCTOB.

Henpto Hameil craTbu SABISCTCS U3yUCHUE pe-
uenuuu TBopuectBa O0pu bepacnu B AByX pomaHax
Aner JleBepcon — «lIpemem» (1911) n «JI1o60BE co
BTOporo Barisiaa» (1916). Ot poMaHsl, U B LEIOM
TBOpUeCTBO Anbl JIeBepCOH, MpaKTHYECKH HE W3-
BECTHBI COBPEMEHHOMN poccuiickol aHriuctuke. Ilo-
JKayi, epBbie TIEPEBObI €€ Mapouil Ha Yaiibla u
KOMMEHTapuu K HuM Obimm caenanel M. JI. Mar-
BEEBBIM M OITyOJMKOBaHbBI B XypHaiie «HOocTpaHHAs
mureparypa» [Jlesepcon 2017: 261-272]. Ilpumenss
HCTOPUKO-JIUTEPATYPHBIA M 3CTETHKO-TIO3TOJIOTH-
YeCKUM  TOAXOMbI, pa3pabOTaHHBIE B  TpyHax
A. H. Becenosckoro, M. M. baxtuna, JI. C. JIuxadesa,

0. M. Jlormana, C. C. ABepHuHIIEBa U JPYTHX, KyJb-
TYpPHO-KOHTEKCTYaJIbHBI ~METOZ, THIOJOTMYECKHI
METOJlT C MPUBJICYEHUEM OTKPBITHUM peLEenTUBHON
3CTETUKH, MBI HCCIENYyEM HWHTEPMEAMAIBHYIO pe-
LEeNuuio cuHTeTudeckor mostukun O6pu bepacnu B
pomanax Ansl JleBepcon 1910-x rr. PemmnmcHeH-
1y K bepacinu m ero TBOpUECTBY XapaKTEpU3YHOT
00pa3Hyl0 CcHCTeMY M KOH(IMKT aHaIH3UPYEMBIX
poMaHoB JIleBepcoH.

OT romance k po3oBomy caay bepaciau

Poman «IIpenen» coctout u3 36 rinas, B KOTOPBIX
TIOBECTBYETCS O CyNpyrax YalOepH U Apyrux repo-
SIX, YAaYHO WM HEYJadyHO YCTPaMBAIOIIMX JIFOOOB-
Hble W OpayHble OTHOIICHHA. B IeHTpe croxkera
HaxoJuTCA Cylpyxeckas napa — Pomep u BanenTus.
C HUMH MHOTO JIET APYXXUT M 3aBOJUT romance c
Banentueii ee ky3en ['appu ne dpeiin.

3arnaBue pomana “The Limit” cBs3aHO C Croxke-
TOM y3HABaHUSA TaWHBI CyNMpyKeckou m3meHbl. Co-
OBITUS BBISBISIOT TPEACT, O KOTOPOrO CMOTYT
JIOWTH TEpOHM B JCWCTBUSAX M YYyBCTBaX Ha IMyTH K
karactpode B UX KU3HHU. DTO Tpeaen bk y Banen-
T (0OMaHBIBaTh MYy’ka, KOTJa OH BCE 3HACT), TIpe-
nen srowsma y I'appu (TOTOBHOCTh HAXOIWTHCS B
OJTHOBPEMEHHBIX OTHOLICHUAX ¢ Banentueil u c
BO3MOYKHOH CYTIPyTOH, €CIM OH JKCHHUTCA), Tpemel
Benukonymus y Pomepa (MUPUTBCS ¢ IPUCYTCTBUEM
lappu, 3Has 0 ero otHomeHHsx ¢ BamenTueii). Kak
u B mbece Annl JleBepcon «Aubrit 30HTHK» (1895),
repousst pomana «lIpenem» KUBET CO CKYYHBIM, KaK
OHa CUMTAET, MYy>KEM U MEUTAET O JFOOBHU.

['maBHOE TpPOTHBOMOCTaBIEHHWE B POMaHE — 3TO
MIPOTUBOIIOCTABIIEHNE TIIyOOKHWX, HO HE BBIpa)kae-
MBIX OTKPBHITO YYBCTB M ITOBEPXHOCTHOTO, SIPKO BHI-
paxxaeMoro BocxuiieHus. KoOH(IHMKT, 3aXBaTUBIIHIA
repoeB B JIIOOOBHOM TpPEYTOJNbHUKE, MOXOAHUT IO
KylnbMHMHalMU B 34-i riaBe poMaHa, korna Pomep
ciydaiiHO y3HaeT 00 oTHomeHusx ['appu u Banen-
TUM U HamepeHuu [appu KeHUTbCS Ha MHUCC AJIeK
Yoamep, 4ToOBI MONPaBHTh CBOEC (UHAHCOBOE CO-
crostHue. J{ns BaneHTuu 3Ta HOBOCTH CTala yaapowm,
OHa He OYIET MOICPKUBATH OTHOIIICHHS BIIIOOJICH-
HOCTU C XEHaTbhiIM MYXuMHOW. Pomep 3actamisier
I'appu otkazate mMucc Yonmep, yToObl Banentus He
paccTpauBaiack. Pomep, moHavany AyMaBIIHiA, 4TO
CMOXKET BBIAEpXKaTh ['appw B MX moMe, depe3 He-
CKOJIBKO JHEW MeEHsSeT penieHue. [appu pazbantsi-
BaeT BasneHTuu 0 BenukoaymHoM mocTyrke Pomepa,
JKenasi IOCMEAThCS HaJ ero TIIyNocThio. BameHtus
MMOHUMAEeT, HACKOJIBKO CHIIBHO Pomep mrobut ee, u
nporouset ['appu.

OcoOeHHOCTRI0O TpakTOBKH Amoit  JleBepcoH
KOH(JIMKTa poMaHa CTAHOBUTCS aKIIEHT Ha TOM, YTO
YyBCTBa BCEX I€POEB MEPEPOKAAIOTCS B ATOUCTHYE-
CKOE JKEJIaHHE COXPAHUTh CBOM MOKOM M yAOBOJIb-
crBue. ['appu Xxo4eT NonpaBuTh (PUHAHCHI U HE TIOTE-

137



Hoeokpewennvix H. A. Peyenyus meopuecmsa Oopu bepocau 6 pomanax Aowt Jlegepcon 1910-x 20008

psaTh Bamentuio. Banentus, Oymyun 3amyxem 3a Po-
MEpOM U CKydYasi ¢ HuM, UMeeT poman ¢ appu. Pomep,
mo0s1 Barentrio m obeperas ee OT pacCTpOWCTBa, Ha
CaMoM Jielie, KaKk HaM COOOIIaeT MOBECTBOBATEN, IThI-
TAeTCs COXPAHUTH CBOE AYIIEBHOE PABHOBECHE.

O6pu bepaciau 1 ero TBOPUECTBO YIIOMHUHAOTCS
B cBs3u ¢ oOpazom ['appu (Harry de Freyne). Bropas
r1aBa — “Harry” — HaumHaeTcd ¢ MOBECTBOBaHMS O
€ro TMopTpeTe, CTYIWH, TPHUBBIYKAX, CAMOBOCIIPHS-
THH, TIEHHOCTSIX, KOTOpPBbIE W300pa)karoTcsi 3aTeM B
pOMaHe ¢ TOUKU 3PCHHUS MEPCOHAKEH WM paccKas-
yuka. [appu HOCHUT MOHOKJIb KaK YCTYIKY
JICHTU3MY, XOPOIIO BHJS M B MOHOKJIIE, U 0€3 Hero:
“He was no fop, although he wore a single eye-glass
rather as a concession to some ideal of dandyism
than as a help to clear vision. He could see remarka-
bly well, with or without it” [Leverson 1950: 24]. B
cryauu ['appu MOXXHO OBLUTO TOBOPHUTH Ha JIFOOBIC
TEMBI, «OT OHUPKEBOTO MAKJIEPCTBA 1O JHOOBMW», MO-
JUTHCS, €CTh, METh, (PIUPTOBATH, HO TOJIBKO HE PU-
coBath (“everything except perhaps painting”). I'ap-
pPH — XYIOXHHK-JUICTAHT, KUCTH KOTOPOTO IPH-
HQIJIOKUT €JIMHCTBEHHAs yJauyHO HAIMCAaHHAs Kap-
THHA. DTO IOPTPeT BaleHTH, KOTOPHIN BBHICTaBIISII-
cs B ramepee ['padToH moA HaszBaHHEeM «3050Tas
JInmusy: “his sole success in art, and had been ex-
hibited at the Grafton Galleries under the name of
The Gilded Lily” [ibid.: 12]. Okxdpacuc obnapyxu-
BaeT pa3HOE BOCIPHUATHE DTOH KApTHHBI TEePOSMH
pOMaHa M pa3Hoe OTHOIICHHE UX K TEPOHHE.

Hponunyeckoe O0OBSICHEHHE MMOBECTBOBATEIIEM
Ha3BaHWs KapTUHBI CHIKACT XYI0KECTBCHHYIO 3HA-
YUMOCTh TIOPTpPETa KaK NPOM3BEICHUS HCKYCCTBA:
“No one had ever known or was ever likely to know
whether the title referred to the decorative, if botani-
cally impossible, blossom in her hand, or to the
golden hair of the seductive sitter” [ibid.: 12]. «Hu-
KTO HHMKOTJa HE 3HAJl U BPS[ JIU KOTAa-HUOY/Ih y3HA-
€T», OTHOCHTCS JIM Ha3BaHUE K JCKOPATUBHOMY, XOTS
W HEBO3MOXXHOMY C OOTaHMYECKOW TOYKH 3pPECHUS,
I[BETKY B €€ PYKE MM K 30JI0THIM BOJIOCAM COOJIa3HH-
TenbHOW HaTypuwmikl. Ha3Banue monotHa “The Gild-
ed Lily” Hanmomunaer Beipaxkenue “gild the lily” B
3HAYCHUM ‘YIyUIIUTh WU YKPACHUThH YTO-TO HJICAITh-
HOE U HCIOPTHUTHL 3T0 . B0O3MOXKHO, 3TO aBTOpCKas
OLICHKa Mpou3BeacHus ['appu.

Pomep 0Oe3zaBeTHO IIIOOWT CBOIO XKEeHYy W 000-
XKecTBJIsIeT cTpacTh K Hel: “In reality, he was wor-
shipping. His passion for his wife was his one ro-
mance, his one interest, his one thought”; “He
adored her with passion, and with the selfishness and
jealousy of passion, but circumstances and his tem-
perament caused it to take the outward form, princi-
pally, of care for her happiness” [ibid.: 44]. IToaro-
My TJIYOMHY U 3HAYUMOCTH KHBOIMCHOMY 00pa3y B
ero OICHKEe MpuaacT (haHATHUYHOE BOCIPUATHE
nopTpeTa JodsAImUM MyxeM. Ha kapTrHEe OH BHIUT

XPYIKYIO  JKEHCKYI0  (QHTYpy, MPOCTYHAIOIILYIO
CKBO3b JIBIMYATHIC 3aHABECKU, JIEPKAIIYI0 B pPyKax
CTPaHHBIN 30JI0TOW 1BETOK. JKeHCckmid 006pa3 mpowus-
BOJIUT Ha HEro «BII€YaTIIEHHE MpeKkpacHo MamoH-
HBI, CJIOBHO Ha TITyOOKO HA00MXKHOTO KaTOJIUKa». ITO
BBI3BIBACT B HEM «HEUTO BPOJAC PEITUTHO3ZHOTO 3KC-
taza»: “The frail figure, bright yet dim, vaguely ap-
pearing through vaporous curtains, holding an im-
possible gold flower, had the effect on him of a
beautiful Madonna on a deeply devout Catholic. It
produced in him a form of religious ecstasy” [ibid.:
43]. 3onoTas TUIMA CTAaHOBUTCS CUMBOJIOM MajioH-
HbI-BaneHTHn B BOCHPUSTHY WUCCTYIUICHHO TpeIaH-
HOTO Cympyra.

[Moptper, 3xdpacuc KOTOPOro OTKPHIBAET POMaH
mociie KOpOTKOro oOMeHa peruimkamu BaneHTnn u
Pomepa B mepBoil iaBe, pacnojokeH B KOMHATE U
BIIMCAaH B €¢ MHTephep. M300paxkenHas Ha HeMm Ba-
JICHTHSI ¢ OJICMHBIMU IBETAMU BBITIISIIUT H3SIIHO, a
caMa KapTWHA — TanHCTBEHHO. “It was a charming
room, with pale grey walls and a pale green carpet,
and very little in it except, let in as a panel, a deli-
cate low-toned portrait of the mistress of the house,
vaguely appearing through vaporous curtains, hold-
ing pale flowers, and painted with a rather mysteri-
ous effect...” [ibid.: 12]. Banentus Ha mopTpere
MpEJCTAaBIsIET TUIl TepouHb Poccertn u bepH-
Jxonca (“was the type loved by Rossetti and Burne-
Jones”) ¢ mpeoOmamaHueM S3BIYECKOr0 Hadajga, U
cama SIBJISIETCSl OYCHb JKUBOIMCHOM, YTO OOJIEIYHIIO
3amady xyaoxkauka: “Her pictorial appearance had
no doubt made easier the artist's task, and the pale
exquisite portrait had truly been described as a whis-
pering likeness” [ibid.: 21]. B pa3roBope ¢ npusreiem
amepukaniieM Ban bropeHom ['appu cpaBHuBaer Ba-
JICHTHUIO ¢ TepouHeil kapTuHbl bepH-IxoHca «JIr000Bb
cpenu po3» (“Now she's considered like 'Love among
the Roses' by Burne-Jones” [ibid.: 34]), umest B Bu-
Iy, OYEBHIIHO, TOJOTHO «JIFOOOBH cpean pyuH»
(1873—1898), HAa KOTOPOM PAIOM C BIIFOOJICHHBIMHU
N300payKEHBI PO30BBIC IIBETHI IIIUTTOBHUKA.

[IIMnOBHUK — MOCTOSIHHBIN >KUBOIKCHBIA MOTHUB
MOJIOTeH Mpepada’TuToB U UX MOCISAOBATEIICH O
CpeHEBEKOBBIX phillapsax U ux IIpekpacubix Jlamax
(A. Xpr03  «IIpexpacnass Pozamynma»  (1854),
3. bretip-Jletiton «Anen Illaptee» (1903) m ap.).
OcpInaromyecss po30BbIe JICIECTKU IIBETKA «HAIO-
MHUHAIOT O OBICTPOTEYHOCTH CYACThSD Ha IOJIOTHE
Breiip-Jletitona «B mo6psriii myts!» (1900) [Kupro-
xuHa 2013: 384]. BeTku mMmnoBHUKa C I[BETaMHU U
NIMIIAMH OKYTBIBAIOT 3aCHYBIIMX CTpakel 3amKa,
YJICHOB KOPOJIEBCKON CEMbU W TIPHJIBOPHBIX B 3aje,
BO JIBOpe U OecelKe Ha YeThIpex KapTuHax O. bepH-
Jlxonca u3 mukia «lumoBauk» (1870—1890-¢) co
CTUXOTBOPHBIMH ToAnucsaMU Y. Moppuca, BbIINOJ-
HEHHOTO 10 MOTHBaM CKa3ku OpatbeB [pumm
«Crnsmiast kpacasutiay (1812).
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B pomane Ansl JleBepcon «IlIpenen» I'appu BO
BpeMsl OUYCPEIHOTO CBUAAHUS IUIAHUPYET CJENaTh
4epHO-0eIbIii Habpocok BamenTnu B po3oBOM cany,
kak y bepacmu: “I should like to paint you as you're
looking now, Val. I think I'll do a sketch of you in
the rose garden, all in black and white, like a
Beardsley, with the balustrades and steps and things
behind you” [Leverson 1950: 204]. Po30oBbIe KyCTHI,
TUPJSTHABI U3 po3, OaocTpajbl, CTYNEHBKH — Xa-
pakTepHble JeTanu Ha JjucTtax bepiacnu «TauH-
CTBEHHBIN po30BbIi cam» (1895), «Tyaner Beneps»
(1896), «Benepa Mexay OoKeCcTBaMH XU3HH H
cmepT» (1896), «Pasnocunku ¢pykroB» (1896) u
np. He ciygaitao xynoxxauk 0. FOpkyH, 1Mo Bocto-
MuHaHUAM 1o3Ta M. Ky3mMuHa, B 4beM TBOpPYECTBE
HaMU TOXE OOHApPYKEHBI W MPOAaHATH3IUPOBAHBI OT-
CBUIKH K aHTIHiickoMy Tpaduky [Tabynkuna 2012:
121-130; TaOynkumna 2013a: 78-84; TaOyHkuna
20136: 120-129; boukapesa, Tabynkuna 2014: 74—
93]), HazBan KamepoHOBy Tranepero W SCIUIaHATY B
napckoceinbckoM ExatepuHuackoM mapke «bepa-
cineeBckumm» [Kysmua 2011: 73]. B pomane bepa-
ciu «ITox Xonmomy po3a NosIBISETCS €lIE B EPBOM
riase, korjga Tadrei3zep nmpu Bxojae B XOaM 3alle-
MUICS PYKaBOM 3a JUKUH IIBETOK KaK MPOIYCK U3
«BEPXHETO» MHpa B «HIDKHHI». “a passport, as it
were, from the upper to the lower world” [Beardsley
1996: 77]. Po3pl ykpamatoT nuiany Muccuc Map-
carui, MaHUKIOpIY BeHeprl. B Buie po3 BBITIOTHEHBI
apXHTEKTYpHbIe netanu (oHTaHa Ha Teppace BeHe-
pBI, a XXUBBIC IBETHI pa3Opocansl Ha cronax. C po-
300 CBsi3aH MOTHUB 0OoubleHust TaHreizepa u cek-
CyallbHass CHMBOJIHKA IBeTKa [boukapesa, TaOyHKu-
Ha 2010: 171-173].

Kputnky nunyt, uro pucyHok «TanHCTBEHHBIN
PO30BEIN camy bepicnu nmepBOHAYATHHO BBITOIHUIT
Kak crokeT biaroeemenns. [locne o u3mMeHun ¢u-
rypbl Ha 0oJiee 3JIOBEIINE U MOPOYHBIC, a HA MECTE
aHrena npejacTaBicH ['epMec B KpbUIATHIX CaHIaIH-
sx [Aubrey Beardsley 2020: 152]. V Bepaciu po3so-
BBII caJl — 3TO CHMBOJ MIOPOYHOCTH, COUYETAHUS Kpa-
coThl U nopoka. B pomane «IIpenen» ["appu mnanu-
pyeT pucyHok ¢ BaneHTuell B po30BOM cajy, Korja
OH U BaneHTHs CKpBIBaIOT CBOM OTHOILIEHHs OT Po-
Mepa, HaclaXIasch MMH, HO ['appu yxke aymaer o
CBOCH BO3MOXKHOH >KCHHTHOE M TOCIIEAYIOIIEM II0-
cine OpakocoueTaHusi pa3pbiBe ¢ Banenrmeir. Ot-
CBUIKa K PUCYHKY bepacnu cBsizaHa co cBOOOION U
CMEJIOCThIO UYBCTB, kKak U B pomane /. I'. Jloypenca
«benprit maBmua» (1911) [HoBokpemenusix 2018:
207-223]. Onnako y Anbl JIeBepCOH OHA MTOAYCPKH-
BaeT 3rOM3M M HEMOPSAOYHOCTH MoBeAcHus [ appu.

JleBepcoH npeacTaBIsSeT MPOCTPAHCTBO PO30BOTO
cajia Kak MEeCTO, B KOTOPOM DPAaCKpBIBAIOTCS Xapak-
Tepsl repoeB. B po3oBoM cany apamatypr Xepedopa
Boran — repoit B myxe muteparypsl IlpocBemienus,
KOTOpOMY TIO3BOJIEHO TOBOPHUTH TIPaBIy W OTKPHITO

co00IIaTh 0 MPOCTYIKAX JAPYTUX TepoeB, — OOBICHSIET
Banentuu pazmiune Pomepa u [appu. JIro00Bb iepBo-
ro k Banearnu cumpHa (“But Romer is an exception.
He's as much in love as if he had no hope of ever being
within a mile of you”), a BTopoif — MOBepXHOCTHBIN U
He MykecTBeHHBIH (“But he cares a bit about a lot of
people, and things. He's superficial, and he has no
courage”) [Leverson 1950: 226]. Boran 6yim30k ca-
Moit Ane JIeBepcoH: B €ro JISTKUX KOMEAMSIX C JII0-
OOBHBIMH KOJUIM3WSIMH OJHW THAJIOTH, a JCUCTBUS
Het: “A light comedy, with a very slight love
interest” <...> “all dialogue, no action” [ibid.: 195].
B pomanax JleBepcoH KpUTHKaMU TaKXe OBUTH OT-
MEYeHBI CIIa0OCTh CIOKETa W KOMMEHTapHH pac-
CKa3uuKa, TOHKas UPOHUS U aOCyp/IHbIC HECOOTBET-
ctBus [ Wenman-James 2021].

Urak, B pomane «lIpemen» sBomrorus BiItoOIeH-
Hoctu ['appu ne @peiina B BanenTuro noka3aHa ue-
pe3 peMuHHCHEeHIIMM K KapTtuHe 3. bepn-I[xoHca
«JIr060Bb cpenu pyun» (B pomane «JI1000BbL cpeau
po3») u k pucyHky O.bepacnu «TanHCTBEHHBIH
po30BeIit camy. [IpocnexuBaercs uponus Aznsl Jle-
BEPCOH MO OTHOWIEHHIO K XYIOKHUKY-IUIECTAHTY
gyepe3 SK(pacuc ero CJUHCTBEHHOW KapTHHBI —
noptpet BaneHtuu, KoTopas cHavajga MM BOCXHIIA-
J1aCch, @ TOTOM IIPOTHAJIa» U3 PO30BOTO Ca/Ia.

Pemunucuenunu xk bepacian

1 COBPeMEHHOE HCKYCCTBO

Poman «JIr060Bs co BTOporo B3risma» (1916)
cocrout u3 30 riaB U MOBECTBYET 00 OTHOIICHUSIX
Omut u bproca OTTM, uX APY3bix U 3HaKOMbIX. Kak u
B poMane «lIpemem», repouHsi OKpy>KeHa JBYMS MYXK-
YMHAMU, OIMH 13 KOTOPBIX €€ CYIIPYT, a BTOPOH — BO3-
JIFOOICHHBIH.

HeiictBue pomana «JIr000BB CO BTOPOTO B3IIISA-
71a» OXBaThIBA€T HECKOJIBKO HEJENb B alperbCKOM
Jlonnone Bo Bpemsa IlepBoii MupoBoil BoiHEL Tema
BOMHBI 00YCJIOBIMBACT MPOTHBOIIOCTABICHHE 00pa-
30B bproca Ormim m Ditnmmepa Pocca, ompenemnser
KOoH(GIMKT Tpom3BencHus. Ecnu bproc manmdecku
OOUTCS BOWHBI M Pa3rOBOPOB O HEH, a TaKKe MOSB-
TeHus auprkabieit B HeOe Hax JlormoHoMm m oboc-
HOBBIBaE€T HEPBAMH OTKJIOHEHHE OT BOSHHOW CITyXK-
Obl, TO DiIMEp Nake CHHU3WI BO3pacT, YTOOBI OT-
npaButhbcs Ha ¢poHT. [lo ero mpumepy ymen Ha
BOWHY M €r0 CBIH OT IepBoro 6paka. Y Daut OTTiH,
TpU TOJa Ha3zal OTKazaBliel OiliMepy, BHOBb
MPOCHYJUCHh YyBCTBa K Hemy. ['epom clepxuBaroT
YyBCTBa, IOKa HE 3aBepIleHa BOWHA U MOKa DIWT HE
cBoOoaHa. CUaCTIUBO YCKOPSET Pa3Bs3Ky KOH(IUK-
Ta B poMaHe npuexapmas u3 OpaHiuu SKCIEHTPUY-
Hasg CIUIETHUIIA MagaMm OriaHtaiiH  ®pabens
(Madame Frabelle), damunus koTOpol OTCBIIAET K
Jlenu ®nabennie U3 BEIMBIIUICHHOTO (PPaHITy3CKOTO
pomana, napoaupyemoro JIMKkeHcoM, a 3aTeM Ao
JleBepcon B mactuiiie «JIMKkeHC cerojHs, wiu Jlu-
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TepaTypa moBTopsieTcs» (1896). BmoOusmiuce B
Magam @®pabens, bproc cam yxomut ot Daut, OT-
KpBIBas €i IMyTh K JIIOOBH ¢ DIIMepoMm.

DiimMep — repor-MHTEIIEKTyal, UMCIONTHN CH-
CTeMY B3TJISIIOB U IICHHOCTEH, KOTOPBIC 00s3aIIK €ro
MIPUHATH y4acTHE B BOCHHBIX JNeicTBusx. OH mpu-
BepkeHel Tpaauiuid. Ero koHcepBaTUBHOE MOBEJE-
HUE MPOSBISAETCS B MOCTYIKAX: OH HE HEeNyeT DIuT,
MOKa OHA 3aMyXeM W He cBoOoaHa. B ero mome Ha
CTeHaX BHCSAT CTapble TEMHBIE KaPTHUHBI, B JUTMHHBIX
HU3KUX ITKadax — KHUTH, a B Ba3e — BUITHEBEIC (HE
senenble! — /. H.) rBo3muku: “There were a few
very old dark pictures on the walls. The room was
crammed with books in long, low bookcases. On the
mantelpiece was a pewter vase of cerise-coloured
carnations” [Leverson 1982: 450]. Knaccudueckuit
CTHIIb MHTEphEpa IoMa DiMepa TOAUYEPKUBAET €ro
TpaJULINOHHBIE B3TIISBI.

Korga y DiinMmepa coOpaauch TOCTH, COCTOSIICS
pasroBop o0 uckycctBe. Cpenm rocTeit ObUT ApTyp
KoHucTOH, KOTOpHIA TOTOBWJICS CTaTh aJBOKATOM,
HO, KOT'JIa Havajach BoiiHa, Hanmen ¢gopmy (“He had
been reading for the Bar, but when the war broke out
he joined the New Army, and was now in khaki”).
ApTyp My3BIKaJIeH, OH XOPOIIO U TPOMKO TOET, HO
My3bIKa, KOTOpasi eMy HpaBUIIACh, IPUBOIMIIA B IIIOK
okpyxaromux. OH HCIONHAET HE «TOHKHE» MPOMU3-
Benenus JleOroccu, @ope, PaBerns, a «myraromnue» u
«aep3kue» necHu: “Being so young, so pale, and so
contemporary, one expected him to sing thin, elusive
music by Debussy, Fauré, or Ravel. He seemed nev-
er to have heard of these composers, but sang in-
stead threatening songs, such as, 'T'll sing thee Songs
of Araby!' or defiant, teetotal melodies, like 'Drink
to Me only with thine Eyes!™ [ibid.: 395]. Ilecus
“I'll sing thee Songs of Araby!” u3 kanrarer “Lalla
Rookh” ®. Kimast (Frederic Clay, 1838—1889) orpa-
’)KaeT poMaHTHuYeckoe BujieHHe Bocroka. B mpowus-
Beaenuu “'Drink to Me only with thine Eyes!”, ko-
TOpOe SIBIIAETCS TIECHEH Ha  CTUXOTBOPCHHE
b. [Ixoncona u3 cobopumka ‘“The Forest” (1616),
BUHOIIMTHE TPEJICTABIICHO Kak MeTadopa JI0OBH.

Aptyp yBaxkaeT DiliMepa Kak 3HaTOKa UCKYCCTBa
W CTPEMHUTCS y3HATh €T0 MHEHHE HE O JEHUCTBHAX HA
(bpoHTE, KyZla OH €Ile TOJBKO OTIPaBUTCS, a 00 HC-
kycctBe: “He regarded with the greatest admiration as
a man of culture, and a judge of art”. BeposiTHO, 10-
3TOMY JHAaJIOT HAallOMHUHAET WHTEPBBIO, a 00 ApType
ckazaHo “who was a born interviewer” [ibid.: 432].
[Mpudem ApTyp HE TIPOCTO 3a7aeT BOMPOCHI, & pa3BU-
BaeT UIet0 coOeceHNKa COOCTBEHHBIMHE TIPUMEPAMIL.

«MHTepBBIO» ApTypa KOoHHCTOHa HauMHaeTcs C
Bomnpoca 00 OTHOIICHHH DiiMepa K TOCTUMIIPECCH-
OHHCTaM, 3aT€M MPOAOJDKAETCS BOMPOCOM O (PyTy-
pHUCTax, TOYHEE, O TOM, KaK 3TH T€UCHHS BHIPAXKAIOT
KU3HCHHBIC SIBJICHHSA. DWIMEp XapaKTepH3yeT HC-
KYCCTBO TIOCTHMIIPECCHOHICTOB Yepe3 OTCBUIKY K

HOHCeHCy Dasapaa Jlupa: “Aylmer smiled. He said:
'T think their attitude to life, as you call it, is best ex-
pressed in some of Lear's Nonsense Rhymes: ‘His
Aunt Jobiska said, 'Everyone knows that a pobble is
better without his toes’ <...> Lear is the spirit they
express” [ibid.: 432]. Ditnmep MoapoOHO OOBACHSET
CBOIO TOUKY 3PEHUSI, HUCHONB3Ysl TEPMHUHBI M3 00Jia-
ctu uckyccrsa. [locTummpeccroHn3M DUIMEp KpH-
TUKYeT C TO3MLUUH PEaJUCTHUYECKOTO HCKYCCTBa,
KOTOPOE BEICTYIIano 3a momobme xu3au. OH TOBO-
PHUT, YTO KaXJOMY BHJy HCKYCCTBAa IPHXOIMTCS
YeM-TO TMOCTYMNAaThCsl U3-32 CBOCH OTPaHUYEHHOCTH:
TaK, CKYJIBITOp OTKa3bpiBaeTcs OT IBera. OJHAKO
COBpPEMEHHBIE XYI0XKHUKH OTKA3BIBAIOTCSI OT CXOJI-
CTBa, OT KPacOThI, OT YacTei Tena, KOTOPbIC U Jela-
10T 0o0pa3 peamuctuueckum: “Why, the sculptor
always surrenders colour, and the painted form. Each
has to give up something for the limitation of art. But
the more modern artist gives up much more — likeness,
beauty, a few features here and there — a limb now and
then” [ibid.: 432-433]. Aptyp, IpoAOKas MBICIIb
Olinmepa, MPUBOIUT CBOM MpPUMEpP MPOU3BEIECHUHN —
To TBOpuectBO Oriocta Pomena u Jlxkeiikoba
Orncraitna (Jacob Epstein, 1889—1959), korna BuaHa
TOJILKO 4acTh (HOPMBI, (hparMeHT, BRIPACTAIOIINI 13
ckynbnTypsl: “‘Like the statuary of Rodin or Epstein.
One sees really only half the form, as if growing out
of the sketchy sculpture” [ibid.: 433]. TakoBsl,
HarpuMep, MOHYMEHT C KPBUIATBIM C(HUHKCOM pado-
THI DIicTaiiHa HAa MOTHJIE Y aiiibaa, YCTaHOBICHHBIN
Ha knmanowme [lep-Jlames B Iapmwke B 1914 r., win
BBIPACTAIOIINE W3 MAacChl (UTYPBHI CKYJIBITYPHBIX
rpynn  Pomena «['paxnane Kame» (1884-1886),
yctaHoBieHHo# B T. Kane B 1895 1., nim «Bpat aga»
(1880-1917).

OyTypusMm OilnMep NapafgoKcadbHO Ha3bIBAET
«mpouutbiM» (“they are already past. They always
were”), a oTHOIEHNEe (PYTypHUCTOB K KU3HH, TO €CTh
CHOCOOHOCTD M300paXkaTh SIBJICHUS KU3HH, OH Me-
TaOpPUYECKH CPAaBHUBAET CO B3IJISIOM HA JIyHY,
oTpaxkarolyrocs B o3epe. Ho BMecTo JyHBI YenoBek
BUANT OTpakeHue Benepka ais yrist: “But I should
say their attitude to life is that of the man who is
looking at the moon reflected in a lake, but can't see
it; he sees the reflection of a coal-scuttle instead”
[ibid.: 433]. XKeneznbie moporu (“railways”) — oc-
HOBHOH IPEIMET MOJIOTEH QyTYPUCTOB. A OCHOBHOM
nadoc (GyTYypUCTOB — 3TO TOBBIIICHHAS SMOIHO-
HaJIbHOCTB, KOT/Ia )KU3HEPATOCTHBIN MOJIOJION Yerno-
BEK CIIEIMAIbHO MOJYEPKUBACT CBOE KU3HEPaIOCT-
HOE HACTPOEHHE, KPUUUT O HeM, ObeT B OapabaH u
nyet B TpyOy: “Affectation for affectation, I prefer
the pose of depression and pessimism to that of bul-
lying and high spirits. When the affected young poet
pretended to be used up and worn out, one knew
there was vitality under it all. But when I see a
cheerful young man shrieking about how full of life

140



Novokreshchennykh I. A. The Reception of Aubrey Beardsley’s Works in Ada Leverson’s Novels of the 1910s

he is, banging on a drum, and blowing on a tin trum-
pet, and speaking of his good spirits, it depresses
me, since naturally it gives the contrary impression”
[ibid.: 433]. OnHako Takas >KU3HEPaIOCTHOCTb, T'O-
BOpUT ODWIMEp, TOJBKO «yTHETACT», MPOU3BOIUT
MIPOTUBOIIONIOKHOE BIICUATIICHHUE.

ApPTYyp pe3IOMHpPYET COOTHOIIEHUE XYyIO0KHUKOB
CTaporo MCKYCCTBA M HOBOTO, HAa3bIBas U TEX, U JIPY-
IUX TO-QpaHIy3CKH «I03epamMH»: COBPEMEHHEIC
MO3ephl He JTydiie cTapbeix. Cpeu cTapbIX MO3epoB —
bepncnu, a cpeau HOBBIX — OJ1, aHTTIUACKUI WILITIO-
CTpaTop, Y€l CTHIIb CYUTAIOT MPEABECTHUKOM CHOP-
peanmmsma (Alan Elsden Odle, 1888-1948). “The
modern poseurs aren't so good as the old ones. Odle
is not so clever as Beardsley”. Cnoso “clever” (ym-
HBII) Ucnonib30Ball U Pobept Xudens3 B pomane «3e-
nmenas rBo3amkay (“The Green Carnation”, 1894)
JUTST XapaKTepUCTHKU TBopdecTBa bepacmu ycramu
muccuc Bunnzop. V JleBepcon Ditnmep He corna-
maeTrcs ¢ yTBEpXKIEHHEM APTypa, PEeIIUTeNbHO He
CTaBsl 3HAK PABCHCTBA MEXKIY COBPEMCHHBIMH WII-
JOCTpatopaMu W bepjaciau, uybe TBOPYECTBO OH
MPEJICTABIISIET B Nape ¢ Y alijIbIoM.

Oiimmep HazeiBaeT bepmenm m Yainpma cuep-
YKaHHBIMU, HO SIPKUMU. SIPKOCTH IIIJIa U3 UX B3aUMO-
NeHCTBUA, W3 TajdaHTa bepacnmu-rpadmka K cosma-
HUIO JTUHUH W COOCTBEHHOTO BHIEHHWs oOpasza. M-
moctpauuu bepacnu k «Camomeey» Yaiinpaa, mo
MHEHUIO DWiMepa, ObUTH HETIOIXOSAIIUMHU, MOTOMY
YTO OH XOTENl BUAETh BCE YEPHO-OCIBIM, a Yaiiba —
¢uoneToBeIM 1 3050THIM. “Beardsley had the gift of
line — though he didn't always know where to draw it —
but his illustrations to Wilde's work were unsuitable,
because Beardsley wanted everything down in black
and white, and Wilde wanted everything in purple
and gold. But both had their restraints, and their pose
was reserve, not flamboyance” [ibid.: 433]. Beicoko
olleHMBas TaJaHT bepacnu, DinMmep, oAHAKO, KpH-
TUKYET €r0 3a HEYMECTHOCTh HEKOTOPBHIX 00pa30B:
«OH He Bcera 3Hal, Ie MPOBOAUTH JTHHUN.

B pomane «JIr060Bb co BTOporo B3risma» Jle-
BEPCOH O3BYYWJIA OJIHY U3 KPUTUYSCKUX TOUYEK 3pe-
HUS Ha TBOpYecTBO bepacmu, xotopas odopmuiiack
eme B 1894 r., Kxorjga mosBUINCH €T0 JIMCTHI K IIbECE
VYaiinpga. Pemunucuennus k bepacnu u Yainbpny
COCIIUHSCT XapaKTEPUCTHKY UX TBOPUECKOTO MUpA U
MpeICTaBIeHNe MyOJIuKe — WX O3Bl CIEp>KaHHBI, a
He OpOCKH, Kak y COBpEMEHHBIX (QyTypuctoB. Jle-
BEPCOH TPOJOJDKACT MHTepnpeTanuto bepacmu kak
3HaKa 31moxu 1890-x IT., mpeacTaBICHHYIO B €€ Ibe-
cax «AJbIi 30HTUK» M TMacTUllle «JIMKKeHC CeromHs,
nnu Jluteparypa TOBTOpSETCS», HO YK€ B HOBOM
KOHTEKCTE KHUBOIUCU XX B.

Oco0eHHOCTh KPUTHKHA HCKyCCTBa bepacim wu
VYaiinpa, TOCTUMIPECCHOHUCTOB H  (YTypUCTOB,
ckynbsnTopoB Pogena u Dncraiina, MOJIOIOTO UILTIO-
ctpatopa Omra B pomane JIeBepcoH COCTOUT B TOM,

YTO BCE OHM IIPEJCTaBJICHBI Ha ()OHE BOWHBI W B
BOCIIPUSITHU T'EPOEB, CBSI3aHHBIX ¢ BoWHOU. «Ilocie
CTOJIEKHUX JIET KU3HU CPEIU peaabHBIX Bemmer (“real
things”), — cka3zan KOHHCTOH, — CTAaHOBUTCSI KaK-TO
CTBIAHO 00CyXaTh crapeie TeMbl (“old subjects”)».
PeanbHble Bemu — 3TO BOIHA, a CTapble TEMBI — HC-
KyccTBo. OmHAKO DitmMep mpeamnoduTacT bepacnu u
VYalinpia MOCTUMIIPECCUOHHUCTAM U (PYTypUCTaM,
OYEBHUJIHO BBIpaXkasi TOUKY 3peHusi camoit Anawl Jle-
BEPCOH.

BrIiBoabI

WNHaTepMmeananbaas perenmus TBopuecTBa OO0pH
bepacnu B pomanax Anpl JIeBEpCOH OCYIIECTBISETCS
Yyepe3 peMHUHUCLEHINH K €0 PUCYyHKaM, 3K(dpacuc u
€r0 COCTAaBIIIONINE, DSBOJIOIHUIO  BIIOOIEHHOCTH
TJIAaBHBIX TE€POEB M KPUTUKY XYIOKECTBEHHBIX Teue-
Huil XX B. TBopuecTBO Anbl JleBepcoH, HauaBIeecs
B 1890-x IT. U mpoAoIKaBIIeeCs B TIEPBBIC IECATUIIC-
THst XX B., AEMOHCTPHUPYET JKaHPOBOE pa3HOOOpas3ue u
9BOJIIOLIMIO peleniuu npousBenennii Oopu beprcnu
OT Tapoavii W mactuina B kypHaie «[laHu» no He-
OOJBITINX MeJIoApaMaTHIeCKuX poMaHoB 1910-x rr.

B pomanax «lIpemem» (1911) u «JIto6oBs co
BTOporo B3rsiga» (1916) teopuectBo bepacnu Bru-
CaHO B KOHTEKCT JIOXH, KOTOpasi CYIIECTBEHHO Me-
HsleTcsl 3a MATh JieT. B nmoBoeHHoM pomane «Ilpe-
nem» pucynkun O6pu bepacnu «TanHcTBeHHBIN PO-
30BBIM caa» U APYTHUE BMECTE C KapTUHOW DaBapra
bepn-/[xxoHca «JI[1o60Bb cpemn pywH» (B poMaHe
«J[1000Bb cpeay PO3») UPOHUIECKH UHTEPIPETUPYIOT
SBOJIIOLUIO POMAaHTUYECKONW CBOOOAHOW IOOBU Xy-
JOKHUKa-nuneTanTa ['appu ge ®@peitHa Kk 3aMyKHE
JKeHIMuHe (HEe CciaydJaiHo (paHIy3CKOe HaIMCcaHue
€ro UMEHHU OTChIIACT K Tpaauimu Tpyoanypos). CHa-
yana ['appu mumer Banenturo kak repounio Poccer-
™™ U bepH-/[>oHca. 3aTeM, 3aITyTaBIIUCH B JIFOOOB-
HBIX ¥ (PMHAHCOBBIX JIeNaX, Trepoil JIeBepcoH TuiaHu-
pyeT caenath YepHO-OeNbli HaOpocok BaneHTnu B
po3oBoM cany, kak 'y OOpu bepacmu, re po3oBeIid
cax ObUI CHMBOJIOM ITOPOYHOCTH M KpacoTsl. Yepes
YIOMUHAHUE PUCYHKOB bepaciu momuepKuBaeTcs
HpOHHYECKOe oTHOIIeHHEe AJbl JIEeBEpCOH K HECOCTO-
SIBIIIEMYCSI XYI0’KHUKY, TIOTEpIeBIIeMy (hHacKo KakK B
JOOBH, TaK W B TBOpYeCTBE. JKUBOMHCHBINA TIOPTPET
Banentun ocrancs eAMHCTBEHHBIM MPOH3BEIICHHEM
lappu ne detina, Tak Kak OH OBLI M3THAH M3 «PO30-
BOT'O Cajay caMOM BO3JIFOOJIEHHOIA.

Poman Anpr JleBepcon «JIro00Bb co BTOpOTO
B3rsAa» (1916) HAcHemyeT THIOJIOTHIO TEPOEB PO-
maHa «lIIpenen»: y repouHu ecTh CKyYHbIH CYNpYyT U
BO3/MIO0JIEHHBIN. B 3TOM mocineBoeHHOM poMaHe HIl-
moctpanua  bepacimun k  «Camomee» O. Yaitnbna
MPOTUBOTIOCTABIIAIOTCA ~ TOCTUMIIPECCHOHU3MY U
(GyTypusMy Kak JKWUBbIE U SPKUC TPOSIBICHUS
qyBcTB. ApTyp KOHUCTOH Ha3wmIBaeT «mmo3epamu
CTapbhIX ¥ HOBBIX XYAO0XKHHKOB, HO OTHAET JOJDKHOE
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ymy u tamanty OO6pu bepmacan. BepryBmmiics c
BOMHBI U BBICOKO OIICHUBAIOLIUK TanaHT bepzacnu,
TepOr-MHTEIICKTYal M KOHCEpBaTOp DMIMep Kpu-
THKYET €ro 3a HEyMECTHOCTh HEKOTOPBIX 00pa3oB.
Ana JleBepcoH mpoJoikaeT nHTeprperauuto bepa-
CIM Kak cuMBojia 3moxu 1890-x, HO yXe B HOBOM
KOHTeKCcTe mckyccTBa XX B. Cama Ama JleBepcon
OyZeT TpOTECKHO Tpe/ICTaBleHa MO UMEHEM TauH-
crBeHHoit Cub B pomaHe Yunnema JIstonca «O6e3b-
stabl [ocrogamy (1923—-1930), B koTopoM ToXEe 00-
Hapy)XHBaeTcs perennus TopuectBa bepacmu (cMm.
00 atom: [HoBokpemennsix 2024: 89-99].
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Abstract. This article examines the reception of Aubrey Beardsley's graphic and literary works in
two novels by Ada Leverson. Reminiscences of Aubrey Beardsley and his works characterize the evolution
of love of the amateur artist Harry de Freyne in The Limit (1911). French spelling of Harry de Freyne’s name
alludes to the troubadour tradition. He painted the only portrait of Valentia, in which she resembles the hero-
ine of Rossetti and Burne-Jones in the painting Love among the Ruins (titled Love among the Roses in the
novel). Entangled in love and financial affairs, Harry plans to make a black-and-white sketch of Valentia in
a rose garden, this reminding rose gardens from Aubrey Beardsley's works, where they symbolize both de-
pravity and beauty. The mention of Beardsley's drawings emphasizes Ada Leverson's ironic attitude toward
her character, who suffered a fiasco in both love and art. The portrait of Valentia remained the only work of
Harry de Freyne as he was banished from his beloved's ‘rose garden’.

In Ada Leverson's postwar novel Love at Second Sight (1916), as in The Limit, the main character
(Edith) has a husband (Bruce Ottley) and a lover (Aylmer Ross). Beardsley's illustrations for Oscar Wilde's
Salome are contrasted with Post-Impressionism and Futurism as vibrant and vivid expressions of emotion. In
his discussion with Aylmer Ross about modern art, Arthur Coniston dismisses both old and new artists as
‘poseurs’, but pays tribute to the intellect and talent of Aubrey Beardsley. Having returned from war, Ayl-
mer, an intellectual and conservative, while praising Beardsley's talent, criticizes him for the inappropriate-
ness of some of his imagery. Ada Leverson continues to interpret Beardsley as a symbol of the 1890s (as in
her parody play The Scarlet Parasol and the pastiche Dickens Up to Date; Or Fiction Repeats Itself), but
within the new context of 20th-century art.

Key words: English literature; reception; Aubrey Beardsley; novel; Ada Leverson; reminiscence;
ekphrasis; Oscar Wilde; Pre-Raphaelites; Impressionists, Futurists; painting.
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