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ABSTRACT

The research examines how Tsvetaeva translated Pushkin's work into
the language of the avant-garde and created a Pushkin myth, modelling her
own creative biography on his life and writings.

Chapter 1 analyses seven of Tsvetaeva's translations into French of
Pushkin's poems, containing vivid examples of Tsvetaeva's poghics - and

revealing her perception of them as the "open work".

Chapter 2 focuses on Tsvetaeva's mythopoetical model of a poet's life
which, in her view, always repeats the Orpheus tragedy. Her 1913 poem
"Vstrecha s Pushkinym" and 1931 cycle "Stikhi k Pushkinu" provide the
insight into her artistic methods and vle\\;s of the period. This chapter
argues that Tsvetaeva's poetic outlook strongly resembled that of European

Baroque culture and was partly influenced by the Eurasian movement.

Chapter 3 discusses Tsvetaeva's treatment of the Cnidus myth (based
on the belief in the interference of evil force into human relationships:
often as a statue or being statue-like). It appeared in several of Pushkin's
works and in Tsvetaeva's play "Kamennyi angel”, shaping her interpretation
of Pushkin's love for Natal/la Goncharova.

Chapter 4 examines the essays "Iskusstvo pri svete sovesti” and
"Nezdeshnii vecher". New ground is broken with a clear demonstration of the

existentialistic aspects of Tsvetaeva's outlook.

Chapter 5 outlines the Baroque-style rhetorical figures in "Moi
Pushkin" and demonstrates how Tsvetaeva treats Pushkin's "K moriu" as an

open work re-enacting the situation therein.

Chapter 6 investigates Tsvetaeva's preoccupation with myth-making in
the essay "Pushkin i Pugachev" in the light of its biographical background.

The research produces new methods for the treatment of Tsvetaeva's
texts which promote better understanding of avant-garde poetics in general.
It opens a new path for investigation into further links between avant-garde
writings and Baroque culture, and into the shape of the Pushkin myth in

twentieth century Russian literature.
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INTRODUCTION

One of the main features of avant-garde poetics is the presence of
the idea of the eternal repetition of events which leads to a tendency in
avant-garde writings to resurrect events, characters and situations from the
past. This is due to the fact that the avant-garde produced what I.Smirnov
called secondary poetic systems. According to Smirnov, primary poetic
systems aim to create a model corresponding to the world, perceiving
language as a reference to objective reality. By contrast, secondary poetic
systems "OTOXRAECTBAAOT (aKTHUECKYD PpealbHOCTh C CeMaHTNYeCKNM
YHNBEPCYMOM, T.e. COOGLIAOT ef 4YepTH TEeKCTa, WIEHSAT ee Ha NNaH
BHpaxXeHNss N [JaH COREpPXaHMs, Ha HaGMOAaeMyl0 K YMOMNOCTHIaeMylo

obaacta...". In other words, they perceive the world as language.! Other
scholars link these systems with understanding literature as a collection of
archetypal images, genres, and symbols. Thus, N.Frye claims that the
organizing principle in art is "recurrence, which is called rhythm when it is
temporal and pattern when it is spatial" and that "an image is not merely a
verbal replica of an external object, but any unit of a verbal structure seen

as part of a total pattern or rhythm".2

Tsvetaeva's poetic system is highly archetypal. It can also be
described as Dionysiac. This type of culture is "based on a tense exposure of
the prophetic mind to eplphany".3 In this respect Tsvetaeva's writings on
Pushkin are of particular interest. Firstly, it is fascinating to see how
Tsvetaeva used Pushkin's life to model her creative biography, highlighting
the most tragic and rebellious aspects of his life. In her writings (especially
of the 1930s) Tsvetaeva presented her life as a collection of

recurrent situations from Pushkin's works and life. Secondly, it is rewarding

! J.R. Doring-Smirnova, I.Smirnov, Ocherki po istoricheskoi tipologii
kul’tary: ..> realizm - (..) -> Postsimvolizm (Avangard) - .., NRL —
Almanach, Sonderband. Salzburg, 1982, p.9.

2 Northrop Frye, Fables of Identity. Studies in Poetic Mythology, San Diego,
1984, p.14.

3 Ibid., pa7.
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to research into the motifs and myths exploited both by Pushkin and
Tsvetaeva in order to establish a parallel in their outlook and creative tasks.
Thirdly, Tsvetaeva's interest in Pushkin coincides with the important period
in her life when her poetic evolution came to its end. Therefore, her
meditations on Pushkin's themes provide us with invaluable insight into her
own artistic method and views. Apart from the points mentioned above, it is
particularly important to establish significant differences between Pushkin
and Tsvetaeva. The latter, in spite of her belief in an affinity with Pushkin,
proves in the course of the analysis of this work to be a true avant-garde
writer. Her perception of Pushkin and experience of his writings were very
much influenced by Symbolist culture. Even when Tsvetaeva used Pushkin's
name in her arguments with the émigré Russian cultural establishment in
the 1930s in order to promote her own views and taste, one strongly feels
that Tsvetaeva's isolation was largely due on the one hand to her lingering
attraction towards the culture of Russian Symbolism. On the other hand, she
was ahead of her time in her poetic achievements: she successfully developed
the line of the Russian Futurists in exploiting the potential of the Russian
language in order to create a new poetic language (especially on the

syntactical level).

Tsvetaeva's writings provide a wealth of material on Pushkin. This
includes her poems about Pushkin, essays on Pushkin and his works,
references to Pushkin's texts in her own works and letters, and finally her
translations of Pashkin's poems into French. It seems that she was the fir§t
Russian poet after Briusov who showed such a persistent interest in
Pushkin's work. However, this might be due once again to Tsvetaeva's
attempt to challenge the authority of Russian Symbolism: puzzlingly,
Tsvetaeva's essay "Moi Pushkin" shares the title of Briusov's book (a
collection of 22 articles) on Pushkin.*

Tsvetaeva's poetics can be defined as neo-Baroque. The idea of
mirroring (or reflecting others) forms one of the essential principles of her
method. Tsvetaeva herself indicated it very clearly by exploiting the origin
of her Christian name Marina. In spite of the establishment of direct links

between the lyric persona in Tsvetaeva's works and the water element,®

4 valerii Briusov, Moi Pushkin, Moscow, 1929,

5 See, for example, Jerzy Faryno, Mifologizm i teologizm Tsvetaevoi, Wiener
Slawistischer Almanach, Sonderband, 18, Vienna, 1985, pp.393-95.
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scholars have failed to discover the functional meaning of Tsvetaeva's model.
One of the functions of water images in European art is to reflect and act
as a mirror. Such a function makes Tsvetaeva's lyric persona very flexible
and helps her to interact with other poetic systems. It is no coincidence

that Akhmatova, in the poem "Pozdnii otvet"” (1940), called Tsvetaeva "a
double” and "a mocking bird".®

The other important feature of avant-garde poetics (and of Tsvetaeva's
method, in particular) is the orientation towards the "opén work" (as it was
described by Umberto Eco’). Open works suggest polysemy. The polysemantic
approach is strongly felt in Tsvetaeva's attitude to Pushkin, especially in her
essay "Moi Pushkin" (discussed in chapter 5 below). This becomes evident in
the course of the analysis of how Tsvetaeva exploited the most suggestive
elements of Pushkin's writings and used them for her translation of
Pushkin's poetic code into the language of the avant-garde. This can be seen
by a close look at Tsvetaeva's translations of Pushkin's poems into French

(undertaken in chapter 1 below).

Tsvetaeva's attitude to Pushkin differs from the scholarly approach to
Pushkin's work of Briusov, Khodasevich and Akhmatova. In contrast to their
goal of objectivity, Tsvetaeva created a personal myth about her kinship with
Pushkin. In other words, she put biographical details of Pushkin's life into
her own cultural and biographical context. Thus, Tsvetaeva created a model
of her life supposedly pre-destined, in her view, from the beginning. She
claimed, for example in the first sentence of the essay "Mat/ i muzyka", that
her mother hoped for a son, Alexander, while pregnant with Marina:

Koraa BMECTO XeJaHHOr O, npeapeleHHoro, NOYTH
NPMKa3aHHOrO CHHa AJeKxcaHapa PpOARJach TOJbLKO BCero s,
MaTb C€aMOJIOGNBO MNPOrJOTHB B3A0X, CKasana: ,[lo kpa#tHeft

Mepe, Gyaet mysuxantuia“. (P, p.58).

One of Tsvetaeva's letters to A.Berg also illustrates that Tsvetaeva
created a myth about kinship with Pushkin:

¢ Anna Akhmatova, V 5 knigakh, [4], Posle vsego, Compiled and edited by
R.D.Timenchik and K.M.Polivanov, with an afterword by R.D.Timenchik,
Moscow, 1989, pp.204-0S5. '

7 Umberto Eco, The Open Work, London, 1989, pp.1-23.
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Mosi Marb XoTena cHHa ANeKCaHApa, pPOAMJachL — S, HO C

Ayuiok (aa m ronopo#!) chHa A.vuexcaﬂ,npa.8

In Tsvetaeva's essay "Moi Pushkin" this myth is linked more clearly to
the tragic course of Pushkin's life. In other words, Tsvetaeva created her
own mythological model of a poet's fate based on Pushkin's life and applied
it directly to herself (as will be shown in chapter 5 below).

Another interesting aspect of Tsvetaeva's attitude to Pushkin is
revealed in the way she used allusions to Pushkin's life and poems in her
own writings. Very often they act as coded signals which indicate either the -
theme of a tragic life or motifs of rebellion, or - as in the poem "Rel’/sy" —
they are identified with elemental forces (see chapter 2 below). Occasionally
Tsvetaeva linked Pushkinian motifs to her Dionysiac themes and prophecies.
Thus, Tsvetaeva claimed in the letter to Berg quoted above that her poem
"Andrei Shen’/e" (1918) was highly prophetic, and for her it turned out to be
true in 1938. (Tsvetaeva's interest in the French poet was influenced by
Pushkin's treatment of his name in association with the themes of rebellion
and the Decembrist movement.) It is interesting to outline in Tsvetaeva's
interpretation of Pushkin's life and personality her determination to present
Pushkin's tragic death as a desired dénouement. She saw in Pushkin a man
with will power who, in her view, had conquered elemental forces -by
following his destiny. This is the most crucial point of Tsvetaeva's
understanding of Pushkin, which will be highlighted in chapters 2 and 3.

Tsvetaeva's manifestation of kinship with Pushkin can be detected as
early as 1913 — in the poem "Vstrecha s Pushkinym". Pushkin, as one of the
characters of the poem, is presented by Tsvetaeva in the context of the
Orphic myth (this point is discussed in more detail in chapter 2). Also,
Tsvetaeva's setting of the meeting with Pushkin was markedly inspired by
Pushkin's poem "Tavrida", in which he claimed that after death his spirit
would reappear in that part of the Crimea. Moreover, one should not
overlook the significance of Pushkin's poem used by Tsvetaeva as a subtext
in her essays about Voloshin and Mandel/stam. The elegiac note borrowed by
Tsvetaeva from "Tavrida" forms an important background for Tsvetaeva's
necrological essays. It is in this very poem that Pushkin created a personal
myth about the Crimea as a land of dead souls (to some extent Pushkin's

myth derived from ancient Greek belief). Tsvetaeva's allusions to "Tavrida”

8 Pis/ma Mariny Tsvetaevol k Ariadne Berg, 1934-1939, Paris, 1990, p.62.



are analysed in chapter 2 below.

Tsvetaeva's writings on Pushkin (and the rest of her work of the
1930s) are strongly marked with an outlook based on existentialist
philosophy. In this respect Tsvetaeva stood close to the views of the
Russian existentialist philosopher Lev Shestov (who was a personal friend of
hers in Paris at the time). Tsvetaeva often applied to Pushkin's texts the
existential projection (to use Frye's definition).” From this point of view,
Tsvetaeva's intepretation of the poem "K moriu" is a ‘good example. Thus she
invented a new meaning for Pushkin's word "potuie" (in the line "Botue
pBanach ayma mos") which means “in vain" in Old Slavonic. Instead of the
original meaning of the word, Tsvetaeva inserted (in her essay "Moi
Pushkin”) her own interpretation of the word as "over there" (having in mind
the existence of the desired world where things are different from the real
one). In her essay "Istorila odnogo posviashcheniia” she claimed that to
reach God is the final goal of any artist, although it is done through
rejection of the mundane world (P, p.285). In this existential projection
Tsvetaeva, in her view, could prove to be the boy Alexander. It is also not a
coincidence that Tsvetaeva invented a ritual (in "Moi Pushkin") in the course
of which she identified herself directly with Pushkin by allowing herself to
put his would-be signature under the quotation from the poem "K moriu"
(see chapter 5).

Tsvetaeva's myth about her kinship with Pushkin extended to her
behavioural patterns, too. For instance, on her return to Moscow in 1939
Tsvetaeva liked to compare herself to a blackamoor. This gesture was quite
significant from the semiotic point of view: in the context of Russian
culture this remark could have been applied only to one famous Russian
known for his negritude — to Pushkin. Moreover, in Tsvetaeva's works
negritude and darkness of skin symbolise rebelliousness and displacement
(this point is discussed in particular in chapters 2 and §). Occasionally, Pushkin's
characters were also employed by Tsvetaeva in her own mythological

vein or were used as semiotic stereotypes for moulding her self-image. This is

 "The introduction of an omen or portent, or the device of making a whole
story the fulfilment of a prophecy given at the beginning [...). Such a device
suggests, in its existentialist projection, a conception of ineluctable fate or
hidden omnipotent will." — Northrop Frye, Anatomy of Criticism. Four
Essays, Princeton, 1973, p.139. In addition see: ibid., pp.63-65, 21it.
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especially true about Pushkin's Tat/iana and personages from the play "Pir
vo vremia chumy" (this point is dealt with in chapters 4 and 5). In addition,
one should point out that in the essay "Moi Pushkin" Tsvetaeva outlined
certain rhetorical figures (in the style of Baroque poetics) from Pushkin's
life and writings seen by her as one text, as will be analysed further.

One of the most interesting recreations of Tsvetaeva from Pushkin's
works is the image of a sacral guide based on the chafacter from his story
"Kapitanskaila dochka" — "Vozhatyi". In Tsvetaeva's .poetics this image is
merged with a figure from Greek mythology — Charon. Thus, in the essay
"Nezdeshnii vecher" Tsvetaeva depicts its central character — Kuzmin — in
the same manner as Vozhatyl appeared in Pushkin's story. She recreates the
atmosphere of the snow-storm from "Kapitanskaiia dochka", too. In the
context of the elegiac note in which the narration is presented together
with the existentialist title, allusion to Pushkin stands out as a symbol of
Tsvetaeva's own , fate. In "Nezdeshnii vecher" Tsvetaeva merges two
mythological models from Pushkin's work, seeing them as an embodiment of
the same elemental forces: a snowstorm (from the story "Kapitanskaiia
dochka") and a plague (from the play “Pir vo vremia chumy"). It is
interesting that the same identification takes place in Tsvetaeva's translation
into Prench of Pushkin's song from the play "Pir vo vremia chumy".
Tsvetaeva linked this motif to the course of history, and more specifically
to the October revolution which brought chaos and elemental forces into
life. Tsvetaeva concludes in "Nezdeshnii vecher" that all Russian poets were
crushed by these elemental forces:

O, KaK MH CKOpPO NOTOM — Bce yuran! B Ty camyio BblOry, Hac
rpPoOsSHO M BepHO crteperuiyo. (P, p.273)

Tsvetaeva took up Pushkin's writings because they contained the same
sort of problems which she had to face in her own times. They can be
identified as follows: "the artist and history", "the artist and the elements",
“the tragedy of the artist's fate”, "art and its links with folk tradition”,
"innovation in poetic language" and as a consequence — "the poet's conflict
‘with established taste and tradition”.

To Tsvetaeva (and to some Russian Symbolists, including Blok)
Pushkin himself became a symbol of rebelliousness and freedom. That is why
Tsvetaeva focused her attention on Pushkin's relationship with the political
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regime of his time, reducing it to the conflict of "a poet and the tsar". (See
chapters 2 and 3 on this point.) However, Tsvetaeva's own political views
were rather complicated and in many ways controversial. It seems that her
views experienced an evolution: from complete rejection of the revolution to
understanding its historical necessity in her later life. Thus, in the poem
"Petru” (written in 1920) Tsvetaeva condemns Peter the Great for his reforms
which led, in her view, to the events of 1917:

PojoHauanbHNK — TW — pasBajmH,
ToGoit — cKuTH ropar!
TBoeo xe pykok npopajieH

Teo# GacHocaoBHHHA rpaa...

Conb BLICOANA, M3MLUINA MLUIbLOE —
Tu, rocyaapb-Kycrapb!
[epxaBHoro oaHodpammabna

Kpoeb Ha TeGe, Gyntaps! (Tsvetaeva 1990, p.182)'°

By contrast, her cycle "Stikhi k Pushkinu” (1931) contains a different
portrait of Peter the Great, who is juxtaposed to Tsar Nicholas the First in
the poem "Petr i Pushkin". Tsvetaeva depicted a would-be admiring
relationship between Pushkin and Peter the Great, claiming that he would
have allowed Pushkin to maintain his freedom of writing. (See the analysis
of this cycle in chapter 2). It seems that at the end of the 1920s
and the ©beginning of the 19308 Tsvetaeva was to some extent
under the influence of the Eurasian movement (chapters 5 and 6 deal with
this aspect of Tsvetaeva's outlook), which approved the course of
Russian history as inevitable. Tsvetaeva went even further by praising the
achievements of Soviet literature. In her article "O novoi russkoi detskoi
knige"”(1931) Tsvetaeva claimed that Russian children's literature was the best

10 Tgvetaeva's poem undoubtedly echoes the historicism of Voloshin who
influenced Tsvetaeva's views at the time and expressed a similar attitude to
Peter the Great, who is blamed by the poet for the shooting of the tsarist
family:

Bcé& xonueno. [TerpoBckmi 3aMKHYT Kpyr.

Beanknk Ilerp Gun nepBLift GOAbILIEBHK, —

M. Voloshin, "Rossiia. Fragmenty neokonchennoi poemy", Stikhotvoreniia i
poemy v dvukh tomakh, volume 1, Paris, 1982, p.344.
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in the world due to its highly developed poetic language. Tsvetaeva

juxtaposed it in this article to the poetic language of émigré authors, whom
she criticised for its pseudo-fantastic elements:

Ymraewn, BocxnitaeniLcs, N: KTo 310 nmuer? Hukro.
BesumsHHuA. ViMsi, HRdero He rosopsamee. ITnirer BwcoKast

KyapTypa craxa. (588, 2, p.352)

Tsvetaeva even felt that her main readership.was in Soviet Russia.!!
This attitude provides a clue to Tsvetaeva's nostalgic feelings towards
Russia, which have puzzled many scholars 12 Also, to the annoyance of the
émigré establishment, Tsvetaeva openly praised Maiakovskii and Pasternak.
However, Tsvetaeva held strong views about the monarchy and the White
army movement. She was notorious for being fond of the text books on
history written by her step-grandfather Ilovaiskii, who was a loyal
monarchist. Tsvetaeva's long poem about the tsarist family was, in her
opinion, a continuation of Ilovaiskii's historical writings.

Moreover, Tsvetaeva believed that she was not only a poet but also a
historian. To a much greater extent this can be said about Pushkin.
Although Tsvetaeva did not, like Pushkin, have a chance to work with
archives, she tried to undertake a significant amount of research for her
long poems "Perekop” and "Poema o tsarskoi sem’/e”. This alone proves that
she was not oblivious to historical events and politics as some scholars
claimed her to be. Tsvetaeva wrote about herself as follows:

11 Tgvetaeva felt that she did not receive adequate recognition in the
Parisian cultural milieu, especially from editors. She wrote in a letter to
Vadim Rudnev, one of the editors of the most influential journal
Sovremennye zapiski: "3a 5T roan s o6benach H ONRJAaCh Tropeybio.
Ievataloch 51 ¢ 1910r. (Mosi meppasi KHRra mnMmeercsi B TypreHeBcKoh
6n6amoTexe), a HuHe — 1933r.,, m wMmens Bce eme 34ech CUATAOT RGO
HaumHaomwmM, an6o mobGnrenemM, — KakKMM-To racrpoiepom. I'osopio 3s1ecy, K60
B Poccmm MoMm CTHXM KMEOTCA B XpecToOMaTHsAX, Kak oOpasnud o6pasHoft
KpaTkoA peun, — camMa JAepxala B pyKkax M pajposairach, N60 HHYero Ans
TaKoro NMPMSHaHAA He cAaejana, a, KaxerTcsl, Bcé — NpPOTHB..." — Quoted from

Viktoriia Shveitser, Byt i bytie Mariny Tsvetaevoi, Paris, 1988, p.409.

12 1p particular, Shveitser draws attention to this controversial issue in a

section of her book "Toska po Rodine": ibid., pp.426-57.
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Bo mHe BeuHo M cTpacTHO 6OPIOTCSA MNOT M MNCTOPMK. 3HaK©

3TO0 mo cBoek orpomHOK (HeOKOHYeHHON) Beum o Llapcko#

CeMbe, rae ncropmk nosrta - sarsan. (NP, p.434)

Unfortunately, we do not have enough evidence to support Tsvetaeva's
statement: only fragments of the text of her poem about the tsarist family
survive. In spite of Tsvetaeva's statement, one can certainly draw a line

between Pushkin's and Tsvetaeva's treatment of hlstorj.

Mention was made above that Pushkin's poetic code was a part of the
primary poetic system. According to Tynianov, Pushkin's evolution involved
a development towards historical, documentary or even scientific texts.!® In
other words realism, with its tendency to treat a text as referring to reality,
prevailed in Pushkin's writings. Undoubtedly, this aspect of Pushkin's work
was of great interest to Tsvetaeva. It is especially felt in "Pushkin i
Pugachev”, her last essay on Pushkin. However, Tsvetaeva did not see the
facts of real life as her priority. Her poetic code derived from avant-garde
tradition. Therefore, Tsvetaeva perceived the world as language (using
Smimov's words cited above). She applied the logic of the work of art to
reality. Even in her essay "Pushkin i Pugachev' Tsvetaeva presented facts in
a distorted way. For example, she made her readers believe that Pushkin
created "Kapitanskaia dochka" after writing the historical account "Istoriia
Pugachevskogo bunta”. In fact, Tsvetaeva displayed her conviction of the
priority of text over reality. Her Pushkin in this essay is the exact image of
Tsvetaeva herself, who depicted reality in mythological and mythopoetical
terms. (Chapter 6 provides an analysis of this point.) What especially makes
one think in this way is Tsvetaeva's statement about an autobiographical
element in her writings. Thus, in a letter to lashchenko she wrote: "SI cBowo
aBTOGMOrpadio NIy depe3 APYrAX, T.e. KaK Apyrie ce6s, MOTY TOGHTDL
HCKIOYATENbLHO APYroro.” % Therefore, one can assume that Pushkin is used

by Tsvetaeva as an excuse to talk about herself.

Another interesting aspect of Tsvetaeva's vision of Pushkin is her

3 Tynianov convincingly shows in his analysis of Pushkin's writings that
Pushkin's experience of working with archive documents led him to
introduce the methods of scientific writing into fiction. — Iu.N. Tynianov,
Pushkin | ego sovremenniki, Moscow, 1969, p.164.

% Russkii Berlin 1921-1923, ed. L.Fleishman, R. Hughes and O.Raevskaia-
Hughes, Paris, 1983, p.158.
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interest in Pushkin's duel. In Tsvetaeva's view, it was equivalent to suicide.
(This point is discussed in more detail in chapters 3 and 4.) The act of
suicide was always on Tsvetaeva's mind. In particular, after the Bolshevik
revolution, Tsvetaeva praised Stakhovich (who hanged himself) for his
courage in expressing protest against the course of history in this way.
Later, Tsvetaeva wrote poems in memory of Esenin and Maiakovskii, seeing
poetical motifs in their suicides (this is particularly evident in poem 6 of
the cycle "Maiakovskomu”). It is also interesting to observe how Tsvetaeva
endowed Pushkin with the same destiny and fate which she wanted to
outline in her own creative biography. Thus, in the essay "Natal/ia
Goncharova" (discussed in chapter 3 below) she interpreted Pushkin's life in
teleological terms, linking it to the Greek concept of Moirae. Tsvetaeva
retold Pushkin's life in a way which imitated the legend about the three
daughters of Zeus who were spinning the threads of human life:

CmepTtb Ilymikmua [...] BepHylach K MeCTy CBOEro MCXOXAEHMS:
Ha nepBoM TKankKoM ctaHke AG6pama 'oHuapa Tkamnace cMepTb
IMywknHa. (S88, 2, p.65)

Moreover, Tsvetaeva saw the roots of Pushkin's death in his rebellious
background :

Boabuie ckaxy: BoiabTep XNa B HeM, M B KaKOM-TO CMHiciae (He
xeHHTb6a Ha T'oHuaposoit, — a... "TaBparanaan” xotsi 6H) B
nepepoae Ha ¢paHNY3CKKit BepHyBlUeicsi B CBOl0O KoanbGeib;
cmepTh [IymiknHa — pykoft [lantaca — camoyGmitctBo. [JaHTac —
ancien régime? [a, [JaHTdC, CMEOIMACS B JANO YMHpaollEeMy,
nyiue, 4eM BOJdbTEpbsiHEIN, CMELMACS B JIHRO TOAbLKO CBOEH.
[..] Ockan [lantaca — BOT pacmiiaTa 3a COGCTBEHHHA CMEILOK.
(Ibid.)

By comparing Tsvetaeva's descriptions of Pushkin to her portrayal of
Maiakovskii, it becomes possible to adumbrate Tsvetaeva’s mythopoetical
model applied to both. Firstly, Tsvetaeva traced the same rebellious aspects
of Malakovskii (in the cycle "Maiakovskomu", which followed her essay
"Natal/ia Goncharova” and preceded the cycle "Stikhi k Pushkinu") as she

outlined in Pushkin under the influence of Voltaire.

Tsvetaeva's description, quoted above, of Pushkin as "BoabTeppsinen”

(which was a synonym for a free-thinker in Pushkin's times) points to her
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vision of the poet not only as a radical, but also as a person of great will
power (as mentioned above). Tsvetaeva (always interested in etymology)
revived the link between the Russian word "Boabuuh" ("free") and the word
"Bonn" (will). In Tsvetaeva's poetic code Pushkin is presented as not only
Voltairean but also volitive. In other words, Tsvetaeva's mythopoetical model
is based around the Latin stem '"volo" meaning "I wish". This brings us
closer to understanding why Tsvetaeva gave her own interpretation of
Pushkin's death in theomachistic terms. In her own poetry the theomachistic
motif is one of the dominant elements. It usually appears against an ancient
Greek mythological background. Thus, in chapter 8 of the long poem "Poema
gory", Tsvetaeva states that the gods take revenge on their doubles. In the
case of Pushkin, Tsvetaeva brings out this particular element while
describing his life in "Moi Pushkin” and "Natal/ia Goncharova”. In
Tsvetaeva's poetic code Pushkin's wife is a metonymy for Helen of Troy.
Tsvetaeva's plays (on classical themes) were intended to be compiled under
the title "Gnev Afrodlty". The same mode is applied by Tsvetaeva to
Maiakovskii, linking his suicide to a woman who (as in Pushkin's case) is

presented as Helen of Troy:

Moaoaen! He npown6es!
A xeHumHH paam — uTO X!
U Eneny mapumbkoh

— INoaymaBum — HasoBewb. ( Tsvetaeva 1990, p.408)

It is important to point out that Tsvetaeva's treatment of classical
themes and antiquity in general is not just provoked by her perception of

literature as myth: it is also inspired by her interest in the ethical values of
the past.

Tsvetaeva's perception of antiquity was influenced by Nietzsche whose
book The Birth of Tragedy she knew very well. The trace of this influence is
felt in the main motif of Tsvetaeva's works: it was defined by Mirskil as a
renaissance of the heroic.!®> Antiquity from this point of view seemed to
Tsvetaeva and her contemporaries to be an example of heroic deeds. Thus,
Akhmatova commented on Pushkin's preoccupation with Cleopatra in the

following way:

18 D, Mirskii, "Veianiia smerti v predrevol«utsionnol literature”, Versty, Paris,
2, 1927, p.253.
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9Ta mopecThb C CTAXOTBOPHHMMN HYIIKNHCKAMH BCTaBKaMK 1O
XaHpy odeHb O6JM3Ka NPOM3BEAEHHIO, HOCSIIEMY YCIOBHOE
saraaBre ‘MH npoBoAmAM Beuep..'; TaM TOXe MNyIUKWHCKas
CTHXOTBOPHAsA BCTABKa W Ta e TeMa CMepTHA MYXeCTBEHHOH,

Ao6poBoAbHORK, M Ta xe aHTHYHOCTbL (camoyGmitcTBO) [..)%

Tsvetaeva's attempt to present Pushkin's death as a suicide (discussed
above) is moulded in the same manner. In other words, both Akhmatova and
Tsvetaeva experienced the influence of Nietzsche and, im the case of
Tsvetaeva's perception of Pushkin, the heroic nature of his character is
particularly highlighted. In a letter to Ivask (in 1935) Tsvetaeva wrote about
Pushkin and herself in truly Nietzschian terms:

Bce nHacrosumme sHann ceGe meny — c¢ Ilymknaa HaunHasa (o
Nymxnua! Aan M.6. — xonuan, n6o a neppan nocae [lymxnHa
KTO T7TaK paaoBalICs CBOef Crie, TaK OTKPHTO, TaK —

6ecKOpHCTHO, Tak — HenepeyGeanmmo!). Lleny cBoe#t cuue. [...]

Heabsa He 3HaTh cbBoeX CHAH. MOXHO TOJNLKO He 3HAThL

ee npeaenoB. Heabsa He sHarb. [...]

Bca Hamla XASHb — CINIOLIHOE CHACXOXAeHMe (dejoBeKa

B Hac, a MOXxeT GHTL — GoxecTBa) K MaJIHM cnm.!?

Tsvetaeva's cycle "Stikhi k Pushkinu" bears a strong mark of this
deity-like character. (This will be discussed in more detail in chapter 2)
However, Tsvetaeva's understanding of Pushkin as heroic is not unique. In
1906 Merezhkovskii, for whom Tsvetaeva held a high regard, published a
book on Pushkin in which he claimed that Pushkin's poetry was permeated
with what he called "aristocratic spirit”". In Merezhkovskii's opinion, there is
no difference between a hero and a poet:

Kakaa pasunmna Mexay repoem K mno3tom? Ilo cymecrBy —
HAKAKOA; pasHAna BO BHEIIHNX MNPOABJEHAAX: repoA — NO3T
AeACTBNA, MO3T — repoi coszepnannsi. Oba paspylwaoT Ccrapyio

XNA3HbL, CO3HAAIOT HOBYIO, 06a POXAAIOTCA H3 OAHOR craxnn.'®

16 Anna Akhmatova, O Pushkine, Leningrad, 1977, pp.202-03.

17 vpis/ma M.I.Tsvetaevoi Iu.P.lvasku (1933-1937 gg.)", Russkii literaturnyi
arkhiv, New York, 1956, p.221.

18 1y, Merezhkovskii, Vechnye sputniki. Pushkin, St. Petersburg, 1906, p.54.
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This attitude is shared by Tsvetaeva. In her poetic code, heroic and
poetic aspects are entwined. That is why Merezhkovskii's characterisation of
Napoleon and Byron as spiritual brothers (whose fate and sufferings were
similar), extracted from Pushkin's "K moriu", contains a key element of
Tsvetaeva's poetic code. Tsvetaeva praised heroes and poets equally,
perceiving their exceptional qualities as a gift from God. In Merezhkovskii's
view, Pushkin sought heroic elements in every path of life — even in
Christian compassion. Merezhkovskii argued that Pushkin saw the same
source of inspiration in heroism and Christian acts of mercy: an intention to
surpass one's human nature. If we look more closely at Tsvetaeva's writings,
we may notice that her perception of the poetic elements of life is
strikingly similar to Merezhkovskii's interpretation of Pushkin's poetry. In
this vein, Tsvetaeva created a parallel between Pushkin and Del/vig and her
Eurasian friends in the poem "Novogodniaia (1)", and between Pushkin and
Pugachev in the essay "Pushkin i Pugachev". This attitude led Tsvetaeva to
defend her own husband after he was accused of murdering a Russian
diplomat. In fact, it would be more accurate to say that Tsvetaeva kept
defending her myth about her husband, whom she presented in her poetry as

a hero and even as St George (see the cycle of poems "Georgii").

Another interesting aspect of the topic "Tsvetaeva and Pushkin”
emerges from investigation of the motifs and myths exploited by both poets.
In this respect the investigation of the treatment of the Cnidus myth by
both Pushkin and Tsvetaeva is particularly revealing. Moreover, the analysis
of this aspect in chapter 3 of this work leads to a conclusion about
Tsvetaeva's awareness of the significance of the Cnidus myth for Pushkin. In
brief, this myth is based on the belief that some forces interfere with
human love in a very destructive manner. It is possible to suggest that
Tsvetaeva consciously developed the aspect of research into Pushkin's
mythology which was undertaken by Khodasevich in his early book on
Russian poetry.19 Tsvetaeva knew Khodasevich well, and in Prague she
regularly met not only him but his friend Roman Jakobson too. All of them
can be grouped as authorities on Pushkin who were interested in Pushkin's

19 v, F. Khodasevich, "Peterburgskie povesti Pushkina", in his Stat/i o russkoi
poezii, Petrograd, 1922.
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mythology. Jakobson's research on the role of the sculptural myth in
Pushkin's work2® reflects, perhaps, the interest in myth and the mythological
aspects of Russian poetry on the part of authors who form the
post-Symbolist school of thought. The sculptural myth was exploited by
Tsvetaeva in her own poetry and in her works on Puskhin, as will be
illustrated further in chapter 3.

The other myth which appears both in Pushkin's and Tsvetaeva's works
is the shade myth. This myth suggests an encounter with a dead beloved or
poet. Senderovich has provided a very exhaustive study of ths myth in
Pushkin's poetry (especially in relation to Ovid and Del’vig).?! In this
respect Tsvetaeva's poetry contains a definite analogy with Pushkin's
writings. The shade myth plays a highly significant role in her own works —
especially when it is applied to the theme of encountering poets. Thus,
Tsvetaeva's very first poem about Pushkin, "Vstrecha s Pushkinym", is a
good example. Also the same motif is very dominant in her cycle "Stikhi k
Bloku" and in the long poem "Novogodnee" (written on Rilke's death).
Chapter 3 will investigate this aspect of Tsvetaeva's poetry against the
background of Pushkin's poetry. The way in which Tsvetaeva exploited
Pushkin's imagery from the play "Kamennyl gost/" in her own writings will

also be discussed.

To summarise all the points mentioned above, one can outline a
strong feature of Tsvetaeva's treatment of Pushkin's work and life: she most
definitely translated Pushkin's poetic code into the language of the
avant-garde. Moreover, she presented it in the light of her own poetics,
which is in many ways Dionysiac and rooted in the concepts introduced into
European art by Nietzsche. Eve Malleret's description of Tsvetaeva's style can

be transferred to Tsvetaeva's image of Pushkin:

A cOté de I'humour, de la pose d'enfance, on trouve chez elle

une métaphysique matérialiste un peu A la manidre de

20 R, Jakobson, Pushkin and His Sculptural Myth, The Hague, 1975. (An early
version of this work appeared in 1937 in Prague.)

21 5. Senderovich, "On Pushkin's mythology: the shade-myth", Alexander
Pushkin. Symposium II, Columbus, Ohio, 1980, pp.103-15.
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Nietzsche, dont elle est si proche par sa conception

dionysiaque de l'art, entre autre.2?

22 E.Malleret, "Le statut du discours chez Tsvetaeva — une esthétique du
courage”, in Marina Tsvetaeva. Actes du ler colloque international (Lausanne,
30.vi - 3.vil 1982), Slavica Helvetica, 26, Bern, 1991, p.305.
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CHAPTER 1

An endeavour of fidelity? Tsvetaeva's French translations of Pushkin's poems
in the light of her poetics.

One of the most important stages in the stud} of Tsvetaeva's attitude
to Pushkin is analysis of her translations of Pushkin's poems into French.
This will shed some light on Tsvetaeva's perception of Pushkin and provide
an insight into her poetics. It becomes evident in the course of the analysis
of these translations that Tsvetaeva also attempted another kind of
translation: she translated Pushkin's texts into the language of
post-Symbolism. This assessment of Tsvetaeva's vision of Pushkin starts
with the analysis of these translations in order to establish the difference
in the poetics of two poets and to outline those aspects of Pushkin's works

on which Tsvetaeva focused her attention.

It is necessary to look at Tsvetaeva's translations in the context of
her creative evolution in order to highlight the significance of their role in
her poetic development. She undertook these translations in 1936, with a
view to their publication in the Belgian and French press, in order to
commemorate the 100th anniversary of Pushkin's death (in 1937). By this time
Tsvetaeva had written the essential body of her poetry, prose and essays.
Assessing Tsvetaeva's work of the 1930s, it is possible to isolate a dominant
theme which links them together. It can be called "the poet: his art and
poetic fate". Tsvetaeva's discourse on the essence of poetic art (In works
such as "Iskusstvo pri svete sovesti”, "Poety s istoriel 1 bez istorii”, and
“"Epos 1 lirika sovremennol Rossil") precedes her French translations of
Pushkin. Therefore, one can assume that in 1936 Tsvetaeva had a clear picture
of her own poetics and its relation to avant-garde art. Furthermore, analysis
of Tsvetaeva's translations helps us to understand Tsvetaeva's urge to write
such works as "Moi Pushkin" and "Pushkin 1 Pugachev”, in which the
features of the mythopoetry and myth-creating techniques of her art are

reinforced even more strongly.

In a letter to Anna Teskovd (26.01.1937) Tsvetaeva wrote:

W ecTh, HaxoHem, ¢paHnysckne nepepoanl Beie#: IlecHs ua
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[Impa BOo Bpemsi Uymu, IIpopok, K Hane, [lna Geperos
OoTYH3HH AanbHet, K Mmopio, 3akanHanue, [IpumMeTH — u ewe
neabit psid, KOTOPHX HHKAaK ¥ HHKyAa He MOry MNPHCTPONTbD.
Baoay — crteHa: ,Y Hac yxe ecTb nepesoan”. ([Iposoft — w
yxacHne). Buepa Ha ¢paHmysckom uectBoBaHHM B CopGoHHe,
o oTpHBKaM YKTanH Oor sHaer uré6. IlepeBoanam — ,0ueHb
Miuaast GapuumHa“ RAR ,TAaKOA-TO TOCNOANH C XeHOR" —
YacTHHE /KO, HAKAKOrO OTHOILEHHSE K I[O33HH He HMeollKe.
CioHMM MOH nepeBoAbn npeasoxua npop. Masony [...] — Tax
oH: — Mais nous avons déja des trds bonnes traductions des
podmes de Pouchkin, un de mes amis les a traduites avec sa

femme...

M 310 — npodeccop, m anaxe, kaxercsi — cpeTnao. (PAT,
pp.150-51)

The letter quoted above contains key elements of Tsvetaeva's approach
to translation. First of all, Tsvetaeva was categorically against prosaic
translations of Pushkin. Usually, twentieth-century French translators of
Russian poetry employed free verse which was neglected by Tsvetaeva in her
own poetic experiments: she believed in the resurrection of poetry's archaic,
magical and ritualistic functions, with an emphasis on rhythm, rhymes and
repetitions. (This point will be discussed in detail below.) Tsvetaeva's
preservation of the rigorous form of Pushkin's verse (with its system of
alternation of feminine and masculine rhymesj therefore contradicted the
established tradition in contemporary French literature. Secondly, Tsvetaeva
ruled out all translation work carried out by non-poets. This was due to her
belief in the existence of a poetic prototype or of an archetypal form of
poetry which, in her view, could be reproduced omnly by the “initiated".!

! In her essay "Zhivoe o zhivom" Tsvetaeva claimed that all poems have the
same source: "[..] Bce cTuxm, OuiBuIMe, cymmne K Gyaylme, HanHcaHW OAHOM

XeHIHHON — GesmmanHo#". (P, p.208)
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Tsvetaeva regarded poetry as being of mythos2 or ritual which could be
played out again and again. That is why she was convinced that she held a
special right to reproduce Pushkin's texts in Prench: “3Ham, uto T4K He
nepeseaer HAKTO" (PAT, p.142). It is {important to bear in mind that
Tsvetaeva translated her favourite Pushkin poems (as she pointed out in one
of her letters to Teskovd), and therefore one can assume that these poems
appealed to her own view of the world and of poetry. Some of her French

translations discussed below will be approached in this vein.

It I8 known that Tsvetaeva translated at least 14 of Pushkin's poems
into French, among them: "Svobody seiatel/ pustynnyi”, "K moriu”, "Prorok”,
"Poet", "Vospominanie”, "Niane", "Primety", "Poetu”, "Zaklinanie", "Dlia
beregov otchizny dal’nei”, "Besy", "Khvala chume" (from "Pir vo vremia

.3 Tsvetaeva intended some of these translations to be published in a

chumy
Belgian collection of works in honour of Pushkin, and a poem ("Besy")
appeared in the Parisian pamphlet Pushkin which was prepared for
publication by Professor N.Kul/man. In recent years some of these
translations have been published in Russia, Vienna and Paris. For this
analysis I have chosen five translations published by Efim Etkind (in Wiener

Slawistischer Almanach, Sonderband, 3) and two poems ("Besy” and "Khvala

2 In this study, the term mythos is used in the sense applied by N.Frye:
"The narrative of a work of literature, considered as the grammar or order
of words (literal narrative), plot or "argument” (descriptive narrative),
secondary imitation of action (formal narrative), imitation of generic and
recurrent action or ritual (archetypal mnarrative), or imitation of an
omnipotent god or human society (anagogic narrative)”. — Northrop Frye,
Anatomy of Criticism, Princeton, 1973, pp.366-67.

3 Aleksandr Sumerkin refers to another poem which, in his view, was also
translated by Tsvetaeva. He claims, quoting the programme of the concert,
that Tsvetaeva recited Pushkin's poem "la vas liubil" in her French
translation at the concert organised to commemorate the centenary of
Pushkins death in Paris on 8 June 1937. — Marina Tsvetaeva, Stikhotvoreniia i
poemy v piati tomakh, vol.3, New York, 1983, p.502.
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chume") published by V.V.Ivanov in Masterstvo perevoda 1966.* They reflect
very well Tsvetaeva's tendency to present Pushkin's poems as avant-garde
writings. The themes raised by Pushkin in these works also coincided with
topics which were of great interest to Tsvetaeva herself. Subsequently, this
will help to reveal some alterations made to the original texts, done to
preserve Tsvetaeva's own stylistic preferences. As will be seen below, the
analysis of the seven translations will provide a picture of Tsvetaeva's
interpretation of Pushkin's poetry and of how "they articulated her
mythopoetic approach. Most of the poems translated by Tsvetaeva relate to
the theme highlighted above: "the poet: his art and his fate". This problem
was at the centre of Tsvetaeva's attention in the 1930s, and it is very
fruitful to talk about these translations using her essay "Iskusstvo pri svete
sovesti” as a background. It is also important to bear in mind that
Tsvetaeva was mostly attracted to Pushkin's work of the 1830s, the most
disturbing and phl]osophlcal period in Pushkin's evolution. Tsvetaeva herself
described Pushkin in the 1830s (in the above-mentioned essay) as "[lymkwuH

BaJbCHHraMOBOR 33AYMUYHBOCTH".

Some of the poems can be grouped in accordance with their theme,
and some of them contain analogies with Tsvetaeva's own work. Thus
Pushkin's poem "Besy" in Tsvetaeva's translation appears to be an extension
of the devilry myth which permeated Russian literature of the twentieth
century. (This point will be discussed further.) All in all Tsvetaeva
established a strong parallel between Pushkin's experience (expressed in the
lyrical pieces she selected for translation) and her own life. This is
largely due to the fact that Tsvetaeva saw in Pushkin an archetypal kind of
poet reproducing aspects of his life in his poems as in a ritual or myth. In
the poem "Zaklinanie", for example, she reinforced the archaic, magical
function of words, fully extending its incantatory aspect. Some of the
translations represent what might be called versions of Pushkin's text. Thus,
in the translation of "Khvala chume", Tsvetaeva inserted the motif of
a disappearing generation (this motif was already formulated in works of her

own, for example "Nezdeshnii vecher", "Stikhi k synu”, "Strakhovka zhizni").

4 Efim Etkind, 'Marina Cvetaeva. Franzdsische Texte', in Marina Tsvetaeva.
Studien und Materialien, Wiener Slawistischer Almanach, Sonderband 3,
Vienna, 1981, pp.195-205; also Viach. Vs. Ivanov, 'O tsvetaevskikh perevodakh

pesni iz Pira vo vremia chumy i Besov Pushkina', Masterstvo perevoda 1966,
Moscow, 1968, pp.389-412.
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Tsvetaeva's expressed her approach to translating poetry as:

IlepeBOAUNK K ABYM JAaHHHM (eMy NO3TOM) OCHOBHHM:
NO3TOBLHM GOroAaHHHM CTpPOKaM — MHIeT — HaXOAHT ABe
sajaHHHe, HKIIeT B apceHale BOSMOXHOIO, HanpabJsieMbf
POKOBORA HEOGXOAMMOCTLIO PHPMH — K TeM, MepBHM, FOCNOAOM

(mo3TOM) AQHHHIX, SABJASIOLIAXCSA — HMIIEPATHBOM.

PnéMbi — K TemM xe BemlaM — Ha PasHHX MA3LKaAX —

pasHHe.

YTouHeHne: Pnpma Bcioay MoxeT OHThL 3aMeHeHa
¢msmxor (ctmxa). Taxk, HanpmMep, i CTPOKY, KOHYAOLIYIOCSA
amour W PHPMYOLYICA ¢ toujours, He HENpEMeHHO —

. nepepeay: n060BL — M KPOBb, HO paboTy s HaRfAy C JAydYIIMX
OCHOBHHX CTPOK ABYCTHKIIKHA H, AaB HX A&A€KBATHO, TO ¢€CThb
abCcoMOTHO — K Moeft, pycckoft, X TpaHCKpunnn#, 6yay HcCKaThb
— yxe B MOEM, PYCCKOM apceHale, NMHTasiCb AaTb — BTOpO#

(nocuapHui) abcoaor.” (S84, p.502)

Tsvetdeva's words about translation represent a treatment of the
works of others which matches the avant-garde perception of any text as an
open work. The same view was prevalent in Baroque art, and Tsvetaeva's
poetics can be classified as neo-Baroque. This is particularly evident in her
desire to preserve the rigid structural form of poems (in most of her
translations she retained the alternation of rhymes, and where possible she
tried to reproduce the rhythmical pattern of the original). At the same time
she used some elements within the suggested structure to produce the new
meaning (potentially concealed in the text). Such a technique can be defined
as 'poetic collage’. The new features brought by Tsvetaeva into the texts
include a reinforcement of rhymes (especially inner rhymes) and alliteration,

as well as her own intonation and syntax (based on an abundance of dashes).

It is worth mentioning that Tsvetaeva's preservation of a
syllabo-tonic system and rhyming in her French translations is in line with
the tradition established in Russian poetry. Thus, Pushkin's French verses
were written in accordance with Russian poetic tradition: see, for instance,
such poems as "Stances", "Mon portrait", "Couplets”, "Tien et mien, —dit
Lafontaine”. Pushkin's usage of French had a functional meaning: his French

verses were of playful context, they represented a love joke. However,
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Tsvetaeva's intention to follow Russian tradition could have been perceived
by a French audience as writing in a lyric genre. Tsvetaeva's orientation
towards French lyric tradition may have been intentional - firstly, because
her own poetry was largely based on Russian folk lyric tradition; and
secondly, because before undertaking the translation of Pushkin, Tsvetaeva
translated into French some Russian folk and revolutionary songs, and some
Soviet songs. (They are kept, together with her translations of Pushkin, in
the Central State Archive in Moscow, which is closed until 2001.) Tsvetaeva's
preoccupation with the lyric genre will be particularly evident in the course

of analysis of her translation of "Khvala chume” (below).

To clarify this analysis it is useful to outline three groups of
translations, according to their thematical structure. The first group can be
defined as poems on_"the Poet and poetry"”, the second as "Love lyrics", and
the third one is subordinated to the theme "Man and the elements".

The first group of poems includes "Le Podte”, "Le Prophdte" and
“Indices".

"Le Prophdte" is the most important of the translations of the first

group because it provides us with Tsvetaeva's image of the archetypal poet.

IIPOPOK LE PROPHETE
1 [lyXOBHOR XamA0l©0 TOMAM, 1 Dans le domaine de l'ardeur
2 B nycrie mpauHof s BAAURACH 2 Je me trainais sans fin ni cesse;
" - 3 Un Séraphin dans sa splendeur
3 LWeCTNKPHALA Cepadnm 4 Se présenta A ma détresse.
4 Ha nepenyrbe MHe SIBRICSI;
5§ [JlepcTtamMu nerkMMM KaKk COH 5 Et, tel un baume merveilleux,
6 MONX 3eHHN KOCHYACS OH: 6 Posa ses doigts sur mes ‘deux yeux.
7 Les yeux frémirent, puis - s'ouvrirent
7 OTpep3anch BelRe 3EHHINH, 8 Et, tels les yeux de l'aigle, virent.
8 Kak y mcnyraHHoOR OpJauiH.
9 Monx yuiegf KOCHyJCSs1 OH, 9 Mes deux oreilles il toucha
10 ¥V MX HANOJHWI IIyM W 3BOH: 10 Et les emplit un grand fracas.
11 J'ouis des cieux le large souffle,
11 Y eHsaa a HeGa coaporanbe, 12 Des anges le sublime vol,
12 WY ropuuft aHrenoB noiner, 13 Le coeur du germe dans le sol,
14 Le cours des monstres dans leur
MOPCKHKX N o
13 M ran P OABOAHLIt XOA, gouffre.
14 V aoapHef no03b npossibanbe.
15 W OoH x ycTamM MONM NpPHHHK, 15 Et me ployant comme un osier
16 Il arracha de mon gosier
16 ¥ suppai rpeumuit Mol 3K, 17 Ma langue vaine, langue folle.
17 ¥ npa3aHOCIOBHHA R JyKaBhiff,
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18 M xano Myapusi 3Mmen 18 Et de sa dextre toute en sang

19 La sage langue du serpent
19 B ycTa samepiune MoK 20 Y mit, - que pesent mes paroles.
20 BlOXHJI AeCHHIEIO KpPOBaBOA.

21 VMl oH MHe rpyab paccek Meuowm, 21 Et de son glaive me frappant
22 Y cepane TpenerHoe BHHYA, 22 Il m'enldva mon coeur de sdve.

23 U yras, nuaanowmik ortem, 23 Et un charbon incandescent

24 Bo Ipyib OTBEPCTYID BOABNHYN. 24 Mit dans la trace de son glaive.

25 Kak Tpynm B nycrhHe s1 aexadn, 25 Et je restais pareil aux morts,

26 Wl Gora raac xo MHe BO33Ban: 26 Et le Seigneur me dit alors:

27 «BoccTanb, NpOpOK, N BUXADL,  BHeMaK! 27 —Debout, Prophete! Vois, écoute!
28 Vicnoasnch Bojeio Moefl, 28 Emplis ton &tre de ton Dieu!
29 Que ta demeure soit - la route,

29 W, o6xoasa mopsi K seman, 30 Et que ton verbe soit - du feu.

30 Fnarosom xru cepana aoaeis.
(Pushkin, 1, p.3895) (WSA 3, p.203)

It is worth mentioning that Pushkin's " Prorok” was the most appealing of
these poems for the Russian Symbolists, who used it as a model for
creating their own. image of the poet. In Tsvetaeva's art, the idea of poetry
as prophecy was formulated in her cycles "Sivilla" and "Stikhi k Bloku". In
the latter, Blok appeared to bear a strong resemblance to Pushkin's prophet.
Tsvetaeva also held a belief in the magical powers of poetry, tracing it to
the ancient art of prophecy and shamanism. This was clearly expressed in
one of her poems, in which she applied the magic number 7 to poetry:
"CeMb — B OCHOBE MHKpa, ceMb — B ocHoBe JaupH”. In line with this belief,
Tsvetaeva divided Pushkin's "Prorok" into seven stanzas, seeing in it some
sort of sacral text. By contrast, Pushkin's poem contains only one stanza,
although Tsvetaeva's way of dividing it into seven stanzas is suggested by

its rhyming structure. (This point will be examined more closely below.)

Since Tsvetaeva saw "Prorok" as a canonic poem, her translation of it
preserves the same pattern of feminine and masculine rhymes. This pattern
was known in Russian poetry of the eighteenth and early nineteenth century

as "cnoco6 aabrepHanca”, and was originally taken by Russians from French
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poetry.s Tsvetaeva's knowledge of such classical poets as Racine and
Corneille helped her to reinforce the canonical elements of Pushkin's poetry
in her French reproduction of it. The rhyming pattern of Tsvetaeva's
translation therefore matches the original (wherever possible): the pattern
abab is present in lines 1-2-3-4 and 21-22-23-24. (These stanzas have
"cross-line" rhymes: masculine—masculine, feminine-feminine.) These stanzas
are thematically linked to the idea of spiritual thirst and its satisfaction.
Tsvetaeva reinforces the existing parallel on both the phonetical and the
imagistic levels. Tsvetaeva's version also offers a more symbolicised image
of Pushkin's desert: she calls it "le domaine de I'ardeur”. Pushkin's text
contains an alliteration of the sounds d,t : ayxosHo# xaxjol0 TOMHM, B
nycIhHHe, LIeCTHKPLUIIbIA, nepenyThe, cepane TpenérHoe etc. Tsvetaeva's version
has alliteration based on the sounds d,t and s,z: dans le domaine de l'ardeur,
un Séraphin dans sa splendeur se présenta & ma détresse. In fact she tends
to use wherever possible two types of alliteration: one is based on the
affinity of vowels and is typical for the French poetic tradition, the other is
brought into her French translation from Russian poetry and is based on the
correspondence of consonants. The latter violates the French language,
although it was inherited by Tsvetaeva from Russian Futurism with its
particular liking for an abundance of alliterating consonants. It is worth
mentioning that Tsvetaeva was aware of the difference between the two
poetic traditions: in her Russian translation of Baudelaire's "Le Voyage"
there is traditional French alliteration of vowels. All in all, the phonetical
structure of Tsvetaeva's translations bears a strong influence of the

experiments of the French and Russian Symbolists.

The second stanza of "Prorok" with its rhyming sequence aabb
(coH-oH, seHmnn-opannu) is somewhat self-contained, and has an important
chain of inner rhymes: con-on-sson. The inner rhymes are subordinated to
the idea of the spiritual transformation of the poet into a prophet. In

Pushkin's poetic code such images as "con" and "sBon" are related to the

s M. L. Gasparov, talking of the eighteenth-century Russian poetic tradition,
states that "..n3 ¢paHNY3CKOro CTHXOCIOXeHHSI ObiIO 3anHMCTBOBAHO TakK
HasbiBaeMoOe MPaBHIO ajlbTePHAHCA: CTHXH ¢ OAHOPOAHHIMH OKOHYaHHSIMH MOrYT
CTOAThL PSAOM TOJBKO €CIH OHKH PpHOMylOTCA Mexay coboit. [...]
CTHXOTBOPEHHSI, B KOTOPHX UYEPEAOBAJHCbL TOJAbLKO MYXCKHE MIH TOJAbKO
MEHCKHE OKOHuYaHMsi, Guan HeBosMoxuw". — M.L.Gasparov, Ocherk Iistorii
russkogo stikha. Metrika. Ritmika. Rifma. Strofika, Moscow, 1984, p.84.
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process of poetic inspiration and creation. From this point of view, the most
significant poem reflecting this state is "Stikhi, napisannye noch/iu vo
vremia bessonnitsy”. The same imagery appears in Tsvetaeva's poetry to
signal an encounter with another reality (for instance, in the poem "Vstrecha
s Pushkinym" or in the cycle "Stikhi k Bloku", in which the sound of the
divine bell appears, in Tsvetaeva's opinion, in the very name of Blok).
Tsvetaeva's translation of the stanza suprisingly omits all the suggestive
semantic elements. It demonstrates the translator’'s intention to preserve the
four-foot iambic metre of the original. This led her to make some lapses
such as the unnecessary translation of "momx ywe#" and "MoOuX 3eHnn" as
"mes deux yeux" and "mes deux oreilles”. Further, Tsvetaeva concentrated her
attention on the verbal structures of "Prorok"”, leaving out very important
laconic adjectives. She translated Pushkin's verb "otrpepsauch” as "frémirent",
which is not justified from the stylistic point of view, although Tsvetaeva
tried to create a powerful impression from the verb "oTBepsaamnchy” by

inserting into the text the rhyming verb "s'ouvrirent".

The next group of stanzas in "Prorok" (lines 9-14 and 15-20) uses the
interesting rhyming sequence aabcch. The two first lines are not changed by
Tsvetaeva, but the rest are presented in a different manner. The very last
stanza of "Prorok" is divided by Tsvetaeva into three pairs of two-line and
one four-line stanzas. This arrangement makes the translation more dynamic
(in the vein of Tsvetaeva's own poetry) and highlights God's command. Also
Tsvetaeva's exaggeratedly expressive language in the translation destroys
Pushkin's pantheistic presentation of images in "Prorok” based on the
neutrality of his style. Pushkin's use of conjunction throughout the poem is
not only the imitation of the biblical text; it also helps him to create the

union of semantically equal images — especially in lines 11-14.

Tsvetaeva's version takes us away from the harmonious union of
different elements of the world, providing us instead with a conglomeration
of images. Thus, Pushkin's "utyMm m 3spon" is presented as "un grand fracas";
"He6a coaporanbe” as "des cieux le large souffle”; and "ropum# aurenos
noner” is translated into "Des anges le sublime vol". Furthermore, the last
two lines of the above extract appear to be somewhat transformed into

Tsvetaeva's own poetic language.

In the translation there is a change in the sequence of events

described by Pushkin: the logic of Tsvetaeva's version moves us from the
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image of a grain in the soil to the sea. This change seems to be consistent
with Tsvetaeva's understanding of the evolution of the spirit. In such poems
as "Sivilla", "Peshchera” and "Naklon" there is a certain pattern of images
reflecting the logic of the evolution of the spirit from the sky to the sea.
The water element is essential in Tsvetaeva's poetic code as a place of birth
and rebirth (the whole poetic system of Tsvetaeva is based on the acting out
of her own Christian name which is related to water). It seems that
Tsvetaeva tries to highlight the analogy between the elements of alr and
water by using the approximate rhyme "souffle - gouffre”. We have another
indication of Tsvetaeva's concentration on spiritual rebirth in the poem: her
image of "le coeur du germe" is a direct reference to her own essay
"Iskusstvo pri svete sovesti” which contains a chapter called "Zerno zernma".
In Tsvetaeva's intepretation this is related to the poet's ability to embrace
the whole world in his art:

He-nosT, Haa-no3T, Goablile,yeM NO3T, HE TOJIbKO MO3T
— HO TAe xXe M 4YTO xe [mo3T Bo BceM 3ToM? Der Kern des

Kernes, sepHo sepHa.
I[ToaT ecTb OTBeT.

OT Hu3leA cTeneHH NMPOCTOro pediexca A0 BHCIIeR —
reTeBCKOro OTBETCTBOBaHWSI — MO3T €CTb ONpeleleHHbLR WU
Hen3MeHHHRA AylleBHO-XyAoxecTBeHHH# pe¢daexkc [...] (S88, 2,
p.395)

In lines 9-14 Tsvetaeva's translation matches the original phonetically.
It has the alliterating sounds / and d,t: e sublime vo}, Je large souffle, du
... dans Je so]. (Compare with Pushkin's lines: nogpogHut xo0], A0jbHeR JOSH,
aHrejjop mnojer etc.) Tsvetaeva also tries to preserve some archaic words.
However, in Pushkin's poem archaisms appear for two reasons: his "Prorok"
imitates biblical language; and Old Slavonic vocabulary was used by Russian
poets to create a solemn style. In Tsvetaeva's version only the second factor
could be relevant, because unlike the Russian, the French Bible was
translated into modern French as early as the seventeenth century. A few
examples serve to illustrate Tsvetaeva's attempt to create the effect of
solemnity in the vein of Russian poetic tradition: dextre, gosier; and verbs
in the Past Historic - frémirent, posa, toucha, emplit, arracha, enleva, etc.

(This tendency occurs in Tsvetaeva's own poems, especially those devoted to
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the theme of poetic craft.) Meanwhile, Tsvetaeva's treatment of Pushkin's

images shows a deep understanding of his poetic code.

In this way Tsvetaeva makes more explicit the image of the willow
tree which was used by Pushkin as a suggestive analogy for the poet. It is
interesting that Tsvetaeva does not use it in the stanza of the original, but
links it to the sacral action of the seraph: "Et me ployant comme un osier".
It is notable that she translates "nosa" as "osier” but not as "saule”. In fact
in Russian "nosa" stands for both. However, the second meaning (a thin
twig, withe) is more common. Tsvetaeva explicitly manifests the hidden
analogy between a withe and a dying person who is about to receive new
life. Such a transformation focuses attention on the poet's willingness to be
manipulated by God's power, although Tsvetaeva's expressiveness leads to a
distortion of Pushkin's powerful dynamism based on the use of verbs. It is
also noteworthy that Tsvetaeva omits Pushkin's adjectives "ayxapmft” and
"rpeumnit”’ (in relation to the hero's tongue). This {is due to her
understanding of sin through a passionate or rebellious lifestyle as a
necessary stage in a poet's life which leads to death and rebirth. (See, for
instance, such poems as "Karmen", "Pamiati Beranzhe"”, "Ale", "Stikhi k

Pushkinu”, "Skazavshii vsem strastiam: prosti...")

The last stanza, as pointed out above, is divided in the translation
into a group of two-line stanzas. This feature resembles the structure of
many Russian folk songs. Pushkin's dynamism is expressed here in line with
Tsvetaeva's own preference for metrical and rhyming sequence. (The same
pattern appears, for example, in poem 1 of her cycle, "Skifskie"). Tsvetaeva's
own style is strongly evident in the very last stanza, in which she reinforces

divine order by rearranging the syntactical structure of the original.

Tsvetaeva's version is similar to her own poems which are usually full
of exclamation marks and dashes. Another of Tsvetaeva's own features
introduced into this translation is a strongly expressed command. In some
ways the ending of her translation from the rhetorical point of view reminds
us of such poems as "Razgovor s Geniem", "la esm’..", "Da, drug
nevidannyi...", and "Stikhi k synu". The images of the poetic path and of fire
in the last stanza are signals of Tsvetaeva's own poetic code. She has left
out the motif of Christian love present in Pushkin's "Prorok"”, inserting
instead her own intepretation. Tsvetaeva's idea of poetic craft was closely

linked to the image of a phoenix. In her opinion, the poet's way of life was
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full of deaths and resurrections, and the passionate nature of the poetic
craft should "burn out". (Tsvetaeva's understanding of the nature of the
poetic word stood close to the pre-Christian tradition of its use in magical
rituals, as pointed out above.)® Moreover, she tried to play out the same
principle in real life, although it seemed to be modelled partly on Pushkin's
life pattern. (See further discussion of this point in chapter 5.) Thus,
Dmitrii Shakhovskoi characterised Tsvetaeva's personality in the following

way:

Taxasn ,,06HaxXeHHOCTb AyWIK“, Kakasi 6wia y Heit, TpeGopaira
orpaxjaeHnsi ce6si YNCTHIMM CHAaMM Ayxa. Mapuna Kpanopha
BpsiA AR oTaaBala ceGe B 3TOM oTdeT. Bo MHOroM ona 6Guhna
euie (co Bcet cBoeit mnpeaeAbHOR YeCTHOCTHIO AYLIEBHOR) B
niaeHy y ,AylIeBHHX", ,ANOHNCHYECKMX" Cmia. [lymalo, B 3TOM

saKaoYajnach, ee OCHOBHass TpPyYAHOCTb xmsHH. (NP, p.340)

Therefore, Tsvetaeva's translation of Pushkin's "Prorok” demonstrates
her desire to interpret it in accordance with her own mythopoetical model,
based on the idea of death and rebirth through poetic craft.

Another interesting aspect, which it is impossible to omit in our
discussion of Tsvetaeva's translation, is the metrical pattern of 'Le
Prophete”. In "Prorok"” we find the four-foot iambic metre with pyrrhic first
and third foot (although not regular). However, Tsvetaeva's own:verse often
cont a#ng' s dol/nik. Some scholars call it "Tsvetaeva's dol/nik"”, and

7

some prefer to define it as logaoedic metre.” Gasparov, for example,

¢ See, for example, her poem "P. Antokol’skomu":

Y106 rososy cpoO, B INAAbLHHX KYAPSX,
Kak neHHhft Ky60OK BO3HOCHJI B NPOCTPaHCTBO,
17106 OGpaTHAO B OrHbL — H B Nena — K B Npax

Te6s1 TBO& xenesHoe cnapTaHcTBo. (S84, 1, p.123)

7 Especially interesting works on this subject were produced by G.Smith and
M. Gasparov: G.S.Smith, 'Compound meters in the poetry of Marina
Cvetaeva', Russian Literature, 8, 1980, pp.103-23; G.S.Smith, ‘Logaoedic
metres in Tsvetayeva's lyrics', SEER, vol. LIII, N2132, July 1975, pp.332-54.
Gripping observations on Tsvetaeva's verse can be found in M.L. Gasparov's
book: M. L. Gasparov, Ocherk istoril russkogo stikha: Metrika. Ritmika. Rifma.
Strofika, Moscow, 1984.
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established a link between logaoedic metre and songs. Tsvetaeva's orientation

towards a song genre is also felt in her French translations of Pushkin,

though on the phonetical rather than metrical level.

Pushkin's four-foot iambic metre in "Prorok" is related to the solemn
atmosphere created in the poem. Its usage is rooted in the eighteenth-
century tradition of employing this metre in the genre of ode. In spite of
the fact that Tsvetaeva's poetic cratft was shaped by Russian Modernism and
that she was mainly preoccupied with intonation, in "Le Prophéte” Tsvetaeva
attempts (wherever possible) to recreate Pushkin's metre as a canon. This
might be explained by her intention to preserve the tradition of employing

iamb for solemn occasions. Let us look. for example, at the first stanza:

dyXODHOR :KaXA0l0 TOMHM, Dans le domaine de l'ardeur

B nycThHHe MpAaYHOH 51 BAAYMICSH, Je me trainais sans fin ni cesse;
¥ niecTHKpHALA cepapum Un Séraphin dans sa splendeur
Ha nepenvrbe MHe AaDHICA. Se présenta a ma détresse.

Pushkin's stanza contains four-foot iambic metre with pyrrhic first
and third feet. Tsvetaeva’'s metric pattern attempts to recreate her
impression from the original. Robin Kemball's analysis of this poem suggests
that the stresses fall on the fourth and eighth syllable throughout the whole
stanza, and the second line corresponds to Pushkin's "B nmycTtwHe mpaunHod

T

praunaca” in which the sixth syllable "s1" could also be stressed.®

However, some of the lines in Tsvetaeva's poem have additional
stresses, especially at the beginning — for instance, the line "Et, tel un
baume merveilleux” and "Et. tels les veux de l'aigle, virent". Surprisingly the
fact of the pause suggested by the syntactic structure of these lines is
overlooked by Kemball. One could also argue that Tsvetaeva intended to
stress "que" in the last line in the poem since she created a rhyme linking
the beginning and the end of the line: "et que" — "du feu". The stress on
"que” would be in line with Pushkin's "Imarosom xru cepama moaei”, in
which we see the four-foot iambic metre. Bearing in mind the established
link between four-foot iambic metre and the ode in Pushkin's time, it is
interesting to observe that the last stanza of Tsvetaeva's translation could

be called the 1most "canonic”. This is probably because the translator

® Robin Kemball, “Pugkin en Francais les podmes traduits par Marina
Cvetaeva. Essai d' analvse métrique”. Cahiers du Monde russe et soviétique,

XXX 2), avril-juin 1991, p.228.
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intended to emphasise the importance and solemnity of God's appeal.

The other interesting example of Tsvetaeva's faithfulness to Pushkin is

her poem "Le Podte".

nosT LE POETE

1 Iloka He TpeGveT modTa 1  Aussi longtemps que le podte
2 K cpauleHHO# XepTBe ANOJIOH, 2 Est oublié du dieu vivant,

) 3 Dans les soucis et dans la féte
3 B saborax cyeTHoro ceeta 4 Il est plongé piteusement.
4 OH ManoAyIHO NOrpyXeH;
] MoOJUKT ero cesiTast JHpa; 5 Se rouille sa divine lyre,
6 {lyura BkymaeT XJaAHHH COH, 6 Son &mg gofite un lept venin,

7 FEt parmi tous ces tristes sires

7 M Mex neTeft HHUTOXHHX MHPa, 8 C'est lui, peut-&tre, le plus vain.
a bLiTh MOXeT, BCeX HHYTOXHEH OH.
9 Ho auuib GoxecTBeHHuNl raaros 9 Mais deés que le divin appel

10 Alerte sa profonde fibre,
) 11 Son dme vit, son ame vibre,
1 /lyma nodTa BCTpeneHeTcs. 2 Tel l'aigle regagnant le ciel.

12 Kak npoGyaupmmitcs opein.

10 /o cayxa 4yTKOro KOCHeTcs.

13 TockyeT od B s3aBapax Mupa, 13 Il fuit les dires du vulgaire,
14 S'écarte du commun sentier;

i 15 Devant l'idole populaire

15 K Horam HapoaHoro Kymupa 16 N'incline pas son front altier.

14 Jhoacko# uykaaeTcst MOJIBHI,

16 He KJIOHKHT rop.ao#f roiaosu;

17 bexHT OH, AWKHA M CYpOBHI, 17 S'en va sans aviser qui vive

18 [ 3BYKOB M CMATEHbS MNOJH, 18 Empli de songes et de voix
19 A l'ombre des antiques bois,

19 Ha Gepera mycTHHHLIX BOJH, .
20 Au large des désertes rives.

20 B mmpokourymHbie AyGpoBH ...

{Ibid.. p.402) (Ibid., p.202)

Ftkind characterises its metre as iambic with first and third pyrrhic feet.’
However. to support his point Etkind chose only one stanza from the poem. The
rest of the poem reveals Tsvetaeva's tendency to stress a second syllable, too.
It is especially felt in such lines as "Se rouille sa divine lyre", "Alerte sa profonde
tibre”, "Empli de songes et de voix", etc. Taking into account Tsvetaeva's
mannerism in her own verse, it would not be a big exaggeration to suggest that
such words as "dans" tin the line "Dans le souci et dans la féte"”) and "est” (in the
line "Il est plongé piteusement”) would have been also stressed in Tsvetaeva's own
recital ot her translation. It is bevond the boundaries of this research to examine
this matter. However, such a possibility should not be overruled, because in
Tsvetaeva's own poetry we come across her tendency to emphasise {sometimes to a

large extent) semantically insignitficant words, parts of words and prepositions.

Just a rew examples will clarify my point: "[...]1 1160 B npuapaunHom aome/ Cem —

* Btkind, op.cit., pp.204-05.
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npuspak 7H [...1" ("Evridika — Orfeiu™), "IT6 %e MHe AeiaTh, NeBOy M NepBeHNyY
[..1” ("Poet™, "3>To — npaBasa ueaanp” {"Pedal’”), "Ka — pa — yavuui#/ Ha nocty
pasavk” ("Prazhskii rytsar’"), "Ot nac? Her — mo nac” ("Krik stantsii”).
However. one also cannot rule out that Tsvetaeva in her attempt to translate
Pushkin as a classical poet tried occasionally to imitate Racine, whom she
admired. Her play "Fedra” (1927) and her cycle of poems "Fedra" (1923)
certainly reproduce the tension and dramatism of Racine's plays. We observe
in his dramma how the tensions in sitwation and in character are transmuted
into aesthetic balance by the dramatist's sense of unity between word,
gesture and rhythm. To some extent Tsvetaeva's translation of Pushkin's
"mMpoxkomyMHule ayGponpu” as "des antiques bois" indicates the presence in the
background of "Le poéte” of Racine's tragedies in which characters lose their
reason. Pushkin's description of poet’s madness certainly suggests such an
analogy. Tsvetaeva's distortion of Pushkin's "neutral” style is strongly felt in
her excessive alliteration, inner rhyming and in creating her own symmetrical
patterns {all these features are typical for Racine, too). Her mannerism
provokes her to break Pushkin's narrative into fragments. Perhaps, in order to
overcome such fragmentation, Tsvetaeva tries to bind her fragments by the
rigid iambic structure? In places she managed to match almost perfectly the
rhythmical pattern of the original. For instance the line "Aussi longtemps
que le poete” rhythmically and metrically matches "IToka He TpeGyer nosrta”,
and another line "S'en va sans aviser qui vive" is a reproduction of "Bexur
OH., AWKHA K cypoBuA” (although the caesura in Tsvetaeva's version is
different): the same can be said about the lines "Il est plongé piteusement"
t"On  manoayviHo mnorpyxen') and “"Devant [I'idole populaire” ('K Horam
HapoaHoro Kymupa'"). This Russian touch in the sound of Tsvetaeva's

translations had a strong appeal among Russian audiences in Paris.!”

It is worth mentioning also that Tsvetaeva's tendency to reproduce the
iambic metre of the original is justified by the fact that metre plays an
important role in the whole structure of Pushkin's "Poet”. Eleven lines of
the poem typically represent in Pushkin's poetry what is known as

"HeNOJHOYAApHAast popMa yeTHpexcTonHoro simBa’: meanwhile, the last line of

W' Thus, for instance, one of the Russian reviewers in Paris claimed that
Tsvetaeva's translations of Pushkin into French were outstanding:
A, PDamanskaia. 'Syn Pamiatnika Pushkina. Na vechere Mariny Tsvetaevoi o

velikom poete. (Pis‘mo iz Parizha)’, Segodnia, Riga, 1937, N265, 6 March, p.3.
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the first stanza "Burb MOxXeT, Bcex HmuTOoxHe# OH" is an example of the
fully stressed four-foot iambic metre. In Pushkin's poetry it is used as an
expressive device to break monotony and to attract special attention to the
semantic aspect of lines with fully stressed four-foot iambic metre. The
stanza from the poem "Poet" discussed above also contains an inversion as
well as repetition of the word "Hnuroxumit”. All this adds a powerful effect
to Pushkin's comparison of the poet's place in the world with others'.
Tsvetaeva introduces her own interpretation of this aspect by splitting the
meaning of the word "mHmutoxmuft” into: "tristes"” and “plus vain". Her
understanding of Pushkin's statement is more explicitly expressed in the

concluding words of the essay "Iskusstvo pri svete sovesti":

BHTb YesOBeKOM BaxHee, NOTOMY 4YTO HyxHee. Bpau m
CBAIIIEHHAK HyXHee N03Ta, NOTOMY YTO OHH y CMEPTHOrO OApa,
a He MH. Bpau K CBsllleHHHK uYejloBeueCKH-BaxHee, Bce
ocTtanbHHe o6mecrBedHo-BaxHee. [..] 3a  uckmouennem

AAapMO€AO0B, BO BCE€X HX PA3HOBHAHOCTAX — BC¢ PaXH¢E Hac.

M sHas 3TO, B HOJHOM pasyme W TBepAOR mNaMsTH
pacnxncaBummch B 3ToM, [..] yTBepmaalo, 4TO0 HH Ha Kakoe
ApYyroe Aejo cBoero He npomeHsiia Gul. 3Hasi GOabluee, TBOPIO
Menbiuee. f[locemy mHe mpoiueHbss HeT. TOABKO C TAaKRX, Kak s,
Ha CrpamHoM cyae copectH M cnpocutrcsi. Ho ecam ectb

CTpaumhft cya caépa — Ha HeM 51 4ncTa.(S88, 2, p.407)

What we see here is the conflict of two cultural paradigms. Pushkin's
poem contains an illustration of the so-called realistic paradigm. I.Nagy
characterises it in the following way:

Peaancrnueckas napaanrma KOHCTaTHPYeT M QHKCHpPYyeT
NPOTHBOpPEUHe MexXAy 4YeJOBEeKOM H XYAOXHHKOM, Gnorpadpues
n TekctoM [...] OHa NpH3HA&T M yTBepxAaeT pPAPHONEHHOCTb
cioBa n aena ("cropa mo3Ta CyTb yxe ero aeaa— [lymiknn). B
3TOR MOJAEJN MNO33HSA — He peMeciio M He npodeccHs, a
MACCHsI, KOTOPYI0O NO3T AO0IXeH "AeJOM oOnpaBaaTh’, TaKHM
o6pa3om yTBepxjas cooreercTBHe CinoBa m XKm3uun. /[lnn Hed
XapaKkTepHO caKpajJbHOe OTHOLIeHAe K CJIOBy, B3fITOMY B

ILHHPOKOM KYJALTYPHOM CMHCIE H BOCXOAALIEMY CBOHMH
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KOPHSIMH B PYCCKYO XPHCTHaHCKYIO, NPaBOCIaBHYIO KyabTypy.!!

The attitude described above was conveyed in Pushkin's poems
"Prorok"” and "Poet”. In "Poet" this theme is based on such images as
"Apollo” and "sacred sacrifice”. However, Tsvetaeva deleted them in her
translation. Her image of a poet was more archetypal and closer to singers

of the Dionysian type:
S'en va sans aviser qui vive

Empli de songes et de voix
A l'ombre des antiques bois,
Au large des désertes rives. (WSA 3, p.202)

Pushkin's motif of confusion, perturbation ("m 3ByKOB M CMATeHbs
nonn”) is absent in the translation. This indicates that Tsvetaeva's image
derives from a different cultural paradigm. If in Pushkin's version we see a
duality in the poet's behaviour due to a different understanding of the
writer's character,. in Tsvetaeva's case there is no conflict between the
writer's art and personality. The difference in the attitude towards the poet's
life and writings is felt in Tsvetaeva's way of editing Pushkin's poem while

translating it into French.

Thus, in Pushkin's case, we feel that the poet's art is a sacred
sacrifice, that it has to fulfil moral tasks and duties. This moral aspect was

prevalent in nineteenth century Russian literature as a whole:

[..]  pycckn# XIX-Hft BeK BOCIpHHHMaeT MNHcaTeast  Kak
HpaBCTBEHHOe JAOO W NpeAnojaraeT peanbHyio, 0600AHYIO
CBA3b MexXly HpaBCTBEHHHIM I[IOBEACHHEM [IHcaTeds  Kak

yejioBeKa M 3CTeTHUECKHMH NEeHHOCTSIMH €ro IlpOH!BBE.!EHHH."z

The attitude discussed above survived to some extent in the writings
of the Symbolists and post-Symbolists including Tsvetaeva. However, she
strongly argued against this view in the essay "Iskusstvo pri svete sovesti.
In Tsvetaeva's poetics the cultural paradigm of the avant-garde holds a very

eminent place. It is characterised in the following way:

1 | Nagy, 'BIOGRAFIA — KUL/TURA — TEKST (O “sdvige" v russkoi

kul/turnoi paradigme)’, Studia Russica Budapestinensia, 1, Budapest, 1991,
p.233.

12 Ibid., p.235.
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[..] B 20-30-roaH XyaOoXeCTBeHHHE M HayYHHE TEKCTH
BOCHPHHAMATCS COBpeMEHHHKKAMN KaK COOWTANe, KaK MOCTYHOK
B HCTOPHR JINYHOR XH3HA MW  BO3BOASITCA B  paHr
"cobuTna-6urna” [...]1 TBOpueCcTBO Kak MNOCTYnok nproGpertaer

OHTOJNOrHueckn# craryc. [...]

ITo KacaeTcsi XyAaoxXeCTBEHHOR NpPaKTHKH, NepBOe, YTO
ouyeBHAHHM OOpasom obpaujaer Ha ce6s1 BHHMaHKe, 3TO OGHiaKe
CaMOONNCKBaOIUNX TeKCTOB C COBHATENLHO  OGHAXEHHMMHK
npuémamn. IInuytcs pomMaHs — no bearomy — '"“HanonoBuHY
6morpapnueckne, HanoaopuHy mncrtopuueckue”. [..] B ostux
KHArax o 6rorpapmsax HCTOpHYecKas cyab6a
NpeAlIeCTBEHHHKOB, HX HCTOPHYECKOe [MOBeAcHKHe SABAsIETCS
Al COBPEMEHHOro nMcaTelst "yAOGHOA" MOZENLIO OCMHCIKTH

cBoro cyab0y R paspa6oTaTh cBoo Ho3ummo.'?

In other words, we notice a shift from the emphasis on what could be
called life-creating to the priority of the text: the text is perceived as a
second reality. The presence of this aspect in Tsvetaeva's translation makes
her "Le Podte" remarkably different from Pushkin's "Poet”. Her lyrical hero
does not face the dilemma of duality as does Pushkin's character, he is
preoccupied with his own gift. This is particularly felt in the following
lines: "S'en va sans aviser qui vive /7 Empli de songes et de voix", "Son &me
vit, son dme vibre / Tel l'aigle regagnant le ciel”, "... le divin appel / Alerte
sa profonde fibre". The other important key word in Tsvetaeva's description
of her poet is the word "front". Usually, it signifies in her poetry

spirituality and rebelliousness.!*

However, Tsvetaeva brought out an
important aspect of the poet's conflict with the crowd which was more
distinctly spelt out in Pushkin's poem "Poet i tolpa”. In some ways not only
do Tsvetaeva's poems and essays about Pushkin give us a clue about her own
position, but even her translations of Pushkin are marked by her intention
to regard working with his poetry as an experience of the same situation

("cobuTHe-OuTHE", as Nagy puts it).

Another example of such personalisation is Tsvetaeva's translation of
"Primety”. The very title of her version — "Indices" — suggests that her

3 Ibid., pp.238-39.

4 See analysis of this point in my article: A.Smith, 'Tsvetaeva and Pasternak:
depicting people in poetry', Essays in Poetics, Keele, 15, 1990, 2, pp.94-101,
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perception of the poem was in line with the poetics of Symbolism. As we
see below, Tsvetaeva left out Pushkin's self-irony in connection with the

poetical imagery of Romanticism and translated this poem into the language
of Symbolism.

INPVMMETH INDICES

1 S exaa K BaM: XHBHE CHH Jallais vers vous. Mes voeux secrets

2 3a mMHON BRaRCb TOamoRk WrpuBo#, M'accompagnaient en folle danse.

3 W Mecsan c npapoft CTOpPOHH C'est A ma droite que courait

4 Conposoxaan Moit Ger pernBu#. La lune — pronostic de chance.

5 S exan npoub: MHHE CHH ... Je m'en venais. Soupirs, regrets

6 [ywme BmoGiaeHHOR rpyctHo 6mio, Suivaient — telle une noire traine.

7 W Mecan ¢ aeBoft CTOpOHH C'est a°ma gauche que courait

8 ConpoBoxial MEHSI YHLIIO. La lune — pronostic de peine.

9 MeuTaHblO BEYHOMY B THILH Podte suis et rien n'y puis,

10 Tak npeaaeMcsi MH, NO3THI; Tout m'est transport, tout m'est supplice

11 Tak cyeBepHbe NPAMETH Ainsi le moindre des indices

12 CoraacHn C YyBCTBaMR AYILH. Est maftre de mes jours et nuits.
(Puskin, 1, p.443) (WSA, p.204)

Tsvetaeva's understanding of "Primety" as a myth which can be
directly applied to her own life is revealed in the last stanza of "Indices":
she replaces Pushkin's personal pronoun "we" (which suggests some sort of
universal aspect of the situation described in his poem) by the melodramatic
i

Pushkin's poem "Primety”, like other writings of 1828-29, is marked by
the tendency of deromanticisation: it articulates a certain irony towards the
style of Romanticism. In the same vein Pushkin scattered ironic remarks in
such poems of this period as "Pod/ezzhaia pod Izhory...", "Kalmychke" and in
numerous epigrams ("Literaturnoe izvestie", "Poet-igrok", "O
Beverlei—Goratsii..." etc.)

Pushkin's ironic style in "Primety" can be detected on the semantic
level. Thus, in the first stanza dreams are compared to a "playful crowd"”
("srancy Toanmof mrpmBoi”), and even the choice of the verb "BnTbCa"
suggests some frivolous sense applied to the situation. Pushkin's description

of his journey as "moit Ger pernpuft” is also a comical metonymy which
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indicates that the hero was on the one hand riding a horse, and on the other
hand impatient to see his girl-friend. (The adjective "permBuift" is usually
applied to a horse, not a person.) Other expressions in the poem - "M mecsn
Cc aepof crtopoHH/ ConpoBoxaan MeHA YHHAO" and "MeuTaHbO BeyHOMYy B
T / Tak mpeaaemcsi M, no3TH" - imitate elegiac clichés. In chapter 4 of
Evgenii Omnegin, which precedes "Primety", Pushkin appealed to poets to
depart from romantic elegieS and to embark upon epic gemres (including
odes). Even Pushkin's analogy between the state of nature and the poet's
mood recalls a common device of romantic elegies. Thus, the end of his
poem — "Tak cyeBepHne npuMeTH / CoriacHH C 4yBCTBaMM AymR." — recalls
the typical parallels of lazykov's elegies. In his poem "Elegiia" (1824) there
is the following ending:

Y raynmoctp crpacTk pokopoh
B ayiue mcuesnra Monoaoft...
Tak ¢ npoGyamBlueficsi mOASIHH
CaeTtaloT TeMHHEe TYMaHH;

Tak, capilia BbCTpea, KYJANKH

Ha posayx Mmeuyrcs c¢ pexn.!s

Unlike the original, Tsvetaeva's translation bears every mark of a
highly romanticised and symbolist style. The whole situation of Pushkin's
poem, which contained very realistic details including a common belief about
omens related to the moon being on the left or right of the person looking
at it (in other words, it can be understood as the rising and setting of the
moon), was transformed by Tsvetaeva into myth. She overlooked the
significance of horse-riding (which helps to carry the idea of playfulness
throughout the poem's structure), replacing it by "J'allais vers vous” and "Je
m'en venais". Other images are transformed into exaggeratedly romanticised
versions: Pushkin's image of dreams as a merry crowd is replaced by
"M'accompagnaient en folle danse", and in the second stanza there is an
image of "une noire traine"” formed by “soupirs, regrets”. By contrast,
Pushkin's language is more economic and far from being melodramatic
(unlike Tsvetaeva's "La lune — pronostic de peine."):

Sl exaa mpoub: HHHE CHHI...
Aywe BmoGaeHHOR rpycrHo Guio,

VM mecan ¢ neBok CTOPOHH

15 N. M. lazykov, Stikhotvoreniia i poemy, Leningrad, 1988, p.120.
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ConpoBoxaan meHs ynwno. (Pushkin, 1, p.443)

The language of Pushkin's poem resembles the everyday language of
light conversation; Tsvetaeva's translation, however, is of a more abstract

character.

In this respect, it is worth pointing out that the word "indices" used
by Tsvetaeva for the title is not very common in French. It occurs more
often in mathematical or financial vocabulary. It would be more appropriate
to use such French words as "signes", "marques" or "augures". It seems that
it was more important for Tsvetaeva to bring about the symbolic nature of
the poem as well as to preserve the rhyme "supplice - indices" in the final
stanza. This rhyme reveals a very important mythological model created by
Tsvetaeva in relation to Pushkin. It concerns her concept of tragic fate
which, in her view, was inevitable in a poet's life. Thus, in "Moi Pushkin"
she claims:

Kakoft no3T u3 GHBIUMX M CYLIMX He HErp, M Kakoro mosra —

He y6nan? (P, p.19)

Tsvetaeva herself was looking for indications of tragic fate in her
own life, presenting them in her writings as a repetition of Pushkin's fate,
(This tendency was typical not only for Tsvetaeva; it was one of the main
features of the poetics of writers of the so-called Silver Age.“)

As for other structural characteristics (including metre, rhyming
patterns, etc), Tsvetaeva's translation was based on "dol/nik na dvuslozhnoi
osnove". However, as in the previously mentioned translations, she
reproduced some of the four-foot iambic lines of the original. It seems
important on the metrical level for Tsvetaeva to have used it as a quotation.
Thus, Pushkin's beginning " exan KX Bam: xnBHe CHH" ’ls virtually
transplanted to her French translation: "J'allais vers vous. Mes voeux
s,ecrets". The rhyming pattern once again is unchanged. In spite of such
loyalty to the original, Tsvetaeva's version has an altogether different sound,
due not only to the peculiarities of the French language, but largely to her

intention to create many inner rhymes and alliterating sounds. (See, for

16  See, for example, discussion of this point in: Irina Paperno,

"Dvoinichestvo 1 liubovnyl treugol/nik: poeticheskii mif Kuzmina 1 ego
pushkinskaia proektsiia”, Studies in the Life and Works of Mixail Kuzmin.
Wiener Slawistischer Almanach, Sonderband, 24, Vienna, 1989, pp.57-83.
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example, the inner rhyme "suis - puis” and the approximate rhyme ‘vers
vous - mes voeux"'.) This tendency appears in all of her translations, and can
be explained by an experimental treatment of poetic language typical of
works by Andrei Belyi and the Russian Futurists (including Tsvetaeva
herself). It seems that Tsvetaeva intended to reproduce the melody in
Pushkin's poem. She herself was highly praised by Belyi for promoting "the
melody of the whole”. He called Tsvetaeva "nostecca -neemnma”, and outlined

in her poems a melodic gesture:
B uem xe cuiaa?

B nopuBNCcTOM xXecTe, B nopuwsBe. [..] TIlopuB
N3yMHRTENEeH XeCTHKYASNHOHHOR INIAaCTHUYHOCTLIO, NepeXoAsie#
B MEJIOAKKY Henoro; W xopmsam6 (—y y-) (BeamkosenHo
Bilajeer Mapnna LlBeraeBa XM) eCTb NOCIYILUHOEe BHPaxeHbe
mopuBa: X Kak B S-ok cmmpoumm y berxoBeHa
XOpNSIMOHUYECKHMK yaapaMn ObeTcst cepame, TaK 3ReCh
NoAHMAaeTCAa XOpnsIMOHUeCKHit NeATMOTHB, CTaBIUKA
ABCTBEHHHIM MEJIOAHUYECKKM XECTOM, IIPOCSILIHMCA 4epes

pasanuHHe paTMH. 7

Tsvetaeva's technique, which was characterised by Belyi as melodic
gesture, is particularly evident in her translations of Pushkin's poems
"Zaklinanie” and "Dlia beregov otchizny dal/nei".

SAKJIMHAHWE INCANTATION
1 O, ecan nmpapAa, 94TO B HOUN, Oh s'il, est vrai que dans la nuit,
2 Koraa nmoxosarcs xmnBHe Tandis que les vivants sommeillent
3 W c Hefa ayHHHe ayum Et Dame-Lune seule veille
4 Ckoabpssat Ha xamMHK rpoGosue, Sur le sépulcre qui reluit;
8 O, ecam npaBaa, 4TO TOrAa Bravant grillages et gardiens
6 JlycTteoT THXMe MOrmiab,— Se vident les demeures sombres.
7 A TeHb 30BYy, A XAy Jleman: Je jette un nom, j'attends un ombre
8 Ko mHue, moft apyr, coaa, coaa! - A moi, mon coeur! Reviens, reviens!
9 {Bncb, Bo3moGieHHasi TeHb, Apparais-moi, fant8me cher,
10 Kak TH OHia nepea pasiyKos, Comme tu fuis quand nous nous dimes

17 Andrei Belyi, "Poetessa - pevitsa"”, Golos Rossii, Berlin, N2971, 21 May 1922,
p.3.
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Baeana, xaaaHa, Kak SAMHAR A€Hb,

Adieu; plus pile que I'hiver

12 VHckaxeHa mocneaHeit Mykoft. En proie aux affres de l'abime.

13 [JIpnan, Kak apanbHasi 3pesja, Ou comme un souffle aérien

14 Kak nerkmf 3Byk mab AyHOBeHbe, Ou comme un son, vivante, morte,

15 Hap xak yxacHoe BHAeHbeE, Epouvantable — que m'importe!

16 MHe Bce paBHO: cojaa, cioaal.. A moi, mon coeur, reviens, reviens!
17 3oy Te0GA He ANSA TOroO, Déverserai-je mon courroux

18 'ITo6 ykopsTp apaei, ubsi 3106a Sur le bourreau de mon amie,

19 YO6mnJja apyra Moero, Implorerai-je 3 deux genoux

20 Hab uToG H3BeaaTbh TaflHH rpoGa, De m'éclairer sur l'autre vie,

21 He aas TOro, 4To MHOraAa Quémanderai-je ton soutien?

22 CoMHeHbEM MY4YYCb ... HO, TOCKysi, Non, non, mon coeur, — c'est pour te dire
23 Xouy ckasaTb, YTO Bce moGao si, Qu'encore, toujours, — jusqu'au délire
24 ‘10 BCce s TBO#: coAa, coaa! T'ailme et te veux. Reviens, reviens!

(Pushkin, 1, pp.482-83) (WSA, pp.202-203)

Both poems were written by Pushkin in 1830 in memory of A.Riznich.
They were devoted to the love of a lady who died far away from the poet:
according to different sources, Riznich was taken away from Odessa by her
husband and later died in Italy. In some ways these poems continue the
popular topos of the Romantics of faithfulness after death. In Pushkin's case
they were marked by a touch of Byronism. In "Zaklinanie", Pushkin used for
his beloved a name taken from Byron's tale The Giaour. In this fragment
from a Turkish tale Byron depicted a girl of outstanding beauty — Leila. She
dies mysteriously, trapped in a love triangle. The Giaour kills his enemy
Hassan, and later in the story he is portrayed as being overwhelmed by grief
over the loss of one he hated and one he loved. In fact, some of the parts
of the tale seem to provide a source of inspiration for Pushkin's poem
"Zaklinanie". Thus, the Glaour is convinced that Leila is not dead, and his
love for her seems to overcome death's barriers:

Despair is stronger than my will.
Waste not thine orison, despair

Is mightier than thy plous prayer [...]
"Twas then, I tell thee, father! then

I saw her; yes, she lived again;
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And shining in her white symar,
As through yon pale gray cloud the star
Which now I gaze on, as on her,
Who look'd and looks far lovelier;
Dimly I view its trembling spark;
To-morrow’s night shall be more dark
[.]1
I saw her, friar! and I rose
Forgetful of our former woes;
And rushing from my couch, I dart,
And clasp her to my desperate heart;
I clasp — what is it that I clasp?
No breathing form within my grasp,
No heart that beats reply to mine —
Yet, Leilal yet the form is thine! 18

In Pushkin's 'poem "Zaklinanie" the strength of passion is just as
powerful. The reference to Byron's tale adds to its emotional tension,
pointing to Pushkin's ability to replace the lengthy descriptions of Byron
with economical use of profound detail. Pushkin's descriptions of Leila such
as "teHp", "panbHasi sBesaa”, "JNerkui 3BYK HAb AyHOBeHbe' were borrowed
from Byron's poem. However, Pushkin achieved a more powerful effect by

replacing the narrative structure with the form of incantation.

This fact made "Zaklinanie" particularly appealing for Tsvetaeva, who
overlooked its close links with Byron's poem. The name "Leila" was omitted
in Tsvetaeva's translation altogether. Her main attention focused on the
ritual character of the poem which fitted Tsvetaeva's own myth about the
perpetual separation of people in love because of their fate. That is why
Tsvetaeva allowed herself to introduce some changes in the structure of the
poem, perceiving it as an extension of the myth. Thus she created six
stanzas (which contradicted the original) and changed the rhyming pattern in
some parts (which was not the case in the translations discussed earlier). It
appears important for Tsvetaeva to have created a syntactical pattern for
each stanza: her translation therefore emphasizes the ritual aspect of the
poem. The most "canonic" phrases of Pushkin's text have their adequate

rhythmical equivalents in Tsvetaeva's version: "Oh, s'il est vrai que dans la

18 Byron, Poetical works, Oxford, 1987, p.263.
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nuit” stands for "O, ecan mnpaBaa, uto B Houn" (four-foot iamb with
additional stress on the first syllable) and the appeal "- A moi, mon coeur,
reviens, reviens!" (compare this with Pushkin's four-foot iambic line "Ko
MHe, Moft apyr, coaa, coaa!"). The very ending of the original (which
represents four-foot {ambic metre with one stress missing) is also
reproduced by Tsvetaeva with remarkable accuracy (from the 'polnt of view of
both metre and intonation): "T'aime et te veux. Reviens, reviens!" stands for

"YT0 Bech A1 TBOM: c0Aa, coaal”.

Tsvetaeva's translation of "Zaklinanie” can be generally characterised
as = L+ dambic, . However, one should
note particularly Pushkin's line quoted above ("™ito Bechb s TBONK: Oaa,
coaa!”). This type of four-foot iambic metre, with the omission of the
stress on the first foot (known in Russian *‘as "HenoaHoyaapHHA siMG"), is
quite different from the iambic pattern used by Tsvetaeva in the fifth stanza
of “"Incantation":

Déverserai-je mon courroux
Sur le bourreau de mon amie,
Implorerai-je & deux genoux

De m'éclairer sur l'autre vie L...]

Here we come across another version of four-foot iambic metre with
the stress only on the fourth and eighth feet. It appears in almost all the
translations of Pushkin undertaken by Tsvetaeva, and it stands out as a mark
of the poetics of post—Symbolism. This metric pattern was in particular
favoured by Belyi, Tsvetaeva and Pasternak.!’

Tsvetaeva's translation is rich in alliterations and inner rhymes.
Although such a tendency was suggested in Pushkin's poem (for example, in
the lines "ayHHue jiyun”, "BosaoGiaeHHasi TeHbp", "AanbHas sBes3aa'’), Tsvetaeva
went further and extended rhyming to the beginning of the stanza and
created occasionally visual rather than phonetic rhymes (both factors form
part of the innovative character of twentieth-century Russian poetry). There
are several examples of visual rhymes (their phonetic expression is
different): |

19 See Viacheslav Vs. Ivanov, 'O vozdeistvii "esteticheskogo eksperimenta”
Andreia Belogo', Andrei Belyi. Problemy tvorchestva. Stat/i. Vospominaniia.
Publikatsii, Moscow, 1988, pp.358-63.
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Ou comme un souffle aérien

Ou comme un son, [...]

Also in such phrases as "moi, mon...", "ton - non" Tsvetaeva inserts in
her translation even rhyming phrases (which is completely alien to the
nature of Pushkin's poetics):

Je jette un nom, j'attends un ombre.?’

Another interesting point in Tsvetaeva's translation is her usage of
the phrase "Je jette un nom" which sounds unusual in French, and can be
perceived as a neologism. However, it seems appropriate if one takes into
account Tsvetaeva's interpretation of the poem as a ritual. This makes it
possible to suggest a vision of a name as some sort of magnet or anchor
which attracts magical forces. The fact that Tsvetaeva omitted the name
used in "Zaklinanie" points to her understanding of the poem in terms of a
universal ritual which can be performed by others. To summarise the points
discussed above, it is important to outline the difference between the
original and the translation.

Thus, Pushkin's "Zaklinanie" can be called a romantic poem marked by
the touch of Byron's influence on his art. Tsvetaeva however included it in
her own myth about the eternal separation of people in love. Moreover, in
acordance with Tsvetaeva's poetics, death is understood as a desirable act
which leads to the true spiritual reunion of people. (This point is discussed

more thoroughly in chapter 3). It is also clear that Tsvetaeva translated
Pushkin's text into the language of the avant-garde, bringing out the

ritualistic aspects. It also has traces of Symbolist poetics. Thus, for
instance, Pushkin's simple comparison used to describe his beloved "Baeana,
XJaaHa, Kak 3WMHNRA aeHb" is reinforced by Tsvetaeva's expression "plus pale
que I'hiver". The expression "Dame-Lune" seems borrowed not from Pushkin's
poetic language but from the vocabulary of the French Symbolists.

Tsvetaeva's links with Symbolism come across even more strongly in

her translation of Pushkin's poem "Dlia beregov otchizny dal/noi":

20 I'n Tsvetaeva's own poetry such a rhyme could have been emphasised with
enjambement or with the use of a dash (which is not justified syntactically)
- as in the following examples: Cnan pasoHpaBuBlIHAACA MOPSK / M Kamajia
KpoBb Ha Ms - / Tyo HaBoaoky ("Poslednii moriak"); Cmno /— Kko#fiHnX raas

Baner. — MoxHo a0 aomy? B nmo /— caeaunit pas! ("Poema kontsa").
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[lns GeperoB OTUMSHH AAJBbHOM

Tu nokmaana xpa#t uyxoit;

B uac He3aGBeHHH, B Yac nevaabHHRA
S aoaro nnakana npej ToGoR.

Mon xaajeoupe pykn

Te6Gsa cTapalnCh yAepXaTh;
TomaeHnve cTpailHOe pasAyKK

Moi#t CTOH MOANA He NPEpPHBATh.

Ho Tth oT ropbkoro noGsanbs
CBoOHR ycTa oTOpBaia;

s xpas MpauyHOro msraaHbs
T B Kpaft RHOR MeHs1 sSBana.
Tu ropopnaa: «B aeHb CBMAaHbS
Iloa HeGOM BEYHO roOJayGhHIM,

B Tenn oanp, MmoGBH N063aHbLA

Mu BHOBb, MOR ApPYT, COCANHNMY.

Ho TaMm, yBH, rae He6a CBOAH |

Cnsnot B Gaecke roayGom,

Fae TeHb OAMB Aeria Ha BOAH,

3acHyaa TH NOCAEAHHM CHOM.

TBOsI Kpaca, TBON CTpaAaHbs

Hicuesan B ypHe rpoGosoit —

A Cc HMMA noneay# CBHAAHbLA ...

Ho xay ero; on 3a ToGo# ...
(P, 1, pp.489-90)

As in the other translations discussed earlier,

Pour ton pays aux belles fables
Tu reprenais la vaste mer.
Peine indicible, inénarrable,

J'ai tant pleuré, j'al souffert!
Mes mains, raidies de torture,
Se cramponnaient en vain 2 toi.
Mon seul désir était — que dure

Mon mal aussi longtemps que moi.

Mais du baiser plein d'amertume
Tu arrachas ta ldvre en pleurs,

Tu me parlais d'un ciel sans brume,
Bien loin de ce pays de fleurs.
Tu'me disais: — Demain, cher ange,
La-bas, au bout de I'horizon,

Sous l'oranger chargé d'oranges

Nos coeurs et l2vres se joindront.

Mais la, ou sous I'immense cloche

D'azur, au bienveillant soleil

Les ondes dorment sous les roches,

Tu t'endormis du grand sommeil.

S'en sont allés comme 1'écume

Ta jeune grice et tes émois,

Et ce baiser qui me consume...

Mais je l'attends, tu me le dois...
(WSA 3, p.203)

Tsvetaeva preserved
SLightly

Pushkin's stanzas and rhyming patterns; ykyﬁu‘cally it looks, different, BLthgugh
she veprodu ces themetré ofthe wigiml(Pushkin uses four-foot lambic metre).
As for the imagery of Pushkin's text, the significant transformations

undertaken by Tsvetaeva must be stressed. Her poetic language used in this
translation (she did not, incidentally, translate the title of the poem) refers
to the poetics of Symbolism — in particularly to Blok and Baudelaire

(Tsvetaeva knew the latter very well, he was one of her favourite poets, and
she brilliantly translated "L'invitation au voyage" into Russian — S88, 1,
pp.608-12). Due to Tsvetaeva's originality in interpreting this poem, it would

be interesting to draw attention to the imagery of her French version.
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First of all, Pushkin's image of the distant motherland of his beloved
was given a very symbolic status. In Tsvetaeva's poem there is a “pays aux
belles fables" which is more in line with the poems of Blok. In this case
his poem "Neznakomka" is especially worth mentioning. Tsvetaeva's
metaphor, used in her French translation, strongly recalls the poetic

language of "Neznakomka" with its motif of enchantment:

U BeoT ApePHNMH noBepbLAMM
Ee ynpyrne mreska,
Y masina ¢ TpaypHHMHK HepbsMNA,

M B Koabnax ysxkasi pyka.

W crpanHoORt GAK30CTLIO 3aKOBaHHHIA,
CMOTpPIO 32 TEMHYO Byalb,
U Buxy Geper ouapoBaHHHR

M ouapoBaHuyo Aaib?!

In some ways Tsvetaeva's translation suggests an ambiguous
interpretation of the land to which the heroine of the poem has returned: it
is her real motherland and also it is the motherland of her spirit (a land of
death, which is a desirable place for the freedom of one's spirit, in the
terms of Tsvetaeva's poetic code). This is particularly indicated by the
introduction of the image of the sea (which is not mentioned in the
original):

Pour ton pays aux belles fables

Tu reprenais la vaste mer.

In Tsvetaeva's poetic system, "the sea" represents a special location
for the transformation of her lyric heroine, for death and rebirth, for return
to the origin of life. Just a few examples from her poetry ‘could easlly
illustrate this point:

B KpyxeHbe Bajibca, NOA HeXHHR B3A0X
3a6HTL HEe MOry TOCKH Si.
Meuru uHne mMHe noaan Bor:

Mopckne oun, mopckne! (S88, 1, p.42)

Muauit apyr, ymleAlunA Aaiablile, 4yeM 33 Mope!
— BoT Bam po3H, — mDpOTAHKTECh Ha HHX! —

Mnaut aApyr, yHeculnt camMoe, camoe

2t Aleksandr Blok, Stikhotvoreniia i poemy, Tashkent, 1986, p.182.
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lloporoe %3 coxkpoBHI 3eMHHX!
L..1
Mnauit apyr, ymweanm#t B BeyHOe NIaBaHbe,
— CBexmit XOJIMNK Mex APYrKX Gyropkos, —
ITomoantech 060 MHe B paRcKoOR rapaHW, —

YTo6u He Onino Apyrmx mopsikon. (ibid, p.54)

Tsvetaeva's perception of Pushkin's poem is reduced, therefore, to her
own poetic code rooted in Symbolism. This comes across in her description
of a desired land of possible reunion understood once again in terms of
Tsvetaeva's own imagery. Compare Pushkin's text with Tsvetaeva's translation
in order to establish the difference:

9 Ho T oT ropvkoro ao6sanbs Mais du baiser plein d'amertume
10 Cpom ycra oTtopBana; Tu a.rrachas ta ldvre en pleurs,

11 M3 Kpas MpayHOro MsSrHaHbs Tu me parlais d'un ciel sans brume,
12 Tu B Kpak nHOA MeHs1 spaia. Bien loin de ce pays de fleurs.

13 Tu rosopmaa: «B aeHb cBMaaHbs Tu me disais: — Demain, cher ange,
14 [Iloa HeGOM BeyHO ronyOChiM, La-bas, au bout de I'horizon,

15 B TeHu ouamB, 106BR n063aHbLA Sous l'oranger chargé d'oranges

16 MH BHOBb, MOR APYT, COEAHHHAM». Nos coeurs et ldvres se joindront.

Tsvetaeva's description of a paradise with orange trees is highly
symbolic; it also uses techniques developed by the post-Symbolists: the
colour itself (reinforced by Tsvetaeva's mention of an orange tree and its
fruit in line 15) acts as a signal of ardent love. Exotic imagery also fits the
model exploited by the French Symbolists, especially Baudelaire.?* Also it
matches Tsvetaeva's image used in "Le Prophdte"” — "le domaine de l'ardeur".

Another interesting feature in Tsvetaeva's translation is the device of

22 For examplé. in the poem "L'invitation au voyage", Baudelaire conveys a
dream-location for loving and dying together with his beloved:

Des meubles luisants,
_ Polis par les ans,
Décoreraient notre chambre;

Les plus rares fleurs
Mélant leurs odeurs
Aux vagues senteurs de I'ambre,

Les riches plafonds,
Les miroirs profonds, (Charles Baudelaire, Les Fleurs du Mal,
La splendeur orientale [...] London, 1982, p.236)
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what one may call "a psychological gesture" based on alliterating sounds
pronouncing which involves effort. This device was much favoured by
Russian post-Symbolists such as Pasternak and Maiakovskii. Thus, Pushkin's
poem contains a longing for a promised kiss from his beloved in spite of

their separation; it is not named but suggested. It is particularly evident on
the syntactical level:

TBOsi Kpaca, TBOKH CTpPalAaHbs

Hcueann B ypHe rpoGoBo#t —

A c HUMKM noneinyR CBHAAHbSL...

Ho xay ero; o sa ToGott... (Pushkin, 1, p.490)

In Tsvetaeva's translation the effect of longing for a kiss is
reinforced by the alliteration of the sound "m": this activates the movement
of lips and creates, therefore, a verbal expression of the
physico-psychological gesture. Just a few examples from the stanza clarify
this point: mals, I''mmense, dorment, endormis, sommeil, comme I'écume, tes

émois, me consume etc.

Tsvetaeva's device is not suggested by the original, it is an innovative
feature of avant-garde poetry prevalent in the work of Pasternak and in her
own work. In chapter 2, for example, the same principle will be observed in
her cycle "Stikhi k Pushkinu", in which Tsvetaeva introduced an image of
what she described as "Pushkin's muscle" — "myckya noaéra, Gera, Gopb6u'".
Tsvetaeva uses phonetic effects in order to reproduce an impression of
effort and struggle. Tsvetaeva perceives the poet's life (and Pushkin's in
particular) as a struggle with chaos, fate and the evil forces interfering with

human affairs.

The motif of struggle between an artist, who represents in Tsvetaeva's
view harmonic forces, and chaotic, evil forces forms one of the most
important themes in her art. It is especially pronounced in her long poems
"Poema lestnitsy”, "Poema kontsa" and in the cycle "Dvoe", in which

Tsvetaeva strongly defends the harmonious foundation of the world:

Enena. Axmaiec.
3BYK Ha30BH CO3BYy4YHel.
[la, xaocy Bpaspes

IMocTpoeH Ha co3ByubsiX
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Mnp, n, pasbeanHeH,

McTrT (Ha coraacbhsix crpoes!),
HeBepHOCTsIMK xXeH

MctrT — n ropsiueit Tpoet! (S88, p.245)

The motif of evil forces and man's struggle with them dominated
Pushkin's art (chapter 3 of this work has a more detailed analysis of this
point). That is why his poem "Besy" was picked up by Dostoevskili and by
the Symbolists as the most profound example of Pushkin's art. Tsvetaeva's
choice of this poem for translation into French proves its importance for
twentieth-century literature. Further, Tsvetaeva's translation of "Besy" is

strikingly emotional.

In the poem "Rel’sy" (1923) Tsvetaeva juxtaposed the tragic state of
the modern world to the fairy-like agony depicted by Pushkin:

INymxmHCcKOe: CKOALKO NX, KyAa WX
Fount! (MHHOBaNnO — He moioT!)
9TO yesxalOT-NOKMAAOT,

310 ocTtuBawT-OTCTaOT. (Tsvetaeva 1990, p.351)

The same sense of extensive distortion is felt in Tsvetaeva's
translation of "Besy", already analysed by V.V. Ivanov.?? It would be useful,
therefore, to draw our attention to those aspects of Tsvetaeva's translation
which he overlooked.

Thus, Tsvetaeva's special interest in the poem was influenced by her
interest in the so-called "devilry myth" which was very prominent in Russian
twentieth-century literature (this point is discussed in more detail in
chapter 4). The sense of chaos, and broken relationships and the feeling of
instability in general was much evoked by the changes brought by the
October revolution. Tsvetaeva's poem "Rel/sy" quoted above was included in
her book Posle Rossii which had a very apocalyptic meaning. Symbolically
Tsvetaeva alluded to Pushkin's poem "Besy" linking it to the myth of the
destruction of Sodom and Gomorrah (depicted in Genesis2%):

23 v, V.lIvanov, "O tsvetaevskikh perevodakh pesni iz ‘Pira vo vremia chumy’ i
'Besov' Pushkina, Masterstvo perevoda 1966, Moscow, 1968, pp.389-412,

24 Gen. 19:1-28.
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910 — ocTtaorca. boab kak HoTa
Bucsamascs... [lopepx mo6sn
Bucsimasicsi... Xexowo Jlora

Hacuinpio sacTwhiBiIe ctoabu... (Ibid.)

The trace of this myth can be also found in Tsvetaeva's translation of
"Besy" in which the state of paralysis is emphasised even more by the
replaying of the situation suggested by Pushkin. Thus, if in Pushkin's poem
there is' mention of immobility only in relation to hérses ("Koun craan..."),

Tsvetaeva took this theme further, extending it to everyone and everything:

Et voila que tout s'arréte.
Les grelots reposent morts.
— Qu'est-ce, un tronc ou une béte?

— Lui toujours et lui encore!?’

Tsvetaeva also inserted a contrast between chaos and a harmonious
state of the world, bringing into her "Les démons” a reference to Pushkin's
poem "Zimniala doroga". She reproduces Pushkin's phrase from "Zimniaia
doroga" "Hu orusi, un uepHoit xatw" in the fourth stanza of her translation:

“Ni lumidre, ni demeure”.

Tsvetaeva decided to avoid the colloquial phrase of the coachman
"XoTb yGe#t, cneaa He Bnano" (in the second stanza of "Besy"). She wanted to
recreate the plot and atmosphere of Pushkin's poem rather than the stylistic
differences in the speech of a common man and the lyric hero ("Gapuu")
which form an essential part of the poetic language of "Besy'. Meanwhile,
Tsvetaeva's reference to "Zimniala doroga" can be perceived as a suggestive
contrast between the situation in "Les démons” and the poet's dream of a
reunion with his beloved in "Zimniala doroga":

CKyuHO, rpycTHO... 3aBTpa, HuHa,
3aBTpa, K MHIOf BO3BpPaTSCh,

A 3abyaych y KaMmmuHa,

Jarasixychr He HarisiAsiCb.

3ByuyHO cTpesaka dacoBasi
MepHuft KPYr CBOR COBEpLUAT,
W, AOKyuHHX yaanss,

Moanoubr Hac He pasayuut. (Pushkin 1, p.388)

25 Ivanov, op.cit., p.405.
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Tsvetaeva's translation is permeated with the theme of the absolute
impossibility of any union or links with the world. Pushkin's poem "Besy",
in spite of its tragic motif, is enriched by its folkloric style and imagery.
Thus there is a suggestion of a witch's wedding and the mention of a spirit

who looks after houses ("aomoBo#t’) which even preserves a humorous folk

intonation:

Cxoabko Hx! KyAa MX roHsiT?
Y10 Tax xano6uo mooT?
AomoBOro Jin XOopoHAT?

Beabmy samyx Bugaot? (ibid., p.476)

Tsvetaeva's translation contains a hyperbolised, grotesque version of
the situation described in "Besy”. Somehow it omits the remarkable sense of
unity between the lyric hero and the mentality of what can be called
folklore or humble people, which is prevalent in Pushkin's "Besy" and was

earlier proclaimed {n "Zimniala doroga":

YTo-TO canuMTCA poaHOe
B A0oArmX mecHAX SIMILMKA:
To pasryave yaanoe,

To cepaeunast Tocka... (ibid., p.387)

However, Tsvetaeva's translation demonstrates her philologically sound
knowledge of Russian folkloric culture and Slav mythological traditions, as
pointed out by V. V.Ivanov.2® It seems that she was preoccupied with
identifying an original or archetype; this intention determined Tsvetaeva's
choice of imagery and vocabulary. Thus she identifies the demon more
specifically than Pushkin as a wolf with fiery eyes — "Le démon [...] c'est un
loup aux yeux-flambeaux" — which is in line with ancient Slav mythology.
Another point made by Ivanov justifies Tsvetaeva's translation of the word

"AO0MOBO#" as "ancétre" tracing it back to pre-Christian Russian cults.

One feels that Tsvetaeva's reinforcement of the individual's protest
against fatal forces and the universal law of necessity in the last stanza is
more in the vein of Lev Shestov's philosophy of existentialism (he was a

personal friend of Tsvetaeva) than with Pushkin's original:

26 Ibid., pp.410-11.
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Survolant la blanche plaine
Geignent, hurlent les malins,
De leurs plaintes surhumaines

Déchirant mon coeur humain. 27

Later — in 1939 — Tsvetaeva's protest reached its apogee in the cycle
"Stikhi k Chekhii": ‘

OTkasnBaoch — GHTD.
B Beaname Henoaei
OTKasHBaOCh — XHTb.

C BoaxkaMmr naomaaeft

OTKasHBalOCb — BHTb.
C akynamm paBHHH
OTKasuHBalOCh MIHTL —

Buns — no Tevensio cnux. (588, 1, p.327)

Tsvetaeva's vision of the world undoubtedly has a kinship with the
existentialist philosophy of Shestov. Berdiaev's characterisation of the main
philosophical concern of Shestov can be applied to Tsvetaeva:

9TO ecThb CTPACTHHHA NOPHB K papw, K BOJALHOA palCKON XH3HH.
Ho paft aocTuraercs uepes oGocTpeHHe KOHQIKKTa, uyepes
ARcrapmonmio m GesHaaexHocTb. [...] ‘lesoBeueckass amunocTb
ecTb XepTBa HeoOXOAKMMHIX HCTHH, 3aKOHa pa3yMa M MOpailH,

XepTba YHRBEPCAJILHOroO M o61ieo6sisaTensHoro.2?

Tsvetaeva's views influenced her translation of "Besy", reflecting her
own vision of the world, in accordance with which she emphasised in her

transiation the horrors of what Berdiaev called the universal' and
"compulsory"”.

Another important aspect of Tsvetaeva's poetic system is the motif of
a dying generation. (This will be discussed in chapter 4). In Tsvetaeva's
translation of Pushkin's song from the play "Pir vo vremia chumy", there is
a trace of this motif. Thus, Tsvetaeva inserted a line which does not exist
in Pushkin's text about people who are last aboard:

27 Ibid., p.405.

28 Nikolai Berdiaev, “Tipy religioznoi mysli v Rossii”, in his Sobranie
sochinenii, 3, Paris, 1989, pp.408-09.



- 54 -
Chantons l'ivresse du combat,
Du précipice sous nos pas,
De 1I'Océan qui nous charrie
En pleine nuit, derniers A bord [..1%°

The grammatical structures of Pushkin's text ("Ecrb ynoeume B 600...")
suggest a more impersonal situation. Meanwhile, Tsvetaeva applied it to
herself and those people of her generation who were aristocrats in spirit.
She characterises them in the following way: '

IloxoneHno ¢ cupeHbio
M c MMacxoft B KpeMmue,
MoR nprBeT NOKOAEHLIO
IMo koneHo B zemae
[..1

ToabKO Ayuly X Cnaclinm
W3 ¢pamuabHHX GorarcTp —
CoBpeMeHHNKaM CTapiUuM,

BaMm, 6e3 paBeHCTB M 6paTcTB —

Pyxy Bepu K ApyxO6ul
L..J1

MNoxoaense, rae xpaiue
bun — KTO xapue ctpaaan’
MNoxkonenve! S — paua!
IIpoaoaxenbe sepkad.

[..]

Bam, B 0AHOM HeGHBalOM

YMyApHBIIHMCST — OWTB,

Bam cpeab mymHoro Gana

Tax ymeBunM — no6utb! (Tsvetaeva 1990, pp. 445-46)

KTo — Mn? IloTOHYyR B MeaBeasix
ToT Kpa#f, NOTOHYA B MOJO3bLAX.
Kto — Mt ? He n3 Tex, 4TO e3AdT, —

Bor — Mu! A K3 Tex, uto Bo3saTl...]

29 {vanov, op.cit., p.392.
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HokTopa ysHaloT Hac B Mopre

ITo He B mepy Goabimm cepanam. (S88.1, pp. 259-60)

It is also interesting to point out omne aspect of Tsvetaeva's
translation which was overlooked by V. V.Ivanov (whose analysis is otherwise
quite exhaustive). If in Pushkin's poem we come across an assertion about
pleasures achieved through danger, Tsvetaeva inserted her own doubts about

it, a minor correction by changing Pushkin's phrase into a question:

Ivresse de la perdition,
Es-tu, peut-&tre — qu'en sait-on? —

D'une immortalité — promesse?3°

Pushkin's statement reflects the way Byron influenced his art and
Russian culture in general. As the poet Viacheslav Ivanov puts it, the issue
of freedom introduced into Russian culture by Byron was understood as an
idea of self-asserting the being and of freedom of choice.3! In the article
"Iskusstvo pri svete sovesti"” Tsvetaeva explains her doubts about Pushkin's
belief in immortality. She interprets Pushkin's use of a song in the play as
an attempt to escape the destruction inflicted upon people by the elements
(S88, 2, pp.380-81). Tsvetaeva's belief in the harmonious principle expressed
in poetry helps understand why her translation of "Khvala chume" is
particularly poetic. It bears the strong mark of Tsvetaeva's craft and of her
attempt to make it especially musical. V.V.Ivanov compares it to the
translation undertaken by Aragon and concludes that Tsvetaeva's version

grasps the very essence of Pushkin's poetic code.3?

To conclude the above observations, one can outline Tsvetaeva's
intention to recreate Pushkin's texts in French in a manner which was

described by one scholar as "un dialogue de poéte a podte".3? Tsvetaeva's

30 Ibid.

3! Viacheslav Ivanov, “Baironism kak sobytie v zhizni russkogo dukha",
Sobranie sochinenii, 4, Brussels, 1987, pp. 294-95.

2 y.v. Ivanov, op.cit., p.402.

33 J.-Cl. Lanne, "M. Cvetaeva traductrice de Puskin", Marina Tsvetaeva. Actes
du ler colloque International (Lausanne, 30.VI. — 3. VII. 1982), Bern, 1991,
p.436.
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strategy as a translator derives from the method introduced to Russian

poetry by Briusov. His method of translating was suggested in his article
“Fialki v tigele" (published in 1905):

PasnoxnTbL $nanky B THreie Ha OCHOBHHE 3JIE€MEHTH M INOTOM
K3 3TRX 3JIE€MEHTOB CO3AaTb BHOBb (HAIKYy: BOT 3aaaya TOro,
KTO SaayMal IepeBOANTb CTHXH. TaAHa TOro BHedYaTIEHRS,
KaKoe IPOH3IBOAHT CO3AaHKE MOI3HH He TOALKO B MKAeAX, P

wyBcTBaX, B o6pasax, HO paHbile Toro B s3uke [...] 34

Briusov's method became dominant in avant-garde poetry. Tsvetaeva's
translations of Pushkin demonstrate the same attempt to recreate the
impression of a miracle produced by the main structural elements of a poem.
That is why Tsvetaeva always felt that poetic translations should be
undertaken only by poets. In a letter to Valér): of 1937 she wrote:

Mue TBepasaT: Ilymikma Henepeboamm. Kak Moxer OHTb
HelmepeBOAHM YyXxe IepeBeAeHHLIl, NepeloOXHBIUHA Ha CBo#
(o6meuenobeyeckuit) S3HK HecKasidHHoe M HecK&sanHoe? Ho

nepeBoOARTL TAKOr'O No3Ta AOIIXKEH l'lO!)'l'.36

Briusov's definition of the poet's interest in translating helps us to
understand Tsvetaeva's determination to create the poetic equivalent of

Pushkin's verse in French:

IToaToB, npn nepeBsoje CTHXOB, yBieKaeT YHCTO
XyAoxeCTBeHHasi 3alaya: BOCCO3AaTb Ha CBOeM s3bKe TO, 4TO
NX NJEeHMIO Ha YyXOM, YBIeKaeT XejaHHe — ‘''uyxoe BMHI
nouyBcTBoBaThb cBoMM" [...] IIpekpacHuie CTAXM — Kak OH
BHI30B MO3TaM APYrHX HapOAOB: MOKas3aTh, YTO M HX A3HK

cnocobeH BMECTHTb TOT Xxe TBOpPUYECKURA 33MHC€J'I.36

It would not be an exaggeration to say that Tsvetaeva had the same
artistic goal in mind when she created her cycle "Stikhi k Pushkinu”. In her

own words, it was an expression of her protest to the hypocrites of all

% v.l1a Briusov, Sochineniia v dvukh tomakh, Tom vtoroi., Moscow, 1987,
p.97.

3 Russian translation in: A. Efron, A.Saakiants, "Marina Tsvetaeva -
perevodchik”, Don, 1966, N22, p.178.

36 Briusov, op. cit., p.98.
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times. (See chapter 2 on this subject.) Tsvetaeva (being a Futurist at heart)
attempted to break the French poetic tradition. Moreover, her French
translations of Pushkin were something of a lesson in poetic craft aimed at
contemporary French writers. Tsvetaeva tried to exploit the potential of the

French language in the same way as she experimented with her native one.
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CHAPTER 2
Tsvetacva's poems about Pushkin and references to his poetry.

Tsvetaeva's poems about Pushkin and her references to his poetry not
only reveal her vision of Pushkin's personality and his works, but also
provide us with invaluable insight into Tsvetaeva's mythopoetical model of a
poet's fate. They bear the strong mark of avant-garde poetics and
demonstrate the functional role of Pushkin's texts in Tsvetaeva's poetic code.

The very first of Tsvetaeva's poems dedicated to Pushkin was written
in 1913. Its title — "Vstrecha s Pushkinym" — suggests a development of
Pushkin's shade myth. It contains an encounter with the shade of a dead
poet. This myth was particularly exploited by Pushkin in regard to Ovid, to
whom the young poet paid homage while in exile in Moldavia (see such
poems as "Baratyﬁskomu". “Iz Bessarabii” and "K Ovidiiu").! In some ways
Tsvetaeva's poem "Vstrecha s Pushkinym" contains a similar situation: her
lyric heroine rediscovers the magic beauty of the Crimea which had been
immortalised in poetry by her predecessor. In the poems devoted to Ovid,
Pushkin identified himself with the exiled poet, outlining the political
similarities of their fates. In Tsvetaeva's case, the biographical context is
different. Tsvetaeva brought into play the similarity in age and infatuation
with Byron and Napoleon. Tsvetaeva's mythopoetical model of the encounter
with the poet derives from Pushkin's poem "Tavrida", in which he
symbolically identified the Crimea with his youth and called Gurzuf his
spiritual birthplace.

Close examination of Tsvetaeva's poem "Vstrecha s Pushkinym” will
help us to trace some images from Pushkin's "Tavrida". Comparing the two
poems makes it easier to outline those features of Tsvetaeva's poetic code
which derived from Pushkin's poem. Thus, Pushkin's epigraph from Goethe's
Faast ("Return me my youth!") suggests a subtext related to identification of

! This aspect of Pushkin's poetry has been extensively examined by Boris
Gasparov: Boris Gasparov, "Encounter of two poets in the desert: Puskin's
myth", Myth in Literature, New York University Slavic Papers Volume YV,
Columbus, Ohio, 1985, pp.124-53.
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the Crimea with the poet's youth. Therefore, Tsvetaeva's mythopoetical vision
of the encounter with the young Pushkin derives directly from his poem.

Moreover, Tsvetaeva's lyric heroine in "Vstrecha s Pushkinym" appears to be
quite mystical and, perhaps, symbolizes Pushkin's youth itself:

Iymxnu! — Ta sHaa 6 Do nepBoMy B3OpY,
KTOo y Te6s2 Ha nyTn.

M mpocmsin G, X moa pyxy B ropy

He npeanoxma mne marn. (Neizdannoe, p.17)

Tsvetaeva also uses Pushkin's description of Gurzuf for the

background of her own poem, which makes her choice for the encounter with
Pushkin well justified:

Tak, ecam yAanATLCA MOXHO

OTTOabL, rAe BeuyHHR CBeT rOPNT,

[ae cuacrhe BeuHO, HENpPeAOXHO,

Mot .u"x k IOpsy¢y npmaernr.

Cuactansut xpak, rae OGaeiyT BOAH,

Jlackasi nuumne OGpera,

A ceetaok pockoumo DPRPOAH

Osapenn xoama, ayra L..J (Pushkin, 1, pp.276-77)

However, Tsvetaeva's work represents the poetics of the avant-garde,
which belongs to the secondary poetic system (as mentioned in the
introduction). Thus, if in Pushkin's poem we can see the traces of the
primary poetic system with its direct correspondence to reality, in
Tsvetaeva's case the landscape itself forms a part of a reality perceived as
text or language. In other words, Tsvetaeva's description does not
correspond to the world around her; it refers to Pushkin's vision of Tavrida.
Moreover, Pushkin himself stands out in Tsvetaeva's narration as an
enchanter or a wizard. (This image reflects Tsvetaeva's preoccupation with
the early links of poetry and magic rituals and witchcraft).—

Cnepa — xpyrass cnnHa Awo-[ara,
Cnnnan GespHa — OKpecT.

S BcnoMMHaO KypuaBOro Mara

9TRX ANPNYECKNX MECT.

L.}
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3amax — N3 AeTCTBa — KaKOro-To ALMa
Han xaxmx-To mnaemes...
OuapoBanne npexHero KphMa

IIymxnacknx wuuanx BpemeH. (Nelzdannoe, p.17)

The very last reference to Pushkin's times reflects the tendency not

only of Tsvetaeva but of Russian modernists in general to mythologize
Pushkin's epoch. (This tendency was particularly evident among Tsvetaeva's

generation of poets.’) As Gasparov has pointed out, writers of the Silver Age
dealt not with the real historical figure but rather with the "Pushkin
principle” which was omnipresent in the artistic world created by them: "Not
only did Silver Age man incarnate in himself, in his work, and in the facts
of his life a certain aspect of the Pushkin principle, but he also constantly
recognized incarnations of that same omnipresent entelechy in his
environment."

What makes Tsvetaeva's poem quite remarkable and original is the
fact that unlike Annenskii and Akhmatova, who promoted the cult of
Tsarskoe selo in relation to the Pushkin myth, Tsvetaeva sought inspiration
outside Moscow and Petersburg — in the Crimea. The location chosen by
Tsvetaeva allowed her to highlight the Romantic landmarks in Pushkin's
biography as well as to widen the mythological interactions of the context
of her poem. Tavrida was perceived by Russian writers — both historically
and mythologically — as part of the Greek tradition. This was particularly
visible in the work of Voloshin. Tsvetaeva's poem "Vstrecha s Pushkinym"

2 Boris Gasparov has described this aspect of Russian modernism: "The
totality ascribed by Modernism to the Pushkin myth necessitated the
expansion of the myth's borders beyond the confines of a single poet's
personality. The myth about Pushkin naturally grew into a myth of the
Pushkin epoch [..] Those of Pushkin's contemporaries who had been
personally and creatively associated with him became an organic part of the
myth, as did the literary institutions of Pushkin’s age (the salons, the
circles, the periodicals) and the historical figures of his era." — B.Gasparov,
"Introduction: The 'Golden Age' and its Role in the Cultural Mythology of
Russian Modernism", Cultural Mythologies of Russian Modernism. From the
Golden Age to the Silver Age, California Slavic Studies XV, Berkeley, 1992,
p.9.

3 Ibid., p.8.
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was written while she was staying with Voloshin at his house in
Koktebel/, and she was very much under his influence. Tsvetaeva herself
admitted this in her essay "Zhivoe o zhivom", in which she displayed her
interest in myth and mythopoetry inspired by Voloshin:

Maxc ¢ MrndoMm Gnia cBsisaH N 4Yepes KOKTeGeabCcKylo sSeMiIn —
KREMMEpNACKYO, POARHY aMasoHOK. [...]

Kxumepnna. 3emass Bxoaa B Ama Opdesa. Koraa Maxc,
NONAHCPHHMN MOXOAaMN, PpaccKkashiBal MHe O 3eMJje, 0O
KOTOpOA MM NAEM, MHE KasaloCh, YTO PSLAOM CO MHOK maer —
Aaxe He lepopor, m6o TeporoT pacckasuBan no cayxam,

umeAINRA Xxe psiAOM HOBECTBOBal, Kak CBOR O CBOEM.

TakHOBNA4YECTBO mNO3Ta €CTb MNPEXRAE BCEro OYEBNAYECTBO:
BHYTPEHHAM OKOM — Bcex Bpemen. OuepBnaen BcexX BpeMeH
ecTh Tamuopmaen. (P, pp. 233-34)4

This vlslon. of the simultaneity of different temporal and spatial
dimensions was expressed by Tsvetaeva as early as 1913 in "Vstrecha s
Pushkinym". This feature makes her poem stand out as a fine example of
avant-garde writing. Thus, the vision of Pushkin in this poem merges not
only with the elements of the Orphic and Dionysian myths but also with the
imagery from several of Pushkin's writings ("Tavrida", "Tsygany", "Poltava"
and "K moriu"):

Buxy ero Ha aopore m B rpore...

Cuyrayo pyxy y aba...
L.]1

Y1t is interesting to compare Tsvetaeva's description of the Crimean
landscape with Voloshin's portrayal of it (in the article on Bogaevskii
published in Apollon in 1912) in order to establish a similarity in their
mythopoetical outlook: "llinpoxme KameHHbHE JdECTHANW NOCPEAN CKaANCTHX
yuieani, ¢ ABYX CTOPOH OrpaHmYeHHhLE NpPONACTAMN, KaxeTcs, HONNpawoTCA
HeBNANMHMN CTYDHSIMN OJBpNANKK. M xpe6TH, ocumaBiuecs Kkak O6u oOT
SeMIETPSICEHNsI, X AOANHH, NOAOGHHe HocadatoBok B aenb Cyaa, X NOASAHM
[..]J m cTynenm, peayume B ANA, — BCe 3TO TEeCHO N 6ecCHOpPAAOUYHO XMeETCH
ApPyr Kk apyry." —Maksimilian Voloshin, Liki tvorchestva, Leningrad, 1988,
p.316.
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Kaxk s1 mo6ao mMeHa M sHaMeHa,
Boaocu m roaoca,
Crapne BXHA N CTapue TPOHH,
— Kamaporo scrpeunoro nca! —
.1
KomeananToB X 3BOH TamMOGypmMHa,
3oa0T0 X cepeGpo,
HenoBTopnMoe musi: MapnHa,
battpona x Goaepo,
(...
9TH caoBa: HNKOrRa X HaBeKkH,
3a xoxecoM — Koaeo...
CMmyranie pyKR B CNHEE peKxH,
— Ax, — Mapnyay TBOD! — (Nelzciannoe. pp.17-18)

The poets of post-Symbolist formation were particularly aware of the
coexistence of several historical epochs in their artistic experience. This is
due to their perception of cultural tradition as myth which is based on the
ritualistic approach to life. Such belief allowed them to replay and
experience different situations from the past. Thus, Belyl wrote in his

profound article "Emblematika smysla” (1910) that he and his
contemporaries lived through the experience of the past: "[...] MHans,

Ilepcnsaa, Ermmer, Xax n [penmsa, Kak X cCpeaHeBeXOBhLe, — OXNBAapOT,
NPOHOCATCSA MEMO HaC, Kak HPOHOCSATCS MNMO Hac 3MOXN, HaM Goaee Ganskne
[..]"3 Tsvetaeva's poem "Vstrecha s Pushkinym" is a remarkable illustration
of Bely's point: it is not just an encounter with the poet, but, to a much
greater extent, an experience of the poet, of what it would be like to be
Pushkin. It is no coincidence that Tsvetaeva's poetic narration is focused on
the mirror and the reflected lyric persona, presented in the terms of
Pushkin's times. In the essay "Moi Pushkin" written in 1936 (analysed in
chapter §) Tsvetaeva gave this phenomenon a more precise definition:
"IIylIXKH He BOCHOMRHaHMe, a cocrosiine, I[Iymxmn — bceraa m orsceraa” (P,
p.19). In other words, Tsvetaeva herself admitted that she was interested in
the Pushkinian principle or Pushkin as a myth rather than as a real
historical figure. In this respect it is especially revealing to observe in
“Vstrecha 8 Pushkinym" how Tsvetaeva's neo-Baroque principle of mirroring

S A Belyi, Simvolizm, Moscow, 1910, p.50.
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(discussed in more detail in chapter 5) was manifested so strongly. It seems
that this poem produced the very embryo of Tsvetaeva's poetical model based
on the semantics of her Christian name Marina. Moreover, by proclaiming
the unique character of her name she thereby suggested only ome function
for her lyric persoma: to reflect others. In other words, there is a certain

metonymical aspect in the poem, brought about by Tsvetaeva's use of the
mirror image.

It is also surprising to see how "Vstrecha s Pushkinym" includes all
the main connotations of the Pushkin myth developed by the Russian
Symbolists and especially the post-Symbolists. First of all Tsvetaeva
mentions the parallel between Pushkin's times and the beginning of the
twentieth century, a parallel symbolically manifested in terms of the colours
gold and silver. Tsvetaeva's contemporaries defined Pushkin's times as a
"Golden Age"” of Russian culture, and their own epoch as a "Silver Age". As
Gasparov has polpted out, the widespread play on the parallel images of
“gold" and "silver" was an important device in the poetics of Kuzmin and
the Acmeists.S It is difficult to apply the same principle to the whole of
Tsvetaeva's work, but her early poetry does seems to follow the same
pattern. The other important element of the Pushkin myth exploited by
Tsvetaeva is the gypsy and skin darkness imagery. Irina Paperno's study of
the role of Pushkin's image in the everyday life of the Silver Age artist

concludes that darkness of the skin and gypsy-Egyptian imagery are the
most important part of the identification with Pushkin.” In my view,

Tsvetaeva created her own mythological aspect of this imagery and linked it
to the motifs of rebelliousness and displacement. (This point is discussed in
chapter 5.)

Beyond these connotations of the Pushkin myth exploited by Tsvetaeva
in the poem, it can be seen that the idea of Pushkin being a companion or
escort is also used —

Mu paccmesanch 6H N noGexaan

3a pyxy Buns no rope. (Neizdannoe, p.19)

— and derives from the title of Merezhkovskii's book on Pushkin — Vechnye

¢ B. Gasparov, op. cit., p.1l. |

7 Irina Paperno, "Pushkin v zhizni cheloveka Serebrianogo veka", Cultural
Mythologies of Russian Modernism, op. cit., pp. 34-37.
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spatniki. The image of Pushkin as a life-companion or a fellow-traveller had
a very symbolic meaning for Tsvetaeva, who later developed a personal myth
about having her fate in common with Pushkin. (The Russian word "sputnik"”
is often used metaphorically in the phrase relating to a life-companion —
"sputnik zhizni"). It is also significant that Tsvetaeva's encounter with
Pushkin takes place on a mountain, and the two poets climb up and walk
down together. The act of ascending a mountain forms a very important motif
of Tsvetaeva's poetry, and it is especially expressive in her long poem
"Poema gory"”. Therefore, the significance of Tsvetaeva's encounter with a
Pushkin depicted as ascending should not be overlooked. It has its analogies
with Greek and Christian mythologies, in which Mount Olympus and Mount
Sinai respectively play an important role. For instance, Moses ascended
Mount Sinal and received from God the two tablets of stone on which the
Commandments were written. Taking into aécount such analogies suggested
by Tsvetaeva's text, one can assume that the encounter with Pushkin
contained elements of ritual and included some sort of blessing from God,
factors which were of great importance for Tsvetaeva's creative blography.
(Images in the poem of the mirror and the tambourine evoke a ritualistic
atmosphere too.)

Another image pointing to the highly spiritual meaning of the
encounter with the poet is Tsvetaeva's reference (quoted above) to blue
rivers. In Tsvetaeva's poetic code, the colour blue personifies the most
spiritual of realms. In the long poem "Na krasnom kone", the horse-rider,
used to symbolise Tsvetaeva's genius, takes the lyric heroine into the blue
sphere (the kingdom of pure spirituality, eternity).® It is possible to develop
the suggestion that there may be links between the symbolic system of
colours of Voloshin and of Tsvetaeva. This question needs further
investigation. However, Voloshin's article on Russian icons caix shed some
light on Tsvetaeva's usage of the colour blue in relation to Pushkin in
"Vstrecha s Pushkinym” and in the cycle "Stikhi k Pushkinu" (which will be
analysed below). Voloshin provided the following explanation for the
meaning of the colour blue in art: '

Y xpacox ecThb CBOR ONmpeAeleHHHR CHMBOJNSM, NOKOSILMACS

8 The functional and semantic significance of the colour blue has been
studied by L. V. Zubova: L. V. Zubova, Poeziia Mariny Tsvetaevol . Lingvisticheskil
aspekt, Leningrad, 1989, pp.131-34.

Tud 200~
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Ha BOOJHe peaabHHX OCHOBaX. BosbMeM TpPM OCHOBHHX TOHa:
xeaTHR, XpacHHR n cuHMA. Vi3 Hnx oGpasyercsa Aas Hac Bce
BNANMOE: KPaCHHR COOTBETCBYET MNBETY 3€MJAN, CHHMA —
BO3AYXa, XeATHR — COIHeuHOMY cpBeTty. [lepeBeaeM 3TO B
cnuMBoaH. Kpacuui Oyaer o6GosHauaTh TraNHY, K3 KoTopof
CO3AaHO TeNo veloBexa — NAOTb, KPOBb, CTpacTb. CxHMA —
BOSAYX N AYX, MHCIb, GeCKOHeYHOCTb, HeBeaoMoe. Xearnh —
CONHNe, CBeT, BONO, CaMOCOsHaHme, papcTBeHHocTb. L...]
JinaoBuR M CHNHERR HOSIBASIOTCSA BCOAY B Te 3MOXN, Koraa

npeoGunaaaeT peANrKosHoe X MNCTHuecxkoe uyscTBoO. [...]

HeBoarHo BcnoMmHanTCcs yKkasanms [aaacrtona, urto
rpexn BpemeH I'oMepa He 3SHaJIM CHHero mpeTa K He NMeIN B
fAigdke ca0B Ads1 ero oGosHauwenmsi. [..] Cmuss xe Kkpacka,
AABHO N3SPeCTHasli erNOTAHAM X ynoTpeGasiBlIasicCA rpexaMx
npx  packpacke morpeGanLHHX CcTaTtyk, He MNpOHNKalza B

ﬂBOﬂlCL.’

Neither should one forget that Tsvetaeva's father founded the Museum
of Fine Arts in Moscow, and apart from her access to a huge home library
on art history, Marina and her sister occasionally accompanied their father
on his trips in search of items to purchase for the museum (this was
described in Tsvetaeva's story "Sharlottenburg”). Tsvetaeva certainly was
aware of the symbolism of colours used in art, and was interested in art
history all her life. Her analysis of the paintings of Goncharova proves this
point, as does the fact that while Tsvetaeva lived in Paris she liked going to
the Louvre museum. Moreover, in private she criticised her father's taste.!°
It seems that she was aware of the Greek tradition mentioned by Voloshin
(quoted above). Certainly in her own poetry she used blue colours for images

% Maksimilian Voloshin, "Chemu uchat ikony?", in his Liki tvorchestva, op.
Clt.. PP. 292-93. »

10 This fact was mentioned to V. Lossky by N. Khardzhiev. According to him,
Tsvetaeva was very interested in a book on Flemish art: "OHa ouenb meHmaa
kanry Kappear ¢on Manaepa, wncropmka 16-17 Beka, 0 ¢aaMaHACKNX
XyAOXHNKaX, KoTopasa Bbuma B 40-M roay. A o6 Meane Baaanummpobnue
LipeTaepe OHa roBOPNIa, YTO OH OLA COBEpPIUEHHO AWiIeH BKyca." — Véronique
Lossky, Marina Tsvetaeva v zhizni. Neizdannye vospominaniia sovremennikov,
Tenafly, 1989, p.241.
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related to highly spiritual notions and to death (seeing in the latter the
liberation of the spirit from the body). The system of colours applied by Tsvetaeva
to Pushkin's image corresponds to the description given by Voloshin (quoted
above). The image of blue rivers is present, and in the cycle "Stikhi k Pushkinu"
Tsvetaeva characterizes Pushkin's forehead as being more blue than olives. Pushkin
was therefore perceived by Tsvetaeva as the ideal poet, one chosen by God
and marked by this blue. As for Pushkin's brown skin, mentioned several
times in Tsvetaeva's poem, in Russian the word "smuglyl” is semantically
related to the group of words with the meaning "dark” as well as "heat" and
fire”, and it corresponds to the English stem "smok". In Tsvetaeva's poetic
code, it personifies fire, passion and is also related to the motif of smoke.
In Tsvetaeva's opinion, the poet's life has a parallel with the mythological
Phoenix. (This point is discussed in chapters 1 and 5.)

The theme of the poet's love and passion was reinforced by Tsvetaeva
even more expllcl_tly in her next poem about Pushkin — "Schastie ili
grust/..." (1916). Although the device exploited in the poem is unusual, it
may be called a suggested antithesis. In the poem Tsvetaeva created a
portrait of Pushkin's wife using characteristics which in Tsvetaeva's poetic
code denote the most negative and philistine categories; these are juxtaposed
to the positive image of the poet. Goncharova represents the complete
opposite of Pushkin: whatever categories are applied to her image cannot
possibly be used in relation to Pushkin. Thus, in contrast to the passionate
image of Pushkin (which was reinforced in the culture of Symbolism and
post-Symbolism), Goncharova is portrayed in the poem as an apathetic,
mediocre person who cared only for her second husband Lanskoi (who was
of the same mould, in Tsvetaeva's view):

CuacTre WAR rpycTb —
Hnuero He sHaThb HaN3yCTb,
B nuumo#t TanbMe karaThb 606poBOR,

Cepane [lymxnna Tepe6bnTh B pyxax,
M mpocanith B Bexax —

AannnoGpoBok,
Hm x xomy He cypopoi —
T'onuaposoi.

CoH mam CMepTHHR rpex —

BuTb KaK mIeNK, XaK OyX, Kak Mex,
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W, He canllua CTHXA AKHTOrO,
IIponBetaTth ceGe Ge3 MOpLIKH Ha AGy.
Ecan rpyctHo — Kycartb ry6y
Y norom, B rpo6Gy,

Bcnomnuarty — Jlanckoro. (S84, 1, p.93)

Tsvetaeva's portrait of Goncharova is biased, and most probably
derives from the article written by Briusov in 1903 "Iz zhizni Pushkina".!!
Briusov was particularly anxious to depict Pushkin as a passionate rebel and
real blackamoor who broke all the philistine categories of socially acceptable
behaviour and standards of morality. However, recent biographical studies on
Pushkin contradict the myth about Pushkin's wife which was promoted by
the Symbolists and post-Symbolists. Today, scholars have enough evidence to
support a different view showing Goncharova as a caring wife and devout
Christian.!?

Meanwhile, in terms of Tsvetaeva's own mythology, Goncharova's
image in the poem is already associated with an Undine-like appearance.
Such images as long eyebrows, fur and an apathetic look do, in Tsvetaeva's
poetic code, indicate a fatal evil attraction, a sort of witchcraft. Thus, in
a poem from the cycle "Marina", Marina Mnishek's portrait is also reduced
to an ideogram, although this time it is not eyebrows but eyelashes which
personify evil beauty. (It is interesting to point out that when Tsvetaeva was
concerned with expressing spirituality, she chose to use eyes as an
ideogram.) Thus in this cycle Tsvetaeva's mythopoetical model contains an
element of sacrifice: one has to pay with one's life for the privilege of
enjoying beauty:

— Yem sannauy sa HIEAPOTH:
TemeH, Her poMOK, HeNnpMSHaH...
Hs3-noa pecunuHoro B3aety

YT1o-TO OoTBeTHNO: — XKn3Hbio! (S84, p.156)

In the poem about Goncharova (quoted above) the same aspect of fatal
attraction is conveyed in the line "Cepane Ilymkuna Tepe6nTb B pykax". The
mythopoetical model presented in both of the poems derives from Pushkin's

1 valerii Briusov, "Iz zhizni Pushkina", Novyi put/, 1903, 6. It was included
in Briusov's book Moi Pushkin, Moscow-Leningrad, 1929, pp.9-24.

12 M. A. Dement’ev, I. M. Obodovskaia, N. N. Pushkina, Moscow, 1985.
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portrayal of Cleopatra in "Egipetskie nochi": she would ask her admirers to pay

for a night with her with their lives. Pushkin's image was very popular among
the Russian Symbolists, as was particularly highlighted in Briusov's writings.!3

In another of Tsvetaeva's poems related to Pushkin and Goncharova —
"Punsh i1 polnoch’/. Punsh i — Pushkin..."(1920) — Goncharova is portrayed as
Psyche. However, she appears in the poem as an illusion, the poet's
hallucination. The very imagery of the poem focused on the mirror, while
the use of smoke and punch suggests the theme of oblivion and
daydreaming. It is difficult to agree with Saakiants' analysis of this poem,

which argues that it reveals Tsvetaeva's condemnation of Goncharova:

9to — o Ilymkuae m ero IIcnxee — He moOGuMoOit
IlBeTaeBoit Hartanbe Huxoaaesqe. ABTOpCKOEe OTHOILLIEHREe K
HeR, ¢ npoGaeckaMn RpoHAn ("maaTtbsi GaabHOro mycrass mesa")
BHpaxeHO B 3BYKOBOA Hrpe: noaGope ClIOB, MOYTN B KaXAOM

W3 KOTOPHX HanKdecTByeT 3Byk "m*.!*

Rather, it is more a poem about a poet and his Muse than a reference
to any particular biographical context. The mythopoetical tone of the poem
is indicated by the repetitive usage of elements borrowed from late eighteenth
and early nineteenth century Russian poetry. Thus, such images as "maaeBhit
xanar", "nynur”, pipe and smoke are borrowed from the poetic tradition of
what nowadays is called Pushkin's epoch. Biographical details are greatly
distorted for the sake of mythopoetry.

According to the etiquette of Pushkin's times it was necessary for
a married lady attending a ball to be accompanied by her husband. By
contrast, in Tsvetaeva's poem, Goncharova leaves for the ball with an old
lady (supposedly her aunt Zagriazhskaia, who sometimes - accompanied
Goncharova to the theatre). Pushkin himself did occasionally complain about
his duty to attend numerous balls with his wife. In one of his letters to
Nashchokin (in 1832) he wrote:

Het y meHs aocyra, BOJbHOR XOJOCTOR XKH3HH, HEOOXOAKMOR

13 The myth of Cleopatra in the culture of Russian Modernism is discussed
in I.Paperno's article: op.cit., pp.36-39.

14 A.A.Saakiants, Marina Tsvetaeva: Stranitsy zhizni | tvorchestva. (1910 -
1922), Moscow, 1986, p.224.
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Aas nncateana. Kpyxyce B cBere, xeHa Mosi B GoanwioR Mojxe

— Bce 3TO TpeGyeT JAeHer, AeHLIN AOCTAOTCA MHe vepes
TPYAH, 8 TPYAH TpeOyOT yeamHenns.'d

However, Tsvetaeva's focus on the opposition of passion and
indifference (expressed in the lines "He mpoxer am ek nepuarky / Ilnaxmi
nonenyk apama”) is based on reality. There was already a tendency among
Pushkin's contemporaries to perceive Goncharova as the personification of
melancholy as well as of poetic beauty. She was characterised most
expressively by D.F.Fikel/mon:

1832. 21 HosaGpsa. Camok KpacmpoR Buepa G6Hila, OAHAaKO x,
IlymxmHa, XOTOPYO MH NPO3BaAX NO3THYECKOA, Kak N3-3a ee
My®xa, TaKk N N3-3a ee HeGeCHOR N HecpaBHEeHHOR KpacoTH. 9TO
— ofpas, mepea KOTOPHM MOXHO OCTaPaThbCsl uWacaMM, Kak

nepeA COBeplleHHERILMM cosjpaHneM TBopna. (Vi3 aAHeBHmKaA") 16

In this respect Tsvetaeva's poem represents the same attitude,
although it is linked to the motif of Dionysian enjoyment of life and
oblivion (upon which Tsvetaeva focused her attention again in relation to
Pushkin's poetry in 1931, in her essay "Nezdeshnii vecher").

To a great extent the theme of escapism from life into art, used by
Tsvetaeva in "Punsh i polnoch/. Punsh i — Pushkin...", was suggested by
Pushkin's own poetry. Images such as "pipe", "punch”, "insomnia" appear in
Pushkin's poetry of the 1810s and 1820s in relation to dreaming, escapism
and the tragic vision of his own life. In the poem "Sleza" (written in 1815)
the imagery described above signals an elegiac mood:

Buepa sa gamiet myHmeBOL
C rycapom s cmaexn
H Moawa c MpaYHOL AYILOL

Ha aanpnk nytb rasiaea. (Pushkin, 1, p.99)

Pushkin's later poetry is permeated with the elegiacally conveyed
theme of feast and celebration, which has a very specific connection with
the anniversary of the Lycée in Tsarskoe Selo and with Pushkin's

8 Zhizn’/ Pushkina rasskazannaia im samim i ego sovremennikami. V dvukh
tomakh, ed. V.V.Kunin, volume 2, Moscow, 1987, p.457.

16 1bid., p. 484.
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schoolfriends. One has especially to bear in mind such poems as
"Piraiushchie studenty”, "Vospominanie", "V krugu semei, v pirakh
schastlivykh...”, and "Chem chashche prazdnuet Litsei...". However, only in
one poem representing this theme is the lyric hero drinking alone. It is "19
oktiabria”, written in 1825 when Pushkin was in exile. This poem contains a
meditation on the fate of his friends and a vision of the poet's own death
in the near future.

Nevertheless, Tsvetaeva's poem has the strong stamp of her own
self-portrait supposedly applied to Pushkin. In this respect her usage of the
mirror image is highly suggestive. As mentioned earlier, Tsvetaeva based her
own poetical model around the idea of mirroring and reflecting. Moreover it
is Tsvetaeva, not Pushkin, who appeared in her poem "Vstrecha s Pushkinym"
examining the reflection in the mirror ("Cepane csoe m cBoe oTpaxenre / B
sepkasne.. — Kak s mo6ap..."). Reflection in mirror or water plays a
significant role in some other poems of Tsvetaeva. Thus, in poem 15 from
the cycle "Podruga” (Neizdannoe, p. 75), Tsvetaeva's lyric heroine is trying to
discern the future by looking in a mirror (a common fortune-telling

procedure in Russian folklore):

Xouy y sepxana, rae MyTh

W con Tymansiumi,

S BLUNHTATL — KyAa BaM OyTb,

M rae — npxcraunme. (Neizdannoe, p.75)

Meanwhile, in poem 9 from the cycle "Stikhi k Akhmatovoi”, the
reflection in the brook has an omnipotent aspect:

Tu, senenoBoAHHR aecHOR pyueh,

Pacckaxn, xaxk ceroaHsi HO4YLO

Al Bsrasinyaa B Te6sa — K el

Jinxk yspeaa B TeGe Booun. (Tsvetaeva 1990, p.121)

One should also take into account the moment when Tsvetaeva wrote
her poem "Punsh i polnoch/. Punsh i — Pushkin...”. It is her first poem after
the death of her younger daughter Irina in February, when Alia was very ill
too. Events preceding the poem brought Tsvetaeva to the despair expressed
in her letter to Zviagintseva and Erofeev. It is interesting that in this letter
Tsvetaeva defined art and writing as pleasure and luxury: "[...) eanHcTBeHHas
AdSsl MEHS1 POCKOLIb — peMecio, TO, Al 4ero s poamaach” (S88. 2, p.469). All
the romantic notions in Tsvetaeva's poetry written after the October
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revolution signify this attitude. The motif of escapism seems to be
particularly forceful when taken in conjunction with the poems of
Tsvetaeva's book Lebedinyl stan, written at the same time as her romantic
plays. Pushkin's image was presented against the background of Tsvetaeva's
political writings of this period (Lebedinyi stan, "Iz dnevnika”, "Smert/
Stakhovicha", "Zemnye primety”, "Moi sluzhby", etc.); it personifies,
therefore, the 'Golden Age' of Russian poetry (described in Tsvetaeva's poem
as a period of "nymkmHckrXx muanx Bpemen”) and the idea of the soul and
poetry possessing immortality regardless of the political regime imposed on
the poet.

Another interesting feature of Tsvetaeva's poem "Punsh i polnoch’.
Punsh i — Pushkin..." is the usage of a semiotically important element: the
inner portrait of the real Goncharova is revealed by mentioning the dance in
which she will take part — the polonaise. This ideogram indicates once again
(as in the poem "Shchastie ili grust’/..”) the very conventional character of
Goncharova who, in Tsvetaeva's view, matched the slowness of the formal
processional dance. The same type of ideogram appeared earlier in the poem
"Vstrecha s Pushkinym", in which Pushkin and Byron rhyme in Tsvetaeva's
poetic code with the more adventurous and passionate bolero. Meanwhile, it
is interesting to point out that Tsvetaeva identified her own character with
the mazurka (in the poem "Uedesh/ v dal/nie kraia..." written in 1918):

KTo Gpocna poau Ha cHery?
AX, 5TO 1IKYpKa MaHAapHHa...
M xpyTRTCA1 B TBOEM MO3ry:

Masypka — Mope — cmepTh — MapnHha... (S88, 1, p.93)

The mazurka, a lively dance, is close to the bolero, and in Tsvetaeva's

poetic code is contrasted to the polonaise.

Tsvetaeva's biased attitude towards Goncharova flew in the face of

some facts. In the poem "Shchastie ili grust/..” Tsvetaeva claimed that
Goncharova would remember Lanskoi in her posthumous dreams. Yet
Goncharova did not erase Pushkin's name from her memory, and she kept
Pushkin's archive and passed it to the poet's eldest son Aleksandr. Thanks to

Goncharova's care of the archive, the Annenkov brothers were able to edit
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the complete collection of Pushkin's works and prepare Pushkin's biography
for publication.’ It is also known that Goncharova and her son Aleksandr
devoted their Saturdays to the memory of Pushkin. Her son learnt from her
a great deal about his famous father.!® One can find numerous facts to
contrast with Tsvetaeva's version of Pushkin's life. It is clear that
Tsvetaeva's distortion of the factual background of Pushkin's life was quite
deliberate: she was preoccupied with a mythopoetical model based on the
poet's life, not with real events. As mentioned earlier (in the introduction
and chapter 1), Tsvetaeva's poetics belongs to a secondary system, and here
is further proof that Tsvetaeva focused her attention on Pushkin's texts and
the legends about him. It is a definite variation on Pushkinian themes. In
the essay "Natal/la Goncharova" (1929) Tsvetaeva produced a clear statement

justifying her approach to Pushkin:

Bansnne pBcero I[Iymxmna neamxom? O, aa. Ho xakxM xe oHO
MoxeT OHTb, XpoMe ocBoGoanTenbHOoro? Ilpmxkas Ilymxnna 1829
roaa ‘nau, aoaaM 1929 roaa, TOALKO KOHTP-HYIUKKHNAHCKNA.
Jlyaum#i npnmep ,Temun n Bapvanmm" Ilacrepnaxa, aanp mo6Bn
k Ilynkxay x mnoasok cBoGoaWd oOT Hero. Vcnoanenme

NyIIKNHCKOro xeaaumsi. (S88, 2, p.97)

Tsvetaeva's words reveal the character of her poetic outlook,
indicating that her poetic method was neo-Baroque. Avant-garde art and

Baroque cultural tradition share a belief in the possibility of imitation and
the reproduction of poetic systems and ceuvres. They have an orientation not
towards originality but rather towards the imitation of what has been
produced before. Tsvetaeva formulated this principle in the same essay:

YTo Taxoe wuenobeuecxoe TBOpuecTBO? OTBeTHHR Yyaap,
Goabiie HNuero. Bemp B MeHs yAapsieT, a s OTBedan,
oTaapsmo. JInGo Belh MEHs cCOpalunBaeTr, a A orBevao. [...]
Bceraa amazor, moeAMHOK, cxBaTka, GopnGa, B3anmoaeficTBNe.
Beun» saaaer saraaky. Hy — cmHee, HYy — uncTOoe, Hy —
coaeHoe, — B ueM TakHa? Iloa xmcreo — orBer. OTBer Mam

17 p_ V. Annenkov, Sochineniia Pushkina. I. Materialy dlia biografii Aleksandra
Sergeevicha Pushkina, St. Petersburg, 1855; and P.Annenkov, A.S.Pushkin v
Aleksandrovskuiu epokhu, 1799-1826, St. Petersburg, 1874.

18 Zhizn/ Pushkina, op. cit., p.464.
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OONCKN OTBeTa, TPeTbhe, HOBOE, BOJHHKILEC H3 MOpsa H .
Otpaxentnft yaap, a He Bewp. (ibid., p.81)

The same principle was applied by Tsvetaeva to Pushkin's life and
personality. Even her image of Pushkin in the mirror (in the poem discussed
above) arouses the feeling of a mystery to be solved. This is particularly so
if one recalls the mirrors used in Russian culture for fortune-telling and
prediction.

However, Tsvetaeva's approach to Pushkin is by‘ no means unique. It
had already been promoted by Briusov, who as early as 1901 formulated the
main task confronting his contemporaries: the divination of Pushkin and the
spirit of his works.!’ In the article "Iz zhizni Pushkina" (see reference 11)
written in 1903, Briusov created a very unorthodox image of Pushkin, heavily
emphasising the negative features of Pushkin's personality. Briusov set out

to expose Pushkin's demeanour, eccentricity, ugly features, womanizing,
| pre-marriage passion for debauch and the poet's early delusion about being a
politically significant figure. It was Briusov who created -a myth about
Goncharova too. While portraying Pushkin as arrogant and unfit for polite
society, Briusov described Goncharova as shallow, cold, capricious,
uncultured and slovenly. This is felt throughout his book Moi Pushkin
published in 1929, which was a compilation of his early articles on Pushkin
(including works on Pushkin written before 1911). To a great extent Briusov
tried to make Pushkin into a Decadent at odds with soclety. Briusov
strongly defended Pushkin's right to be free from the moral and esthetic
limitations of his time, and called for the publication of "Gavriiliada"”. It
seems it was no coincidence that Tsvetaeva's views on both art and Pushkin
echoed Briusov's outlook. Her mythopoetical model of Pushkin's life was
undoubtedly influenced by Briusov's perception of it, and her cycle "Stikhi k
Pushkinu"” is the best illustration of this point.

Tsvetaeva's perception of Pushkin's life and personality — as with
Briusov — seems to be fully consistent with the Symbolist-Decadent model
of the poet (this will be discussed below in conjunction with the specific
analysis of the cycle "Stikhi k Pushkinu"). One can distinguish a trend in
Pushkin studies started by Annenkov which focused on how the life of a

19 v, Briusov, "Pushkin i Baratynskii”, in Russkii Arkhiv, 1901, 1.
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poet moulds his artistic personality. Annenkov's book Materialy dlia biografii
Aleksandra Sergeevicha Pushkina had a profound impact on Briusov.?®
Tsvetaeva knew this book very well, and she even brought it with her to
Moscow in 1939. It is not clear why this fact has been overlooked by
scholars, who have greatly emphasised Tsvetaeva's dependence on
Shchegolev's and Veresaev's books while working on her essays on Pushkin.?!
Saakiants also sees an incongruity between Tsvetaeva's interest in
biographies and her claim that one should not investigate the biographical
subtext at all. Saakiants gives a very interesting quotation from Tsvetaeva's
draft version of her essay on Mandel/shtam:

He sHao, HyxHHW ax BoobGuie OHTOBHE NOACTPOYHNKH K
CTHAXaM: KTO — KOrjga — C KeM — TA¢ — MNpN KakKKX
ob6cToATeaAbCTBAX KTA. — xXHa. -CTHXM OHT nepeMoONioAR N
or6pocnan [..] Hy=xno am nHam sHarb, uTO Ilymkmay, urobu
Hanncath Pycanxky, npmumioch cobaasHwtb, — 3atemM GpocuTbh —
xpenoé'myn aeBywiky? He aana am Bcs Tocka ee — B Pycaake?
Bce packasinbe [Iymixkmaa — B xusse? BoccosaapaTh peaibHRyO
armocpepy moasmm — [..] yHmuTOXaTHL BCIO HpeABapATEAbLHYO
paboTy IO COSAAHNO.

Cxoapko [Iymxxny npmimaoch 3a6HTb K OTGPOCHTDL, OT
CKONLKOTO OYNCTNTb, UTOGH AaTb Pycaaky, a ero Gmorpadp —

onsith C ApsasraMx N rpssno. K uemy? IIpnGamsmts Kk Ham

20 This aspect of Briusov's life is analysed in an article by J. Grossman: Joan
Delaney Grossman, "Mol Pushkin: Briusov's Search for the Real Aleksandr
Sergeevich", Cualtural Mythologies of Russian Modernism, op.cit., pp.73-87.

2! Anna Saakiants, in her assessment of Tsvetaeva's archive in Moscow,
provides a list of books which Tsvetaeva possessed on her return to
Moscow. This list includes two books about Pushkin by P.E. Shchegolev and
P.V.Annenkov's Materialy dlia biografii A.S.Pushkina; see A.Saakiants,
"Vstrecha s knigoi dlia menia radost/. M.I.Tsvetaeva”, in Oni pitali moiu
muzua. Knigi v zhizni 1 tvorchestve pisatelel, Moscow, 1986, p.217. Also in
this article Saakiants claims that Tsvetaeva possessed and used for her work
on Pushkin P.E. Shchegolev's book Duel”/ i smert/ Pushkina (Petersburg, 1917),
as well as V.V.Veresaev's Pushkin v zhizni (Saakiants is not sure whether it
is the edition of 1926 or of 1928). — Ibid., p.213.
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xxporo Ilymxmua? /Ja paspe oH, 6morpad, He 3HaeT, 4YTO HOIT

— B cTaxax wnsor | 22

This image of Pushkin alive (expressed, in Tsvetaeva's view, in Pushkin's
poetry) is strongly felt in Tsvetaeva's cycle "Stikhi k Pushkinu”.

The cycle was written by Tsvetaeva in 1931. In her letter to Teskov4d
Tsvetaeva characterised it thus:

Craxx x IIymxmny [...] coBeplueHHO He -npeacTapasno ceGe,
9TO0H 'xro-uuﬁy.u OCMeaniacsti 49NTaTb, KpPOME  MEHS.
CTpamHO-pesKne, CTpPallHO-BOAbHHE, HMYero obuiero ¢
KaHOHN3NpoBaHHHM [IymIXWHHM He NMeouUpe, N BCE@ NMepoiNe
— obpartHoe xaHoHy. Onacuwe crnxm [..] Onm BHyTpenHO —
PEBOMONROHHN

[...] BHyTpeHHO — MATexHMe, C BH30BOM Kaxaoi ctpoxx [...]
OHM MO#R, NO3Ta, €ANHOJNYHHA BH30B — JANINEeMepaM TOraa N
remeps [...] Hanncana onm B Meaone B 1931 r., seToM — 51 Kax
pas toraa umTtana llleroaeBa: "/lysap m cMepTh [Iymikmua" n

saawxanach or Heropopaumsi. (PAT, pp.149-50)

Although Tsvetaeva claimed that Shchegolev's book was the main source of
inspiration for her cycle, Saakiants notes that it is factually dependent on
Veresaev's Pushkin v zhizni (S88, 1, p.652). According to Tsvetaeva's letter to
‘Bunin's wife Vera Muromtseva (4 May 1928), she had read the book in 1928
(Marina Tsvetaeva, Neizdannye pis/ma, Paris, 1972, p.399).

It is worth mentioning Veresaev's and Shchegolev's link with
Symbolist and post-Symbolist culture in order to understand their intention
to project Pushkin's image in accordance with the established taste and
views of contemporary literature. Their vision of Pushkin was not completely
independent and objective, and they may have had some appeal for Tsvetaeva
precisely because of their cultural orientation towards Symbolism. (This
aspect has so far been totally ignored by Tsvetaeva scholars.) Veresaev
(V.V.Smidovich, 1867-1945) was very much involved in Symbolist discussions,
and in common with his contemporaries he turned to antiquity. He was a
translator of Heslod's Works and Days, which gives advice for living a life
of honest work: Hesiod inveighs in turn against dishonesty and idleness by

22 Ibid., pp. 213-14.
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using myths (including the Prometheus myth ;md the so-called Five World
Ages myth). The didactic tendency of Hesiod's poem had an impact on the
work on Pushkin by Veresaev, who based it on the collection of documents
describing the poet's life compiled by N.O.Lerner in 1903 and titled (in
Hesiod's style) Trudy 1 dni Pushkina. (Incidently, all later editions of
Lerner's work contain better biographical data on Pushkin. It seems that the
factual aspect was not Veresaev's priority) Veresaev identified Pushkin's
epoch with Hellenism, seeing some Homeric features.in Pushkin's outlook
and personality. However, in 1929 Veresaev reconsidered his attitudes, and in
the book V dvukh planakh®® he denied the existence of harmony between
Pushkin's art and life and claimed that the artistic and human aspects of the
poet's life were separate. Veresaev's book Pushkin v zhiznl created, in his
view, an image of the living Pushkin bereft ot: references to his poetry. This
attitude was severely condemned by Khodasevich who stamped Veresaev's

approach as "blographical formalism".24

It has not Been suggested so far by Tsvetaeva scholars that her
polemical approach in the cycle "Stikhi k Pushkinu" was much triggered by
the discussion started by Khodasevich. Khodasevich argued against the
attempts by all leading authorities on Pushkin to separate the poet's art
from his life (and vice versa)l In Khodasevich's view, Pushkin's creativity and
everyday life were entwined in a harmonious way. Moreover, he claimed that
Pushkin's personality was as perfect as his work:

INywxnn [..] npexpacen He ToaAbBKO B TBOpYEeCTBe, HO N BO
Bcel moaHOTe cBOeR INYHOCTN, Raxe M B Hepocratkax [...] Mu
A0 CEX NOp He NPNMNPNIANCh cO cMepThO [lymikwHa: umTas
€ro BeYHO XRBHE CJIOBa, BCe e€llle YOPpSAMO XOTHM BHACThb

XNBLHIM ero cauoro.”

Tsvetaeva's words in the essay "Natal/ila Goncharova" (1929) echo to some
extent Khodasevich's statement quoted above; she claimed that Pushkin's
marriage was just as outstanding as his life and death ("[...] Tax xe

23 V. Veresaev, V dvukh planakh, Moscow, 1929.

24 V.Khodasevich, “Pushkin v zhizni (Po povodu knigi V.V.Veresaeva)",
in Poslednie novosti, Paris, 13 January 1927.

23 1d., "V sporakh o Pushkine", Sovremennye zapiski, 37, Paris, 1928,
p.275.
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reHnajbHa, KaKk ero xXWsHb X ero cMeptr” — S88, 2, p.58).

However, the main difference between the two approaches lies in the
fact that Khodasevich perceived Pushkin's life in the light of Christian

concepts of the divine and human nature of God, while Tsvetaeva's vision of
the poet was largely based on a paganism rooted in the ideas of Nietzsche.
Although Tsvetaeva aimed her polemic at many scholars and critics both
inside and outside Russia, her approach was not exactly unique or original if
one takes into account only the philosophical or ideological aspect of the
cycle "Stikhi k Pushkinu". Throughout the whole cycle one can feel that
Tsvetaeva was mainly influenced by Gogol/, Dostoevskii and Merezhkovskii.

Thus, in one of the seven stanzas which Tsvetaeva added to the first
poem of the cycle in 1935 (the main body of the cycle was published in
Sovremennye zapiski, 63, Paris, 1937),26 there is a reference to Dostoevskii's
1880 speech about Pushkin.?’ In this speech Dostoevskii talked about the
all-embracing nature of " Pushkin's poetry and the fact that Tat/iana
personified the true Slav soul (in Dostoevskii's view, Tat/iana is the main
character in Pushkin's verse novel Evgenii Onegin):

Ceil, rasaeBinit BO Bce CTpaHul —
B poam co6crBenno#t Tatbsinn? (S88, 1, p.274)

This allusion is again felt in the following stanza:

K nymxmHckomy moGniaen

Toxe peunr npomsHeceM:

Bcex pymsineR m cMyraee

o cmx nop na cpere BcemLl...] (ibid.)

The third line represents a paraphrase from Pushkin's tale "Skazka o mertvoi

26 Only two Tsvetaeva specialists regard as definitive the version of poem 1
of the cycle published in Sovremennye zapiski. In all the editions of
Tsvetaeva's poetry, except the latest one edited by Korkina (Tsvetaeva 1990),
the poem "Bich zhandarmov, bog studentov...” includes more stanzas than the
original version. On this point see Korkina's commentaries (Tsvetaeva 1990,
p.744) and Shveitser's discussion of this issue in: Viktoriia Shveitser, Byt i
bytie Mariny Tsvetaevol, Paris, 1988, pp.524-25.

27 B M. Dostoevskii, "Pushkin. Ocherk", in Polnoe sobranie sochinenii v
desiati tomakh, 10, Moscow, 1958.
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tsarevne | semi bogatyriakh": instead of "belee"” Tsvetaeva inserted "smuglee".
As discussed above (in the analysis of "Vstrecha s Pushkinym"), dark skin

was an essential element of Tsvetaeva's ideogram of the poet (symbolising
rebelliousness and displacement).

The most interesting feature of poem 1 of Tsvetaeva's cycle "Stikhi
k Pushkinu" is the presence of what is called in Russian skaz (this is
frequent in Russian prose of the 1920s but also in Leskov's writings, for example).
In poetry this device (free indirect narrative) was not exploited as widely as
in the ornamental prose of the 1920s and 1930s.2® Khodasevich admired its
usage in Tsvetaeva's poem, although he observed that remarks (expressing
different perceptions of the poet) had prevailed over the very image of
Pushkin:

[...] 6buTL MOXET, CANILIKOM MHOIO MNOJEMKKN C NOUNTATEeNSAMN
[lymixmHa m CANIIKOM Malo ckasaHo o camom [lymxmne, xors

caMHft "cxas" npeaocxoaeu.”

Khodasevich's remark reflects his interest in Pushkin's poetic personality. In
Khodasevich's view, Pushkin's life was that of a professional poet and its
tragic course was determined by Pushkin's work:

PemmteapHuf mnepenoM mnpon3BeAeH [lyluxmHmM, KOTOpPH#ft
nepBbiM  ABMICA NOCACAOBATENbHHIM MWHAHBHAYAIHCTOM B
PYCCKORt aNTepaType, Kak M NepBnM poMaHTHkoM. OH nepsuit

CBSi3all Hepa3spHBHO TPareAHO CBoeR 4YeaoBeYeCKOR JANYHOCTH C

28 | refer to the term “"free indirect narrative" featured in the dictionary
compiled by Dupriez: "Dropping the main verb of expression (‘he/she said’,
for example) produces free indirect narrative, which repeats an utterance
almost verbatim, retaining even exclamations and intonation, but modifying
two markers: the pronouns and tenses. [...] Free indirect style (free, that is,
from the introductory syntagm) possesses a flexibility that almost confuses
it with the direct discourse, but its form reveals the presence of a narrator
‘behind’ the character. In the interior monologue, or in dialogue, the narrator
disappears.” — Bernard Dupriez, A Dictionary Of Literary Devices, Toronto,
1991, p.296.

29 V. Khodasevich, "Knigi i liudi", Vozrozhdenie, Paris, 24078, 15 May 1937,
p.9.
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ANYHOCTLID XYAOXHAKA, NOCTaBNB CBOD CyALGy B 3aBACAMOCTbD
OT MNO3THYECKAX MNepexWBannk. 3ToO ero mnpWeearo K
cBoeoGpasHoi Gmorpadmm, [...] B XOTOpDOR XMSHL OpraHmuyeckm
caixta ¢ TBopuecrBoM. [..] OH nepBHf nDpPOXNA MXH3Hb, KaK

no3T — N TOJALKO, KaK IO3T, X 3a TO nmorn6 .30

Tsvetaeva's argument against biographical data (discussed above) was based
on the same conviction that Pushkin's life was determined by his writings.

Moreover, Tsvetaeva extracted the most revolutionary aspects of his life and
work in order to create her model of the poet. In the cycle, she illustrated

her vision of Pushkin's life as a poet and extended it to herself. In the
stanzas which were added to the cycle in 1935 Tsvetaeva compared Pushkin
to a gun:

To-To K NyIUKMHCKAM n3SGylIKam
JlennTech, UTO caMn — Xaam!
Kak ms aymwa! Kak s nymxx —

[IyIuXMHHM — 1O CONOBbLAM

Caépa, corkondM moaera!
— IIymxna — B poan nyaemerta! (S88, 1, p. 274)

In writing the stanza quoted above, Tsvetaeva most probably had in mind the
enemies of Symbolism and post-Symbolism, and to a large extent the
mentality of official Soviet literature which made a Soclalist Realist out of
Pushkin by emphasising the anti-bourgeois elements in his poetry. Even in
Shchegolev's book Duel” i smert/ Pushkina Tsvetaeva may have noticed a
tendency to interpret Pushkin's life in socio-political terms. Shchegolev was
an avowed Marxist and at the beginning of the century formulated a
principle which was developed in all his works on Russian literature. This
principle was based on the belief that the writer's biography is the most
essential evidence of the socio-political climate of his epoch.31 Shchegolev
studied Russian literature in relation to the liberal movement in Russia in
the nineteenth and twentieth centuries, being interested in the links of
Pushkin and Griboedov with the Decembrists. In respect to Pushkin's
biography, Shchegolev focused on the intention of Tsar Nicholas the First to

30 14., "Pamiati Gogolia", Izbrannaia proza, New York, 1982, pp.72-73.

3 See, for example, P.Shchegolev's review of the bibliographical dictionary
edited by S.A. Vengerov — Mir Bozhil, St Petersburg, 1904,10, pp.1022-24.
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suppress the revolutionary spirit of Pushkin's poetry (which, in the Tsar's
opinion, influenced the Decembrist movement).3?

Poem 5 of the cycle illustrates Shchegolev's point very well. Its title
"Poet i tsar/* formulates the confrontation between poet and censor in such
a way that it can be perceived as a myth or, in terms of Baroque culture,
a rhetorical figure. It is especially felt in the following stanzas:

Ctoap BeanyapHi
'B sonore Gapwm.
— IIymIKNHCKOR ciaBH

XKanxnk manaapm. [...]

3opue Brasancs!

He 3abubah:
IleBnoyGnitna

Haps Hrxoaat

Mepeut. (S88, 1, p. 280)

The enjambment in the last stanza semantically emphasises the slgnlflcance.
of the word ‘'first', bringing to life the possibility of the second meaning:
Nicholas the First is the first censor of Russian poetry. Tsvetaeva's
neologism "pevtsoubiitsa" denotes her vision of what was called by Pushkin
“chern’/" (this point in relation to her essay "Moi Pushkin" is discussed in
chapter 5). In Tsvetaeva's cycle the Tsar (Nicholas the First) stands out as a
symbol of the philistine attitude to art. In this respect, the third poem of
the cycle is linked to the last (six and seventh) poems, in which Pushkin is
identified with his own work:

[ll.]

He o6pexarh Ha nocieAHMR Mpax,
Ioanyo rayxonéMmocrs —

Teay, o6kapHaHHOro M Tak

HoxummamMm — B moamax. (S88, 1, p. 281)

32 Besides Schegolev's book on Pushkin's duel, mentioned above, such a view
was expressed in the following works: ?P.E. Shchegolev, “"Imperator Nikolai I
i Pushkin v 1826 godu.", in Russkaia mysl/, St Petersburg, 1910, 6; Id.,
"Pushkin v politicheskom protsesse 1826-1828 gg.", Pushkin | ego
sovremenniki, St Petersburg, 1909, XI, pp. 1-51.
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In the last (seventh) poem the situation taken from Pushkin's life receives

the status of a myth which can be repeatedly experienced. This is
particularly evident in the following lines:

.1
He nmopyuarhr manasam nmoxOpoH

XepTB, nenzopam — norpebelbs
Nywmwxnaux. [...] (Ibid.)

The enjambment in these stanzas is rather suggestive, .as is the pluralisation
of the name Pushkin. Tsvetaeva's poem therefore creates an image of those
Russian poets who have a tragic fate in common with Pushkin. (In poems 2
and 3 Tsvetaeva openly proclaims her kinship with Pushkin) The
mythological status of the situation is reinforced by Tsvetaeva's use of

enjambment, which is used in her poetry as the condition for the
coexistence of different spatial dimensions (most often for inserting a

viewpoint from the future into a situation which has taken place in the
past).”

The situation from Pushkin's life which Tsvetaeva exposed in this
cycle can be easily translated into her own life. The accusations which
Tsvetaeva levelled in "Stikhi k Pushkinu"” against the philistine approach to
literature were addressed both to the official guards of Soviet literature who
suppressed freedom of speech and to the Parisian critics who were intolerant
of Tsvetaeva's poetic experiments and of her political inclinations.
Tsvetaeva's article "O novoi russkoi detskoi knige" (S88, 2, pp.352-360) sheds
light on the circumstances of her life in 1931 (the cycle "Stikhi k Pushkinu”
was written in the summer of 1931). The article was a response to the
increasingly aggressive attacks of RAPP on Soviet writers who did not toe
the party line on literature imposed by the official watchdogs. As Irma
Kudrova has pointed out, in February 1931 Tsvetaeva read an article in
Poslednie novosti (reprinted from Pravda) about the 9 February all-Union
conference on Soviet literature for children. This conference was an attempt
to expose the "enemies of the people” among the authors writing for

33 This aspect of Tsvetaeva's enjambment has been brilliantly analysed by
L.Losev: L.Losev, "Znachenie perenosa u Tsvetaevol”, Marina Tsvetaeva: Actes
du ler colloque international (Lausanme, 30.VI- 3.VII 1982), ed. Robin
Kemball, Slavica Helvetica, Volume 26, Bern, 1991, pp.272-83.
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children. The "class enemy" was labelled "chukovshchina" and pre-school
literature as the most stagnatlng.“ Tsvetaeva's article openly argued against
the official Soviet point of view that Soviet books for pre-school age
children are the best in the world. (588, 2, p.356). Tsvetaeva was
overwhelmed by the professionalism and imagination of such writers as
Polonskaia, Marshak and Shvarts. In spite of Tsvetaeva's polemical tone, her
article was received with suspicion and rejected by Poslednie novosti. This
was also due to her criticism of émigré literature for children which, in
Tsvetaeva's view, was highly pretentious and rather second-rate by
comparison with the Soviet talents.3% However, later her article appeared in
a left periodical Volia Rossii 3 although the polemical tone was lost due to

its late appearance.

Meanwhile, Tsvetaeva's admiration for Maiakovskii, Pasternak and
Marshak among others, and the involvement of her husband and daughter
with the pro—Soviet organisation "Soiuz vozvrashcheniia”, made Tsvetaeva
unpopular with many émigrés in Paris. Nevertheless, Tsvetaeva herself did
not want to return to Russia. Her article "Poet i vremia” (also written in

1931) demonstrates her awareness of political intervention in art and

3 Irma Kudrova discussed this fact in the context of other political
developments in literature: official watchdogs (mostly represented by RAPP)
exposed, for example, a harmful influence among playwrights by stamping it
"bulgakovshchina”, and Tomashevskii's textbook on literary theory was called
“a polsonfous product”.— Irma Kudrova, Versty, dali... Marina Tsvetaeva:
1922-1939, Moscow, 1991, pp.232-3S.

35 In her letter to Salomeia Andronnikova-Gal’pern of 3 March 1931,
Tsvetaeva complained: "Buicnaro Bam Hobyo rasery — ypu, 6es cBoeit crartbhn,
M o4YeBHAHO Ge3 CBoero COTpyAHWYecTBa Brnpeab. Kak mosta MHe nmpeamouam —
JlaanHcKkoro, kak ,cratucra’ (ot ,crartbm“) — Bcex. Crarbsa GOnia camas
HeBHHHass — O HOBOR pyccko#t aeTcko#t kumre. Hm pasy caoBo ,coBerckas‘, w
paBHsila s1 COBPEMEHHYIO NO CBOEMy AeTCTBY, T.¢. NPOTHBYCTaBlAla SMN0XY
snoxe. [MoanTnkm — Hukaxo#t. Ho mMena HEOCTOPOXHOCTb YNOMSIHYTb W ,Hamry"
(3MArpaHTCKy®O) AeTCKylo JIHNTepaTrypy, NpMBecTn Heckoabko nepiaos [...]".
(588, 2, p.596) |

3¢ Marina Tsvetaeva, "O novol russkoi detskoi knige", Volia Rossii, Paris,
1931, 5-6. It also was published in S88, 2, pp.352-56.
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literature in Soviet Russia. Her remarks about Dem/lan Bednyl and Esenin reveal
her conviction of the necessity of preserving the cultural heritage; this point
once again contains an argument with the Soviet officials who insisted on
creating new art, free from the past (S88, 2, pp.360-61). As Kudrova has
pointed out, Tsvetaeva's letters of 1931-32 are full of bitter remarks on the
tragedy of her situation: "Bc& Mens suTankmpaer B Poccwio, B KoTOpyo — A
exaTb He MOry. 3aecb s He HyxHa. TaM s HeposMoxsa"; "Tam wmens [..] —
ynekyTt. I tamM He ynener, m6Go HeroxopaHme — MOs CTpPacTb, a €cCTb Ha
470 ...", "TaM MHe He TOALKO SATKHYT POT HemeyaTaHMeM MONX Beulef — TaMm
MHE R NORCaTh HX He AAAYT"; etc.3’ In the light of Tsvetaeva's political
concerns at the beginning of the 1930s, it becomes clearer why she turned to
Pushkin.

As predicted by Khodasevich in 1921,3% the second eclipse of Pushkin
had taken place in post-revolutionary Russia, where Pushkin's legacy became
institutionalized. Tsvetaeva felt that Puskhin's name and poetry in general
had been politicized — both among émigrés and in Soviet Russia. Her poem
“Dvukh stanov ne boets..." written in 1935 contains a reference to Pushkin's
statement (from the poem "Poetu") about a poet's political independence:

— TH napb: XHBN OANH...

(Ho y mapeit —Hanzoxunn

MnuyTh.) bor — oAmH.

ToT — B nycrote HeGec. (S88, 1, p.313)

In Tsvetaeva's view, Pushkin symbolized spirituality itself. Therefore, he was
God or the mystical expression of God. This is particularly felt in her essay
"Moi Pushkin" (discussed in chapter 5) as well as in the cycle "Stikhi k
Pushkinu”. Thus, in the first poem of the cycle Tsvetaeva compares Pushkin's
forehead to blue olives: ‘

Y16 BH AenaeTe, KapiH,
9TtoT — roaybek oamp —
CaMuit BOAbHLHIR, cCaMHit KpaHNR

Jlo6 — HaBekM saxkieRMNB

37 Kudrova, op. cit., p.235.

3% Khodasevich's lecture at Pushkin's house in 1921 was included in his book
a year later. See V.Khodasevich, "Koleblemyi tremozhnik”, in his Stat] o
russkol poezii, Petersburg, 1922.
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HnsocTro AByeamHoi

3oaoTa m cepeamnu? (S88, 1, pp.274-75)

As discussed above (in relation to Tsvetaeva's poem "Vstrecha s Pushkinym"),
in Tsvetaeva's poetic code the colour blue had connotations of spirituality.
Her vision of the poet was rooted in the culture of Symbolism, in which
poetic craft was linked to divine powers. In the article "Poet 1 vremia" (1931)
Tsvetaeva compares the poet to a spiritual émigré trapped in a mundane life:

[...] BcsaxknR mosT mo CymecrTrBy 3MNrpPaHT

[...] Ourrpant llapcrBa HeGecHoro m seMHOro pasi HpHpOAM.
[..] OumrpanT m3 beccMepTbn B BpeMs, HeBO3BpalleHen B
cBoe HeGo. (S88, 2, pp.363-64)

In poem 4 of the cycle "Stikhi k Pushkinu" Tsvetaeva depicts his life as the
struggle of the divine and the mundane:

..J .

[IymixnH, ¢ MOHapIILAX
Pyx pyxoBsoacTBOM

Bupumitica Tak xe
HécMmepTh — Kak OGbeTcCs
(Moum — npnGuiBana,
Cnaa — pocaa)

C myckyaom Bana

Myckya Becaa.

Kto-TO, Ha ¢ypy

Hecum#: ,Atnera

Myckyanartypa,

A se noata!”

To — cepapmma

Cnana — Guna:

Hecokpyummuii

Myckya — xpuina. (S88, 1, p.279)

Tsvetaeva's comparison of Pushkin to a Seraph (cited above) suggests the
highest expression of divine nature. Thus, in accordance with the De
Hierarchia Celesti, Seraphim, Cherubim and Thrones formed the first
hierarchy of angels, surrounding God in perpetual adoration. (Also
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traditionally, the Seraph is depicted in art with a head only and one, two or

three pairs of wings.)®® Moreover, in ,Christian tradition angels were not just Judaeo-
the messengers of God or agents of divine will, but occasionally they could

be the mystic personification of God himself. The Old Testament contains a
reference to one such case, in which Jacob is depicted wrestling with an
angel.*° Jacob's encounter with God himself has been interpreted at many

levels in terms of religion and of myth and folklore. In early Christian art
Jacob's antagonist was God himself but he later came to be portrayed as an

angel. Their fight symbolizes the Christian spiritual struggle on earth.%!

Thus Tsvetaeva uses a fact mentioned in Veresaev's book Pushkin v zhizni *? and
adds a mythological dimension to it.

Another important image which contains two connotations indicating
spirituality and freedom is the comparison in poem 1: "roayGek oams [...]
a06" (S88, 1, p.274). This comparison represents an almost exact quotation
from Pasternak's cycle "Tema s variatsiilami” ("Variatsii”, poem 4), although
it appears there in a different context. Pasternak recreates the atmosphere
of Pushkin's long poem "Tsygany" and compares Aleko's and Zemfira's
foreheads to olives:

3aapann k HeGy oraoGan.
JI6u roayGee oamsb.
TaGop rasanT mcnoanoObbsi,

B sBe3an MOHNCTa anepnB.“

In Pasternak's poem the gypsy appearance of Pushkin's characters is
expressed with the help of hyperbolised metaphor. In Tsvetaeva's case this

3% James Hall, Dictionary of Subjects and Symbols in Art, London, 1974, p.165.
40 Genesis, 32, 22-32, The Holy Bible, Catholic edition, London, 1966, p.28.
4 James Hall, op. cit., p.165.

,“ “A.O. Poccer nepexiaaamBan Teno [lymkmHa B rpo6.. MHe npmnoMmHanoch,
KaKoro KXpemxKoro, MYCKYJANCTOro OGHi OH CIOXeHMsi, KaK pasBMBal OH CBOM
cnan xoabboo”, in V.V, Veresaev, Pushkin v zhizni, part 1V, Moscow, 1928,
p.153. It is interesting to point out that Tsvetaeva herself liked walking, and
emphasised it in her lettfers, essays and poems. One of her long poems is
an ode to walking — "Oda peshemu khodu" (S88, 1, pp.281-84).

43 Boris Pasternak, Stikhotvoreniia i poemy, Leningrad, 1977, p.194.
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metaphor is applied to Pushkin. Such "readdressing" of the qualities of
the character to the author derives from Tsvetaeva's avant-garde poetics.
First of all, Tsvetaeva herself identifies Pushkin with his writings. Secondly,
Pasternak's metaphor used by Tsvetaeva in the cycle on Pushkin underlines
the mark of an outcast or stranger. Tsvetaeva's model of the poet is based
primarily on Pushkin's "foreign-ness": as pointed out above, dark skin
became a symbol of freedom in Tsvetaeva's poetic code. Spiritual character is
another important connotation of Tsvetaeva's portrait of Pushkin (reduced to
the ideogram mentioned above). Bearing in mind Tsvetaeva's vision of
Pushkin as Seraph (at the end of poem 1), the occurrence of olives in the
poem can be interpreted in terms of Christian mythology, in which the olive
branch was percelved as an ancient symbol of peace. Thus, for instance, the
sprig of olive brought back to the ark by the dove symbolizes to Christians
the making of God's peace with man.** It w‘ould not be an exaggeration to
conclude, therefore, that Tsvetaeva sought in Pushkin those aspects of
an artistic outlook which could enable her to reconcile Russian literature

torn apart by politics and various literary divisions.

Another point which arises with respect to Tsvetaeva's perception of
Pushkin is a persistent reference (directly or indirectly) to Pushkin's long
poem “Tsygany". In the poem "Vstrecha s Pushkinym" Tsvetaeva mentions her
love for Pushkin's Mariula (an important character from the poem); there is
a long discourse on "Tsygany" in her essay "Moi Pushkin"” and in the cycle
"Stikhi k Pushkinu" we come across a reference to Pasternak's vision of it.
The gypsy motif plays an important role in Tsvetaeva's own poetry. Such
poems as "Tsyganskala strast/ razluki..", "Milye sputniki, delivshie s nami
nochleg...", "Bohdme"”, "Uedesh/ v dal’/nie kraia..”, "Mirovoe nachalos’/ vo
mgle kochev’e...", "Tsyganskala svad/ba", "Poema kontsa" (chapter 2), and
many others on the theme of travelling and displacement provide evidence
that Tsvetaeva created an ideal of a group of outcasts based on Pushkin's
model in "Tsygany". This is also apparent in poem 6 of the cycle (which will
be discussed below). In this respect it is worth mentioning an important
link between Tsvetaeva's vision of Pushkin and the article by Viacheslav
Ivanov "O 'Tsyganakh' Pushkina". Close examination of Ivanov's article and
Tsvetaeva's cycle on Pushkin (as well as the part of her essay "Moi
Pushkin") helps to establish the influence of Ivanov's perception of Pushkin's

p M James Hall, op. cit., p.228.
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poem on Tsvetaeva's approach. It is suprising that so far this link has been
overlooked by Tsvetaeva scholars. In 1920 Tsvetaeva highly praised Ivanov as
her guru in the cycle "Viacheslavu Ivanovu" (see chapter 4 on Ivanov's

influence on Tsvetaeva's poetics). His article on Pushkin was included in his
book Po zvezdam published in 1909. 48

First of all it is interesting to compare Tsvetaeva's preference for
Mariula in her poem "Vstrecha s Pushkinym" with Ivanov's remarks:

OcHOBHLMM B nLranckoR cTHxmn [IyluKMH BOCHPHHAN NMEHHO
XeHCKHR THO X ero xe cAelal HOCHTeleM OGojee WIH MeHee
BHAABNBLIErOCA B XoueBO# n coGopHO#K XNSHH
WHANBNAYaabHOro Hadana [..] 3ToT OCHOBHOR XeHCKNRt TN
coueTancsi B ¢GaHTasMM MO3TAa C TriAYGOKO XEHCTBEHHHM N

My3HKaTbHHM MMeHeM: Mapnyaa.®

Occasionally Tsvetaeva identified herself with Pushkin's heroine. Thus,
for example, in the poem "Vse syzmova: opiat/ rukoiu robkoi" (1920) there is
a parallel between her own life and that of Mariula:

Bcé ch3HOBa: BHOBb KaK y HapCKHX cTaTtyk —
IoueTHnt xapaya.

(1 He TOMAO, — OGHuai, mepeHsATHI

Y mnumx Mapnya!) (S88, 1, p.135)

On the behavioural level Tsvetaeva liked to make herself resemble a gypsy
woman. (In this respect Tsvetaeva followed a certain literary tradition chiefly
derived from Apollon Grigor/ev's poetry; the gypsy image was also very
popular among the Russian Symbolists.) Her passion for silver bracelets
struck many of her contemporaries." It is also interesting that Maiakovskii
characterised Tsvetaeva's poetry as "tsyganshchina” and advised Soviet readers

4% vViacheslav Ivamov, "O 'Tsyganakh' Pushkina", Po zvezdam. Stat/i i
aforizmy, St Petersburg, 1909, pp.143-88.

46 1d., Sobranie sochinenii, vol 4, Brussels, 1987, p.301.

4 See, for example: Zinaida Shakhovskaia, "Marina Tsvetaeva”, in her
Otrazheniia, Paris, 1975, p.162; Véronique Lossky, Marina Tsvetaeva v zhizni,
Tenafly, 1989, pp.303-06.
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to go for Sel’vinskii and Aseev who wrote, in his view, in a similar gypsy vein.4®

However, the most interesting aspect of Ivanov's interpretation of
Pushkin's "Tsygany" is the discussion of the main character of the poem
Aleko in terms of the philosophy of individualism, spiritual quest and
freedom. Ivanov's perception of Pushkin's poem seems to be in line with
Tsvetaeva's own poetic model. Ivanov's commentaries help us to understand

why Tsvetaeva focused her attention on the issues raised in "Tsygany':

B Aneko JlymxmH OTHCKal H TreHMalbHO OTMETHI TOro
HeCYacTHOro CKATalblla B POAHOA 3eMie, TOrO MCTOPMYECKOro
PYCCKOro CTpajalbRa, CTOdb NCTOPHYECKN HeoGXOAKMO

ABABILEroCsA B OTOPBaHHOM OT HapoJaa oGuiecrbe Hamem.[...]

CxnTanen, NMeHHO B Mepy cBoek BepHOCTH Hjee BCeleHCKOR,
— OHa Xe €eCTb NAesl PpYyYCCKasi, — 3aXo4YeT OCTaTbCH
CKATanbneM, CoO3HaBaTh ceGsi G6Ge3saOMHHIM TOCTeM UyXHX
ma'rpda, N Xaxk G 4YeJOBeKOM He OT MNEpa Cero, paBHO y cebsa
Ha pOANHe NJAX Ha uyxOGNHe, — OHa Xe B CBeke PeANrKo3HO#

NAen — TOR, KOTOpasi ocBoGOXAaeT, — yxe W He uyxOmHa [...]%°

In this light, Tsvetaeva's cycle on Pushkin gives the impression that to some
extent she transformed Pushkin into Aleko. Tsvetaeva's portrait of Pushkin
(created from characteristics scattered here and there) puts an emphasis on
his individualism. Tsvetaeva's argument with Dostoevskii (about reducing
Pushkin's image to that of his heroine Tat/iana) discussed above echoes the
following statement by Ivanov:

HeaocTaTtoK ToakopaHmsi [JOCTOEBCKOro, no HailieMy MHEHKO, B

TOM, 4YTO OH BLIABHraeT, HeCOOTBETCTBCHHO C HaMEpEHHAMH
L]

MymkwxHa, Ha mnepBHA nNAaH HaRWOHAAbLHO-OOILECTBEHHHI

BONpPOC N 4eépe3 HEro KileT IMNoAXoAA K PeEIARrHO3HOMY

COAEepXRAHNIO MO3MH, Toraa KaK IywKknx npAMo
OPOTABONOCTaBIsAET GoroGopcTBy .abconroTHOR
CaMOyTBepXRAAIIEeACS AKYHOCTH MNACO PEINrMOSHYIO — NAE

CBSI3K W NpaBAb BCeleHCKOR — M B 3TOR OAHOR BNANT OCHOBY

48 v.Maiakovskii, "Podozhdem obviniat/ poetov”, Krasnmaia nov’/, Moscow,
1926, 4, pp.223-24.

4% vanov, op.cit., pp.316—17.
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HCTHHHOR M HeabHOR CcBOGOAH: ,NTHYKA DOXHS He 3HaeT HR
sa6oTH, HM Tpyaa“.. B peanmrnosHom pemeHnn npoGaeMH

RHANBHAYaJIK3MA Mbl n ycMaTpuBpaeM BeJINYaRLLYIO

OPNrMHAALHOCTL K CMEJOCTb BYIIKMHCKOR Mmucan. [...]

Ha yTBepxaeHRe cBoeHayaiNsi MO3T OTBevYaeT He OTPHHAHNEM
ero (,cMmpmch”, kak ToOakyer [locTOeBCKMit, KaK YuMT
MlaTo6Gpran), — HO yxe mNPOBOSIAaUICHAEM MNOJORNTEIbHOIO
peanrnossoro cmaresa: ,HayueHHuit ropbkMM ONHTOM POKOBHX
CTpacTeA N NOCJAEAHEro NSrHaHMsi, TH, KTO OWa ropa » sou,

GyAb HuHe BIepBHe M BONCTHHY — cBoboseH “. 50

Such an understanding of freedom in Pushkin's poem was very close to
Tsvetaeva's model of a poet's fate and spiritual quest. One of the references
in the memoirs of her friends can illustrate this point:

Y Hee Guin magoc ctpasauns [...], noromy uro ona — noar [...] OHa
corjacHa cTpajaTh H yMepeTh 3a NpaBRy, HO ONpPEAEIHTb BTy
npaBay HeBosMoxHO. OTCI0OAa NMOCTOsIHHAst TeMa CaMOCOXXEHH S

K MoTHB Koctpa. [...]

OHa 49acTo roBopmia, UTO NO3T oGpedeHHHHA, OHa YyBCTBOBala
CBOO CBA3b C Goapummn nodtamm: [Iymukmuum, JlepMoHTOBHM,
EcennHuM, MaakoBCKAM, HO CO3HaBalla, 9TO CyAbGa KX TparuvHa.
[...] IToaT aoaxen rmGHYTh OT obluecTrBa, M OT NpecieAOBaHMR
obliecTBa OHa MCNHTHBAalAAa YAOBlAeTBOpeHHe: ,MeHs rpuayT, HO
3TO HOPMAJNbHO, BeAb S Xe¢ MNO3T, & NO3TOP HEHaBHAAT H
npecieayoT’. ¥l 3Ta HeNnpexkJOHHOCTb Y Hee OCTalaCh A0 KOHHa.
[..] B sTof xaxae CaMOCOXXEHHSI MNPOSIBASIETCS PpyccKas
xaucTOBCKass CTHXKA. [loacosHaTeabHoe  xenaHne  OHThL
xepTBOoR. [asa dero? 3TOro OHa He OTKpLIa, HO Ha 3TO

NIOJNIOXHJIA CBOIO XH Sﬂb.s"

Tsvetaeva's cycle creates the same portrait of Pushkin, particularly in poems
3 and 4:

Ieaoch xak — noercsa YVl nonuHe — T4K. 3HaeM, Kak ,Aaetcsi”!

50 Ibid., p.318.

3 Quoted in Véronique Lossky, op. cit., p.202.
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Haa ToGo#, ,nycrsix“ [...]

B 6nTBY Ge3 snoaefictpa: CaMoré — ¢ camuMm! — IIyLUKHHHM He
Geire!

H6o 6uio Bac — nm! (S88, 1, p.278)

IIpeoaonenre
Kocnoctn pyccxof —
IIymknHCKHR reHni?

INymwrnHCKAR MyCKya

Ha xawanorbeft
Tyme cyabbu —
Myckya noaera,
Bera,

Bopb6u. (ibid.)

Some of the ideas which Ivanov expressed in his article on "Tsygany" not
only coincide with Tsvetaeva's vision of Pushkin, but also match the model
of a poet's life which she applied to herself. Thus, Tsvetaeva often called a
poet an émigré, and the motif of escapism from the mundane and human
shape of a poet's ego forms an important part of her poetic credo. In her
long poem "Poema vozdukha" Tsvetaeva depicted the spiritual evolution of
the poet. Using some of Ivanov's terminology, Tsvetaeva's ideal can be
characterized as anarchistic. (This aspect is discussed in more detail in
chapter 6). Ivanov's analysis of Pushkin's poem sheds some light on
Tsvetaeva's own philosophical and artistic views:

Toabko nyu peamrmosHoR maem oGamyaeT B Aaexko ,Geraema“,
spaba, sampicamBuiero noGer“ — He oT moaeik, a ot cebsa
camoro [..] AHapxmueckas naess B mjaHe OOILIECTBEHHOCTH
BHeIUHeA OTPHMAaeT, KaK ,OTBleueHHOe Hauano“, camoe cebsa n
ru6HeTr B JAaGHpKHTe 6esauxonﬂu5( NPOTNBOPEYHA, — €CAM He
nojaraeT OCHOBHHM  YCIOBHEM  CBOEro  OCYLUCCTBACHHSA
BHyTpeHHee oCBOGOXAeHNe JNYHOCTH OT ce6sa camoit. [loa
3THM ocBoboxaeHneM MH pasyMeeM TaxKoe OUHIleHNe ¢
BHCBETIHCHHE MHANBHAYAJIbHOrO CO3HaHKS, NPH KOTOPOM
qyejloBeyecKoe A OTMETaeT K3 CBOero caMoonpeAeleHHs BcCe
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Sromcrndeckn-ciyuaHoe | BHeluHe o6ycioBleHHOe H
MHOrooGpasHLMK HOYTAMM ,YMHOrO AejJaHmsi’  AOCTHraert
qyBCTBOBaHNs cBoel raybouaftiueft, cBepXJAHYHOR BOJH, CBOEro

ApyYroro, COKpOBE€HHOro, KCTHHHOro H.sz

Tsvetaeva's "Poema vozdukha" is an almost exact illustration of the point made by

Ivanov in relation to Tsygany :

.1
HMa ayxa — pucrpenom —

Berics! He B mapcTBO Aywmr —

B noaHoe BAaAHYeCcTBO

Ji6a. Ipeaea? — Ocnab:

B uac, xoraa roTmueckni
XpaM HaroHAT LMKIb
Cob6cTBeHHHR — N, BHYNCANB
Bc8, — xoropTu umca!

B uwac, xoraa rors4ecknf
IInrab HaroHAT CMHCA
CoGcreennnift... (S88, 1, p.447)

In Tsvetaeva's poem "Dvukh stanov ne boets.." we come across her
correction of Pushkin's text; looked at in the light of Ivanov's discourse,
Tsvetaeva intended to apply her own vision of anarchistic freedom to the
whole body of Pushkin's works. Some of the lines from this poem also echo

Tsvetaeva's depiction of Pushkin:

Bu c 3TOR roioBul, ypaBHeHHO# — KaK I'psiAH
Fop, BEncanHoR B BepmmmH GOoxeCTBeHHHH uYepTex,
Bu ¢ 5TOR roaosw — uté TpeGoBaan? — Psaa!
[npsica Ha orBeT (GesmonBHhif): 0GesHOXD.

("Dvukh stanov ne boets...", $88, 1, p.312)

He o6pexaTh Ha NMOCHeAHHR Mpax,
IMoanyo rayxoHéMocTtb —
Tena, o6kapHaHHOrO X TaK
HoxHrnamMm — B nmo3max.
(*Stikhi k Pushkinu", S88, 1, p.280)

2 Ivanov, op.cit., p.320.



- 92 -
It is interesting to point out that Tsvetaeva's work on Pushkin in 1931 was
assoclated with thoughts about individual freedom. Thus, bearing in mind
that she wrote "Stikhi k Pushkinu” in 1931, one can understand why Pushkin's
idea of freedom was very much on Tsvetaeva's mind in the following

September when she wrote to Salomela Gal/pern:

[..] B orBper Ha Bame ,n coBceM He 4YyBCTByO cebs

CYaCTANBOR ' —
Ha cpeTe cuyacTba HeT, HO ecTb NOKOR X BOAs

— BOAA, KOTOpPYIO S, KCTaTH, Bceria MNOHHMalla Kak BOJO
BOJIeBYI0, 2 He KaK BOMO-cB0604y, KaK HyXHO AyMaTh, NMOHMMAal

cam [Iymixun — u KOTOpOR ToXxe ue'r.53

Tsvetaeva's perception of Pushkin as a singér of freedom has its tradition,
and can be traced back to Blok's poem "Pushkinskomu domu" (1921):

IMymxnu! Takuyo ceoboay
ITean Mu Bocnea TeGe!
[lak Ham pyKy B Hemoroay,

IToMorn B HeMoOR 6opb6e!5‘

However, if Blok appealed to Pushkin for spiritual help in the dark period of
the first years of the Soviet régime, Tsvetaeva claimed Pushkin to be the

leader of some sort of anarchistic community.

Such an image of Pushkin comes across in the sixth poem of the
cycle "Stikhi k Pushkinu". It is modelled on the poem of Charles Wolfe "The
Burial of Sir John Moore after Corunna" (which was translated into Russian
in 1825 by Ivan Kozlov). Once again (as in the poem "Vstrecha s Pushkinym")
Tsvetaeva uses a romantic allusion to Napoleon, although indirectly: the
British commander Sir John Moore was killed at Corunna at 1808 it the
beginning of the Peninsular War with Napoleon. The solemn and heroic
atmosphere of the original is preserved by Tsvetaeva but the whole situation
is depicted In a more dramatic tone as some sort of ritual. It is worth
comparing the two poems In order to establish the striking differences:

83 Tsvetaeva's letters to Salomeia Gal’pern”, Vestnik russkogo

khristianskogo dvizheniia, 129, Paris, 1979, p.182.

84 Aleksandr Blok, Stikhotvoreniia, Poemy, Tashkent, 1986, p.417.
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Not a drum was heard, not a funeral note,
As his corse to the rampart we hurried;

Not a soldier discharged his farewell shot
O'er the grave where our hero we buried. [...]

Slowly and sadly we laid him down,
From the field of his fame fresh and gory;

We carved not a line, and we raised not a stone,
But we left him alone with his glory.
(Charles Wolfe) 53

Her, 6na GapaGan nmepea CMYTHHM IOJKOM,
Koraa mMn BOXASI XOPOHHIN:

To sy6n map&pH Haa MepTBHM NEBIOM
IloyeTHy10 ApOGbL BHBOAMWJIA. )

[...]

Koro x 3To Tak — TOYHO BOpH BOp4
I[IpncTpenennoro — BHHOCHAN?
H3mennnka? Her. C npoxoaHoro asopa —

Ymueturero Myxa Poccan. (S88, 1, pp.280-81)

Facts taken by Tsvetaeva from Veresaev's book merge in the cycle with
several poetic traditions. Thus, on one hand, the image of the chattering
teeth of the Tsar has the definite imprint of Baroque poetics with its taste
for anatomically revolting details and shock tactics. On the other hand, it
has a trace of the Romantic tradition of a ghost who threatens the living:
the Tsar in Tsvetaeva's poem is frightened of the dead poet. Taking into
account the military atmosphere of poem 6, one can feel — like a shadow on
the background — the suggestive presence of the situation depicted in
Zhukovskii's poem "Nochnoi smotr":

B aBeHaanmaTh YacoB NO HouaMm
M3 rpo6a Bcraer GapaGaHilMK;
A xoanT OH B3aa K Bnepej,
M 6beTr OH NpoBOpPHO TpeBOry.
M B teMux rpoGax GapaGau
Moryuyo GyanT nexorty:

BcraoT Monoann ereps,

55 The New Oxford Book of English Verse 1250-1950, London, 1974, pp.579-80.
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BcTaoT CTapHKR rpeHaAepH,
BcTaoT N3-MOA PYCCKKX CHEros,
C pocxkoumHX nojaef MTaANACKNX,

BcTtaloT ¢ appHKAHCKAX CTemneR,
C ropounx neckos [lanecTuHH. [..1%

It is also worth mentioning that Tsvetaeva followed Pushkin's steps in
bringing out an important sociological issue raised by Pushkin in "Tsygany":
poverty provides a favourable condition for individual freedom. Tsvetaeva
herself emphasised her poverty and expressed her condemnation for people
obsessed with their goods in her poem "Khvala bogatym" (1922):

M sacmMm, ynpeanB sapane,
YTOo Mex MHOR X TOGOO — MNAH!
iTo ce6a npMuKCASsIO K pBaHH,

Y10 uecTH6 MOe MeCTO B MHpe:

Iloa XonecamMm BceX MN3JIKLLECTB:
Croan ypoaos, xanexk, rop6aThx...
M sacmm, ¢ KOAOKOABHOR KPHILIN
O6bsiBaso: 406410 GoraThx!

[.]

3a xx TafHH — Bceria C HapOYHLIM!
3a nx cTpacTR — BceraAa C pacChHIbHHM!
3a HaBsIsaHHbLIe KM HOYN,

(! neayoT m nuoT HacmabHo!) [...] (Tsvetaeva 1990, pp.308-09)

Tsvetaeva had a vision of a free community based on the rapport and
accord of will powers, as expressed in her gypsy poems and in the story
"Khlystovki” (the religious aspect is particularly highlighted in the latter:
the flagellant sect lives, in Tsvetaeva's portrayal, as a naturally free society
accepting God's will as its own). Taking this into account, one can be
dismayed by the manner in which Peter the Great and Pushkin appear to be
the closest of allies in poem 2 of the cycle.

Poem 2 has the title "Petr i Pushkin" and it emphasises the spiritual
link between Peter the Great's reforms and Pushkin's work. Such kinship

86 Russkie poety, Antologila v chetyrekh tomakh. Tom pervyi, Moscow, 1965,
pp.283-84.

4
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between these two figures looks odd from the point of view of Tsvetaeva's
political declarations as expressed in her early poetry. Thus in 1920
Tsvetaeva wrote a poem "Petru”, in which she condemned Peter the Great as
father of the October Revolution in Russia. (See the discussion of this point
in chapter 6) Yet in the cycle "Stikhi k Pushkinu", Peter the Great is

portrayed as a remarkable patron of culture:

[0‘0]

U aAap 6H emy mo sarpxBKy
KypuaBoMmy (cTprub He OoCTpHub!):

— Hax-xa, chHOK, Ha NOGHWBKY

B cBoo apprKaHCKyIO ANUD!

IMawBR — HN 06 ueM He mewanncs!
Yah, ecth B mapyca xoMy AyTbh!
Cockyuniubca — Taxk BopouaRcs,

A HeT — Xouwm M aABeph no3abyas!

[Ilpukas: JaeasiHble TyMaHM
lokknyp — 3sa mnsAAN©O NsAAb
O6cneaoBaTh xapKkxe CTpPaHH

X pmpmiamm Ham onncarb.— [..] (S88, 1, p.276)

Such a change in Tsvetaeva's attitude can be explained by taking into
account several factors which would be responsible for the new approach to
Peter the Great.

First of all, Tsvetaeva was dealing with the portrait (or set of
characteristics) of Peter the Great suggested already in Pushkin's story "Arap
Petra Velikogo”. In this respect, one can point to an analogy between
Pushkin's description of the relationship of Peter the Great and Ibragim and
Tsvetaeva's presentation of Peter the Great's attitude to Pushkin. A special
emphasis is put by Tsvetaeva on the spiritual kinship of the two men, as
well as on their devotion to the transformation of Russia. However,
Pushkin's idea had been developed in the same way in Merezhkovskii's
famous essay “Pushkin”.3” (mentioned earlier in this chapter). It is important
to bear in mind in this respect that Tsvetaeva claimed that Merezhkovskil
had a tremendous influence on the development of Russian

57 D.Merezhkovskii, Vechnye sputniki. Pushkin, St Petersburg, 1906.
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literature. 38 Secondly, the stylization which Tsvetaeva used in the poem to
recreate Peter the Great's speech'was modelled on the novel by A.N. Tolstoi
Petr Pervyli which Tsvetaeva read just before writing the cycle on Pushkin.®’
All these aspects need further investigation. Meanwhile, it seems more
appropriate to focus analysis on an aspect which has been completely

neglected in relation to this cycle.

The most striking feature of the poem "Petr i Pushkin" is the way
Tsvetaeva deals with the question of the relationship between state power
and literature. In spite of the fact that Tsvetaeva claimed that art should be
independent from any political involvement (this point is discussed in
chapters 1, 4 and 6), she portrays Peter the Great as an educated monarch.
His orders to Pushkin, in Tsvetaeva's view, would not have contradicted the
very essence of Pushkin's work. Moreover, Tsvetaeva claims in this poem

that she inherited the same mission to transform Russian culture:

. [...] 3aroBop paBHHX.
A BOT, He CIpOCSICL MOBATYX,
I'mraHToBa KpecTHMKa NMpaBHYK

l'le'rpoa YHacaeaoBan AYX.

M mar, m cBetnefilimt M3 cCBeTAHX
Baraaa, KoM MoHbLIHe CBeTia...
ITocaeaunh — mocMmepTHHA — GeccMep THHA

INoaapox Poccun — Ilerpa. (S88, 1, p.277)

Tsvetaeva's 'genealogical tree' lies in line with the mentality formed in the
Baroque culture: the idea of movement, dynamism is converted here into a
principle of political anthropology. From this point of view, Eurasian ideas
had some impact on Tsvetaeva, who saw the inevitability of the revolutionary
process in Russia.

Moreover, one can argue that the whole cycle is permeated with ideas
which were shaped in Baroque culture. It has a feeling of what can be called

a guided culture due to its vividly expressed moralizing tone.. Baroque

58 Tsvetaeva wrote to Teskovd in connection with the Nobel prize in 1933:
“[...] MepexkoBCcKNit 3n0Xa KOHOa 3MOXN, W BAWSAHHe ero H B Poccum

sarpaunnet HecomsMepxmo ¢ Bynmnum [...]". (PAT, p.106)

5 In a letter to Teskovd of 1931 Tsvetaeva called Tolstoi's novel remarkable.
(PAT, p.89)
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literature articulated the art of living. Just as every Baroque writer
considered behaviour to be the central problem, Tsvetaeva focused her
attention on the rule of two Tsars: Peter the Great and Nicholas the First.
She demonstrates the ability of Peter the Great to channel the force which
represented human beings, rationally contrasting his way of ruling to that of
a Tsar without such mathematical vision — Nicholas the first:

Yx oH 61 BepTAABOro — B CTPYHKY

He ctan 6u! L...]

Ilonas, uTO HA meHOM, HH memMsoR —
Tok A¢prxkm, — mapb-rpamortei
Pemmma 6ui: ,,OTHHHE g — NEeH3Op
TBoRX appmKaHCKMX cTpacTef”.

L..]

Yx o 64 ¢ TOGOO — noaaama!
3a Hehpnnymemluﬁ NOKJIOH
Pasxanopannuit — Hukonaem,

INoxanoBanHuk 6m — ITerpom! (S88, 1, pp.275-76)

In other words, Tsvetaeva portrays an ideal relationship between an educated
monarch and a poet. Tsvetaeva introduces into the cycle a concept which she
calles "a conspiracy of equals" ("zagovor ravnykh")which suggests the
inclusion of Tsvetaeva herself into the pact. This precisely represents the
baroque idea of dynamic guidance. As José Maravall describes in his book on
Spanish baroque, individuals "had to be guided in a way that was technically
adequate (according to the estimations of the seventeenth century moralist
or politician".’® Following the logic of Tsvetaeva's model, the creative
impulse of Peter the Great was developed by Pushkin and through Pushkin's
work — by Tsvetaeva herself. She claims that the light of Peter the Great's
eyes is present in her own look ("M mar, m ceeTaeAmmit mns cCBeTaHX
/Bsrasia, XonM mnoHHHe cBeTJaa.."— S88, 1, p.277). Tsvetaeva's depiction of
Peter the Great somewhow overshadows the essential fact of Baroque
culture. "The art and literature of the baroque, which frequentlyA declared
themselves on the side of the artist's and writer's freedom or of freedom in
the tastes of the public where the work was to be recelved,

80 José Antonio Maravall, Culture of the Baroque. Analysis of a Historical
Structure, tr. by Terry Cochran, Manchester, 1986, p.68.
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nonetheless came under the Influence or even the mandate of the rulers, who
granted subsidies, guided appeal toward a certain taste, or (should the case
arise) prohibited certain works".%! That was precisely the case with Peter the
Great and his reforms, but it was also true about Tsvetaeva herself. After
all, she strongly criticised Mandel’stam's book Shum vremeni and was
opposed to the work of Adamovich, for example, who, in her view, was not
a real craftsman. Even her condemnation of Briusov in the essay "Gerol
truda” seems to be one-sided.

One can feel a certain incongruity in Tsvetaeva's declarations. Thus, in
the poem "Dvukh stanov ne boets..." she proclaims a poet's complete
independence from any political trends of the time, but in the cycle "Stikhi
k Pushkinu” she raises the question of the favourable political atmosphere
for an artist and writer. Perhaps aiming at -the political regime in Soviet
Russia she still believed in the possibility of a resurrection of the cultural
atmosphere created by Peter the Great in the name of national rebirth? That
possibility certalnI); should not be dismissed, taking into account Tsvetaeva's
patriotic poems (such as "Cheliuskintsy!", "Stikhi k synu" or "Luchina").
Tsvetaeva certainly argued with the followers of what one can call "free" art
in the aristocratic sense. The Russian aristocracy in Paris even in the 1930s
was still suspicious of the concept of professionalism in literature. This

issue takes us back to Peter the Great's reforms and Pushkin's struggle with
the traditional aristocratic point of view that writing should be performed

for pleasure not for earnings. In this respect poem 3 in Tsvetaeva's cycle —
"Stanok"” — can be perceived as some sort of political declaration. Tsvetaeva's
letters of this period are permeated with the unwillingness to compromise
with established taste. Thus, for instance, in February 1931 she characterized
her situation:

Moe rope ¢ oxkpyxaoimuMM B TOM, YTO 51 He Jo0xoxy. Cyap6a
MouX KHAr. Bcskmit xouer 1. nompome 2. mnoseceseit 3.

nonapsianeik. (PAT, p. 87)

Nonetheless, Tsvetaeva was consciously orientated towards a certain
dynamism in cultural development which would allow her works to be
understood in the future. Thus, in a lettter of January 1931 she expressed her
conviction of being discovered later. (Ibid.)

& Ibid., p.72.
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The other Interesting aspect of the cycle is the usage of Christian
mythological language in relation to Pushkin. This is due to Tsvetaeva's
attempt to promote the idea of holiness in the same manner as it was used
by Russian tsars and especially by Peter the Great. One of the great
manifestations of Baroque culture was the concept of mastering oneself
which led to domination of the surrounding world: ';I am master of myself
as of the universe" (Corneille).%? Peter the Great's life is a vivid example of
the realization of this principle. The whole string of images displaying his
holiness is based on the analogy betwen the Apostle Peter and Peter the
Emperor.%® The idea of the holiness of Peter the Great is expressed by
Tsvetaeva in the following lines:

I'mranT, OTHYCTHBIUK NHNTY,

IToMuan — no 3emae man Hax? (S88, 2, p.276)

Taking into account the traditional perception of Peter the Great by
his contemporaries and followers in the light of the mythological meanings
of the Apostle Peter, one can extract two key images in relation to his
deeds. One is the "stone" linked to the meaning of the name. This is
particularly evident in the writings of Feofan Prokopovich who compared
Peter the Great to the Apostle Peter as the rock on which the future
building will be founded.%* In this respect it is interesting to observe how
Tsvetaeva's analogy between Peter the Great and Pushkin derives from the
same semiotic language: Puskin's work is perceived by her as a rock on
which the new Russian literature is founded. It is not a coincidence,
therefore, that she originally gave a different title to her cycle — "Pamiatnik
Pushkina".%% Just as Peter the Great is presented in Russian culture (and in
Pushkin's own writings, in particular) as the creator-demiurge, the sculptor
who transformed Russia, Pushkin is portrayed by Tsvetaeva as the creator of

Russsian literature. To extend the suggestion to the original title analogy,

2 1bid., p.60.

3 This point is analysed in detail in: Ju.M. Lotman and B.A. Uspenskii,
"Echoes of the Notion "Moscow as the Third Rome" in Peter the Great's
Ideology"”, The Semiotics of Russian Culture, Ann Arbor, Michigan, 1984,
Pp.60-63.

4 Ibid., p.62.

5 Marina Tsvetaeva, Moi Pushkin, Moscow, 1967, p.203.
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one can argue that Tsvetaeva's perception of the stone monument in relation

to Pushkin was of a different nature: it should be perceived as a foundation,
as a rock for the whole process of the "building" of Russian culture.

The second important issue concerning Peter the Great is the fact that
he began to be ascribed not only historical qualities as founder and builder,
but also mythological traits of protector and defender. From this point of
view, it is revealing to see Tsvetaeva's "mistake” in the text of poem 2:
there is a wrong reference to Pushkin's long poem "Poltava”, instead of
"Mednyi vsadnik". In the context of glorifying stanzas about Peter the Great,
"Poltava” stands out a a code-signal of the protective and defending
qualities of the Russian emperor. Furthermore, I would argue that imagery
of Pushkin is subordinated on the semantic level to that of Peter the Great.
There is a whole chain of images which form what can be called military
lexicon: "Kak m3 nymwkn — [JlymkweHeM", "IlymikmwH — B poam nyaemerta”,
"Ilywknn — nmsi Baaropoanoe — kak Gpanp [...]", etc. In the last example it
is necessary to point out that Tsvetaeva revived the archaic meaning of the
word bran/ which stood for battle. Therefore, Tsvetaeva used Pushkin's name
not only for highlighting the whole idea of the battle between the mundane
and the spiritual (which formed an important motif of her own work), but
also argued her own right as an artist to reshape the course of Russian
literature as the great innovator of the poetic language. Those features
related to holiness Tsvetaeva extended to the poet (in general) and to herself
in particular. In this respect two images taken from the Gospel play an
important role in Tsvetaeva's cycle: salt and light.

In Matthew's gospel, Christ said to his disciples: "You are the salt of
the earth; but if salt has lost its taste, how shall its saltness be restored?
It is no longer good for anything except to be thrown out -and trodden
under foot by men".%% Tsvetaeva illustrated this point by applying it in a
different situation to the perception of Pushkin in the twentieth century
(especially in Soviet Russia, where the cult of Pushkin was promoted for
political reasons):

KpnTHK — HOs1, HHTHK — BTOpS:
® »lA€ Xxe MyLIKMHCKoe (B3phnia)
1yBcTBO MepH?” ‘lyBCTBO — MOpPs

INo3abuiin 0 rpaHKT

66 “The New Testament", The Holy Bible, Catholic Edition, London ,1966, p.4.
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Buowmerocs? ToT, coaeHu

IIyimnxwH — B poan JexcukoHa? (S88, 1, p.273)

This stanza contains a near self-portrait of Tsvetaeva herself, linking her
Christian name to marine themes as well as to Pushkin's poem "K moriu"
(chapter S deals with this issue in detail). Thus, in her poem "Kto sozdan iz

kamnia...” (1920) Tsvetaeva wrote about herself as follows:

L.1 ,
CKBO3b Kaxjoe cepAne, CKBO3b KaxAhie CEeTH
IIpoGbeTcss MOe cBOeBOIbE.

Metsi — BuARIIbL Kyapn GecnyTHuhe 3TH? —

3eMHOI0 He caejsaelllb COJbLIO.

Alpo6sick 0 rpaHnTHHe BalIN KOJeHa,
A ¢ xaxaof BoaHOR — BOcKpecao!
[a 3apaBcTByeT meHa — Becejlasl meHa —

Bricoxasa mena mopckasa! (S84, 1, p.139)

In Tsvetaeva's cycle the adjective kurchavyi applied to Pushkin also stands
out as an ideogram denoting free spirit:

M aaB G6u eMy mo 3arpMBKY

KypuaBomy (cTpnub He ocTtpnusb!) [...] (S88, 1, p.276)

Taking into account Tsvetaeva's clear distinction between the spiritual
(which is usually expressed in dynamic categories) and the vulgar or
commonplace (which is symbolised in static notions), it is important to
emphasize the difference in Tsvetaeva's usage of the words "salt" and
“salty”. She obviously protested in her poetry against the merging of the
two different meanings of the word. Thus, in terms of Christian imagery,
salt represents the spiritual essence of the world. Such usage corrresponds
to Tsvetaeva's poetic code. However, she clearly distinguishes it from the
vulgar usage of this image in relation to something saucy: thus the English
expression "spicy story” is equivalent to the Russian "solenyi anekdot".

The second image from the Bible — "light" — is particularly important
in the cycle. It is emphasized by Tsvetaeva with the help of tautology: "n
cpeTaeAmMA W3 CBeTAHWX, / Bsrasia, KonM noHuHe cpBeraa”. Tsvetaeva's device
derives from the same passage in Matthew's gospel (verse 5) as well as the
image "salt". Addressing his disciples, Christ told them:
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You are the light of the world. A city set on a hill cannot be
hid. Nor do men light a lamp and put it under a bushel, but
on a stand, and it gives light to all in the house. Let your
light so shine before men, that they may see your good

works and give glory to your Father who is in heaven. %

Bearing in mind that the passages which follow the above Gospel extract are
devoted to the idea of reconciliation, one can interpret Tsvetaeva's
characterization of Pushkin as Peter the Great's last gift to Russia in terms
of Christian concepts. Thus Christ advised the disciples: "So if you are
offering your gift at the altar, and there remember that your brother has
something against you, leave your gift there before the altar and go; first be
reconciled to your brother, and then come and offer your gift".%% This
passage offers an insight into Tsvetaeva's cycle. In line with this passage,
Tsvetaeva promoted the idea of the reconciliation of two Russias (old and
new) and of the literary and political camps in the émigré community in
Paris. And from this point of view her reference to Pushkin's "Poltava" is
extremely significant because it depicts Peter the Great as a person who

forgave his enemies:

IInpyer Iletp. Yl ropa, n scex,
M caaeu noson B30Op ero.

W napckuit nrp ero mpekpaces.
Ilpx xamKax Bo#icka cBoero,

B maTpe cBoeM OH yroiuaer
CBonx Boxaeft, Boxaeft Yyxux,
W cnapHHX NJIEHHHKOB JlacKaerT,
Y 3a yumteaef cBomx

JasapaBHuft Ky60Kk noanimaet. (Pushkin, 2, p.122)

It is also important to point out that in 1931 Tsvetaeva wrote an essay
which has several Christian connotations — "Iskusstvo pri svete sovesti”.
Tsvetaeva chose the role of disciple in the sense that she wanted to remind
her contemporaries about the Last Judgement and etermal spiritual values.
The autobiographical element is also felt in the last poem of Tsvetaeva's

cycle, in which the form of the negation (used in the passages from the

57 Ibid.

8 Ibid.
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Bible mentioned above) sounds particularly powerful. Tsvetaeva's message to
critics and hypocrites is: "He o6pexarb Ha mocaeannk mpax”. Her sympathies
for the different camps of Russian political life in Paris were overcome by
the idea of merging the serving of God and Russia as implemented by Peter
the Great. As Lotman and Uspenskii have observed, "Peter regarded prayer in
itself in isolation from "service" as hypocrisy; he felt that the service of the
state was the only true form of prayer"."’9 There is a certain element of
Eurasianism in Tsvetaeva's bellef in such reconciliation. (It is not a
coincidence, therefore, that she called her husband "sovest’/ Evraziistva".) In

terms of literary vision, Tsvetaeva endows Pushkin with the role of peacemaker.

Finally, it is important to mention one of Tsvetaeva's last poems —
"Kogda ia gliazhu na letiashchie list/ia..." (1936) — in which the theme of
the poet's tragic life is highlighted once again. Its Pushkinian subtext has
not been well documented. Nevertheless, the theme of autumn derives from
Pushkin's poems related to the theme of death and loneliness. However, the
main source of inspiration for Tsvetaeva was undoubtedly Pushkin's poem "la
perezhil svoi zhelan/ia..." (1821), in which he meditated on the final
denouement of his life. Thus the last two stanzas of Pushkin's poem read:

IToa GypsiMm cyab6H xecTOKOR
YBsaa nBeTyluRA MOR BeHen;
Xupy nmeyanbHHR, OAMHOKHR,

U xay: npmaer an Mmoft xoHen?

Tak, DIO3AHAM XJaAOM MNOPaXeHHHHR,
Kaxk Gypm cabillleH SKMHHA CBNCT,
OanH Ha peTKe OGHaXeHHOH

TpeneweTt sanosaaaunit ancr. (Pushkin, 1, p.232)

However, allusion to Pushkin's poem is translated by Tsvetaeva into the
language of post-Symbolism. Her poem "Kogda ia gliuzhu na letiashchie
list/ia "is a variation on Pushkin's theme.

If in Pushkin's poem the lyrical hero was waiting for the end of his

life, Tsvetaeva's narration sounds rather reassuring:

Koraa s TASIKY HaA JeTsine JHCThbSA,

Cnetaiomme Ha OyJaHXHHA Topem.

¢ Lotman and Uspenskii, op.cit., p.39.
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CumeTtaeMhe — KaK XYAOXHHKA KHCTLO,

l(ap'nmy KOHYap11Ilero HakoHen,

S aymao (yx HMKOMy He MO HpaBy
Hn ctan Mmoft, HH Becb MOA SaayMUHBHR BHA),
‘ITo sABCTBEHHO XeATHIt, pelIHTEAbHO PXaBLif

OanH TaxkoR amct Ha BepuiHHe — 3abumiT. (S84, 1, p.335)

The striking difference between the two poems lies in the fact that, unlike
Pushkin, Tsvetaeva uses only two verbs (“rasixy" and "aymaw"), replacing the
verbality of Pushkin's language with an abundance of participles. This device
was very common in the poetics of Symbolism and post-Symbolism, and in
this particular poem by Tsvetaeva it reinforces the sense of withdrawal. In
other words, the narrative space is somehow four-dimensional: there is an
allusion to God as creator of life (presented. here as an artist); to Pushkin's
text and life from which Tsvetaeva derived her own model of the poet's life;
to the society which does not accept a lyric heroine-poet any more; and to
reality which is reduced metonymically to the last leaf on the tree. Also
Tsvetaeva's rhyming of "topen" — "HakoHen" echoes Pushkin's "Benen" -
"xoHen", although her rhyme is more suggestive: it brings out the image of
the poet's path (which usually symbolises his fate). Pushkin's image of the
wreath evokes the laurel wreath: "nBeryumit Mot BeHen”, whereas Tsvetaeva's
interpretation brings to mind the tragic imagery associated with Christ's
crown of thorns ("repuoBuit penen"). That is why, in the penultimate line,
the adjective describing the noun "leaf” is “rusty through-and-through"”
("peumtenbHo pxashit”) which gives the idea of suffering as being out of
time and longing for the end. This is particularly felt in the tautologically
sounding line "kapTnHy Konwapigero HakoHen". The italicizing of the
participle "konchaiushchego” and the placing the word "nakonets" at the end
of the stanza as a rhyme underline the significance of its semantics.
However, Tsvetaeva's characterization of herself as pensive ("Moit saaymumbhit
Bna") is an allusion to Pushkin's "Pir vo vremia chumy". Thus, in the essay
"Iskusstvo pri svete sovesti”, Tsveteva claims that there is a Dionysian
Pushkin who is possessed by the elements (although Tsvetaeva defines poetry
as one more element), and whom she contrasts to the Apollonian image of

Pushkin created by some of her contemporaries:

[..] — Bun n apyroi ITymxkun.
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— [Ra: Ilymknn Baascraramopoft saaymunBoctx. (CpsiitieHHRK
yxoant. I[Ipeaceaateabr ocrtaercsi, NOrpyxXeHHHA B TraybGokyo
saayMunBocTb.) (S84, 2, p.381)

Taking into account Tsvetaeva's highly symbolic usage of the word
"pxaBuit”, one can trace the link in the poem "Kogda ia gliuzhu na
letiashchie list/ia...” with the theme of martyrdom. Thus, in poem 14 of the
cycle "Stikhi k Bloku" Tsvetaeva characterizes the graveyard as "Haaexnas,
pxapas Tnun" and links it to the forthcoming Last Judgement and the
poet's immortality (S84, 1, p.78).
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CHAPTER 3

The Cnidus myth and Tsvetaeva's interpretation of Pushkin's love for
Natal/la Goncharova.

The role of the sculptural myth in Pushkin's work has been thoroughly
studied by Jakobson and by Schultz.! These scholars have shown how
Pushkin was preoccupied with this myth, hlghl!éhted his familiarity
with its many European literary versions and traced his own distinctive
application of 1it. Although the development of this myth in
twentieth-century Russian poetry as a whole has not yet been investigated,
some essays on Aleksandr Blok, for example, point in this direction. 2
Jakobson's ploneering efforts to trace Pushkin's personal sculptural myth in
the poetry of Akhmatova, Annenskii and others have led to more substantial
studies of this subject in recent years.3 In particular, it is necessary to
emphasise the importance of the book by Ospovat and Timenchik on the
reassessment of Pushkin's image of the monument of Peter the Great in

later Russian literature and art.* But disappointingly little has been done

! R.Jakobson, Pushkin and His Sculptural Myth, The Hague, Paris, 1975;
R.Schultz, Puschkin und die Knidos-Sage, Munich, 1985.

2 See, for example, Z.G.Mints, “Blok wle” r_r.usski_iu sgmyoligm”, Aleksandr
Blok. Novye materialy 1 issledovaniia, Kniga 1, Literaturnoe Nasledstvo, 92, 1,
Moscow, 1980, pp.98-172; V. V.Ivanov, “K issledovaniiu poetiki Bloka ('Shagi
Komandora')”, Russian Poetics, Proceedings of the Internmational Colloquium,
ed. T.Eekman et al, Columbus, Ohio, 1983, pp.169-94.

3 See, for example: Z.G. Mints, "Blok i Pushkin”, Uchenye zapiski Tartuskogo
gosudarstvennogo universiteta, 306, Trudy po russkol i slavianskol filologil,
21, Tartu, 1973, pp.135-296; R.D. Timenchik, “Akhmatova i Pushkin. Zametki k
teme”, Uchenye zapiski Latvilskogo gosudarstvennogo universiteta, 215,
Pushkinskii sbornik, 2, Riga, 1974, pp.32-55; E.G.Mel/nikova, M. V. Bezrodnyi,
V.M. Papernyi, “Mednyi Vsadnik v kontekste skul/pturnoi simvoliki romana
Andreia Belogo Peterburg”, Uchenye zapiski Tartuskogo gosudarstvennogo
aniversiteta, 680, A. Blok i ego okruzhenie, Blokovskii sbornik, 6, Tartu,
1985, pp.85-92.

4 A.L.Ospovat, R.D. Timenchik, “Pechal/nu povest’/ sokhranit’..” Ob avtore i
chitateliakh "Mednogo vsadnika”, Moscow, 1987.
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about the other direction takem by Schultz — the pinpointing of the
connection between the sculptural myth in Russian twentieth century poetry
and the ancient legend of Cnidus (together with its later versions) in
European literature.® Moreover, this aspect of Tsvetaeva's poetry has been

almost untouched by scholars.®

Meanwhile, the study of sculptural and
demoniac imagery in Tsvetaeva's work provides evidence that she was

acquainted with the Cnidus myth and was aware of its significance for Pushkin.

1. Tsvetacva's verse play "Kamennyl angel’, the Cnidus myth and Pushkin's
sculptural images.

Schultz describes the myth of the separation of men from women by
supernatural forces; this derives from the Cnidus legend of the evil power
exerted by the statue of Venus. Schultz shows how Pushkin was preoccupied
with medieval literary versions of this myth, and how the antithesis between
the Virgin Mary and Eve became established in his poetry.” In Tsvetaeva's
poetry this antithesis predominated at the end of the 1910s and the
beginning of the 1920s.® In her lyrics of that time we also come across

> Z.G.Mints, “O nekotorykh ‘neomifologicheskikh’ tekstakh v tvorchestve
russkikh simvolistov”, Uchenye zapiski Tartuskogo gosudarstvennogo
universiteta, 459, Tvorchestvo A.A.Bloka i russkala kul/tura XX veka,
Blokovskii sbornik, 3, Tartu, 1979, pp.76-120; O.Romnen, “A Functional
Technique of Myth Transformation in Twentieth Century Russian Lyrical
Poetry”, Myth in Literature, Columbus, Ohio, 1985, pp.110-23.

6 Except in an article: Jerzy Faryno, “Iz zametok po poetike Tsvetaevoi”, Marina
Cvetaeva. Studien und materialien, Wiener Slawistischer Almanach, Sonderband,
3, V‘enna. ’981. pp'29-47.

7 See Schultz, op.cit, pp.35-59.

8 See A. A. Saakiants, Marina Tsvetaeva: Stranitsy zhizni | tvorchestva. (1910-1922),
Moscow, 1986, pp.228-29, 292. (Though Saakiants talks about a “Psyche-Eve”
juxtaposition in Tsvetaeva's lyrics, its functional and semantic role seems to
recall Pushkin's antithesis). It is interesting to point out that Tsvetaeva's book
Versty 11 was once titled Mater/-Versta (see Saakiants, p.327). Saakiants fails to
mention that Tsvetaeva's depiction of the Virgin Mary as a protector of soldiers
derives from the Christian medieval tradition. This function of the Virgin Mary
seems to be particularly important for Tsvetaeva because her book reveals the
author's sympathies with the White Army: part of Versty II was later included in
Tsvetaeva's cycle "Lebedinyi stan” dedicated to the White Army.
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a quite persistent juxtaposition, of stone flgures or sculpture-like characters
and a persona who is tragically in love with them.” But the most obvious
kinship between Tsvetaeva's sculptural imagery and late versions of the
Cnidus myth can be shown by a comparison of her play "Kamennyl angel"
(Neizdannoe, pp.135-201) with some related German works. This play was
written in the summer of 1919 at the time of Tsvetaeva's preoccupation with
Vakhtangov's theatrical group, and of her infatuation with the actress Sof’ia
Gollidei. The factual background used in this play was revealed by Tsvetaeva
many years later, in her "Povest/ o Sonechke" written in 1936 (S88, 2,
pp.120—251). In this autobiographical work she describes Sonechka's tragic
love for the actor lura Z. (Zavadskii), whose extraordinary beauty led to
many broken hearts. Her portrait of Zavadskii is merciless. It is permeated
with the characteristics of an idol, a statue without a soul:

Becb OH Gua — 3MaHannsi co6cTBeHHOR KpacoTH [...] Bce-takm
TPareAmsi, Koraa aAnmo — Jaydulee B TeGe M KpacoTa — rilapHoOe
B TeGe [...]

On cau G6ua — ¢urypa [...]1 Bce B HeM OGHIO OT aHreaa, KpomMe

C/IOB X NOCTYNKOB, cioBa n Aexna. (S88, 2, pp.167-68)

Not surprisingly, Tsvetaeva compared him with Natal/la Goncharova
when she talks about Pavel Antokol/skii's love for him (Ibid., p.166): she
analyses the evil power of beauty in the essay "Natal/ia Goncharova" written
seven years earlier. Taking this further, it would be useful to point out that in
Tsvetaeva's poetic code these two characters are of the same nature. To emphasise
the demoniac nature of this “stony” beauty, Tsvetaeva (in "Povest/ o Sonechke")
makes Zavadskii utter the word ‘devil’ in the most enchanting way (Ibid., p.168).
She also admits that her play "Kamennyl angel” was addressed to him; therefore,
while analysing it, one should not forget its biographical ' background,
which may be of some help in understanding its mythological aspects.

The play "Kamennyl angel" was published for the first time in the
collection of previously unpublished work by the poet, Marina Tsvetaeva:
Neizdannoe. Stikhi, Teatr, Proza. (Paris, 1976). It contains a dedication to
Gollidei: “Coneuxe loaamae#t — XKenumune — AkTpuce — lLiBerky — lepomnne”

% See such poems as "Kto sozdan iz kamnia, kto sozdan iz gliny...", "Na
bednost/ brennuiu moiu...", "Vam odevat/sia bylo len’..", "Rytsar/
angelopodobnyi...".
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(Neizdannoe, p.139). Its setting was meant to be a German town on the river
Rhine in the sixteenth century. The whole orientation of this verse play can
be explained by two factors: on the one hand, Tsvetaeva at the time was
preoccupied with German Romantic literature (in 1919 she wrote a special
essay "O Germanii", which may be taken as a homage to Novalis, Heine,
Holderlin and Goethe; the naming of Sonechka as Flower is an obvious
allusion to Novalis' image of the Blue Flower); on the other hand, some
structural elements of the plot used in "Kamennyl angel" are very similar to
those which appear in German versions of the Cnidus myth. Schultz, talking
about German Romanticism, features the Tannhduser legend as one of the
versions of the myth.!® Its most vivid embodiments were Heine's poem and
Wagner's opera.“ In Tsvetaeva's play, as in these German versions, Venus has
been transformed into an evil goddess settled on a mountain. In the version
of Achim von Arnim — in his novel Papessa Joanna — the usual statue of
Venus is replaced by that of Apollo. Tsvetaeva uses a very similar idea in
her play - the statue of an extremely handsome Angel. (The idea of the male
statue used in the poetry of Pushkin and Blok was in Tsvetaeva's mind too.
She was well acquainted with the legend of Don Juan, which Schultz calls
the Iberian version of the Cnidus myth.‘z)Tsvetaeva combined synthetically
the structural elements of several versions of the Cnidus myth. The essential
elements of her play unmistakably repeat them. These elements are (with

Tsvetaeva's usage):

(a) Juxtaposition of a young innocent person (Aurora) and her protagonist
(Venus);
(b) love for a statue;

(c) kissing a statue, giving a ring to the statue of an Angel;

10 Schultz, p.34-37.

! Heine was ome of Tsvetaeva's favourite poets. The particular interest in
Heine can be traced in Tsvetaeva's use of epigraphs from his works. Thus,
she used Heine's words about the incompatibility of the theatre and the
poet in the introduction to her play "Feniks" (see: Marina Tsvetaeva, Teatr,
Moscow, 1988, p.360). The play was written at the same period as "Kamennyi
angel". For more on Helne's influence upon Tsvetaeva's work see Simon
Karlinsky, Marina Tsvetayeva: The woman, her world, and her poetry,
Cambridge, 1985, pp.12, 27, 144-43.

12 Schultz, op. cit., p.33.
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(d) a temptation (provocation);
(e) a false wedding in a temple;
(f) metamorphosis of a statue (it becomes alive);
(g) exertion of supernatural forces over a human being;
(h) antithesis of Venus and the Virgin Mary;
(1) the treaty motif;
(j) requital;
(k) the Virgin Mary as a Protector; her Assumption into Heaven;
() two meetings with the statue;

(m) two invitations; 13

Tsvetaeva's play contains a synthetic mixture of different versions of
the Cnidus myth. Thus, for example, she uses some details which refer to
Heine's Tannhduser: in her play, the Virgin has imprisoned wicked Venus in
the mountain for eternity — we learn the same from Heine's poem.!* In
"Kamennyi angel” we also come across a mediator, Amour (Eros), who takes
the side of evil Venus; while disguising himself as the Angel he wears
Mercury's sandals. Schultz has pointed out some examples of early Christian
legends in which an evil Mercury appears.“ Traces of the Cnidus myth can
be found in works by all tﬁe major Romantics: Heine, Hoffmann, Goethe,
Klinger."’ But the inspiration for Tsvetaeva's play was a performance of
Maeterlinck's play staged by actors of Vakhtangov's Third Group — and in
particular by Zavadskii. This fact was mentioned in A.Saakiants's book on

17

Tsvetaeva, though Saakiants completely misunderstands the role of

Maeterlinck's play, and of its characters, in Tsvetaeva's plot.

Saakiants claims that the idea of Tsvetaeva's play derived from "Le
Miracle de St Antoine” (by Maeterlinck) and that the statue-likeness of St
Antony (he hardly speaks; it is not possible to shift him by physical means)
is transformed by Tsvetaeva into the stone-likeness, immobility of

13 Compare with Schultz's table, ibid., p.31.

14 Heinrich Heine, Der Tannhduser, Die Bibliothek deutscher Klassiker in 60
Banden, 36, Munich and Vienna, 1982, p.270.

15 Schultz, op.cit., p.18.

16 Ibid., pp.35-36.; see also on Klinger: M.P.Alekseev, Pushkin i mirovaia
literatura, Leningrad, 1987, pp.502-42.

17 A. A. Saakiants, op.cit., p.177.
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the Angel.'s This explanation does not approach the essence of Tsvetaeva's
plot. Nor can one agree with Saakiants’'s statement concerning the final
words of the play spoken by the Virgin Mary to Aurora:

Te6Gs1 He ocTaBAM
Mex TeMHHX X SIHX,—
Ha oGaauHoft ciape

Tenepnr TBOR XeHKX.

O, Geanue mOAN!

— Het, pyx He aomaf! —

OH DOMHAT, OH AKONT,

On xaetr Te6sa B Pai. (Neizdannoe, p.200)

The scholar claims that the phrase quoted above contradicts
Tsvetaeva's rebelliousness and theomachy and that probably is why Tsvetaeva
forgot her own play; her poetic memory simply deleted the unsuccessful
ending of ”Kamemiyi angel".“

However, Tsvetaeva's description of the play and its background in
"Povest/ o Sonechke"” does not show that the poet forgot her play: on the
contrary, it provides us with a deep insight into its plot. In the memoirs
mentioned above she wrote the following about Zavadskii whom Tsvetaeva
identified as the stone angel:

Emy wmos mnbeca (nmpomaBmias) ,KamenHuit Auren“: KaMeHHH
aHrel Ha AepeBeHCKOR mnJowaAN, MS-3a KOTOPOro HeBeCTH
OpoCaloT XEHNXOB, XeHH — Myxek, BCs1 m060Bb — BCO JA06GOBb,
N3-3a KOTOpPOro BCe TONMJNCb, TPABHINCb, NOCTPHTAINHCbL, & OH
croaa. Xopoumo, 4YTO Ta TeTpaab MNpomala, Tak xe YTONaa,
OTpaBmAach, NOCTPATrAaCh — KaK Te... Ero Tenr B Monx (m Ha
monx!) craxax x Coneuke... (S88, 2, P.168)

Tsvetaeva's comments quoted above point to the main idea of her
play: to create an image of an evil force disguised as an angel. The aim of
this stone creature was to separate people in love. Tsvetaeva's claim that the
very shadow of the stone angel could be felt in her poems devoted to
Sonechka proves that the kernel of the Cnidus myth formed an important

18 Ibid., pp.177-78.

19 Ibid., p.18i.
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leitmotif of Tsvetaeva's work in general. Moreover, such a personal
interpretation of a statue (mentioned above) has nothing to do with
Maeterlinck's play "Le Miracle de St Antoine", in which St Antony is an
active character, who could command dead Mme Ortans to resurrect.
E.Etkind, in his analysis of Maeterlinck's play, discovered that its plot
repeats in many ways one of Maupassant's stories. The main emphasis of
Maeterlink's play is not on the character of St Antony, but on the ugly and
hypocritical relationships between people in bourgeois .society. Etkind claims

that this is an “anti-bourgeois satirical comedy".20

Tsvetaeva's play does not have such a meaning, although it contains
some satirical features, particularly concerning the protagonists Venus and
Mercury. Its main idea focuses on the demoniac powers exerted over
innocent Aurora by wicked Venus as well -as by the statue itself. It is
important to point out some further details of Tsvetaeva's concept of stone
evil, taken from the memoirs about Sonechka. In the second part, titled
"Volodia" and devoted to the actor Vladimir Alekseev (a friend of both
Gollidei and Tsvetaeva), she unexpectedly reveals that he was the Stone
Angel. Moreover, in her prose Tsvetaeva came to this conclusion, due to the
sudden discovery that Volodia had blond hair:

B xakyo-TO MMHYTY, 1 — KaKk 3aBeca C riaas!
— A Asren-to Guam — BH, Boiroaeuxa!
(.1

Boaoasi! [la uto xe 3TO Taxkoe? /la BH xe coBceM He YepHHHA?
Bu xe — pycuift! (588, 2, pp.229-30)

All the details mentioned above (as well as receiving a ring from the Stone
Angel identified by Tsvetaeva as Volodia) should not be taken out of their
context: the second part of the story describes the author's parting with
Sonechka, whose preference was for love given to a man rather than to a

woman:

S sHana, 4TO MH AOJXHH OHiK paccrarbcsi. Ecam 6n st Guna
MYX4KHOR — 5TO Ohila GM camasi CYacTAWBasA MoGoBb — a TAK
MH Hem3bexHO AO0JAXHH OHAM paccTarbes, 60 moboBbL KO MHe

HenabGexHo noMmemana 6H e — n yxe wmemana — JO6GHTL

20 B G.Etkind, “Meterlink”, Istorila zapadnoevropeiskogo teatra, 1871-1918, 5,
Moscow, 1970, pp.146-47.
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Apyroro, Bceraa Gubuero 6u Tenwo [...] (Ibid., p.239)

Another important twist in "Povest/ o Sonechke"” is Tsvetaeva's
confession that her departure from Sonechka was a fulfilment of God's will
in accordance with the divine plot (scenario). (S88, 2, p.239) Therefore, one
can certainly see that the ending of the play "Kamennyi angel” was not a
mistake (as Saakiants suggests), but that it was closely related to the poet's
perception of herself as the Virgin Mary - which can be traced in her lyrics
of this period.?! In "Povest’ o Sonechke” Tsvetaeva einploys the same model
of the love triangle she uses in "Kamennyl angel" as well as allusions to
Pushkin's little tragedy "Kamennyi gost/"(which falls into the category of
works in which the Iberian version of the Cnidus myth is developed). Thus,
talking to Sonechka about a fountain in front of the house in which Pushkin
read his "Boris Godunov" to Nashchokin, - Tsvetaeva expressed her clear
preference for Don Juan. (S88, 2, p.198.)

Studying Tsvetaeva's work in another direction brings the realisation
that the Cnidus myth leads us directly to related works by Pushkin. It has
been noted by Karlinsky, for example, that Tsvetaeva's play "Metel’/" (written
at the same period as "Kamennyl angel”) can be associated with Pushkin's
“Pikovaia dama". As Schultz suggests in his book, this story was related to
the most recent versions of the Cnidus myth in European literature -
especially to Le Diable amoureux of Jacques Cazotte. The book was in
Pushkin's library - in French and in Russian. The novel was republished in
Russian in 1915 in the periodical Severnye zapiski, to which Tsvetaeva
contributed at the time. References to it can be found in the poetry of
Kuzmin, to whom she felt some affinity at the time.?? It is also very likely
that she knew Khodasevich's 1915 article on Pushkin's Petersburg tales, in
which he discussed the motif of the struggle between people and demoniac
forces in Pushkin's work. She was also inspired by Briusov's novel Ognennyi
angel in which he tried to imitate the atmosphere of the German Middle
Ages (this brings to mind Tsvetaeva's "Kamennyi angel”). Briusov's novel dealt

1 See, for example, the poems "Sem’/ mechei pronzali serdtse” (Tsvetaeva
1990, p.169) and "Syn" (S88, 1, p.114).

22 See Kuzmin's poem “Venetsiia" (1915); he also translated poems for the
publication of Cazotte's novel in Severnye zapiski. On the relationship
between Tsvetaeva and Kuzmin, see Karlinsky, op. cit.,, pp.55-§7; and
Tsvetaeva's essay "Nezdeshnii vecher" discussed in chapter 4 of this work.
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with the demoniac exertion of power over people, and was certainly one of
the factors which helped Tsvetaeva to develop a strong interest in this
topic.2®> Moreover, it had become one of the major themes in her poetry.
That is why she tried to interpret Pushkin's own life through those aspects
which had mythological roots - especially in the Cnidus legend (to use
Schultz's words).

No doubt Tsvetaeva realised the significance of demoniac sculptures
and forces in Pushkin's poetry, though she does not speak about it directly.
In her cycle "Stikhi k Pushkinu"” (1931) she suggests that Pushkin cannot be
perceived as a monument, and that his character is anti-sculptural. In the
same cycle she makes a deliberate factual mistake when mentioning Tsar
Nikolai's censorship of the poet's "Poltava”: it had been mentioned in
Veresaev's book (used by Tsvetaeva as a biographical source) that the Tsar
was reading "Mednyi vsadnik”. Obviously such an image of the evil idol was
not suitable for ?;he artistic concept of Tsvetaeva's cycle in which she
established the spiritual kinship of Peter the Great and Pushkin. The role of
the monument of Peter the Great in Pushkin's poem is also in one respect
similar to the destructive function of Tsvetaeva's stone angel. But the
closest link can certainly be traced between her play and Pushkin's
"Kamennyl gost’/".

As in Pushkin's play, Tsvetaeva's heroine continues to love the statue.
The image of Amour in "Kamennyl angel” is of the same nature as Pushkin's
Don Juan, though additionally one might see the obvious parallel between
Tsvetaeva's wicked Venus and the countess in Pushkin's "Pikovaia dama",
who used to be called ‘la Vénus moscovite'.>* This is particularly relevant
when one takes into account that at the time of writing "Kamennyi angel”
Tsvetaeva was interested in the idea of writing a play about playing cards -
“Chervonnyi valet". Even the end of Tsvetaeva's play "Kamennyl angel” can be

3 vy, Briusov, "Ognennyi angel", Izbrannaia proza, Moscow, 1986, pp. 291-94.
In 1925 Tsvetaeva wrote about this novel in her essay "Geroi Truda": ,CTmxn
BprocoBa s ao6miaa ¢ 16 a. mo 17a. — crpacTHOR M KpaTkof moGosbpo. [...]
Boabilile xe CTrHXoB €ro — X 3Ta MoGOBb XNBeT N NOHLHEe — ero , OrHeHHOro
Axrena“, Toraa — m B SaMbiCie N B NCNOJHEHNN, HhHUYEe TOJAbLKO B 3amuicie, B
saMHClIe M B BOCHOMMNHaHWNNM, ,OrHeHHOro AHreaa“ — B HeOCyILeCTBIeHAN.“
(Marina Tsvetaeva, Izbrannala proza v dvukh tomakh, 1, New York, 1979, p.176.)

24 A.S.Pushkin, "Pikovaia dama" in: Pushkin, 3, p.189.
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seen as a variant of the words spoken by the young priest about the dead

countess that the Angel of Death had possessed her. There is similar ending
in Tsvetaeva's text in the final words of the Virgin Mary quoted above.

We can now summarise some of the features common to the works of
Tsvetaeva and Pushkin which are related to the Cnidus myth. Both poets
seem to be preoccupied with the idea of an evil force which exerts its
power over people. Sometimes this evil force is embodied in sculptures; at
other times it is linked to the gods' interference in human life, or people
appear to suffer or even die through their involvement with god-like
creatures. More often we see the motif of divine beauty related to human
tragedy. Apart from the works mentioned above, we can easily find traces of
this motif in the lyrical passages of both poets. The most obvious version
of the Cnidus myth in Pushkin's poetry, as was pointed out by Schultz, is
the poem “Zhil na svete rytsar’ bednyi"23. The character depicted in the
poem is obssesseq by both spiritual and human love for the Virgin Mary,
which makes him unable to love anyone else:

IIytewecteyss B Xeneny,
Ha aopore y xpecra
Braen oH Mapmo aesy,
Marepsb rocnoaa Xpncra.

C ToOM NOpH, CropeB AYUIOD,

OH Ha XeHUIMH He CMoOTpel,

¥l a0 rpoGa HM C OAHON

MoaBnTth caoBa He xotea. (Pushkin, 1, p.447)

It is Interesting that Tsvetaeva moulded the love situation in poems
associated with Sergei Efron ("Na kortike svoem ‘'Marina'’...” and.in the cycle
"Georgii") in the same shape.

The same aspect of love is revealed in another Pushkin poem,
"Madonna": the hero proclaims his love to a portrait of the Madonna and to
its human embodiment. (Pushkin, 1, p.475.) Pushkin scholars have linked this
poem to Goncharova. However, the influence of different versions of the
Cnidus myth and its literary derivatives on this poem has been overlooked.
This can also be said about the poem "Kogda v ob‘iatiia moi...", and about

28 Schultz, op. cit., pp. 59-61.
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the fact that Pushkin associated his marriage with bad omens;?® what is
more important, soon after his marriage he wrote such tragic poems as
“Besy” or "Ne dal mne Bog soiti s uma...". Jakobson has also noted that
most of the sculptural images in Pushkin's poetry appeared after his
marriage. 27 This feature, of course, cannot be explained one-sidedly. Other
scholars have noted that one more myth predominated in his poetry in the
1830s. It can be called the ‘shade’ myth. It consists of certain meetings of a
lyric hero (presumably the poet himself) with the shades of dead poets such
as Ovid, Dante, Byron and others. One should especially mention the shade
of Pushkin's friend Del/vig, Whose death had a great impact on Pushkin's
artistic vision. In the poem "Chem chashche prazdnuet Litsei..." (1831) the
poet predicted his early encounter with his dead friend:

W mMuxTCs, OuepeAb sa MHOR, .

3oBeT MeHsi MOR [JeabBar MmauM,

L.J

Tyaa, B Toany TeHeR POAHMHX

Hapex ot Hac yrexumh renmh. (Pushkin, 1, p.504)

Boris Gasparov has studied the development of the ‘shade’ myth in
Pushkin's poetry and come to the conclusion that eventually “a part of the
myth of two poets has been fused with the image of an angelic, heavenly
female creature, represented very frequently in Pushkin's poetry of 1826-1830
with regard to such prototypes as E.Karamzina, E.Ushakova, A.Olenina and
Goncharova; hence the theme of a fatal and inspirational encounter with a
female shade (and, as a branch of the same theme, with a mermaid) which
influenced a substantial part of Pushkin's ceuvre of the period 1826-1836."%%
For the first time, Gasparov has discovered the coherence of two different
myths coexisting in Pushkin's poetry. Meanwhile, Marina Tsvetaeva should be

26 See V.Veresaev, Zhizn/ Pushkina, Moscow, 1936, p.21; also: Zhizn/
Pushkina. Perepiska. Vospominaniia. Dnevniki, ed. V.V.Kunin, Moscow, 1987,
volume 2, p.381.

27 R. Jakobson, Pushkin and His Sculptural myth, Paris, 1975, pp.27-28, 44.

28 B. Gasparov, “Encounter of Two Poets in the Desert: Puskin's Myth”, Myth
in Literature, ed. A. Kodjak, et al.,, Columbus, Ohio, 1985, p.147.
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mentioned together with Khodasevich?’ as one of the pioneers in exploring
Pushkin's mythology.

In her own poetry we can see the same motif of the fatal beauty or
involvement with angel-like creatures. But more persistently she uses the
patterns of myth in which gods or supernatural forces interfere with the
love of human beings. For example, in the cycle "Razluka", devoted to her
husband in 1921, she proclaims that “the gods are jealous of the mortal ones’
love”, that “Zeus' heart is insatiable”; in the cycle "Khvala Afrodite" (1921)
she calls the goddess of love “a Devil-lady” and asks “Till when must one
obey you, armless stone?”; in the cycle "Dvoe" (1924) she deals directly with
couples from myth and world literature who have been fatally separated (she
transposed this situation to her relationship with Pasternak); in the poem
Naiada (1928) she declares that there is always a third person in between
two people in love.®® It is interesting that she used the water nymph as a
symbol of evil: as mentioned above, the image of a mermaid appeared in
Pushkin's poetry with the same function.

2. Mythological and myth-creating aspects of Tsvetaeva's essay "Natal/ia
Goncharova”.

The description of Pushkin's wife given by Tsvetaeva in the chapter "Dve
Goncharovy” is very similar to the characterization of the stone angel in the
play which we mentioned above. In the description only one feature
Apredomlnates - her beauty: "Mosoaas aebymka, xpacasuna [...], coBcem mn3

"

CKasKH , I‘onqaposa. KaxK KpacaBnna — MNpoCTO KpacaBHOa — TOJbLKO, He 6una

29 See V.F.Khodasevich, “Peterburgskie Povesti Pushkina’, in his Stat4 o
russkoi poezii, Petersburg, 1922. '

30 See, for example, Tsvetaeva's poem "Naiada" (S84, 1, pp287-289). It is
interesting that Tsvetaeva displaced a Naiad from being a nymph of the
stream or spring into being part of the ocean - like the Nereids. (Though in
accordance with some traditions the Naiads were regarded as part of the
race of Ocean — see, for example: Pierre Grimal, The Dictionary Of Classical
Mythology, Oxford, 1987, p.301.) In Jerzy Faryno's article "Stikhotvorenie
Tsvetaevol 'Prokrast/sia'" (Wiener Slawistischer Almanach, 20, Vienna, 1987,
pp.89-113) there is an interesting observation that in Tsvetaeva's poetry ocean
usually is contrasted to sea and rivers, in the sense that the ocean is

perceived by her as a dead place, with stagnant water, unlike flowing rivers.
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decromoGnBoit"”, "Tonuapopa sa Ilymkmna Buiia Ges mo6GBM, MO PaPHOAYLUNIO
xpacaennu” (S88, 2, pp.53-55). Analysing her motive in marrying Pushkin,
Tsvetaeva called it the action of a doll (ibid.). But the main explanation of
this marriage as described by Tsvetaeva is related to fate. That is why she
declares that people such as Goncharova are tools of fate. Moreover
Tsvetaeva suggests in the essay "Natal/la Goncharova" that Pushkin was
aware of the fatal meaning of his choice. This situation is linked in the
essay to mythological analogies. For instance, she compares the poet's wife
to Helen of Troy:

»JTaK M OCTaHeTCs: HeBHWHHas, GecciopecHast — EneHa — Kykaa,
opyame cyanOun.“ (S88, 2, p. 59).

It is quite important to note that in her analysis of Pushkin's
marriage Tsvetaeva exploited the same mythéloglcal pattern she had used in
the poem "Naiada" ( written earlier):

Ysuao Te6sa, raa,

Kaxk Te6si Hn 30BnN:

B Mope — TKaHbL, B rope — BIrasiA, —
Beunnt TpeTnh B A06BN!

.1

Ysnao Teb6s, Guc
(..]

Ysnao Te6sa, cMepTb,
Kax Te6s1 HN 30BN
... (S84, 1, pp.288-89)

Tsvetaeva describes Pushkin's wife in the same vein in the essay "Natal/ia
Goncharova":

[...] Tonuapopa He npmuMHa, a moBoa cMepTR IlymikmHa, c©

xoanGean npeaHaveprtanHok. (S 88, 2, p.58)

TFonwapoBy, He mMOGHBIIY©O, OH B3sin yxe c [lantacom in dem

Kauf, To ectb ¢ co6cTBennoit cmepTho. (Ibid., p60)

In the same article Tsvetaeva explains the prediction about the poet's
death which she has taken from Veresaev's book Pushkin v zhizni (which,
together with Shchegolev's book, was Tsvetaeva's main biographical source as
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pointed out in chapter 2): a gypsy fortune-teller told Pushkin that he would
be killed by a blond man on a white horse. It is known that Pushkin had a
fear of blond men. However, today we can see deeper motifs for the poet's
phobia than a gypsy's predictions. In the above-mentioned book by Schultz
and in Ospovat's article " Vliublennyi bes. Zamysel i ego transformatsiia v
tvorchestve Pushkina 1821-1831 g.g.",31 it has already been established that
Pushkin was greatly influenced in his work and everyday behaviour by
Cazotte's book Le Diable amoureux. Though Tsvetaeva.was not aware of the
significance of this novel for Pushkin, she tried to analyse the poet's life in
its light. This becomes particularly apparent in connection with the myth
about the blond man. In the Russian translation of Cazotte's novel —
Viiablennyi bes — one of the main characters is the devil, disguised as the
beautiful woman Biondetta (i.e. transformation into Russian of blonde-téte).
As shown above, the blond image of the devil appeared in Tsvetaeva's work
as well. Moreover, Cazotte's devil was meant to destroy Alvar: he was
transformed into a person possessed, a tool in the hands of the Devil, who
used him in order to bring destruction to evet'ythlng.32 We can compare this
with Tsvetaeva's description of Goncharova as “a tool of Fate”, “a doll”. In
her long poem "Poema kontsa”, written in 1924, there is a similar

atmosphere in which two characters are possessed by evil forces:

Beabr miaxmaTHHe xe nemuxkn!

M xTOo-TO Mrpaer B Hac. (S84, 2, p. 383)

The other important aspect of Tsvetaeva's interpretation reveals her
awareness of the significant role which the ‘shade’ myth played in the
European tradition and especially in Pushkin's own poetry. As suggested by
Gasparov and Senderovich®® in their work on this subject, Pushkin's lyric
hero acquires his divine power and inspiration from the encounter with the
shades of poets (for example, Ovid or Derzhavin). In Tsvetaeva's own 1913
poem "Vstrecha s Pushkinym" her meeting with Pushkin's ghost has the same

semantic and functional meaning. (This was discussed in chapter 2.) In order to

3! pushkin: Issledovaniia i materialy, 13, Leningrad, 1989, pp.175—200.

32 ].Cazotte, "Vliublennyi bes", translated into Russian by N.Val/man,
Severnye zapiski, 1915, 10, p.95.

33 B, Gasparov, op.cit.; S.Senderovich, “On Pushkin's Mythology: The Shade
Myth", Alexander Pushkin. Symposium II, Columbus, Ohio, 1980, pp.103-13.
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diminish Pushkin's wife, Tsvetaeva in the essay "Natal/ia Goncharova"
deprived Goncharova of such divine sight, calling Pushkin himself a living
ghost:

nllepBass poMaHTRuYeckas KpacaBama Haumx AHei" He Gosnach
npnspaxoB. [Ipnspax Ilymxnna (®XBOro ms xmBHX, CTPacTHOro
NS CTPacTHHX — OpAspaxk apana) crpamed. Ho oHa ero He
yBHAesla, a He yBRAenda ero, moroMy uTo Ilymkme sHan, 4TO He
yBRaAnT. Ha npmspax Hymnu — He Te oun. Mauno Ha Hero
CaMHX OrpOMHHX, CAMHX HaTajlbe-TOHYapOBCKMX riaas. (S88, 2,
p.60)

In Tsvetaeva's interpretation Goncharova's life is divided into two
parts: being a goddess with Pushkin, and being an ordinary human being in
her second marriage. This approach to the boet's wife was already strongly
felt in Tsvetaeva's early work — in the poem "Schastie ili grust/..” (1916).
Both her poem -and the essay were to a large extent influenced by
Shchegolev's Duel”/ i smert/ Pushkina. (This point was discussed in chapter2))

Like Shchegolev, Tsvetaeva writes about Goncharova's refusal to move
to Boldino and her indifference towards Pushkin's work. Tsvetaeva cites
Goncharova's reply to a supposed suggestion by her husband to read aloud
some poems: “Do go ahead, I am not Ilistening.” However, such a
representation of her in Tsvetaeva's essay is biased. In V.Veresaev's Pushkin
v zhizni, which Tsvetaeva knew well, we come across a depiction of the
same fact with the difference that these words were originally addressed to
Boratynskil who wanted to read his new work to Pushkin in the presence of
Natal/ia Nikolaevna. 34 Both scholars express a very low regard for
Goncharova's spiritual and human qualities. Interestingly they do not
mention that she was a pious Christian.3® Meanwhile, Tsvetaeva created the
concept of the pagan couple in relation to Pushkin's marriage.

The characterisation of Pushkin's love for Goncharova given by
Tsvetaeva fits her own mythological concept of the evil side of beauty. On
the one hand it seems to recall the play "Kamennyi angel” mentioned above.
On the other hand, Tsvetaeva's persistent comparison of Goncharova with

34 V.Veresaev, Pushkin v zhizni, Moscow, 1927, 3, p.68.

33 About Goncharova's deep religious feelings see: M.A.Dement’ev and
I. M. Obodovskala, Natal/la Nikolaevna Goncharova, Moscow, 1987.
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Helen brings new light to this mythological pattern. Calling the poet's wife
an instrument of fate, Tsvetaeva recreates the same tradition which was
applied to Helen in many later versions of the original myth. Thus, one
tradition claims that Hera fashioned a cloud that looked exactly like Helen.
Another version of this legend says that Zeus himself sent a phantom Helen
to Troy to provoke a war3® This idea supports Tsvetaeva's concept of the
two images of Goncharova: one is a beautiful doll, a puppet used by fate or
by the gods, while the other reveals a good wife, an ordinary human being.
(In Homer's Odyssey, which was used by Tsvetaeva as a model for her own
tragedies, Helen, after returning to Sparta at Menelaus' side, was the
example of all the domestic virtues)3” In the poem “Punsh i polnoch./
Punsh i — Pushkin" composed by Tsvetaeva long before the essay, a
cloud-like incarnation of the poet's wife appears in the shape of the hollow
foam of the ball dress in the dusty mh'r(.n'.38 Another metaphor used by
Tsvetaeva in connection with Goncharova- “naked beauty which smites
everyone like a sword” - recalls the similar effect of Helen's beauty on
people. It is known, for example, that Menelaus ran at her with a raised
sword, intending to kill Helen, but she displayed herself half-naked, and the
sword fell from his hand. Tsvetaeva suggests that Pushkin had been smitten
by such a sword. (S88, 2, p.57)

It has been pointed out by A.Kroth that in spite of the dominant
antithesis of ‘love/poetry’, Tsvetaeva is convinced that poetry grows out of
love.3? So, in “"Natal/ia Goncharova" we come across the statement that all
personifications of Pushkin are joined into one - the poet. (Ibid.) Tsvetaeva
also portrays Pushkin's marriage as a sober choice (in the sense that he was
aware of his possible death by it) in the light of her own mythological

36 The Dictionary of Classical Mythology, op. cit., p.186.

37 See on this subject the introduction by Rose Lafoy to her translation of
Tsvetaeva's "Ariadna" into French — Marina Tsvétaeva, Ariane, tr. Rose Lafoy,
Clermont- Ferrand, 1981, pp. 194-96.

38 Marina Tsvetaeva, "Punsh i polnoch’/. Punsh i — Pushkin..", Izbrannye
proizvedeniia, Moscow-Leningrad, 1965, pp.22-23.

394, Kroth, “Toward a New Perspective on Marina Tsvetaeva's Poetic World",
Marina Cvetaeva, studien und materialien, Wiener Slawistischer Almanach, 3,
Vienna, 1981, p.19.
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model. This model was fully expressed in her "Poema kontsa", though the
female-male r6les were reversed. The message of the poem is that love's end
is predestined and prescribed, for the intentions of the two partners differ:
he wants to live and have a house, family, and happiness, while she loves
and therefore wants to die.** In her thorough analysis of this situation,
Kroth suggests that, for the lyric heroine, death may be “the only means of
avoiding the end of love, of prolonging it and immortalizing it". 4 Tsvetaeva
displays the same approach in her essay characterizing Pushkin and
Goncharova as a couple based on a force going in a different direction, a
couple apart. It is the poet's nature and innate passion, according to another
work by Tsvetaeva, "Chert", to juxtapose and to contrapose.

The story "Chert” (P., pp.84-113) contains some variants of Tsvetaeva's
motif of statue-likeness and evil beauty. Thus, for example, she writes in it
that a dog is an image of the devil — with statue-like motionless legs. In
her childhood Tsyetaeva imagined the devil just sitting on her half-sister's
bed: “There was no motion. He sat, I stood.” Also in this work we come
across Tsvetaeva's combination of two versions of the same motif: she
admits that her French tutor asked her to replace the devil's name in the
popular Russian saying (used when something is lost) “Devil, devil, stop
playing [with it], now give it back to me!” with that of St Antony of Padua.
This character recalls, of course, Tsvetaeva's play "Kamennyl angel”. In
"Povest/ o Sonechke"”, written one year after the story "Chert", Tsvetaeva
applies exactly the same words about motionlessness to Zavadskii's
performance as she applies to the statue of St Antony. The other interesting
aspect of this image in "Chert” is Tsvetaeva's merging of a dog, a devil and a
drowned man who appeared in her dream. The dream about the drowned man who
said that he would marry her was influenced by reading thhn‘s "Rusalka”
and "Utoplennik"; a quotation from the latter appears in the story. One
passage from Tsvetaeva's story "Chert” in which she characterises the devil
as a spirit who destroyed all her happy love affairs — by instilling cold
analysis and pride in her (in order to make Tsvetaeva a poet but not a loved
woman) — powerfully recalls Pushkin's poem "Demon”. In Tsvetaeva's work
encounters with the devil were a secret from others, associated with a
longing for something unknown; these meetings led to her obtaining special

40 Ibid., p.18.

4 1bid.
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knowledge about the world and developing such qualities as pride, iromy,
egocentrism and the feeling of being exceptional.4?

Thus, Tsvetaeva's judgement of Pushkin's love for Goncharova is
heavily dependent on her own mythological pattern which had deep roots in
Greek mythology and the Cnidus myth. She mentions, among th'e different
personifications of Pushkin, that he was the creator of "Gavriiliada". This
aspect of his personality allows Tsvetaeva to establish a certain kinship
with the poet. Khodasevich, for whom Tsvetaeva had a very high regard,
describes the very nature of love depicted in "Gavriiliada" as highly religious
despite the frivolous features of this work. In Tsvetaeva's own poetry there
is to some extent an analogy to Pushkin's work — see her cycle "Magdalina”
(1923). To take this point further I would like to bring a new dimension into
the comparison of the poetical systems of the two poets. Both of them had
a tendency to deify a chosen partner in their art, using mythological models,
but also to regard their love as a sacrifice to their god or goddess. In order
to support this c'me can refer, for example, to Tsvetaeva's attempt to
recreate a Pushkinian motif from "Boris Godunov", this attempt being
related to the love of Dmitrii the Imposter for Marina Mnishek, in the cycle
"Marina" (1921). Tsvetaeva's description of Mnishek's eyelashes can be
compared to the curtain-like eyelashes of Pushkin's wife in the essay
"Natal/la Goncharova". It seems that Tsvetaeva re-creates Pushkin's
mythopoetical image of the beautiful woman. She depicts Natal/ia
Goncharova with almost shut eyes — with curtain-like eyelashes — creating a
contrast with Pushkin who married her with wide open eyes. (S88, 2, p.56.)
Such a comparison was undoubtedly taken by Tsvetaeva from Pushkin's own
poetical code-system. Thus, for example, in his poems beautiful women are
compared to statues or to the Madonna, or to goddesses: furthgrmore, their

42 All these can be compared to Pushkin's words:
Toraa xaxkok-To saoOHbR reHm#i
Crtan TakHO HaBemaTb MEHS, .
INevanbHn OLAN HALN BCTpeun;
Ero yan6ka, uyAHLR B3risia,
Ero sispaTelbHbHeE peun
BanBaan B Ayuly xaaaHuR sia. (Pushkin, 1, p.296)
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depiction in Pushkin's poetry is part of the same motif of eternity. This was
pointed out in the study by B.Gasparov and I.Paperno*?. These scholars also
note that the significant features of the images related to this motif are the
bowed head and lowered eyes. The theme of eternity is juxtaposed in
Pushkin's poetry to the theme of life full of passions, emotions,
changeability. (This was thoroughly analysed by the above-mentioned

scholars.)

Furthermore the embodiment of eternity in Pushkin's poetical code is
the angel, and the motif of changeable life is represented by the demon.
This aspect fully explains the poei‘s preoccupation with the image of the
demon in love (which appeared in his drawings as well). In the
above-mentioned story "Chert", the mythopoetical model is the same: God is
associated with distance and cold, the Devil with love, passion and
co-existence. Gasparov and Paperno observe that images of eternity are
assoclated in Pushkin's work with indifference, cold and distance, while
demoniac features are related to storms, instant death and passion. This
aspect of Pushkin's poetry was the most crucial for Tsvetaeva. She deals
directly with it in her works "Moi Pushkin” and "Pushkin i Pugachev"” (which
are discussed in chapters 5 and 6 respectively).

On the one hand, Tsvetaeva was interested in the structural motif of
Pushkin's poetry described above, using it for her approach to his life and
art (in the content of this chapter — in relation to Goncharova). On the
other hand, she tried to fit the image of Goncharova into her own
mythopoetical code. As is known from Tsvetaeva's letters to her friends, in
1923-26 she worked intensively on her trilogy "Ariadna" — "Fedra" — "Elena".
In connection with this work she studied several books of Greek mythology
and read a history of the Trojan war. In a letter to A. Bakhrakh of
28.08.1923 she informs him about her intention to read about the Trojan war
and Helen in a big volume of Greek mythology in German.** In another
letter (of 28.11.1927 — to A.Teskovd) Tsvetaeva mentions Helen again, giving
her a description similar to the image of Natal/ia Goncharova: both of them
were labelled by Tsvetaeva as dolls. (PAT, p.158) Interestingly enough,

43 B.Gasparov and 1.Paperno, “K opisanilu motivnol struktury liriki
Pushkina”, Russian Romanticism. Studies in the poetic codes, ed.
N. A.Nilsson, Stockholm, 1979, pp.9-44.

4% Marina Tsvetaeva, "Pis/ma A.Bakhrakhu", Mosty, Berlin, 6, 1961, p.322.
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Tsvetaeva never wrote the third part of her trilogy ("Elena"); it seems that
she fully realised the image of Helen only with reference to her vision of
Goncharova. M.L.Gasparov in his analysis of Tsvetaeva's "Poema vozdukha"
suggests a quite capacious metaphor for Tsvetaeva's poetic universe: the
structure of the world in her poetry can be visualised in the shape of a
horse-shoe. Moreover, it functions like a magnet: on one pole there is the
apotheosis of the spirit (represented by such characters in her works as the
poet, Ippolit, Georgii etc.), while on the other pole is the apotheosis of
beauty and passion (Aphrodite, Phaedra, Helen, Goncharova etc.); on top of
this ‘magnet’ is God, in whom everything is completed and joined together.
The easiest way for the two ‘forces’ is for them to join together on the
broken part of the circle - in spite of physical separation — but this
attempt ends in death and tragedy.“ Such_a mythopoetical model may be
partly justified by Tsvetaeva's own description of Pushkin and Goncharova as
two forces going in different directions. (The term force itself is not the
only example in Tsvetaeva's work of an attempt to apply scientific,
‘electrical’ images to the description of human beings.) More important is
that such dualism appears in Tsvetaeva's poetic world within an individual,
too, (as mentioned by Gasparov), though such a fascinating poetic model can
hardly explain Tsvetaeva's justification of a tragic union of this kind. We
should not forget her claim that Pushkin's marriage was as brilliant as his
life. It seems that the mythological analogies exploited by Tsvetaeva in
connection with Pushkin's marriage prove her admiration for Pushkin's
personal life as a piece of art, text and symbol. So her perception of his
life was predetermined by the mythological background.

It is also notable that Tsvetaeva relied on the studies of Pushkin
written by Veresaev, Shchegolev, Briusov and Khodasevich. However, their
scope excluded the very important (especially in relation to the transformation
of the Cnidus myth in Pushkin's poetry) love in his life for K.Soban’skaia.
Her evil character and beauty became the object of discussion in the
scholarly work of Jakobson and Akhmatova. They wrote about it later than
Tsvetaeva did, and their study of Pushkin's poetic mythology all but
completed work in this direction.

SM.L. Gasparov, "'Poema vozdukha' Mariny Tsvetaevoi: opyt interpretatsii.”,
Uchenye zapiski Tartuskogo gosudarstvennogo universiteta, 876, Trudy po
znakovym sistemam, 18, Tartu, 1982, p.128.
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CHAPTER 4

Myth-creating aspects of Tsvetaeva's essays "Iskusstvo prl svete sovesti” and
"Nezdeshnii vecher'.

In the essays written by Tsvetaeva in the nineteen thirties it is
possible to trace a persistent attempt by the poet to create a myth about
Pushkin. Her application of this myth can be found in her own convictions
about aesthetics and in her life. The most essential work for understanding
Tsvetaeva's approach, not only to reality but also to Pushkin, is her last
prose work "Pushkin i Pugachev". In this essay she justifies the right of a
poet to re-create reality in his works. Moreover, she prefers artistic truth to
reality, art to document. She analyses the experience of Pushkin who knew
the archive documents on Pugachev, and in spite of the facts available
created a differéent image of the peasants' tsar in his prose. Her
interpretation of Pushkin's work reveals the fact that Tsvetaeva was
seriously interested in the poetics of Romanticism. Furthermore she wants
to establish herself as a poet whose art has deep roots in Pushkinian
tradition. Meanwhile Tsvetaeva's approach to his works 1is strongly
influenced by the culture of Symbolism and Post-Symbolism.

The motif of a feast with friends played a significant role in
Pushkin's poetry. It occurs most often in his poems dedicated to the
anniversary of the lycée, which are usually dated 19 October. (The lycée was
opened on this date, and its first graduates always celebrated its
anniversary.) In the poem written on 19 October 1825 "19 oktiabria", the
happy occasion is transformed into a gloomy event; many of the brotherhood
are missing, and Pushkin himself was away from his friends, in exile. The
poet meditates upon the inevitability of death:

lNupyhte xe, nmoxa euwe Mol TYyT!

YBH, Halll KPYr 49ac OT 4acy peaAeeT;

Kto B rpo6Ge cnuT, KTO JAalbHHit CHpOTeeT;
Cyav6a rasant, Mu BaHeMm; AHNM Geryr;
HeBranMO ckiaoOHSASICH M XJaanes,

Mu GamsnMcst K Hadaly CBOEMY... (Pushkin, 1, p.357)



- 127 -

In the poem of 1827 a new aspect of this motif is brought to life in
the last line. The poet wishes his friends to have God's help in the “gloomy
abysses of this world”. This image already anticipates Pushkin's "Pir vo
vremia chumy" in which gloomy abyss appears again. This time it fits into
the framework of a different myth.

This second myth is related to Pushkin's theomachist poetry. For
example, in the poem "Geroi" and in the dramatic piece "Pir vo vremia
chumy"”, a human being challenges God by striving to surpass himself, to
overcome the fear of death, to conquer the elements. It is not a coincidence
that the poem "Geroi" and the hymn in honour of the plague from Pushkin's
play were translated into French by Tsvetaeva, as well as being mentioned by
her in essays and letters. The central figure depicted in Pushkin's poem is
Napoleon, who visited people infected with plague. The poem is written in
the form of dialogue: it is an argument between a poet and a historian. The
memoirist strongly denies that Napoleon cheered up dying people by
overcoming his fear of death as a consequence of the visits. But artistic
truth is appreciated much more by the poet:

ToMH HNSKMX NCTMH MHe AOpoOXxe

Hac Bospuinaoiumi o6Mas...

OctaBb repoo cepane! Ito xe

O Gyaer Ges Hero? Tmpawn!.. (Pushkin, 1, p.487)

This statement from Pushkin's poem is quoted twice by Tsvetaeva in
her essay "Pushkin i Pugachev", in which she claims that this approach to
reality is the fundamental principle of Pushkin's poetics. Tsvetaeva applies it
to her analysis of Pugachev (a character from Pushkin's "Kapitanskaia
dochka"). She concludes that “despite the truth” (Tsvetaeva's words) which
Pushkin learnt from archive documents, he created his own noble image of
the people's tsar. However, Tsvetaeva's reference to the poem appeares in the
essay in a slightly transformed way: in Pushkin's version the poet says “I
prefer...” (italics mine - A.S), while Tsvetaeva uses the more generalised
form we. This slight correction of Pushkin's text brings a new meaning to
her interpretation — Tsvetaeva gives the poet's statement the status of a
universal law, the human tendency to idealise reality. (For a further
discussion of this point, see the chapter on the essay "Pushkin i Pugachev")

It has already been noted by Pushkin scholars that in the 1830s
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Pushkin's image of the hero took on an increasingly humane face. The
element of sacrifice for the sake of others was becoming essential for the
poet's depiction of the heroic.!

This important evolution of Pushkin's views — from a sheer
fascination with heroic behaviour to praise of human sacrifice — s
overshadowed in Tsvetaeva's essays by her prevailing interest in the
theomachist aspects of his poetry.

Tsvetaeva shared Pushkin's fascination with Napoleon. In her teens she
put a portrait of the latter in an alcove — to the dismay of her father. She
was also greatly inspired by gypsy characters in Pushkin's long poem
"Tsygany"”. In this poem the central figure Aleko thinks of himself as God;
he concludes from his experience of life that every individual is able to
discover freedom within himself. This them‘e was more explicitly expressed
in the poem "Poetu" (1830), which appealed not only to Tsvetaeva but also
to many Symbolists and post-Symbolists, whose interest in human freedom
and heroism was very much enriched by Nietzsche's theories. Pushkin's words

from the poem "Poetu"

Tu napb: xnBX OARH. [Joporoo csoGoaHo#h
Han, Kkyaa Breder Te6s CBOGOAHHNA yM,
YcoBepiueHCTBYSI NJIOAH JIOGAMHX AYM,

He TpeGysi Harpaa sa mOABAr GAaropOAHHRA.

Oun B camom TeGe. Tu cam cBo#t Buicumi cya [..]
(Pushkin, 1, p.474)

were obviously on her mind when she wrote the essay "Iskusstvo pri svete
sovesti”. Thus she claims that every poet is a servant of ideas or the
elements. Occasionally, in Tsvetaeva's view, Russian literature was dominated
by ideological and moral issues. This tendency led to misunderstanding of
Pushkin by the next generations of Russian writers:

B 3TOM 3THuYeckOoM moaxoae (TpeGoBaHKS HAERHOCTH, TO €eCTb
BHICOTH, C mncareast) wMmoxer OWTb BCs pasraaxa
HEMOHATHOIO Ha MNepPBHA B3rISA NPEANOYTEeHHS AEeBSAHOCTHX

roaop Haacona — IlymkmHy, ecim He sABHO-Gesnlae#AHOMYy, TO

! See, for instance: Iu.M.Lotman, V shkole poeticheskogo slova. Pushkin.
Lermontov. Gogol”, 1988, pp.20-21.
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MeHee SABHO-NMAeRHOMY, qeM Haacosn, R npeanouYTEeHKA

noxoJeHKs npeanayimiero Hexkpacopa-rpaxaaHkHa npocCTO
Hekpacosy. (588, 2, p.391)

Pushkin's artistic and personal independence from the political forces of his
day (expressed in the poem "Poetu") was especially important for Tsvetaeva's
own credo. In all her works related or devoted to Pushkin she strongly
defends her right to be politically independent, and she uses Pushkin's name
~as a symbol of freedom in her arguments with political opponents. For
example, inher poem of 1935 "Dvukh stanov ne boets...” (S88, 1, pp.312-13)
she proclaims that she is not a soldier of either of the two political camps
(in real terms she wanted to emphasise that she was neither pro- nor
anti-Soviet). At the end of the poem there is a reference to Pushkin's poem
"Poetu”, but Tsvetaeva takes exception to Pushkin's comparison of a poet to

a tsar:

— Tul napb: xnBn oanH... (Ho y nmapeit — HanoxHnn

Mnuyta.) bor — oamd. Tor — B nmycroTe Hebec. (S88, 1, p.313)

Tsvetaeva's persistent analogy of the poet with God? contains an important
clue to her artistic system. Unlike Pushkin, who could write only
occasionally about the facts of reality as cultural modes, Tsvetaeva makes
the poet not only the creator of his own universe but also its main
component. In her poetic system, therefore, he lives in a different spatial
dimension which can be called culturologic. The facts of his life he
describes are carefully selected and arranged in the text in such a way as to
create an explicit semantic paradigm. This is a feature of the poetics of
Russian Symbolism as a whole, and signifies the main difference between
Russian Realism of the nineteenth century and avant-garde literature.?

Thus, for example, Pushkin's art inclines towards the language of
referential genres (diary, autobiography, etc), while Tsvetaeva's text is a
paradigm of metamorphoses in which spatial relations are transformed into
temporal ones: the fact of the poet's life is presented in the text as an
analogy of a cultural archetype. From this point of view Tsvetaeva's
interpretation pf Pushkin's image of the feast is particularly interesting and

? See such poems as "Bog", "Kogda zhe Gospodin", "Uchenik", "S moria", etc.

3 See on this point Jerzy Faryno, "Deshifrovka", Russian Literature, 27, 1989,
pp.1-68.
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illustrates well the statement mentioned above.

In the essay "Iskusstvo pri svete sovesti” Tsvetaeva explains her
poetics clearly for the first time. Some of the titles of the shorter chapters
in her essay, such as ‘Nebo poeta’, ‘Tochka zreniia’, and ‘Pravda poetov’,
reveal her intention to promote her analogy between God and the Poet: both
are creators of their own Universe and both represent its spiritual content.
Futhermore, her chapter ‘Pushkin 1 Val/singam’ again discusses the
theomachistic aspect of Pushkin's poetry in the light of her own concept of
the poet. '

Tsvetaeva focuses her attention on two songs from Pushkin's play: one
is sung by Mary, the other by Walsingham. In accordance with
N. V.Iakovlev's analysis of this work, the two songs are original - they are
significantly different from J.Wilson's "Tile City of the Plague”, which
inspired Pushkin's little tragedy.* The names of the two lovers appearing in
the first song — Jenny and Edmond — are not mentioned in Wilson's song at
all. lakovlev suggests that Pushkin took the name Jenny from Robert Burns'
poem "The Cotters’' Saturday Night'. Pushkin could have read the poem either
in the original or in Ivan Kozlov's Russian translation. Tsvetaeva sees in
Mary's song a ‘Romantic’ poem about eternal love, and she thereby indicates
that Pushkin was fascinated by the subject of ideal love and by the motif of
fidelity after death. (One of the poems which she chose to translate into
French was a poem composed by Pushkin in the same vein — "Zaklinanie")
Though Pushkin may have used Burns' poetry to create a couleur locale
effect in his play, he intended to create dramatic scenes (as he called his
four plays). In other words he wanted to convey in his play the :miversal
aspects of human life. That is why he used such names as Jenny and
Edmond which would sound English but would not be necessarily related to
any particular archetype. In the light of this, it is interesting to refer to
Tsvetaeva's recollection of the poetic tournament organised by Briusov in 1911
(see her essay "Geroi truda" written in 1925): young poets were invited to
compose a poem using as theme the last two lines from Mary's song. (“Ho
9aMoHAa He salyaer / [IxenHn aaxe B HeGecax.”) Tsvetaeva admits that she
did not even know whether Edmond was male or female. Following a

different Romantic tradition (which derives from Heine's " They loved each

4 N.V.lakovlev, "Ob istochnikakh «Pira vo vremia chumy»", Pushkinskii
sbornik, pamiati prof. S.A. Vengerova, Pushkinist, 4, Moscow, 1922, pp.92-132.
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other"”) Tsvetaeva creates an opposite situation in a poem about the tragic
impossibility of a union of two people in love, even in Heaven (a theme
which developed into a major motif in her poetry):

(.1
Hn 3aech, HX TaM — HWrae He HaaO BCTpeun,

U He Aana BcTpeu mpocHeMcs MH B paio! 5

Also Tsvetaeva's indifference to the sex of this character reveals her own
androgynous tendencies, which have already been discussed by many scholars
interested in the application of psycho-analytical skills to textual
int.terpret.atlon.'s

Viacheslav Ivanov saw in Pushkin's two songs a juxtaposition of
different ideologies: Christian (Mary) and .pagan (Walsingham). Tsvetaeva
defined them as Love and Plague, which is close to Ivanov's point of view
(she regarded him as her teacher at the beginning of her poetic career),
though she consldered Walsingham's hymn to be the essence of the whole
play. In her own translation of Walsingham's song, its pagan aspects are
especially intensified — ‘Plague’ is referred to as a Daughter of Hell and as
Black Death, more frightening than Winter. Its image was thus transformed
by Tsvetaeva into a new deity. Merezhkovskii suggested that this hymn was
inspired by Dionysus.”

Tsvetaeva's interpretation of "Pir vo vremia chumy" continues in
principle the approach taken by Merezhkovskii in his book Vechnye sputniki
(1910). Although there is no mention in her essay of the word ‘Dionysian’ it
is suggested by Tsvetaeva's definition of Walsingham's song as
anti-Apollonian. (588, 2, p.381.)

Tsvetaeva continues in this essay (written in autumn 1931) the same
semantic paradigm which is manifested in her cycle of poems "Stikhi k
Pushkinu" (summer 1931). In her approach to Pushkin one can feel an attempt

5 Tsvetaeva talks about the competition and cites her poem in the essay
“Gerol Truda", in: Marina Tsvetaeva, Izbrannaia proza v dvukh tomakh, New
York, 1979, vol. 1, pp.190-92.

¢ See, for example, Véronique Lossky, Marina Tsvetaeva, Un Itinéraire
Poétique, Paris, 1987, pp.228-29.

7 D. Merezhkovskii, Vechnye sputniki, St Petersburg, 1910.
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to translate Pushkin's writings into the language of avant-garde literature
she used herself. Thus, for example, her assertion that Pushkin can be
identified with Walsingham himself (because the latter appears to be a poet
in the play), and that the song in honour of the plague is a slip of the
tongue of the lyrical poet (Ibid.) reveals Tsvetaeva's perception of the author
of "Pir vo vremia chumy" as a lyric poet. Pasternak, whom Tsvetaeva called
her brother in poetry, characterised the new art in "Okhrannaia gramota"
(1929) in the following way: “[..] HckyccTBo HasuBanoch Tpareamei. Tak x
cileayeT eMy HasHBaTbCcsA. Tpareamsi HasHBajdach ,BraanMap MasxoBckuit“.
3arnaBbe CKPHBaJO FeHNalbHO MPOCTOe OTKPHTLE, YTO MO3T He aBTop, HO —

OpeaMeT JNPNKN, OT nepBoro jamna obpaijaoinefcsa K mlpy."8

In the same vein Tsvetaeva talks about Pushkin as the subject of his
own tragedy claiming that there is another Pushkin — the Pushkin of
Walsingham's pensiveness (588, 2, p.381). We can compare this statement to
her admission in a letter to lashchenko (July 1922): “A cBoo aBTO6MOrpadmo
nnury uepes apyrmx [..1."7 Therefore, Tsvetaeva's interpretation of this play
not only reveals to us her perception of Pushkin's character but also
provides us with her vision of herself as a poet. She gave the situation
described by Pushkin the status of a myth related to the Dionysian and
Adonisian cults: '

B uem xougyHcTBO necum Baascmurama? [...]

KomyHcTBo He B TOM, 94TO MH, CO CTpaxa M OTUYasiHWA, BO
BpeMmsi yMmn — nmpyem (Tak AeTH, CO cTpaxa, CMelOTCA), a B
TOM, YTO MH B mecHe — anoree IImpa — yxe yTpaTmam cTpax,
YTO MH H3 Kaph AejlaeM — INHP, H3 KapH JAejlaeM Aap, YTO He
B crpaxe bBoxbeM pacTtBopsieMcss, a B GuaaxeHcTBe

yHruTtOXeHns. (S88, 2, p.379)

This claim made by Tsvetaeva conveys her attitude to the feast: she sees it
as a cult, a ritual which we perform. By using the word we she makes
readers of her essay and Pushkin's text (including herself) participants in a
ritual. The ritualistic elements of Pushkin's play are pinpointed by Tsvetaeva
in the next paragraph, where she states that Pushkin uses the name

8 B.Pasternak, Vozdushnye puti, Moscow, 1982, p.264.

% See Tsvetaeva's letter to Iashchenko of 6 July 1922 in: L.Fleishman,
R.Hughes, O.Raevsky-Hughes, eds, Russkii Berlin. 1921-1923, Paris, 1983, p.158.
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(Walsingham) throughout the whole play only three times, as if it is a

sacred name from an incantation.

Ritual was at the centre of Symbolist culture because of its attempt
to subordinate life and social behaviour to the text. By creating metatext,
Symbolists and their followers regarded life in a semiotical way, and in this
respect ritual as an established genre of social behaviour was for them an
ideal model. In ritualistic behaviour we see spiritual beliefs brought into
action. One of the programmatic declarations of Russian Symbolism can be
found in Bal’mont's poem "Budem kak solntse” (1901)!°, in which life
proclaimed itself the embodiment of a dream. Tsvetaeva had a high regard
for Bal/mont and in many ways imitated his eccentric otherwordly behaviour.
In her memories of Bal’mont she describes several meetings with him as
being rituals performed by them both: for example, the smoking of
Bal’mont's pipe in 1919 — the horrendous year of hunger and cold winter — in
his Moscow flat — was transformed in Tsvetaeva's imagination into
American Indian pipe smoking; she claims every meal with Bal/mont to be a
feast. (S88, 2, p.292) In the essay "Nezdeshnii vecher" we witness the same
approach: an ordinary gathering for a poetry reading turns out to be the last
feast of the old world (as Tsvetaeva puts it). Throughout her essay she
persistently underlines that this feast was the last one to take place in the
last year of the old civilization: “The last poems were being read on the last
bearskin rugs by the last fireplaces.” Tsvetaeva's comparison of this evening

to Pushkin's "Pir vo vremia chumy"” has several implications.

First of all, it fits into the framework of the most crucial myth of
Russian literature — the Petersburg myth. This had been revived and
reinforced in Symbolist culture, and there have been many studies devoted to
this topic.!! Its main features derive from the prediction  of Avdot/ia
Lopukhina “IletepGypry 6utb nycrty”, and they include the apocalyptic feeling
that a great catastrophe will strike the city. Nineteenth-century Slavophiles such

as Konstantin Aksakov, for example, would underline the evil nature of the city

10 ¥. Bal’mont, Izbrannoe, Moscow, 1980, p.149.

1! N.P. Antsiferov, Byl/ i mif Peterburga, Petersburg, 1924; Semiotika goroda i
gorodskoi kul’/tury. Peterburg, Uchenye zapiski Tartuskogo gosudarstvennogo
universiteta, 664, Trudy po znakovym sistemam, 18, Tartu, 1984; L. Dolgopolov,
Na rubezhe vekov, Leningrad, 1985, pp.150-95.; A.L.Ospovat,R.D. Timenchik,
“Pechal’/nu povest’ sokhranit’...” Ob avtore I chitateliakh 'Mednogo vsadnika’,
Moscow, 1985.
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because of its creation by Peter the Great. They accused Peter the Great of
being the anti-Christ, and saw his reforms as destructive for Russia. The
echo of such beliefs can be traced in Dmitrii Merezhkovskii's novel
Antikhrist (Petr i Aleksei) (1905) which had a great impact on Russian
Symbolism. Tsvetaeva herself had a high regard for Merezhkovskii; in her
poem “Petru" written in 1920 the same attitude to Peter the Great is
revealed:

L..1

Tw moa xotea KmmAumf 3TOT
Cam noanoxna yraeh!
PoaonavanbHRKk — T — CoBeTOB,

PeBHnTenb accamGaeh! (Tsvetaeva 1990, p.182)

In the light of the cycle "Lebedinyi stan”, we can see in Tsvetaeva's
reference to "Pir vo vrem)i(a chumy” in "Nezdeshnii vecher" her perception of
the Russian revolution of 1917 as a disaster of the same nature as the
Plague. In this context the location for the last poetic feast chosen by
Tsvetaeva is extremely significant. Tsvetaeva's preference for the old name
of the city Petersburg (which was renamed Petrograd in 1914) also indicates
her orientation towards the Petersburg myth. (This myth was prevalent in
Russian literary tradition going back to Karamzin, Pushkin, and Gogol/ and
continued its life in the work of Blok, Belyi and Akhmatova.)

The essay "Nezdeshnii vecher" is a homage to Mikhail Kuzmin, and
indirectly to Anna Akhmatova, who were absent from the evening described
in the essay but to whom Tsvetaeva would recite her poetry. Tsvetaeva links
both names for two reasons. She wrongly considered Kuzmin to be a close
friend of Akhmatova (see her letter to Anna Teskovd written of March 1936
— PAT, p.137) and — what is more important — she talks at the end of her
essay about the suicidal character of the poets of her generation, who
included (in addition to herself) Esenin, Gumilev and Akhmatova. In the
introduction to Akhmatova's book Vecher (which Tsvetaeva knew well),
Kuzmin talks about the young generation of Symbolists such as Akhmatova,
Mandel/shtam and Tsvetaeva in the light of a tradition which existed in
Alexandria. He points out that there was a society in Alexandria whose
members considered themselves doomed to die, in order to enjoy life in the
most intense and keen way. Kuzmin makes an interesting analogy between

the members of this society in Alexandria and a group of young poets such




- 135 -

as Mandel/shtam, Akhmatova and Tsvetaeva. Also he proclaims that poets
more than anyone should have a keen memory of love and eyes opened wide
to see the sweet, joyful and at the same time sad world — in order to feast
their eyes upon it and drink every moment of it for the last time.!?
Tsvetaeva's description was inspired to a large extent by these words of
Kuzmin. Two words — bliss and last — permeate her essay which finishes
with the statement:

M xak 64 Hm noGexaanm siemmwme yTpa X Beuepa, M KaK OHW

NO-pasHOMy — BCENCTOPKYECKN MHian GeCUIyMHO — MM,
YYacCTHHKK TOro He3AelHEero Bedepa, HK YMHPaJIH — INOCIHEAHHM

sBydaHNeM HaumX yCcT 6uiao m Gyaet:

%! 3BYKOB HeGec 3aMeHHTb He MOTIIH

ER cky4uHble necHm seMan. (s88, 2, p.119)

Therefore, the poets' gathering might have been seen by Tsvetaeva in the
light of the rituals of the Alexandrian society.

Zinaida Shakhovskaia, who knew Tsvetaeva in Paris, has suggested that
the poet's life had very strong ritualistic elements.!® Tsvetaeva was
determined to create such an impression (Ariadna Efron also persistently
underlines the importance of Tsvetaeava's representation of herself as the
poet in her book O Marine Tsvetaevoi'®), as well as to extract semiotically
significant features of Pushkin's behaviourial patterns, in order to
reconstruct them in her own life. Thus her identification of Pushkin with
the character of the play is profoundly suggestive: Walsingham performs a
ritual condemned by the priest, but his song helps Pushkin to avoid
self-destruction. (In accordance with Tsvetaeva's comment it is Walsingham
who saved Pushkin from the Plague due to the fact that the latter escaped
being a victim of elements within himself and escaped into the song).
Tsvetaeva's logic which is revealed in her analysis of the play leads to a
functional analogy between poetic creation (in this particular case it is a
hymn) and a sermon. Tsvetaeva states that while one remains a poet there is

no destruction for oneself because everything returns one into the element

12 M. Kuzmin, "Vstuplenie", in: Anna Akhmatova, Vecher, St Petersburg, 1912.
13 Z.Shakhovskaia, Otrazheniia, Paris, 1975, pp.160-68.

14 A Efron, O Marine Tsvetaevoi, Moscow, 1989, pp.95, 200-01.
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of the elements — the word (S88, 2, p.381). Pasternak's inventive image of
poetry as the element of the elements was entwined in Tsvetaeva's mentality
with the biblical treatment of the word. (Tsvetaeva was particularly
interested in the gospel of St John, who tried to bring Christian teaching
into line with the Greek tradition. In his Gospel, Word corresponds to the
Greek notion Logos.)

The other important aspect of Tsvetaeva's approach to this play is the
fact that she perceives the feast as an event taking place in mythological
time. In other words, she talks about it in terms of a cycle, claiming that
Walsingham sits at the table perpetually and also that he rides a black cart
perpetually. (S88, 2, p.380.) We are not provided in the play with the two
latter details mentioned by Tsvetaeva. Pushkin ends his tragedy at the point
when Walsingham sits at the table seized by gloomy thoughts. As for
Tsvetaeva, she again develops this situation into a ritual, in which she
features three phases. Northrop Frye considers myth to be the verbal
imitation of ritual.!’ Following his point of view, one can easily establish an
analogy between Tsvetaeva's interpretation of the blay and the myth of the
dying god. Firstly, it becomes clear that she relates Pushkin's plot to myth
by placing it in a world prior to ordinary time. Secondly, she sees in it a
certain cyclical pattern: “Hosi6pb. 1830. boaanno. Cto oamn roa Hasaa. Cto
OAHH roa cmnycra.” (S88, 2, p.380), “Anonnmuoe: IIpeaceaarenab, OT KOTOpOro
Belib npmobpeTaeT XYTKYO COBPEMEHHOCTb: ewe poaHe#” (Ibid., p.379).
Thirdly, she links the feast with the myth of the dying god: “Bear mnocae
rumHa ‘Iyme Hmkakoro Bora He 6mio.” (Ibid.) If we accept the link of the
feast with Dionysian myth (in line with the tradition claiming that he was
the Lord of souls who introduced the belief in immortality into Greece)
we can understand Tsvetaeva's persistent claims that Pushkin received
immortality through the hymn. It is necessary to explain the roots of this
belief held by Tsvetaeva. The opinion that Dionysus introduced belief in
immortality was expressed by E.Rohde in his book Psyche, given to
Tsvetaeva by her friend Mark Slonim; there are several references to it in
her correspondence with friends. The book Psyche: Seeléncult and
Unsterblichkeitsglaube der Griechen was known to her (most probably in

13 Northrop Frye, Anatomy of Criticism, Princeton, 1973, p.113.
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German) as early as 1924.1% Today Rohde's point of view is considered by
classicists to be unfounded. Nevertheless, among the mystics Dionysus was
associated with the Nether world, especially in the doctrines of the Orphics,
in which he plays a significant role. There is strong evidence that Tsvetaeva
was very interested in the Orphic mysteries and that is why her daughter

called one of her publications about her mother "Samofrakiiskaia pobeda”.t’

In the light of the Orphic tradition we can see why Tsvetaeva made -
such a forceful point out of the presence of a song in a play: “I — anbHHe
aAena! [..] Banpcmaram Ilymxkmna ot ‘Iymn cmacaer — B necuo”, “Iloka TH
no3t, teGe ruGean B cTmxuk Hetr [..1" (S88, 2, pp.381-81). We can feel in
these comments a certain kinship with Orpheus himself, whose music had an
irresistible ability to constrain the rocks and trees and to overcome the
powers of darkness. Tsvetaeva's play "Krysolov" (1925) was partly composed
in accordance with the same tradition. In the poem "Dvukh stanov ne boets ..."
mentioned above we come across one quotation, from Pushkin's poem
"Poetu”, which is used in a context directly linked to the Orpheus myth,
although Tsvetaeva did not identify Pushkin openly with him. It seems that
this analogy is assumed because Tsvetaeva persistently established kinship
between her favourite poets and Orpheus. Thus, for instance, in the cycle
devoted to Blok one poem suggests the obvious comparison between Blok
and Orpheus; in a letter to Teskovd (of 15.01.1927) she writes that Rilke is
the German Orpheus who resurrected this time in Germany (PAT, p.48), and
in a letter to Rilke (of 12.05.1926) there is an established bond between Blok,
Pushkin and Orpheus:

(..} Nymwknna, Baok ¥ — uTo6n ckasatb pasomM — OpdeRt —
HHKOTAa He MOXET yMepeTb, HOCKOJAbKY OH yMHpaeT HMMEHHO

Teneps (Beuno!).!®

In this letter to Rilke Tsvetaeva compares her conflict with some of her
critics to the myth about Orpheus and animals. The image of the

16 Marina Tsvetaeva, Izbrannye pis'ma, Paris, 1972, p.78; Erwin Rohde, Psyche:
Seelenkult und Unsterblichkeitsglaube der Griechem, 2 volumes, Tiibingen,
1907.

17" A.Efron, "Samofrakiiskaia pobeda”, O Marine Tsvetaevol, op. cit., pp.224-32.

18 wDykhanie liriki. 1z perepiski R.-M.Ril’ke, M. Tsvetaevoi i B.Pasternaka v
1926 godu", Druzhba narodov, 1987, 7, p.251.
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mythological singer, exploited so often in Tsvetaeva's work, was not a
central figure in Russian Symbolism and post-Symbolism, though Gliick's
opera Orfeo ed Euridice found some response in their poetry. (This matter
certainly requires a special study.) However, it is most likely that here

Tsvetaeva was developing some of the ideas and views of V.Ivanov.

In the cycle devoted to V.Ivanov in 1920 Tsvetaeva called him Rabbi —
in the same manner Jews addressed Jesus; moreover, the situation conveyed
in the cycle "Viacheslavu Ivanovu" (S88, 1, pp.114-16) imitates the story from
the Gospel depicting Jesus drawing on the sandy beach of the Sea of Galilee
near the boat of his disciples. The whole cycle is permeated with analogies
to St John's description of (Jesis as x.¢ykbi -.!? Tsvetaeva's cycle is written
in the style of the Christianised reenactment of the Jewish Passover on the
night of Holy Saturday. This was the feast of the Christian redemption
effected by the Passion and Resurrection of Christ in combination, viewed as
a single act.?° In Ivanov's system of imagery a special role was played by
the cult of Dionysus, who was regarded by the poet as the god of death and
resurrection. According to Ivanov's ideas, Dionysus was considered to be the
prototype of Christ. Ivanov tried to combine syncretically Christian and
pagan symbols and images in his work, in the same manner as did other
religious Symbolists. Thus, for example, Vladimir Solov/ev promoted the cult
of the Virgin Mary which in his poetry merges with the love of a woman in
a Sophiological light. In the poetry of Ivanov there is a presentation of
mystical love which combines a Dionysiac essence with Christian aspects.
This gave a new dimension in his poetic universe to the image of Dionysus:
he was perceived by Ivanov not simply as a god of wine and mystical
ecstasy but also as a god of suffering and sacrifice. For example, in "Cor
Ardens” we come across the transformationof sinful Dionysiac passion into
Christian mystery.?! It is important to bear this in mind when talking about
Tsvetaeva's treatment of Orpheus: she embarked upon Ivanov's path to merge

Dionysiac and Christian elements in her poetic imagery.

19 “The Gospel According to John", The Holy Bible, The New Testament,
London, 1966, pp.86-101. '

20 g 0. James, Seasonal Feasts and Festivals, London, 1961; p.208.

2! See on this issue P.Davidson, The poetic imagination of Vyacheslav
Ivanov. A Russian Symbolist's perception of Dante, Cambridge, 1989,
pp-100-34.
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However, Ivanov's image of Dionysus is replaced in Tsvetaeva's poetic
code by the figure of the suffering singer — Orpheus. She also used this
image as the archetypal poet. For instance, Pushkin in the play “"Pir vo
vremia chumy” himself sings his hymn (see above Tsvetaeva's identification
of Pushkin with Walsingham); in the cycle of poems devoted to him, one
poem proclaims Pushkin to be a singing leader; Blok is presented in
Tsvetaeva's poems as a singer, though she overlooks the fact that there is a
strong contrast in his writings between poet and. singer.?? Tsvetaeva's
interest in Orpheus was originally inspired by her friend Vladimir Nilender,
who published (at the time of his infatuation with Tsvetaeva in 1910) his
translations of Heraclitus' Fragments (this book was in her possession for
many years and is now in the Tsvetaeva archive together with her numerous
marginalia). He was a translator of Orphic verses too. Later Tsvetaeva wrote

about him in the essay "Zhivoe o zhivom":

06 Op¢ee s Bmeppue, ymaMMm AYIIN, a He FOJOBH, yCiAHIIana
OT 4YeloBeKa, KOTOpPOro — KaK Toraia peluia — M[OepBOro
ao6naa [...]1 (P, p.235)

In 1921 Tsvetaeva applied this image to Blok whom she perceived as a
contemporary Orpheus. Tsvetaeva used mythological sources in order to unite
Dionysian and Christian elements while working on the cycle "Stikhi k
Bloku”. Thus, in a letter to E.O.Voloshina Tsvetaeva's daughter Alia wrote:
"M ¢ Mapraoft umraem wMndonormo [..]1 A Opdet mnoxox Hna bBaoka:

xan00HHIt, KaMHR 1'poralounm".23

There are two important aspects of Tsvetaeva's approach to Orpheus.
First of all, his image represents Tsvetaeva's poetic synthesis of Christian
and pagan symbols. (As pointed out above, Tsvetaeva embarked on the
experiment which V.Ivanov had begun.) In the cycle dedicated to Blok, the
application of this tendency is particularly striking: in one of the poems
there is an analogy between Orpheus and Blok, while in other poems themes
of resurrection and Easter prevail. Secondly, she is preoccupied in her

writings with the mythological aspect of poetry. This outlook provides her

22 | Smirnov, Khudozhestvennyi smysl 1 evoliutsiia poeticheskikh sistem,
Moscow, 1977, p.S8.

23 Quoted from: Viktoriia Shveitser, Byt i bytie Mariny Tsvetaevoi, Paris,
1988, p.237. '
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with the opportunity to create poetry independent both politically and
nationally. (At least that was Tsvetaeva's firm intention — see the poem
"Dvukh stanov ne boets"” mentioned above). With this view it is
understandable why Tsvetaeva called any poetic work translation. In one of
her letters to Rilke she proclaims that poetic art is translation from your
native language into another one and that Orpheus destroys nationality or
expands it to such an extent that all poets (those who are alive and those
who are dead) fit into its framework.?* Her interest in Orpheus as the
archetypal poet was reinforced in her work by Rilke's "Sonnets to Orpheus".
However, it would be appropriate to accept I.Rakusha's point of view, which
claims that Tsvetaeva was using mystical and religious images not just to
stylise her favourite poets but for her own religious stylisation
(samostilizatsiia) as well.2® She wanted to promote the ideal of a poet
suggested by the Symbolists as a preacher or spiritual leader. In this sense
Tsvetaeva's interpretation of Pushkin's play is used in the pursuit of this
idea. In accordance with her artistic logic, a poet by replacing an orthodox
priest in this play provides others with mystical guidance of the same kind
as offered by the followers of the Orphic or Dionysian tradition. We should
not forget that her discourse on Pushkin's text is the part of the essay in
which Tsvetaeva proclaims poems to be prayers to all gods at once.
Following Ivanov's idea that sin leads to suffering, death and resurrection,
she claims that all her Russian writings are sinful, though enchantment, the
conquest of the elements, and death as a payment for historical oblivion are
necessary features of the poetic mode created in her works. She perceived
Pushkin's play as a myth, the framework of which can be applied to the life
of Tsvetaeva and of her contemporaries — see the 1936 essay "Nezdeshnii
vecher”.

Before analysing "Nezdeshnii vecher" it should be mentioned that
Tsvetaeva persistently overlooks several political implications of Pushkin's
poetry. In her own life (as already noted by Rakusha) Tsvetaeva was a
brilliant analyst of the historical situation, but with a few exceptions she
chose in her writings to withdraw herself from it. Unlike Pushkin, who
associated himself with the historical events of his time and was interested

to a great extent in Russian history (as shown in many of his poetic

24 See I.Rakusha, "Nad-natsional’/nost/ poeta: Tsvetaeva i Ril’ke", Odna ili
dve russkikh literatury?, Lausanne, 1981, pp.35-36.

25 Ibid., p.36.
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accounts), Tsvetaeva tried to perform the role of a priest on the battle-field.
This role was given by her to Rilke, whom she compares to Maiakovskii in
the essay "Poet i vremia" (1932) claiming that Rilke is just as essential to
our time as a priest on the battle-field — to pray for some here and some
there, for the enlightenment of the living and for the forgiveness of the dead.
(588, 2, p.371)) She argues that the most contemporary poems are those which
contain etermal themes in addition to characterising the present. In
Tsvetaeva's view, the eternal context makes them relevant at any time. To
prove this point Tsvetaeva refers to Pushkin's lyric "K moriu"” — with its
shades of Napoleon and Byron against the eternal background of the Ocean.

Tsvetaeva's strong orientation towards myth provides her with a
perspective which allows her to value only the apocalyptic aspects of the
present moment. Perhaps this outlook derives partly from the fact that
the decadence in Russian culture survived for much longer than has yet been
suggested by scholars — because of the revolution which destroyed the
nation's culture and social establishment. In "Novogodnee" (1927), the long
poem dedicated to Rilke, Tsvetaeva describes Russia as the world of dead
souls. The Nether region was located in Russia: “Ha Pycn 6upar — TOoT cBer
Ha sToM / 3pen [..]1" (S88, 1, p.261.) Maybe the Orphic and Dionysian themes
in the poetry of Tsvetaeva and her contemporaries were manifestations of
the more significant myth in which Russia is turned into hell, the Nether
world. Apart from the social aspects of this idea there were some
mythological allusions, too. Thus Voloshin, in creating the poetic image of
Kimmeriia, claimed that the shores of the Crimea still witness Odysseus
calling for the dead, and that Europe and Russia would come to an end — as
did Greece and Genoa (see "Dom poeta" — 1926); or in the poem "Mednyi
vsadnik” written after the first Russian revolution Viacheslav Ivanov depicts
the transformation of the Dionysian orgy into a vision of dead bodies all
over the city. Almost in the same way Gumilev conveys his vision of
Petrograd in "Zabludivshiisia tramvai " (1918). Tsvetaeva creates a portrait of
her contemporaries in Petrograd in 1916 using Pushkin's theme from "Pir vo
vremia chumy”. The final scene in her essay "Nezdeshnii vecher" (1936) recalls

Ivanov's poem (mentioned above) as well.

Nevertheless, the main reason why Tsvetaeva used Pushkin's text for
describing her own experience in 1916 lies in the philosophical background of

"Pir vo vremia chumy". Lotman discusses this play in the same vein as did
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Tsvetaeva, and draws the conclusion that Walsingham challenges the plague
to fight because he has conquered his fear of it. In Lotman's view, "I[Ipeaceaatens
Gopercsi C uyMoit mnorpyxeHueM B OesyaepxHyo cBoGoay, a CBSILIEHHNK
— NPH3HBOM K HPaBCTBeHHOA oTBeTcTBeHHOCTN. Ho cBO602Ra M OTBETCTBEHHOCTH
— ABe HepasjeibHble CTOPOHH eAnHoro, M [...] Gopb6a BpaxaeGHHX repoes
3aKaHYMBaeTCA He TIHGelb OAHOrO M3 HAX, a HPaBCTBEHHHM KX
npumupennem”.2® This point is ‘strongly denied by Tsvetaeva: she proclaims
Pushkin a genius for not creating any counterbalance to Walsingham's hymn.
(S88, 2, p.379) She understands that the song of Walsingham is the most
blasphemeous act in the play — khula na Boga — but she shows in her essay
that it was not Walsingham but Pushkin himself who overcame his fears and
became master of his fate. In this Tsvetaeva's approach to Pushkin is very
consistent. In the essay "Natal/la Goncharova", written earlier, she portrayed
Pushkin as a person who mastered his fate: he knew that his marriage might
cause his death but he made his choice with dignity (this point was discussed
in detail in chapter 3) and soberly — in order that the predictions would

become true. For Tsvetaeva it was the most crucial feature of Pushkin's life.

In her analysis of the play she claims that prayer and God are placed
outside the situation described in the text, in a space to which we are
directed but also to which we are pushed by the Hymn to the Plague. On
the one hand, such an interpretation derives from the fact that Tsvetaeva,
unlike Lotman, does not forget that Pushkin's play is meant to be a tragedy
albeit on a smaller scale. Tragedy as a genre includes conflict which cannot
be resolved, and therefore there is no possibility of the interpenetration of
two antagonistic philosophies suggested by Lotman. On the other hand,
Tsvetaeva treats it as a tragic myth in the Dionysian form described in
Nietzsche's The Birth of Tragedy and Twilight of the Idols. In order to
prove this link it would be useful to compare Nietzsche's statements with
similar ones in Tsvetaeva's commentary to "Pir vo vremia chumy”". For
example, Nietzsche characterises the concept of tragic as Dionysian: “The
affirmation of life, even in its most unfamiliar and severe problems, the will
to life, enjoying its own inexhaustibility in the sacrifice of its highest type
— that is what I called Dionysian, that is what I divined as the bridge to a
psychology of the tragic poet. Not in order to get rid of terror and pity, not
to purify from a dangerous passion by its vehement discharge (it was thus

26 Lotman, op. cit., p.25.
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that Aristotle misunderstood it); but, beyond terrorand pity, to realise in
fact the eternal delight of becoming, that delight which even involves in
itself the joy of annihilating.” 27 Tsvetaeva describes the feelings of those
present at Walsingham's feast and of readers with almost the same words:
“mpu [...] He B cTpaxe boxbeM pacrBopsieMcsi, a B GlaxeHCTBe YHAYTOXEHHA"
(S88, 2, p.379), "baaxeHCTBO NOJHOR OTAAUH CTHXHHK, Gyab TO Jlo6oBb, TymMa — nan
KaKk nx eme soByT" (Ibid., p.380). Placing the main conflict outside the text,
Tsvetaeva not only makes Pushkin himself a hero of the tragedy, but gives
her opinion that every reader of the play faces a choice: accept God's will or
challenge it. In some ways Tsvetaeva, as we can see in her interpretation of
Pushkin, made a path-breaking link between Nietzsche's philosophy and
Russian existentialism (her friendship with Berdiaev, Gertsyk and Shestov
indicates her interest in this fleld). Pushkin became for Tsvetaeva an
example of a person whose biographical background allowed her to create a
hero of a type who could subordinate his life to his will. Moreover, it
became important for Tsvetaeva not just to look at his life as a model for
her own poetic fate but also to use his principle as a symbol of the writer's
independence in the heavily politicised atmosphere of the twentieth century.
Tsvetaeva's preoccupation with individual freedom is in line with what we
today identify as Existentialism. It would be useful to outline some of the
main features of this movement in order to prove that Tsvetaeva perceived
Pushkin's life and work in the light of existentialist concepts.

First of all, all the philosophers who belong to this tradition
emphasise that all human beings should choose and act. One of their main
points is the “claim that man [...] is open to a future which he determines
by his choices and actions; he is free".?® In their view, man makes himself
what he is by his choices, choices of way of life. Secondly, Existentialism
highlighted human behaviour in so-called limit situations such as death,
struggle, guilt etc. And most of all it stressed the importance of individual

freedom and aversion to conformism and whatever impairs human freedom.?’

All the existentialist notions listed above can be found in Tsvetaeva's
essay "Nezdeshnii vecher. Thus, describing a party of fellow poets in

27 Friedrich Nietzsche, The Birth of Tragedy or Hellenism and Pessimism, tr.
Wm. A. Haussmann, London, 1910, p.193.

28 The New Encyclopadia Britannica, Volume 4, London, 1989, p.631.

29 Ibid., p.632.
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Petersburg in 1916, Tsvetaeva writes that it took place at the beginning of
January —‘Havano mnocaeaHero roaa craporo Mmpa”, “Pasrap Bo#iHh. TeMHbe
chan” (S88, 2, p.118). Despite these events, those present that evening were
concerned only with poetry. In Tsvetaeva's view, this poetry reading was
equivalent to a political act, a protest against the course of history, a
proclamation of the individual's freedom to choose his own way of life. The
price of the political oblivion chosen was high; as Tsvetaeva admitted, later
on Akhmatova lost everyone, Gumilev paid with his life for this act (as did
Esenin and Kannegiser); as for Kuzmin, Akhmatova and Tsvetaeva herself,
they became prisoners inside themselves for life. The allusion to Pushkin's
"Pir vo vremia chumy" in the last passage of Tsvetaeva's essay is quite

significant:

3aBTpa AXxMmaToBa Tepsila Bcex, IyMnieB — XH3HbD.

Ho ceroans peuep 6ha Hamu!

Imp ' Bo Bpemsn Yymm? Ja. Ho Te mnmpoBaim — BHHOM #
po3aMK, MH xe — 6eCcniIOTHO, YyAeCHO, KaK UYHCTHE AYXH —
yxe npu3spakm Amaa — CIOBaMH: 3BYKOM CJIOB K XHBO# KpPOBbIO

yyBctB. (Ibid.)

If we read these words in the context of Pushkin's text as suggested
by Tsvetaeva, we could reveal her message to readers: the most valuable
thing for the author is personal freedom which gives him the right to make
an independent choice. It is remarkable that at the same time Shestov wrote
a book which was full of the same pathos of freedom.3? It was percelved by
Berdiaev as part of the struggle "npoTrmB BaacTh ,06uiero” Haa uenobeuecko#
ananno".3! Earlier in the essay Tsvetaeva mentions the fact that at this
evening she read a poem devoted to her beloved Germany, which in the
circumstances could have been regarded as extremely unf)atriotlc and
immoral. Yet such ethical voluntarism was also a significant feature of the
existentialists. Undoubtedly, Pushkin's play "Pir vo vremia chumy" was most
appealing to the existentialistically minded Tsvetaeva. As Lotman has
pointed out, Pushkin subdued the theomachistic motif of Wilson's play and
the theme of rebellion against the power of the Plague (portrayed by

30 | éon Chestov, Kierkegaard et la philosophie existentielle, Paris, 1936.

31 Nikolai Berdiaev, "Lev Shestov i Kirkegor", in his Tipy religioznoi mysli v
Rossii, Sobranie sochinenii, 3, Paris, 1989, p.398.
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Pushkin as a universal force):

Becenbe nmpa — OGyHTr. Ho OGYHT 3TOT aMIIL KOCBEHHO
HanpapjeH npoTuB bora, OCHOBHO# ero CMHCI — HempH3HaHHe

Bractn ‘Iymu, 6yHT npotus Crtpaxa. 32

However, the passage discussed above can also be approached from a
different angle. If we try to decipher Tsvetaeva's mythological codes, our
understanding of the text can be greatly enriched. First of all, the episode
of the feast, which in Tsvetaeva's essay took place in winter, can be seen as
the archetype of winter prevalent in Russian post-Symbolism and associated
with the theme of a dying God. After all the very theme of the feast in
Pushkin's and Tsvetaeva's work could be linked in accordance with European
cultural tradition to the Eucharist. In the context of the Russian cultural
tradition, historical events are often interpréted by writers in mythological
terms, which are usually taken from Greek or Christian mythology. In 1916

Tsvetaeva created most of her poems about Aleksandr Blok who was forced
to die betrayed but who would shortly resurrect; in 1916 Blok was still alive.
Nonetheless, in 1941 Tsvetaeva was asked by Lidiila Chukovskaia how she
could possibly have foreseen Blok's death in 1916. The poet's reply was that

Blok's own poems were full of such predictions.3?

Tsvetaeva's words above on Blok tempt us to apply the same approach
to her own essay. The leitmotif of the essaj' "And all of them died, died,
died" is taken by the author from Turgenev's famous elegy in prose "Kak
khoroshi, kak svezhi byli rozy". This reference to elegy brings into the text
a very important feeling of the lyrical depiction of events. Elegy as a genre
conveys an author's discourse upon his own fate, or represents a song of
lamentation, especially for the dead. In this sense Tsvetaeva's attempt to
recreate this genre in prose echoes Pushkin's poems related to the motif of
the feast when he grieves for his friends who have died. Again as in
Pushkin's poems we see Tsvetaeva's presentiment of her own death. (As seen
above, she links Pushkin's life cycle with her own: for example, making a

point that the plague occurred again — a hundred and one years after

32 Iu.Lotman, "Tipologicheskaia kharakteristika realizma pozdnego Pushkina",
op. cit., p.144.

33 Lidiia Chukovskaia, "Predsmertie”, in: Marina Tsvetaeva, Stikhotvoreniia i
poemy v piati tomakh, New York, 3, 1980, pp.394-416.
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Pushkin's symbolic description of the cholera outbreak in Russia.) Secondly,
bearing in mind Tsvetaeva's poetic techniques, and especially her

preoccupation with the etymological explorations of words, we can try to
reveal all the hidden subtexts of the essay.

Thus, in the essay “Iskusstvo pri svete sovesti”, Tsvetaeva exploits all
the meanings of the word plague, including one which was already forgotten
by her contemporaries — “divine punishment”. In Russian the title of
Pushkin's play "Pir vo vremia chumy" became used in the twentieth century
as a figurative idiomatic expression for describing a joyful gathering at a
time of social distress.3® Tsvetaeva pinpoints this idiom in her essay
"Nezdeshnii vecher”. Furthermore, being much more concerned than Pushkin
with word etymology, Tsvetaeva merges in the essay the words pir (feast)
and upoenie (rapture). In her essay "Nezdeshnii vecher" Tsvetaeva describes
the gathering of poets as a feast being transformed into rapture. The key
words of her description of the poetry recital are bliss and divine sounds.
Originally the Russian word upoenie derived from the the word pit/ (to
drink), which also forms the stem for the word pir. However, in the essay
Tsvetaeva emphasises that she and her fellow-poets celebrated not with
wine and roses, but with the sound of words and the living blood of
emotions (zvukom slov 1 zhivoiu krov/iu chavstv) contrasting divine sounds
to boring mundane songs (she borrows these expressions from Lermontov's
poem "Angel"”). Pushkin mentions not roses, but the girl-rose (“i devy-rozy
p’em dykhan/e”); the latter image most probably derives from the symbolic
Christian association between roses and the Virgin Mary. Meanwhile,
Tsvetaeva's image is related to the theme of martyrdom because in Christian
mythology the red rose symbolizes the martyr's blood. Thus, Tsvetaeva
evokes the image of red blood when she claims that the feast was
celebrated with the living blood of passions. (Ibid., p.118.)

The final passage of Tsvetaeva's essay seems to paraphrase a Greek
description of a race living in the North (beyond the Black Sea), called
Hyperboreans by the Greeks. Tsvetaeva's portrayal of the poets in
"Nezdeshnii vecher" recalls the story about the Hyperboreans in Karamzin's
Istoriia gosudarstva rossiiskogo (volume 1, chapter 1). Karamzin claimed
northern Russia to be the land inhabited by this people. This myth was
revived by the Acmeists themselves, whose periodical was given the title

34 N. M. Shanskii, Opyt etimologicheskogo slovaria, Moscow, 1987, p.105.
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Giperborei. Vasilii Gipplius, for example, recalls the Friday gatherings at the
periodical's editorial office in his poem ‘Po piatnitsam v “Giperboree”’, in
which he calls it “a bloom of literary roses” (rastsvet literaturnykh roz).3%
Among those who attended these gatherings Gippius highlighted Lozinskii,
Gumilev, Akhmatova and Mandel/shtam.It is important to bear in mind that
Tsvetaeva associated these poets with Kuzmin (like many of her
contemporaries she saw links between the Acmeists and Kuzmin — this view
was expressed, for instance, by Zhirmunskii in his article "Preodolevshie
simvolizm™. That is why she felt the presence of Akhmatova and Gumilev at
the party when they were in fact not there.

The atmosphere of the evening, which is described in "Nezdeshnii
vecher" as inspiring, ecstatic, etc., can be fully assessed only against the
background of Karamzin's paraphrase of° the Greek legend about the
Hyperboreans. Karamzin wrote that the Greeks' magnificent imagination,
fancying pleasant dreams, created Hyperboreans who are quite good-hearted
and reside in the North [...] enjoying a happy life in peaceful and joyful
countries, where storms and sufferings are unknown; where mortals drink
the nectar and dew from flowers and live blissfully for several centuries, and
when they satisfy their thirst for life throw themselves into the sea 36
Bearing in mind Tsvetaeva's tendency to transform temporal categories into
spatial ones, we can see how this principle was realised in the title given to
the essay — "Nezdeshnii vecher". On the one hand, this title echoes that of

Kuzmin's collection of poems Nezdeshnie vechera. On the other hand,
there are further textual links with the Greek legend mentioned above. It

seems that Tsvetaeva extends her etymological explorations at the literary
level: she traces the origin of the literary motif related to feast back to
Karamzin's description of the Greek legend about the Hyperboreans.
Therefore, Tsvetaeva creates a correspondence between the r"eal event of
January 1916 and the last feast of the Hyperboreans. It is mentioned in
Karamzin's book that they died indifferently when life had lost its charm for

3% vasilii Gippius, 'Po piatnitsam v "Giperboree"', in: Anna Akhmatova,
V piati = knigakh, [11, Desiatye gody, Compiled and annotated by
R.D.Timenchik and K.M.Polivanov; with an afterword by R.D.Timenchik,
Moscow, 1989, pp.80-82.

" 36 N.M.Karamzin, Istorila Gosudarstva Rossliskogo, vol.1, Moscow, 1988,

p.137.
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them, giving a feast to friends and relatives before throwing themselves into
the sea. This fact is discussed by many classical authors and mythologies.
Thus, Grimal also describes the Hyperboreans' tradition of committing
suicide: "When the old people considered that they had had a good life they
threw themselves joyously into the sea from a high cliff with their heads
garlanded with flowers and found a happy end in the waves".3? That is why
Lermontov's words are used by Tsvetaeva at the end of "Nezdeshnii vecher"
in order to introduce the theme of disillusion with life; it fits exactly into
the framework of the myth about the Hyperboreans.

Taking into consideration all the observations mentioned above, we
can outline one major feature of Tsvetaeva's artistic vision: all the events of
real life take place in two spatial dimensions, viz. temporal and
mythological. Following the Symbolists' philosophical division of the world
into the mundane (false, in their view) and the divine (real) world, she
opposes existence to being. Also Tsvetaeva's essay can be seen in some ways
as a political statement: as an act of unwillingness on her part and on the
part of her fellow poets to give up their freedom and independence. Blok's
article "Intelligentsiia 1 revoliutsiia” reflected upon the division of the
Russian intelligentsia caused by their attitude to the revolution. As to
Tsvetaeva, she persistently proclaimed her sympathy with the vanishing race
of Russian aristocrats whom she perceived somehow in an idealised way —
modelling them on Pushkin's contemporaries (the Decembrists and the heroes

of the war of 1812 against Napoleon).

Thus, in poems such as "Geroiam dvenadtsatogo goda", "Novogodniaia (1)"
devoted to Sergei Efron, and "Otsam®”, the main criterion proclaimed by her
in the assessment of Russian aristocrats (more accurately, aristocrats in
Tsvetaeva's sense should be called intelligentsiia) is their moral superiority
over others. Thus, in the questionnaire to which Tsvetaeva responded in 1926,
she stated that she was a dvorianka, although from the technical point of
view that was not correct. To clarify her idealised image of the Russian
aristocracy it would be useful to recall some notes from Tsvetaeva's diary
devoted to the death of Prince Stakhovich, who commited suicide by hanging
himself. Tsvetaeva outlines the ability of this type of person to die in a
noble manner as heroic; she even chosei French (the first language of the

Russian aristocracy) to express it: “Pas de savoir vivre sans savoir mourir. Il

37  pierre Grimal, The Dictionary of Classical Mythology, tr.
A.R. Maxwell-Hyslop, Oxford, 1987, p.221.
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n'y a pas que le savoir vivre, il y a le savoir mourir." (S88, 2, p.291) In
another passage  she characterises Stakhovich's nature as
stoiko-epikureiskaia; these features — stoicism and epicureanism — Tsvetaeva
outlines in the behaviour of Pushkin and the Russian heroes of the
Napoleonic wars (for example, in her poem "Geroiam dvenadtsatogo goda" —
Neizdannoe, pp.23-24), and in her writings devoted to White army officers.
It is no coincidence that in one of the stanzas of her poem "Novogodniaia
(1)" there is a parallel between Del’/vig and Pushkin touching their glasses at
the feast and Tsvetaeva (the assumed lyric hero of the poem) touching her
glass with White army officers in Prague in 1922 (most of whom later
formed the Eurasian organisation). The motif of the feast in her poetry,
therefore, brings together different generations of the same tribe functioning
as a kind of baptism ritual. Traditionally, too, feasts were occasionally used
by many illegal political or masonic societies as rituals for accepting new
members. Thus, Tsvetaeva's reference to Pushkin in '"Novogodniaia (1)" and
"Nezdeshnil vecher" establishes not only a cultural tradition between two
generations of the Russian intelligentsia but also a political tradition
through continuity in behaviour.

Moreover, where she refers to Sudakov's words about Stakhovich,
Tsvetaeva claims that his phrase was expressed in her own, Tsvetaevan,
language. Sudakov called Stakhovich's death a lesson in courage and good
manners. He died in March 1919, but in 1936 Tsvetaeva would apply the same
words to her description of Pushkin's death at the beginning of her
autobiographical essay "Moi Pushkin". In her essay "Nezdeshnii vecher" the
deaths of Gumilev, Esenin and Kannegiser should all be regarded in the
context of Tsvetaeva's ideas mentioned above. In other words, she considers
the denial of the Soviet régime and resistance to it as a heroic deed, a
moral duty, which should be performed by true Russians who belong to
Russian culture either by origin or by their devotion to it. Vladimir Veidle
highlighted the following events in Russian cultural history claiming that
Blok's death was an omen: within three weeks of it Gumilev was killed as a
political enemy of the state; this act represented the murder of a poetry
disagreeable to the Russian revolution. In Veidle's view, Esenin's suicide
symbolised the death of the revolutionary dream — however impossible that
seemed — of the Russian peasantry betrayed by the revolution of 1917.38

Tsvetaeva's historical perception was identical to Veidle's. Her mention of

38 v, Veidle, O poetakh i poezii, Paris, 1973, p.14.
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the Peter and Paul fortress in relation to herself and to Akhmatova and
Kuzmin proves this point. She calls their imprisonment within themselves
“noxMsHeHHOEe 3aKialoyeHne B caMuX cebs, B 3Toft kpenocTu” (at the end of
"Nezdeshnii vecher"). This fortress in St Petersburg was well known as a

prison for political prisoners. Therefore, the withdrawal from political life
and from publishing in Soviet Russia by Kuzmin, Tsvetaeva and Akhmatova
was seen by Tsvetaeva as noble acts of “passive” resistance to the regime.
Also, in the light of Tsvetaeva's modelling of a heroic type of Russian
character, it does not look surprising that in "Nezdeshnii vecher" Kuzmin was
described as drinking tea in the same manner as André Chenier. She claims
that "tax B KoHCbepxepnn m3 OJOBSIHHOA KPYXKM NHJA HanMyxXecTBeHHeRmi
no3T AHapef Iliensve [...]" (S88, 2, p.107.) All the details of this description
are strictly chosen by Tsvetaeva in order to create a portrait with a very
significant semantic meaning. In the poem "Novogodniala" mentioned above,
the participants in the White army party drink champagne from lead cups
too. Tsvetaeva always linked the White army movement with the events of
the royalists' resistance in the Vendée. (Inscribing, for instance, a book of

her verses to Mirskii, she wrote: “Ha namstb 0 Haweh Baxnee".)

There is one more reference to Pushkin's text in "Nezdeshnii vecher”,
which is again linked to the motif of rebellion. At the beginning of the
essay Tsvetaeva creates a visual impression of Kuzmin: his eyes were shining
like two planets in a snowstorm. The description of the storm dominates
the introduction. Later in the text Tsvetaeva claims that all of those present
that evening vanished in this snowstorm, underlining its significance in the
story as a fatal force. Tsvetaeva's description of the storm and those eyes
could be regarded to some extent as a paraphrase of Pushkin's "Kapitanskaiia
dochka”, chapter 2, entitled “Vozhatyi”. In Pushkin's story Grinev thinks of a
fierce snowstorm as an animate object. Tsvetaeva goes further, comparing it
to “a spinning top” or to “a child going round and round”. (S88, 2, p.106)
Pushkin's image of the smowstorm also suggests such an interpretation. In

the poem "Buria mgloiu nebo kroet...", the snowstorm is compared to a

weeping child.

The snow scene in "Kapitanskaia dochka" recalls Pushkin's poem

“Besy". It is useful to compare the two texts:

L..1

Cna Ham Het KPYXHTbLCA A0J€e;
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Kon0KOILYNK BAPYr yYMOJK;

Koux craan... ,,'Ito Tam B none?* —
+wKTO KX sHaetr? meHb map Boak?“ ("Besy”, Pushkin, 1,p.476)

[...] Bapyr yeBmaea s uto-TO uepnoe. [..] Smmmx cran
BCMaTpuBaTbcs. ,A Gor sHaer, 6GapHH, — CKasajl OH, CapsiCb Ha
CBOe MeCTO, — BO3 He BO3, AepeBO He AepeBO, a KaxeTcCs, YTO
weBeantcsi. [loaxH OHTL, RAM BOJAK, MHJIM uejoBeKk".
("Kapitanskaia dochka", Pushkin, 3, p.238)

As N.K.Gei has pointed out, the snowstorm in Pushkin's writings
(including Povesti Belkina) represents chaos, the uncontrolled elements.
Moreover, the scholar outlines the metaphysical conflict between man and
chaos, between life and death, as very prevalent in Pushkin's work.3?
Therefore, Tsvetaeva's understanding of it i.s correct - although, in her
French version of Pushkin's Besy, this conflict is expressed in the
hyperbolised juxtaposition of inhuman forces and a human heart. Thus, in
"Nezdeshnii vecher”, the Russian revolution is shown to be part of this
uncontrolled chaos; historical conflict is perceived by Tsvetaeva at the

metaphysical level, too.

Another striking reference to the chapter “Vozhatyi” is Kuzmin's
portrait in "Nezdeshnii vecher”. The significant portrayal of his eyes has
been mentioned above. However, Tsvetaeva talks about the impression made
on her by Kuzmin's poem "Zaryta shpagoi ne lopatoi Manon Lesko..."
allegedly read to her by a bearded fiancé. These two features — eyes and
beard — merged semantically in a deliberately confusing conversation with
Kuzmin. This is not a coincidence. It was mentioned above that the
beginning of Tsvetaeva's essay contains a concealed reference to
"Kapitanskaia dochka". In Pushkin's story Grinev's first impresslon of
Pugachev is devilish. Grinev remembered seeing first a black beard and two
sparkling eyes. Tsvetaeva's encounter with Kuzmin is an obvious repetition

of the same situation.

Moreover, Tsvetaeva's hyperbolised description of Kuzmin's eyes is
linked to folk tradition. In Slav folk stories there was a tendency to merge

heretics with vampires and demons. Some stories told of the eyes of

3% N. K. Gel, Proza Pushkina, Moscow, 1989, pp.19-21.
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heretics which functioned like those of fully-fledged vamplres.‘0 (Afanas’ev
even claims that in Germany and Russia there was a belief that the open
eyes of a corpse can draw someone into the grave) In connection with this
tradition it would be useful to recall the passage when Tsvetaeva, in
"Nezdeshnii vecher"”, talks of the frightening look of the bearded groom — in
relation to Kuzmin's poem about Manon Lescaut (mentioned above). If we
bear in mind that Kuzmin's poem was dedicated to Nikolai Gumilev, then it
becomes clear why Tsvetaeva's essay is permeated .with subtexts of a
political nature: her mythologised images of heretics fit the traditional folk
description of them as vampires. Therefore, writing about her fellow poets
in 1936, Tsvetaeva persistently wanted to promote the image of courageous
counter-revolutionary rebels — heretics in the context of the Soviet regime.
That is why she commented on the poem mentioned above: “¥I kaxo#t B 3TOM
BOCXNTHTEeAbHHA, Bcero craporo mmpa — pusoB [...]” (S88, 2, p.107). Somehow
she associated all the virtues of the Russian and French aristocracies with
eighteenth century admiration for the combination of moral principles and
Baroque high style and outlook. Also Tsvetaeva was still writing about the
White army in a rather idealised manner in the 1920s and
thirties (such writings as "Perekop” and "Sibir/" promised to be new
Russian epic poems, but due to many unfortunate circumstances they
remained unfinished). Tsvetaeva shared with Kuzmin a fascination with the
Old Believers, who always perceived Russian historical development in an
apocalyptic way. Therefore, she depicted the last feast with him in a
symbolic way, outlined it's suicidal nature (see the refernce, above, to the
Hyperboreans). Applying it to the context of Tsvetaeva we can see that her
contemporaries rejected life either by seeking death or by withdrawing
themselves from it. In the essay "Iskusstvo pri svete sovesti” Tsvetaeva
invites her readers to express their free will and die from plague joyously —
as foliage indulges in the rain. (S88, 2, p.380.) Therefore, images such as
snowstorm, rain, sea, and water as general elements are associated in
Tsvetaeva's artistic system not only with chaos, but also with the human
origin. However, death in Tsvetaeva's view crowns the period of moral and
spiritual ascent. Thus real aristocrats abandoned the mundane world to
mould their spiritual stoicism. Tsvetaeva's reference to Kuzmin's eyes as two

burning diamonds, two mirrors of the Underworld and

40 J. Felix Oinas, Essays on Russian Folklore and Mythology, Columbus,
Ohio, 1985, pp.122-26.
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some allusions to "Vozhatyi" show us her perception of Kuzmin as a
spiritual leader who revived Pushkin's traditions in Russian poetry in the
true sense. Using Zhirmunskii's words, Kuzmin started to revive in Russian
literature Pushkin's consideration for the precise meaning of words,
restoring not only clarity but also Pushkin's light-heartedness. His poem
"Pushkin"” can be seen as his self-portrait, and Tsvetaeva identified her

image of Pushkin (as she pointed out in "Nezdeshnii vecher") with Kuzmin's.

It is useful, therefore, to recall Kuzmin's poem "Pushkin" in order to

outline some aspects of Tsvetaeva's perception of Pushkin's personality:

OH xnB! y BCcex aAyua HeTleHHa,
Ho on oco6eHHO xnBE&T!
Baaroropeftio u GJaaxeHHO
Bkyulaem BeuHON XH3HH ME&x.
IMneHnTeAbHH M MOAHO3BYYHH,
Texyr poammbie ciosa...

Kaxk Haiim BHAYMKH AOKYYHH

M HoBM3HaA KaK He HoBa!

Ho B coBeplueHcTBa XJajiHHA KaMeHb,
Ero yepTH Helb3si 3aMKHYTb:
bexnT, rops, aeryunit niaMeHs,

B3BoAHOBaHHO B3ALIMas rpyab.

OH — xpen M OH Bec&JibHR MaiHit,
IpopoK M CTpacTHHR uYeloOBeK,

Ho B cMeHe uyBcTBa HeGniBaJO#

K oaHoi uwepte HanpabieH Ger.
MockBa n auk [lerpa noGeanu,
[epeBna, Monapt n XKyan,

W mpaunnft 'epman. Bcaaunk Meanuit
Y naine connne, Haii Tymas!
PoMaHTHK, KlaccHK, cTapuit, HOBbIA?
On— IlymknH, n GeccMepTeH OH!

K ueMy xe LIKOJbHbLIE OKOBH

Tomy, kTO cam cebe sakon?*!

Tsvetaeva, like Kuzmin, highlighted the volitive aspects of Pushkin's

4t Mikhail Kuzmin, Stikhi i proza, Moscow, 1989, pp.97-98.
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personality and his ability to enjoy life and suffering. That is why the
merging of the Kuzmin and Pushkin subtexts in the essay "Nezdeshnii
vecher" {llustrates very well Tsvetaeva's preoccupation with the Dionysian

tradition as she embarked upon the moulding of her own image as a poet.

M3 crpaHn, oTKyaa HeT BO3Bpara,
Yepes roaa oH GpOCHI MOCT,

N ecam B HEM npn3naem Gpara,
OH He OORAHTCA: OH NPOCT

M on xnpo. Xupasa wmyTkKa
XnBnuT apanckme ycra,

N cmex, m 3BOH, & npunGayTka
Baexyr B 6GhBanne Mecra.

Tak NmOAOH rojaOC MHIOR XM3HH, °
Takoo npenecTbHio XHBHM,

ITo canmmm MH B medanbHOR TpHsHe

[bixaHbe CBEeTIHX HWMEHMH .42

Kuzmin wrote this poem in 1921. Tsvetaeva recalled it in 1936. Her cycle
"Stikhi k Pushkinu" which appeared in 1931 contains a similar approach to
Pushkin's personality. I link this approach to neo-Baroque tendencies in the
poetics of the Russian avant-garde. In contrast to the highly philosophical
and religious trend in Russian Symbolism, there is a certain
light-heartedness which both Kuzmin and Tsvetaeva outlined as the most
essential characteristic of the poet. Commenting on Kuzmin's poem
"Pushkin” in the essay "Nezdeshnii vecher", Tsvetaeva claims that her vision

of the poet coincides with that of Kuzmin:

»OTKpuBao Aanbuie: [lymknH — smof [lylukuH, TO, 4TO BCeraa

rosopio o uém s"“. (S88, 2, p.117)

2 1bid., p.98.
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CHAPTER §

Tsvetaeva's essay "Mol Pushkin" in the light of her poetics. Tsvetaeva's
model of the poet's fate based on Pushkin's life.

Tsvetaeva's essay "Moi Pushkin" was written in 1937. It is one of her last
major works and crowns, together with "Pushkin i Pugachev”, the large
corpus of her works relating to Pushkin. It is the most significant of
Tsvetaeva's autobiographical writings. Written at the end of her literary
career, it demonstrates very vividly her writing technique, which developed
into mature post-Symbolist poetics. It is difficult to define the technique
more specifically, because so far Tsvetaeva's poetics have not been well
enough studied. However, in my view, the tethnique can be classified, in a
broad sense, as Futuristie, despite the fact that Tsvetaeva did not identify
herself with any of the poetic schools existing at her time. In some ways,
the technique can also be called neo-Baroque. This will be demonstrated by
my analysis of Tsvetaeva's interpretation of Pushkin's life and writings as
expressed in "Moi Pushkin".

1. Tsvetaeva's use of Pushkin's life for creating a model of the poetic fate.

The theme of a personal fate was highlighted both in the art of Russian
Futurism and in Baroque culture. Thus, for example, the Russian
seventeenth- century tale "Povest/ o Gore-Zlochastii” exposed personal fate
as an embodiment of the first sin, the guilt of the human race as a whole.
The tale retells the Biblical story of Adam and Eve, who procreated the

whole race of rebellious, disobedient people. And as a result:

M sa 10 Ha HMXx Tocnoap bor pasruepaicsi,—
MOJIOXKHJ HX B HaNacTH BeNHKHA,

NMONyCTHA HAa HHKX cKop6m Beanknsa [..]

BCe CMHPSIOYH Hac, HaKasys

H NPHBOASI Hac Ha CNaceHHHH ﬂy’l‘h.l

! Plamennoe slovo. Proza i poeziia Drevnei Rusi, Moscow, 1978, p.352.
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The same idea was conveyed in several of Tsvetaeva's works, and most
vividly in her long poem "Poema kontsa”, when an allusion to Eve is brought
into the description of doomed love (ch.9). Another idea prevalent in
Baroque art is the metaphorical perception of life as a game of chess, in
which a person is often defeated by coincidental forces. The same idea
appears in Pasternak's "Marburg” and in Khlebnikov and Kruchenykh's “Igra v
adu”. In the poetry of the Baroque writer Belobotskii it is depicted
explicitly: “Illaxom HeGO xoleil B3ATH, / MaT TH CKOpPO B aae 6y.ner”2. This
metaphor was used in "Poema kontsa" mentioned above:

Beap miaxmaTHHe xe memkx!

M xTOo-TO Mrpaer B Hac.

In the essay "Mol Pushkin” we can trace the same principles:
Pushkin's fate turns out to be for Tsvetaeva an embodiment of a personal
and a poetic fate, and the allusion to life as a chess game permeates the
text (although it is expressed through the persistent contrasting of black
and white). I.Smirnov has pinpointed the presence of the game aspect in
both cultures, Russian Futurism and Baroque, in both of which it functions
as an important artistic device: “[...]1 mrpoBoe Hauano OLIO 3anevyaTieHo

B pasHoOOpasHHX HapYIIEHMSIX JOrNKK SAPaBOro CMHCIA "3

At the same time personal fate became an artistic device in
Post-Symbolist art, too. Viktor Shklovskii wrote in 1922 about Akhmatova's
book Anno Domini as follows: “‘lenropeueckas cyanba crana XyAOXeCTBEHHHIM
npuemom”.* Furthermore, as has been discussed by many scholars writing
about post-Symbolism, the role of the subject in Russian Futurist poetry is
anti-social. In west European Baroque literature, this principle corresponds
to the depiction of madness used as a mask by such characters as Hamlet or
Don Quixote. Therefore, it is fruitful to analyse Tsvetaeva's essay "Moi
Pushkin"” in the light of Futurist and Baroque artistic concepts.

First of all, it is important to point out Tsvetaeva's determination to
start the text with the mention of a mystery and Pushkin's duel:

2 Quoted from: I.Smirnov, Khudozhestvennyi smysl 1 evoliutsiia
poeticheskikh sistem, Moscow, 1977, p.131.

3 Ibid.

4 Viktor Shklovskii, Gamburgskii schet, Stat/i—Vospominaniia—Esse (1914~
1933), Moscow, 1990, p.143.
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B kpacHOR koMHaTe 6Ha TaftHut mKad.

Ho ao Ta#tHoro mkada Ohia0 aApyroe, 6nja KapTHHA B
cnaapHe marepn — ,[y3ap“. (P, p.17)

Tsvetaeva's discourse on Pushkin's death brings into the text a
significant image of the wounded stomach which, as Tsvetaeva claims in the
essay, she perceived throughout her life as something sacred. Moreover, in

her view, all poets are wounded in the stomach. If we go back to her
"Poema kontsa"”, written much earlier, this wound is inherited by the heroine

of the poem from Eve. Thus Tsvetaeva talks of poets as punished rebels. As
will be shown in analysis of the essay below, Tsvetaeva makes a strong

point out of it, underlining Pushkin's outrageousness.

Secondly, Tsvetaeva talks about Pushkin in terms of his influence
upon her personal life. Her own life and childhood, in particular, are used in
the text as a major artistic device. Meanwhile we can apply to "Moi
Pushkin" Khodasevich's words on Tsvetaeva's autobiographical essay "Mat/ i
muzyka". He claims that in subject matter this is part of an autobiography,
but in execution, in the solution of the tasks which the author had
undoubtedly set up for herself, these are not memoirs, because in the
foreground we have a psychological pattern which is of interest in itself,
without regard to the historical and literary personality of the memoirist.>
This observation is extremely valuable in the light of the approach to
Tsvetaeva's text presented here. According to Khodasevich, there is an
impersonal psychological pattern in Tsvetaeva's autobiographical prose. This
seems to contradict the title given by Tsvetaeva to her essay on Pushkin —
"Moi Pushkin”. However, the result of Tsvetaeva's intention is different.
Tsvetaeva created a symbolic model, an emblem out of Pushkin's fate which

is more in line with the Baroque @®sthetic principle of representation.

The other point supporting a definition of the psychological pattern
created in the essay as impersonal, and its links with Baroque art, is the
fact that Tsvetaeva refers to herself as a part of a family group: "Hac atum
BHCTPeEJIOM Bcex B xrBoT paHwan” (P, p.17). In other words, treating
Pushkin's duel as myth she replaces Pushkin himself by inserting the
pronoun us. In the essay "Nezdeshnii vecher" Tsvetaeva characterises herself

as a surviving representative of the last poetic aristocratic movement in

5 V.Khodasevich, "Knigi i liudi", Vozrozhdenie, Paris, 1935, N23592,4 April,
p.3.
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Russia which had been destroyed by the October revolution. In the poem
"Pokolen/iu s siren’iu..” (from the cycle "Otsam", 1935) she makes the
statement: “Iloxoanenve! S— Bama!— npoaoaxenve sepkan”. Therefore,
Tsvetaeva's references in "Moi Pushkin" to us are not a coincidence, and
indicate the existence of the artistic persona in relation to others. In some
ways it is possible to say that in the literature of Russian Futurism and of
Baroque, as well as in Tsvetaeva's writings, there is a principle of social
groups and families; this principle was also reflected in architectural forms.
Further, the image of the mirror was prevalent in Baroque art because
person and detail were considered to be the embodiment of the whole,

universal reality.

If we apply all the main categories of the European Baroque (system,
centralisation, extension and movement) to Tsvetaeva's essay "Moi Pushkin",
we can understand its structure to a large extent. And the structural
analyses can help us decipher its meaning, which cannot be fully understood

by treating Tsvetaeva's prose as merely autobiographical.

It is beyond the limits of this work to analyse certain similarities
between the Baroque period and Russian Post-Symbolism. However, it would
be useful to outline some of them in order to shed light on Tsvetaeva's
interpretation of Pushkin's life. In the seventeenth gentury the artist rarely
possessed originality, although he had to choose between alternatives. By
contrast, Post-Symbolist artists appear to be highly original and innovative
in their formal expression. Meanwhile, their orientation towards high
allusiveness and quotation resembles the referential character of Baroque art.
The spirit of this age can be called pluralistic, in spite of the monistic
perception of life expressed in belief in either absolute truth or in absolute
monarchy by divine right. Artistic systems of the seventeenth century had an
open and dynamic character. Thus for example in architectural designs,

patterns could be infinitely extended from a fixed point.

The other important principle in Baroque art is persuasion. It aimed
to make its form of life visible or manifest. Persuasion has participation as
its goal. The Baroque world may be characterized as a great theatre where
everybody was assigned a particular role. Such participation presupposes
imagination, a faculty which is educated by means of art. Therefore Baroque
art focused its attention on vivid images of situations, real or surreal,

rather than on history. At the same time, the world was perceived by artists
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of this age as a system of analogies. However, an artist was in full control
over the realization of effects and the creation of certain emotional models
or psychological patterns. In music such patterns were called rhetorical
figures.® In spite of the different preconditions of Baroque and Futurism,
their artistic structures were based on the same principle: the mixture of
items and ideograms. This was due to the fact that these two movements
transform temporal categories into spatial ones. Smirnov characterises this
tendency as the overcoming of time. He has also pointed to the fact that
the poets of the Baroque and Futurism were convinced that it would be
quite possible to overcome physical time through speed, ruptures and
revolution on the historical axis.’ Thus, such categories as before and after
replace each other in the art of Baroque and Futurism: palindrome becomes
‘the most common device, signifying the reverse of time in the spatial

categories of a text.

In the light of the artistic principles discussed above, Tsvetaeva's
reference to Pushkin's duel at the beginning of "Moi Pushkin" can be treated
as a palindrome. For Tsvetaeva, Pushkin's death is not the end of his life in
the spatial dimensions of the text, because all the temporal categories are
distorted. Tsvetaeva starts her essay with the description of Naumov's
painﬂng "Duel/ Pushkina", and later on she switches into discussing real
biographical details of the poet's life. As was discussed above there is, for
Baroque and Futurist art, a typical principle of the replacement of artistic
ideas, or ideograms, and details of the empiric world. Furthermore, the

situation is transformed into a rhetorical figure:

C Tex mnop, Aa, ¢ Tex mop, Kak [lymkuHa Ha MOMX raasax Ha
xapTnHe HaymoBa— yGnam, exeAHeBHO, exeuacHO, HenpepHBHO
y6nBaJiK BC& MOE& MIaseHYecTBO, AeTCTBO, IOHOCTb,— S
nojelHJa MHpP Ha mo3Ta —n Bcex, X Bhbpana —noata, B
moAsalMTHHe BhiGpajia mosTa: saluMuiaTb— MNO3Ta— OT BCeX,

Kak 6H 3TH BCe HR OJAeBaJMCh A HM HasuBaanch. (P, p.18)

Further, Tsvetaeva talks about two other paintings in her parents’
house, which for her represent parts of the same symbolic model of the
world. Apart from the painting "Duel’/ Pushkina” by A.Naumov, she mentions

¢ On Baroque music see an interesting article by M.N.Lobanova, "Printsip
reprezentatsii v poetike baroko", Kontekst 1988, Moscow, 1989, pp.208-47.

7 Smirnov, op. cit., p.121.
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two more works: "lavlenie Khrista narodu” by A.Ivanov and a lesser known

painting which Tsvetaeva calls "Tatary":

llba yb6uictBa W OAHO siBAeHWe. VI Bce Tpu ObaM cCTpaluHbe,
HENOHATHHE, YrpoxaoilKe, H KpellleHWe ¢ HHKoOraa He
BRAEGHHLIMH YEPHLIMH KYAPSIBHMK OPJOHOCHMH TOJHMH JIOALMH
K AeTbMH, TaK S3aNOJHHBLIMMK peKy, YTO KaljlH BOAH He
OoCTaloch, GHIIO He MeHee CTpalHOe TeX ABYX, —H BCe OHM
OTANYHO TOTOBMAM peGEHKAa K OpelHasHadeHHOMY eMy

crpamuHomy Beky. (P, 18)

From the first glance at the text it seems unclear why Tsvetaeva
passionately promotes her idea about the necessity to protect the poet from
others. In the context of the essay we can deduce that by others Tsvetaeva
meant philistines, bureaucrats and so on, W.hO are called in Pushkin's own
poetry chern’/. Tsvetaeva's semantic definitions of black and white will be
discussed below. Meanwhile, in the light of the first paragraphs of the essay

in which Tsvetaeva etymologically links such words as chern’, chernoe delo
and chernyi, we can see that there is a certain mythological mode or

rhetorical figure. Describing Naumov's painting, Tsvetaeva transforms
Pushkin's duel into a symbol:

[...] Ha Geamsne cHera coBepLIAeTCSI YepHOe AeJo:

BeYHO yepHOe aeno yGmicTpa mo3ata — yepubo. (P, p.18)

As was pointed out above, Tsvetaeva persistently uses the Baroque
metaphor that “life is a chess game”. The black colour here stands for the
dark forces of being.

It is important to note Tsvetaeva's merging of three paintings as the
realization of the common Baroque principle of linking ideas or notions
from different spheres. It is not just paronomasia, which Karlinsky considers
to be one of Tsvetaeva's main artistic devices.® His point may be argued by
saying that Tsvetaeva's intention was not mere pun-making, but a search for
different analogies for the notion of the heterogeneous world. As mentioned
above, Tsvetaeva had a monistic approach to the world, unlike the dualistic

perception of the Symbolists. Contrasts and differences, in Tsvetaeva's view,

8 Simon Karlinsky, Marina Cvetaeva. Her Life and Art, Berkeley and Los
Angeles, 1966, pp.143-53.
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are notions of mundane life which, upon a person's death, is transformed
into the universal divine principle. In Baroque poetics there was an artistic
principle called wit (ostroumie); the artist appreciated difficult, obscurely
expressed aspects of life, or absolutes, the understanding of which requires
effort. As can be seen in the essay "Moi Pushkin", Tsvetaeva on the one
hand tries to create a subtle link between three paintings which she
remembers from her childhood. On the other hand, she forces her readers to
uncover all the disguised and hidden meanings of such a combination.

Tsvetaeva mastered the Baroque principle of illusion to perfection.
This makes her text particularly allusive and dense. Moreover, she pursues
the device of “optical illusion”, aiming at those readers who understand all
the subtexts. Thus, analysing “Moi Pushkin”, one can discover that
Tsvetaeva's reference to the three paintings is almost emblematic.
A.Morozov has characterized the eighteenth-century emblem in the following
way: “OCpasys sumGaeMmy, nsoOpaxeHNe N AEBHS MOAYNHSANCL OGapOuYHOMY
H»IPRHONOY OCTPOYMMS” — HEOXNAAHHOMY M MNOpPaxXaolleMy COYeTaHMO
npeAcCTaBideHRR, CO CKPHTOR ANAAKTHNKOA NWIH COHNPRATYAINCTHKUYECKNM

snauerimen”.’ It seems that Tsvetaeva intended to promote the analogy

between the poet and God (Pushkin and Christ in the first part of the text;
later Pushkin is compared to the Creator), extending for example the
Baroque musical concept of the divine chorus which the artist recreates in
miniature.

Tsvetaeva's analogy is based on the mythological model which had
already appeared in her cycle "Stikhi k Bloku" (1916-21). In one of the poems
of this cycle Tsvetaeva created her portrait of Blok as bogochelovek, who
celebrates resurrection after his physical death:

MépTRHit aexKT mesern

M Bockpecenne npasaHyer. (S88, 68)

There are many more analogies between Blok and Christ in the cycle.
Tsvetaeva's perception of Blok was based on his own imagery, inspired by
Viadimir Solov/ev's teaching on Divine Wisdom and Christ. Tsvetaeva clearly
saw Blok's life as the embodiment of Solov/ev's teaching, which can be

® A.A.Morozov, "Emblematika baroko v literature i iskusstve petrovskogo
vremeni"”, Problemy literaturnogo razvitiia v Rossil pervol treti XVIII veka,
Leningrad, 1974, p.184.
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reduced to the following principle:

‘learoBeuecTBO RONXHO He TOALKO NPAHAMaTh GaaroAaTb N
NCTHHY, JAaHHY©O BO XpKNcCTe, HO N OCYIUeCTBAATH 3Ty
GaaroaaTh X NCTHHY B cBoek coGCTBEeHHOR M NCTOpPXuecKo#

xnaun 10

However, Tsvetaeva's personal myth about Blok is extended, and in
"Moi Pushkin” it is applied to Pushkin and to herself. It is especially
important while analysing this essay to bear in mind what is implied by
Tsvetaeva's reference to the painting "Tatary”. The image of Tatars, entwined
with the author's discourse on the poet's fate, is a key image in Tsvetaeva's
vision of the world and her own place in it.

In order to clarify Tsvetaeva's outlook it would be useful to recall
a few passages about Pushkin from Blok's "O naznachenii poeta” as well as
his poetic cycle "Na pole Kulikovom". Tsvetaeva's attitude to the historical
development of Russia was occasionally influenced by Blok's poetic
mythology. Thus, in the cycle about the Battle of Kulikovo, Blok embarked
on an event crucial for Russian history because it was suitable for his
mythopoetic model. Blok transformed temporal categories into spatial ones,
in order that the situation could be applied to the present moment:

H, x semiie CKIOHNBLINCHL IONOBOD,
FoBopnT MHe Apyr: “OcTpm cBok Meu,
iTo6 HeaapoM GRTLCA C TarapBoODO,

3a ceATOe Aen0 MEPTBLHM jaeub!”

.1

Onsatb Hap noaeM KyankoBHM
Bsoma m pacToumaach Mria,
W, caopHo o6aaxoM CypOBHM,

I'psiaynmft AeHb 3aBOJOKIA i

Tsvetaeva created her own mythologized pattern which was partly
based on the conceptions of Blok (and indirectly of Solov/ev). Blok foresaw
the forthcoming revolution as a mystical expression of Tatar forces in

10 Quoted from: Nikolai Berdiaev, "Osnovnaia ideia V1. Solov/eva”, Sobranie
sochinenii, vol .3, 1989, p.211.

11 Aleksandr Blok, Stikhotvoreniia. Poemy, Tashkent, 1986, p.270, p.272.
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Russian history. However, he understood its barbaric aspect as a necessity,
believing that destruction of the old civilisation would be followed by the
future creation of a new one. Tsvetaeva's vision of the revolution coincides
with Blok's view, up to the point when she identifies revolutionary forces
with the Tatars. Thus, in her own cycle "Khanskii polon" (1921) she writes:

Fpaa Mot B KpoBH,
I'pyar Ges xpecra,—
YcunoBH,

Martepb-Bepcra!
.1

Xan MoR— Mawmait,
Xne6 Mo — TOCKa.
K crapomy B patt,

INanepTb-Bepcra!
[..]

He Bcrounum— He csiaeln!
A cen — He neusn!
OanH TebGe BCaAHHK

Ilo npaBy — Mawmai!

Packocasi rHycs,

BopoBckass #aAOHbD ...

—3x, Poaunna-Pycs,

Hepackasannuft koHb! (S88, 1, pp.167-68)

Tsvetaeva's cycle (quoted above) was written in 1921 and undoubtedly
expressed her attitude to the Soviet regime. Her cycle "Lebedinyl stan" was
written almost at the same time. The latter can be called a poetic
monument to the White army movement. In the light of Tsvetaeva's critical
views of Soviet reality (which were expressed not only in her poetry but
also in her prose, for example "Moi sluzhby", "Cherdachnoe", "Zemnye
primety"”, "Vol/nyl proezd") one can decipher imagery related to Tatars in her
works as a reference to Bolsheviks and, even more broadly, to all types of
bureaucrats, philistines and tyrants. Blok in relation to Pushkin extended the
traditional image of chern” to characterising Soviet bureaucrats who restrict

the poet's free expression and intend to use art as an ideological weapon:
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IMyckait xe ocTeperyrcs OT XyAllef KIAWYKH Te UYHHOBHHMKH,
KOTOpHEe COOHpPAIOTCSI HanpapisiTb MNO33UI0 MO KaKHM-TO
coGCTBeHHHM pycilam, nocsrassi Ha e& TaRHyio cBoGoay w

npensaTcTBYS ef BHIOJHATL €€ TaMHCTBeHHOe nasuaqeﬂue.’z

Blok talked not only about Pushkin's death but to a larger extent
about the death of Russian culture. Characterising Pushkin's times as the
only cultural epoch of the last century Blok unambiguously aimed his
accusatory speech at people who occupied the literary scene after Pushkin:
Belinskii, Pisarev and their followers. Blok perceived the figures of the
Russian democrats as more dangerous than Pushkin's censor Benkendorf. This
attitude had its roots in the ideas of Dostoevskii and Solov/ev. Blok's views
found their echo in Tsvetaeva's essays "Zhivoe o zhivom" and "Dom u
starogo Pimena". Depicting pre-revolutionary life in Russia and the cultural
atmosphere at the beginning of the century, Tsvetaeva in her
autobiographical essay "Dom u starogo Pimena" characterised dying culture

as Pushkin's culture:

He Bboipoxaenne aeBnyectBa (GeccMepTHOro), a BHpPOXAEHHE
neaoft KyabTypH, oTkpuBluefica I[IymikmHHM H aAokaTHBLIEHRCSE
AO MOCAEAHEro JAKCTKA AEBHYECKOro ABOPSAHCKOro aiab6oma. (P,
p.146)

In the essay "Zhivoe o zhivom" Tsvetaeva refers to Voloshin's vision
of historical events, a vision linked with some mystical beliefs (although

their source might appear to be different from that of Blok's concepts):

W BKpaaumBO, NOYTH paaysich, Kak J06pH#t KONAYH AeTsM,
KapTHHY 3a KapTHHOR — BCO PYCCKYI0 PEBOJONHIO Ha MNATH
AeT Bnepéa: Teppop, TrIpaxAaHCKasi BOAHA, paccTpelhl,
sacTtaphl, Banaesi, o3pepeHKe, NMOTepsl JHKa, PacCKpenollieHHbe

AYXH CTHXMA, KPOBb, KPOBb, KpPOBb ... (P, p.257)

As we shall see from our further analysis of "Moi Pushkin”, there is a
certain affinity between Tsvetaeva's views and Blok's ideas, expressed in his
"O naznachenii poeta”. However, one should not forget the fact that
Tsvetaeva wrote her essay in 1936, and her historical perspective was

different. In some ways Tsvetaeva's polemical touch as presented in "Moi

12 Aleksandr Blok, "O naznachenil poeta", Sobranie sochinenii v vos/mi
tomakh, Moscow — Leningrad, 1960-65, 6, p.167.
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Pushkin" had slightly different political implications and targets. (This will
be discussed below.)

The paintings chosen by Tsvetaeva for discussion in "Moi Pushkin" are
very important, especially because Tsvetaeva limited her scope of discourse
to just three canvases. (Anastasia Tsvetaeva claims that there were a great
number of paintings in their house, and the sitting room was full of
paintings by their mother.!®) All these works play a significant structural
role in the essay: they contain elements of the same theme. This theme can
be calied “the poet's fate" and it permeated the whole text.

It is worth mentioning how Tsvetaeva creates the effect of a triptych:
Ivanov's painting depicting Jesus Christ appears to be in the middle of the
discourse, and central to the context of the essay. In some ways the other
two paintings of the triptych formed in the text represent West and East.
Tsvetaeva, being a person of universal outlook, demonstrated how different
cultures have anti-human aspects: they are united in the context of the
essay in the act of murder. It is interesting that Tsvetaeva characterised
witnesses of Christ's appearance in the same vein; they are depicted in
terrifying tones in the passage quoted earlier. Tsvetaeva tries to expose the
people who are not Christians in the real sense of the name if they are able
to commit murder. This idea of true and false notions is conveyed in
Tsvetaeva's usage of white and black in the text which deliberately destroys
any orthodox and conformist preconceptlons.“ Murderers are depicted

wearing white gowns, and Pushkin's negritude is reflected positively:

Mywxud Gua Herp. [..]1 y Ilymxkwna Guiam BOAOCH BBEpX H
ry6ul Hapyxy, m u4&pHHe, C CHHMMM OeJKaMH, KaK Yy ILleHKa,
raasa, — 4épHbe BONpPEKH SBHOR CBeTAOrJAa3OCTH €ro

MHOrOYRCiIeHHHX mopTtperoB. (P, pp.18-19)

Tsvetaeva's footnote states that Pushkin had fair hair and blue eyes.
Thus Tsvetaeva's portrait of Pushkin obviously has a semiotic function. This
becomes more evident when Tsvetaeva establishes a link between all Russian

poets based on their negritude. It is not a portrait but an ideogram:

13 A.Tsvetaeva "Korni i plody", Zvezda, 1978, 4, p.188.

14 For an analysis of colours In Tsvetaeva's writings see: L.V.Zubova,
Poeziia Mariny Tsvetaevoi. Lingvisticheskil aspekt, Leningrad, 1989, pp.110-89.
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Pyccknit nostr— Herp, mosT— Herp, W nosta— y6uan. [..]

Kakoit mo3T n3 GHBIIMX M CYLIMX He Herp, M Kakoro mo3ta—
He y6uan? (S88, p.19)

Moreover, Tsvetaeva mythologises the negro-like appearance of a poet
which manifests rebelliousness in her writings. On several occasions she
compares herself to a blackamoor.!® In the essay "Mat/ i muzyka" Tsvetaeva

created her self-portait as a reflection in the piano:

U BoT, Cc camoro TEMHOro AHa, MAET Ha MeEHs Kpyrioe
NATKIEeTHee MNHTANBoe JaHno, b6e3 Bcsikok yanbku, po3oBoe
Aaxe CKBO3b YepHOTY— BpOAE Herpa, OKYHYTOro B 3aplo, HIH
po3l — B YepHMmabHHR npya. Posiab 6GHa MOKM nepBLIM
sepKkalloM, K ImepBoe MOE&, cBoero Jnma, OCO3HaHKe GO
CKBO3b YEpHOTY, NepeBeAeHHeM éro Ha YepHOTY, KaK Ha A3HK

TEMHLIA, HO BHATHLIK. (P, pp. 79-80)

Tsvetaeva abplles the ideogram poet-negro to herself and to other
fellow-poets with whom she felt affinity. (She compared Pasternak, for
example, to a blackamoor, and exaggeratedly conveyed Kuzmin's swarthy
appearance in the essay "Nezdeshnii vecher”.) In the passage from "Mat/ i
muzyka" quoted above there is a direct reference to the Pushkin monument
when Tsvetaeva compares herself to a negro submerged into the sunrise.
This image appeared in one of her early poems, and was later used in her
essay "Moi Pushkin":

A TaMm B noasix HeoGO3pHMBLIX
Cayxa HeGecHOMy mnapo —
Yyrynuuft npaBnyxk HM6parnmon
Jaxér sapio. (P, p.24)

[..Jao ,Ady>an“ HaymoBa Guaa 3apsi, H, W3 He& BHpacTas, B

Hed yxoas, e@ mnjaeyamMm paccekasi, KaKk IVIOBell — peKy,—

18 Akhmatova recalled that Tsvetaeva, after her return to Moscow in 1939,
used to identify herself with a "horrible little blackamoor": ,Cefiuac, koraa
OHa BEepHYylacChb B CBOIO MOCKBY Takoffi KopojeBOR M yxe HaBceraa (He Tak, KaK
Ta, C KOT. oHa jmobuiaa cebs1 cpaBHHBaTb, T.e. C apam4oHKOM M 0Ge3bsiHKOR B
¢pannysckomM naarbe, T.e. décolleté grande gorge), mHe xouercss 6e3 mpocToO
Ges JereHAn BCIOMHNTL 3TH /]Ba AHsa". — Anna Akhmatova, Sochineniia, 3,
Paris, 1983, p.152.
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YEpHHA 4YeJOBEK BHIlle BCeX N YepHee BCeX— C HaKJAOHEHHOR

roiopoit m mIsAnok B pyke.

[..]1To, uTOo Beuno, mMoA AOXAEM N NIOA CHEroM,— O, KakK
A BEXY 3TH HarpyxeHHble CHeroM INIeYH, BCEMM POCCHACKNMH
cHeraMM HarpyXeHHHe N OCHIeHHHe adpmKaHcKNe naeun!

— miedaMN B 3apio NaM B MeTedb... (P, p.19)

The combination of two images — the negro and sunrise — is based on
the merging of two colours: pink and black. This merging in Tsvetaeva's
artistic system is evocative and highly significant. L.V.Zubova in her

exhaustive survey of colours in ‘Tsvetaeva's poetry gives several
interpretations of the poet's use of red. Thus Zubova claims that there is

a certain hierarchic system of colours manifested in the symbolic meaning
of Tsvetaeva's poetry. In this system “white" stands for imitial emptiness
representing readiness to start life; “red” means dynamic life leading to the
end of life through “burning out”; “black” expresses exhaustion as a result
of dynamic life and, at the same time, the state of readiness to reach the
absolute after catharsis; and spiritual being, or the absolute, is conveyed by
“azure”.’® In this system, Tsvetaeva preferred black to white, because in her
symbolic language it was closer to the colour of the spiritual absolute. (It
is interesting, as Zubova points out, that in early works of Russian folklore
the colours black and blue were indistinguishable. This syncretic fusion of
colours find its reflection in Tsvetaeva's cycle "Stikhi k Pushkinu" in which
she talks about Pushkin's forehead as being bluer than olives. — S88, |,
p.274.) Thus in the poem "Buzina" the transformation of colours from green
to red and subsequently to black corresponds to the system described above.

Zubova comes to the conclusion that while “white” represents in
Tsvetaeva's poetic world Indifference, or passionlessness, “black;' symbolises
passion as well as saffering.!” This becomes particularly evident when
Tsvetaeva in her essay "Moi Pushkin"” talks about her own time as
symbolically juxtaposing the colours black and white.

It seems that Tsvetaeva intended not omnly to employ the Baroque
principle of wit in this essay but also to create a certain metaphor of her
own time, which she characterised as a terrifying epoch (“strashnyl vek”).

16 Zubova, op. cit., p.187.

17 1bid, pp 117, 122.
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Her perception of the period that was marked by the consequences of the

October revolution in Russia was close to Solov/ev's vision of new history

(influenced by Dostoevskii). Berdiaev wrote about Solov/ev:

IToa xonen xusHn Ba. ConoBbéP nHIIET reHHajdbHEflllee CBO&
nponapesetne "[loBectb 06 aHTHxpucTe'. B 3TOR mnoBecTH
HCTOpPHYECKasl NepClNeKTHBA HCYe3aeT, CTHPAIOTCS IpaHH Mexay
AByYMSI MNPaMH M BC& MpPEACTAaBASIeTCS B aNOKAJHNTHUYECKOM
cere. [...] OG6pa3s auTrnxpucra npeacrtabBisiercsi ColoBbéBy
Kak o6pas ¢unanTpona, uenopexkoaobua, OCyLIECTBHTeNS
conmann3ma, BceoOlllero MHpa K c4YacCTbsli uejoBeuecrtna.‘lepra,
poAcTBeHHass ¢ Beankmm FVHkBH3KTOpOM [locTOeBcKoro.
Ba.ConoBbréP BHAKHT HapacTaHHe 3jia noa BWAOM Jao6pa, s3ia,
co6aasHsiomiero JAo6poM. BaacTth OKOHuaTeabHO mNEpPeXOaHT

K AaHTHNXPHUCTY. 18

In the essay' "Moil Pushkin" Tsvetaeva's use of black and white conveys
her reflections upon the modern historical situation. Solov/ev's ideas were
translated in the essay into the language of art. Tsvetaeva skilfully
demonstrates how chern’ can disguise its evilness (in the text Tatars wear
white gowns), while poets like Pushkin, for example, might seem to look
black, or devilish, in spite of their truly divine character.

Almost ten years later, the same phenomenon in modern history was
described by Pasternak when he was reflecting upon the present Russian
situation in his conversation with Aleksandr Gladkov:

In order to exist evil must masquerade as good. The pretence
alone makes it immoral. [...] even the Nazis have to dress
up the blackest of crimes — racism — in various arguments
about its benefits to the German people.‘9

So far this feature has not been noticed by Soviet scholars writing on
"Moi Pushkin". Despite its usefulness, Zubova's system of meanings for the
different colours used by Tsvetaeva has its limits when applied directly to

the texts. It can be argued that the interpretation of colours used in a text

18 N.Berdiaev, "Osnovnaia idela V1. Solov/eva”, op. cit., p.212.

19 Alexander Gladkov, Meetings with Pasternak, tr. Max Hayward, London,
1977, p.73.
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should derive from the analysis of all the images to which they are linked
in the text.

Bearing in mind Tsvetaeva's usage of Ivanov's painting "“lavienie
Khrista narodu" we can extend the suggested analogy between the poet and
Christ to the description of Pushkin's monument submerged into the sunrise.
It can be interpreted as an allusion to the Gospel statement that Jesus is
the light of the world.

In the extract from "Mat/ i muzyka” cited above, this image is
reinforced by the comparison of the poet's reflection in the piano not only
to the Pushkin monument but also to a rose in an “inky pond”. The latter
image is quite significant because it links the symbolic usage of the colour
pink not only to the motif of the dream but also to the theme of holiness.
Pink is perceived by Tsvetaeva as a transparent colour exemplifying light
itself. In the poetry of the Symbolists, the image of the rose played a
significant role. Thus in Blok's poem "Dvenadsat/” we come across Jesus
Christ wearing a wreath of white roses. This image was inspired by the
Western Catholic tradition of depicting Christ. In the poetry of Andrei Belyi

this image was linked to the anthroposophical cult of the Rosicrucians. 20

However, in Tsvetaeva's case, it most probably derives from the
Catholic association of the flower with the Virgin Mary, who is called “the
rose without thorns”, meaning “sinless”. (Tsvetaeva was mostly brought up
on Western culture, and spent some time in a Catholic school in Germany,
which undoubtedly had an impact on her outlook — see, for instance, her
autobiographical story "Chert") In Italian painting the Virgin is represented
under the title Santa Maria della Rosa holding a rose (sometimes the rose is
held by the infant Christ). Also in Western culture a red rose symbolises
martyrdom (the blood of the martyr).?! Taking into account both Zubova's
association of black with the theme of suffering and the Catholic symbolic
meaning of the red rose, the aforegoing observations may be summarised.

20 See the survey of rose imagery in Russian Symbolism in Lena Szil4rd and
Peter Barta,"Dantov kod russkogo simvolizma", Studia Slavica Academiae
Scientiarum Hungaricae, 35, Budapest, 1989, pp.61-95.

2% jJames Hall, Dictionary of Subjects and Symbols in Art, London, 1974,
p.268.
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Thus a strong link between Tsvetaeva's description of Pushkin's
monument submerged into the sunrise and Naumov's painting "Duel/
Pushkina" suggests that Tsvetaeva established a certain archetype of the
poet-martyr modelled on Pushkin's life. Therefore Tsvetaeva wants us to
believe (in "Moi Pushkin") that she accepted the poet's destiny as tragic
from the very beginning. The rhetorical model prevails in the text, distorting
the factual background in Tsvetaeva's essays (as was pointed out by her
sister Anastasila Tsvetaeva®?). Marina Tsvetaeva's recollections of her own
childhood were influenced by the concept she created of the tragic life of a
poet. Tsvetaeva's friends pointed out many times that she forced this point,
constantly talking about misunderstanding by friends and about loneliness.
Some of Tsvetaeva's contemporaries believed that she sought isolation by
creating enemies and displaying her political independence. (Thus, many saw
her attacks on the leading Parisian émigré critic Adamovich, as well as her
openly expressed support for Maiakovskii, as provocative.)23

The other important aspect for the interpretation of Tsvetaeva's usage
of the colour black derives from her vision of the poet as an outcast from
society. Thus in a poem dedicated to Akhmatova in 1921, Tsvetaeva called her
favourite poet “chernoknizhnitsa” (an adept of black magic). The poem was
written after the execution of Gumilev, and had obvious political
implications. Also, metonymically transforming the appearance of Pushkin's
monument into the poet himself, Tsvetaeva imposed on this image the model
of the Devil featured in her essay "Chert". This image represents the world
of passions and of unorthodox beliefs in Tsvetaeva's imagery, and in the
essay "Chert" it is associated with Pushkin's "Utoplennik”, which she cites
in relation to her dream:

Mama! MHe ceroAHsi CHNANCb... YTONAEHHNKN... ByATOo OHNM

22 Anastasiia Tsvetaeva, op. cit. (note 13), pp.187-193.

23 This aspect of Tsvetaeva's behaviour has been well surveyed by V.Lossky,
S.Karlinsky and I. Kudrova. See: Véronique Lossky, Marina Tsvetaeva v zhizni
(Nelzdannye vospominanila sovremennikov), Tenafly, 1989, pp.104-17, 125-27,
146-53; Simon Karlinsky, Marina Tsvetaeva. The woman, her world and her
poetry, Cambridge, 1985, pp.151-54, 176-78, 191-93; Irma Kudrova, "Polgoda v
Parizhe (K biografii Mariny Tsvetaevoi”), Marina Cvetaeva. Studien und
Materialien, Wiener Slawistischer Almanach, Sonderband, 3, Vienna, 1981,
pp.129-59.
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MeHS B3SUIN Ha PYKy M HeCIM uepe3 peKy, a TOT TrJaBHLIA
YTOmIEHHAK, MHe cKa3saax: ,MH ¢ To6ot Kkoraa-HuGyab

noxeHnmcs, yeprt Bosbmn!“ (P, p.87)

Pushkin's poem was based on folklore images, which was indicated by
the subtitle “prostonarodnaia skazka”. Tsvetaeva knew Russian folklore and
Slav mythology very well (her long poems "Tsar/-devitsa” and "Molodets"
were written in the style of Russian folk art). In Slav folk belief, there are
two types of demons: some of them are demons from birth, while others
were turned into demons (after drowning, commiting suicide, being damned
by their parents, and so on). Moreover, in many regions of Russia, heretics
were seen as devils or sorcerers who become vampires after their death. In
some Christian legends (derived from apocryphal literature) God appears to

be floating in the air and Satan lives in the sea.?*

In a political sense Tsvetaeva considered herself an outcast: she did
not accept the Russian revolution and maintained her loyalty to the White
army even at the end of the 1920s and the beginning of the 1930s (while
working on the long poems "Perekop” and "Sibir/"); at the same time she
had some sympathies for the Eurasian movement and for fellow-poets living
in Soviet Russia, such as Maiakovskii and Pasternak (which was unthinkable

for many émigrés in Paris).

Nevertheless, there were reasons for Tsvetaeva's belief in her destiny
as an outcast. For example, Simon Karlinsky has pointed out that some of
the editors of leading émigré publications could not understand Symbolist
and post-Symbolist art. Editors of Sovremennye zapiski and Poslednie
novosti, like the majority of the pre-revolutionary radicalised intelligentsia,
were more in tune with realistic and accessible literature than with the
idiosyncratic writing of Tsvetaeva. As Karlinsky puts it, “their cultural roots
were the same as Lenin's and Trotsky's: the radical utilitarianism of the
nineteenth century, as represented by Belinsky and Chernyshevsky. While
these men of the February revolution would not dream of censoring
literature like Lenin or being as abusive and dictatorial toward established
writers as Trotsky, they were nonetheless raised on some of the same

attitudes: art and literature had to be simple, realistic, uplifting and

24 See: V.M. Mokienko, Obrazy russkol rechi, Leningrad, 1986, pp.170-89; Felix
J.Oinas, Essays on Ruassian Folklore and Mythology, Columbus, Ohio, 1984,
pp.121-30.
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continue narrowly defined ‘progressive’ traditions."23

Tsvetaeva's editors, such as Igor/ Demidov and Vladimir Rudnev,
edited her prose to such an extent that a number of passages were deleted
and some of them were unrecognisable. When Tsvetaeva's essay "Iskusstvo
prl svete sovesti" appeared in Sovremennye zapiski, it had been cut to half
its original length. (It is worth mentioning that Nabokov was also forced to
delete a chapter from his novel Dar in which he portrayed the radicals' idol
Chernyshevskii in a satirical vein.) Tsvetaeva uses Pushkin's writings in
order to promote the idea of freedom from such censorship (for example, in
her cycle "Stikhi k Pushkinu"” and in the poem "Dvukh stanov ne boets"
which were discussed in chapter 2).

In the 1930s the situation for writing poetry in Soviet Russia, as well
as in Paris where Tsvetaeva lived at the time, was not favourable. In some
ways it was similar to the situation of the second half of the nineteenth
century in Russia, when prose writing prevailed. However Tsvetaeva wrote to
Khodasevich in 1934:

Her, Hazo nmcarp ctuxx. Heap3ss AaTb HH XN3HN, HH
Brumsaxam, Hx ,GpmaxaM, HXI BCeM N TaK JAajlessM— 3TOro
TOpXeCTBa: 3SacTaBAThb mno3dTa oGoikTmch Ge3 CTHXOB, CaenaTb
N3 NO3Ta—NposanKka, NS Nposanka— mnoxoAnmxa. Bam (Ham!)
AQHO B PYKN 4YTO-TO, 4ero MH He BOpaBe HH BHPOHHTbL, HK
nepelnoxXnTh B APyrne pykm (KOTOpHX— HeT)... 26

The tragedy of Tsvataeva's situation had been noticed already by
Mirskii in 1926:

The verse she wrote in 1920-1923 is largely experimental. To
the Russian student it is particularly interestiné for the
clever and creative way in which she made use of the
example of Russian folk poetry. From this school she has
emerged a new poet, the poet of a new era in Russian
poetry. This, of course, has cut her off from the sympathy of

the essentially Conservative (even when they are Socialist)

8 Karlinskii, op. cit., 1985, p.220.

26 Quoted from: I.Kudrova, "Plennyl lev (Marina Tsvetaeva, 1934 god)",
Zvezda, 1989, 3, p.150.
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literary and journalistic &migré leaders, and with the

exception of the Prague Volya Rossii, the émigré magazines

have almost ceased to accept her new work. The Bolshevik

censorship, on the other hand, does not allow the works of

an émigré into Russia. So in the present unfortunate state of

things Russia is deprived of the possibility of reading one of
" her greatest poets.?’

It is important to point out that in 1932 Volia Rossii had to close,
largely due to the fact that the Czechoslovak government could not afford
to subsidise it any more. And in Bolshevik Russia one has to bear in mind
that Tsvetaeva was not just ignored but was denounced in the 1934 edition
of the Great Soviet Encyclopedlé for glorifying both the Romanov family and
naked rhythmic formalism. (In 1940 Kornelii- Zelinskii, writing a report on
Tsvetaeva's collection of verse prepared for publication, again accused her of
formalism.) It has also to be taken into account that the economic crises of

the 1930s in Western Europe contributed to misery in the literary world.

In the article "Iskusstvo pri svete sovesti", written in 1931, Tsvetaeva
argued that in spite of the fact that all other professions are more
important than that of the poet — from both the social and human point of
view — it was impossible for her to give up poetry, which had its secret

mission and aim and could not be judged in any pragmatic way:

INocemy, ecak xouew cayxuTb bory mniam noasiM, BooGiie
XOYelllb CIAYXHTb, JAelaTb Jaeno ao6pa, nocrynakh B ApMHO
CnaceHnss nanm emé@ xyaa-HnGyap — u Opocb craxn. (S88, 2,
p.406).

It is Important to underline that Tsvetaeva perceived poetry as
something derived from darkness (chernota) or unrefined elements. As in the
passage about her own reflection in the piano (mentioned above), where
Tsvetaeva talks about the translation of her self into dark but
understandable language, in the essay "Iskusstvo pri svete sovesti" she
claims that Pushkin was greatly inspired by the elements, but could resist
their destructive force by creating a song. She identifies Pushkin with the
genius who can be driven by passion and inspiration and at the same time

can express his will power through creative work:

27 D.S.Mirsky, Uncollected writings on Russian literature, Modern Russian
Literature and Culture, Studies and Texts, volume 13, Berkeley, 1989, p.219.
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Temmf: BuCIIas CTeneHs OOABEPXEHHOCTH HAaWTHIO — pas3,
ynpaBa C 3THM HanTneM—ABa. Bhclias cTeneHb AylueBHO#R
PasbSATOCTH M BHcliasi—  coOpaHHOCTH.  Buiciias -
CTPaAaTeAbHOCTH KM Bhicillass — aeRcTBeHHOCTH. [...] Tennsa
Ge3 BOAR HeT, HO ew@ Goablle HeT, el@ MeHblle ecThb— Ge3
HanTnsa. (S88, 2, pp.377-78)

Partly, this statement derives from the mode created by Pushkin
himself in the poem "Poet". Ne\;ertheless Tsvetaeva takes this point much
further and lays particular emphasis on the will power of the creator. (This
will be discussed in more detail further on in this chapter) In the article
"Poet o kritike" (published in 1926) she calls the poet's private life a draft
copy (chernovik) and his creative work a fair copy (belovik, chistovik).
Moreover, Tsvetaeva claims that everything is allowed for the poet in his
private life, but nothing in his poems.

In Tsvetaeva's model of the poet's life, the creator is in a position to
master his own life and transform it into art. Thus, in "Moi Pushkin”
Tsvetaeva moves away from the traditional analogy between the poet and
Christ (which was common in the culture of Symbolism and Post-Symbolism)
and pinpoints Pushkin's last act of will as a creative mode:

— Her, HeT, HeT, TH TOAbKO mnpeacTtaBb ceGe!— ropopuia
MaTb, COBeplIeHHO He npeacTraBisis ceGe 3Toro 7TW, —
CMepTelbHO paHeHHLIt, B CHery, a He OTKas3aJiCs OT BHCTpeJa'
I[praeanacs, nonan n ew® caM ceGe ckasaix: 6paBo!— ToOHOM
TaKoOro BOCXKILEHHS, KaKHM efi, XpHMCTHaHKe, eCTeCTBEeHHO Obi:
»CMepTeJIbHO paHeHHW#, B KpPOBH, a NpoCTHWa Bpary!'"
OTIIBHPHYA NHCTOJNET, MNPOTSHYA PyKy,— B3THM, CO BCEMH
HaMK, ABHO Bo3ppawmast [lywknHa B ero ponﬂyb Adpuky
MECTK H CTPacTH, M He MojaOo3peBasi, KaKOR YpPOK— ecilK He
MECTH, TaK CTPAaCTH— Ha BCIO XH3Hb AaéT uyeTHpexieTHeR, ele

rpaMoTHoOit MHe. (P, 18)

This aspect of Pushkin's duel was already discussed before Tsvetaeva,
by Vladimir Solov/ev in the essay "Sud/ba Pushkina” (1897). In fact, some of
Solov/ev's statements about Pushkin's fate stand so close to Tsvetaeva's

essay that there is the possibility of Tsvetaeva's dependence on his article.

Thus, Solov/ev sees, as the main source for the creativity of genius,
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powerful passions which the latter transforms into his art:

CnabHast 4YYBCTBEeHHOCTb €CTb MaTepmaan remms. Kax
MeXaHH4YecKoe ABKXEHHE NEPEXOANT B TEIIOTY, a TemioTa— B
CBeT, Tak AYXOBHasi DSHEpPrNsi TBOPYeCTBA B  CBOeM
AeRCTBATeAbHOM siBiAeHNA (B MOpsiAKe BpeMeHM NJAN Nponecca)
€CTb OpeBpallleHNe HASUINX 3Heprnik wyscTBeHHOA ayum. A kax
Al NPONSBEAGHNSI CNIBHOIO CBeTa HeOGXOANMO CHiAbLHOe
PasBATNe TemIOTH, TaKk M BHCOKas cTemens AYXOBHOIO
TBOpYECTBA (no SaKOHY saeluHeN, seMHOM XNSHN)
mpeanojaraeT CHAbHOE pasBATNE YYBCTBEHHHX CTpacTeh.
Bucillee mposiBleHMe TreHNsi TpeGyeT He  BcCerAallHero
GecCcTPacTHsi, a OKOHYATeAbHOrO0 HOPEOAOJeHAS  Moryuei

CTPaCTHOCTHR, TOpXeCTBa HaA HeO B PEUIRTENbHHEe MOMEHTH. 28

Solov/ev's views on Pushkin's creative genius recall Tsvetaeva's
statements from “Iskusstvo pri svete sovesti" discussed above. Also
Tsvetaeva's emphasis on Pushkin's negritude in "Moi Pushkin" derives from
the same idea of the poet's passionate character. In this sense Tsvetaeva's
images of darkmess, the elements, the draft copy, the blackamoor or gypsy
appearance in relation to creativity represent the same aspect. (See the
discussion below of Tsvetaeva's interpretation of Pushkin's "K moriu") In
her own life Tsvetaeva forcefully promoted this principle in her essays and
public statements. Georgii Adamovich, one of the leading opponents of
Tsvetaeva in Paris in the 1930s, characterised this feature reinforced in
Tsvetaeva's writings and behaviour as “her demonstrative superpoeticness”
(demonstrativnaia sverkhpoetichnost”).?* On a different occasion, when
Tsvetaeva tried to impose the same image of the poet on émigré critics,
Adamovich had to reply to Tsvetaeva that it is impossible to live constantly

at a temperature of 39 degrees.3°

Tsvetaeva's understanding of the poet's genius is not omnly based on
Pushkin's life but has to a great extent been orientated toward the patterns
of behaviour and the tactics used by the Russian Futurists. In the essay
"Poet o kritike", for example, she develops Pushkin's idea about the poet's

8 v.S.Solov’/ev, Literaturnaia kritika, Moscow, 1990, pp.182-83.

29 G.Adamovich, "Iz zapisnoi knizhki®, Novosel’e, 39-41, New York, 1949,
p.146.

30 Kudrova, "Polgoda v Parizhe", op. cit. (ref.23), p.152.
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freedom from dependence on his earnings, conveyed in "Razgovor
knigoprodavtsa s poetom" (1824), to the justification of self-advertising
taking shape in scandals and polemics:

Tak, amuHO pexaamMoit Opesrysi, pPyKomilewmly — BHeMEepHOMY
n spechb— Macmuraby Masixoeckoro. Koraa y MasikoBckoro Her
AeHer, OH yCTpamBaeT OYepeAHyo ceHcanmo (,YRCTKa NO3TOB,
peska mno3rtecc”, AMepmxm, mp.). MayT Ha cKaHaan M HeCYyT
AeHbrR. MasixoBckoMy, Kak GoabuioMmy noéry, HR A0 XBalH HN
A0 Xyau. lleny ceGe oH sHaeT cam. Ho a0 aeHer— Becbma. Y
€ro caMopexiaMa, MNMEeHHO TrpyGOCTHO CBoOefl, KyAa uNIue
nomyraes, MapTHIzex X rapema Jlopaa bafpona, Kkax
N3PeCTHO— B AeHbrax He Hymaasiuerocs. (IP, 1, p.233)

Tsvetaeva's references to Pushkin's writings in the article "Poet o
kritike", ‘which was published in 1926 in Blagonamerennyl, and which had
scandalous implications, are quite significant: they show Tsvetaeva's
intention to promote the new art through a deliberate attempt to break with
the established aesthetic tastes of the Russian literary milieu in the Paris of
the 1920s and 1930s. Tsvetaeva applied Pushkin's term chern/ to all critics
who did not understand the new art (this was considered by Tsvetaeva to be
their professional failure). In fact, in "Poet o kritike" Tsvetaeva wrongly
called Pushkin's poem "Poet I chern’" while referring to his poem of 1828
"Poet 1 tolpa". Obviously, Pushkin's poem was misused by Tsvetaeva. While
Pushkin's "Poet i tolpa"” proclaims —

He ana xmTefAicKOoro BOJHEHbLA,
He aast XOpHCTN, He Aus1 ONTB,
Mu poxaeHH ANS BAOXHOBEHbS,

Aas sByxoB caaakmx m MoantB. (Pushkin, 1, p.436)

— Tsvetaeva's article "Poet o kritike" with its appendix "Tsvetnik" was used
for political, personal and strategic reasons. First of all, it was the
intention of Tsvetaeva to provoke a scandal on the verge of the appearance
of the new periodical Versty (Tsvetaeva and Mirskil were among its editors).
As Tsvetaeva confessed in a letter to Anna Teskovd of 8 June 1926, she was
satisfied with the outcome of her article:

Crarba Hanncasa npocto [ ...], untanack ona npeapsaro. [...]

Ipusan mens: C. A6aonoBcknit, Ocoprun, AjamoBnu (BnpoueM,
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yMepeHHO, BTallHe cO3Hapasi MO0 npasoTy) K ... [letp Crtpyse,
8a6bwB Ha cexyHay M Knpuana n Hukonas Hmukosnaebnua. Ha

OAHOro rogqoca B sauwinty. Sl BnonHe yaosaerBopeHa. (IP 1,
p.452)

The far-reaching aims of Tsvetaeva's publication of the article caused
a ricochet effect among émigré writers. Tsvetaeva went after the scalps of a
wide variety of critics including not only Iulii Aikhenval’d and Georgii
Adamovich but also such celebrated literary figures as Zinaida Gippius and
Ivan Bunin. Gipplus was attacked by Tsvetaeva for failing to appreciate
Pasternak, and Bunin for his hostility to Blok and Esenin. As a
result of Tsvetaeva's open condemnation of the Parisian literary
establishment, there followed a large number of articles in defence of
Tsvetaeva's opponents. Iablonovskii, for instance, published a rebuttal of
Tsvetaeva's accusations against him in the sarcastic article "V khalate".
Struve qualified Tsvetaeva's writings as pointless and incomprehensible.
Gippius tried to organise a campaign against Tsvetaeva and Mirskii and

against their journal Versty. 3

Taking into account Mirskii's views and the fact that most of the
editors and contributors to Versty were Eurasians, it is not suprising that
Gippius perceived this periodical as a Bolshevik plot. In fact, even Berdiaev,
who broke his long-lasting friendship with Gippius for her aggressive
attacks on Versty, warned in his own article published in 1927 in Pat” (N28) of the
dangers of the Eurasian movement. (By this time the Eurasians had
published a complete political and ideological programme for their group.)
Berdiaev recognised its political realism which brought Eurasians to an
understanding of the historically irreversible character of the Russian
October revolution. At the same time Berdiaev characterised their ideology
as monistic, contradicting the principles of moral pathos and dualism
expressed in Christianity. As Berdiaev pointed out, the most dangerous
aspect of the Eurasian mentality is the fact that it will be always based on
the category of necessity rather than individual freedom:

[...] yTonnueckuit 3TaTH3M eBpas3uiineB NPHBOAMT HX K TO#H
Xxe JIOXHOA M OmacHOi Haee, UYTO KHAEOKpaTHYeCKoe

rocyaapcrso JAOJNXHO B3ATb Ha cebs1 oprannsanuio Bceht

3 Kudrova, ibid.
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XH3HM, T.€. OpPraHK3annioo BCeil  KYJAbTYpH, MbILLIEHNS,
TBOpYECTBa, OpPraHM3anMio H Ayl 4YeloBeyeCKMX, UYTO eCTb
rocyaapcrea, KoTopoe fnoHKMaeT ceba Kak LlepkoBr n
samensier llepkoBb. EBpasniickasi uaeokpaTus Toxe MoOxeT
fnoxenaTh OPraHu3oBaTb CBepXy JAHTepaTypy., Kak 3To

NHTAanacbh caelaTtb HACOKpPATHA KOMM)’HKCTH‘IGCK&H.sz

It seems that Tsvetaeva herself began to realise the ideocratic
character of the movement with which her name was associated (due to her
personal involvement with its members) as well as the diversity of her own
situation. This is particularly felt in the poem "Dvukh stanov ne boets"
which she wrote in 1935:

[IByx cTaHOB He Goelw, a — ecaM rocTh CaydahHLIR —
To roctb— Kaxk B rioTKe KOCTb, FOCTb—
Kak B MoAMeTKe I'Bo3ib.
Buiia MHe rosnopa jAaHa— NO Heit CTyvaau
B aBa MonoTa: OAHNX — KOPHCTb H MPOYKX — 3JOCTb.
(S88, 1, p.312)

While Tsvetaeva proclaimed the freedom of the artist, especially in
her attempts to revive the traditions of Pushkin in poetry, she maintained
some sympathy for Eurasianism, and the idea of “symphonic” man found
expression in her own writings. This is apparent not only in Tsvetaeva's
long folklore-based poems and tragedies but also to some extent in her

search for a new identity in the poetry after 1917.3% As well as utopian

32 Berdiaev, "Utopicheskii etatizm evraziitsev”, op. cit., p.663.

33 A crucial point in Tsvetaeva's poetic evolution was her encounter with
Blok's poem "Dvenadtsat’/". In accordance with Ariadna Efron's recollections,
Tsvetaeva felt both shocked and ashamed after reading it: ,Q®eHoMmen
o[BeHaanaTn He TOJABKO MNOTPSC €&, HO B UYEeM-TO OCHOBHOM TBOPUYECKH
YCTHAKI, H 3a cebsa, M 32 HEeKOTOPHX ee COBpeMeHHHKOB-Nno3toB. O6 s3TOM
MHOro M pe3ko ToOBOpHIOCh B TOA ee, bBiaoky mnocBsiuieHHOR npose, B
YaCTHOCTH O TOM, 4To ,banaraHumk®, ocraBieHHwit biaokoM 3a mnpeaenamu
Pepoaonun, mMeHHO B PeBoMONMIO MNOCHYXHJI, NYCTh HEAOJIrOBEYHHM, HO
yGexmniiem — MHOrMM NO3TaM, HauWHasi C Hee caMoR, cosjasulel B Ty mnopy
OMKJI K3SIHLIX He mno 3noxe nbec...”. Ariadna Efron, O Marine Tsvetaevoi.

Vospominaniia docheri, Moscow, 1989, p.92.
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traces in the group images portrayed by Tsvetaeva — for example, the Old
Believers in "Khlystovki”, or the gypsies in "Moi Pushkin” — Tsvetaeva
created parallels between Pushkin's friendship with the Decembrists and her
own involvement with the Prague circle of Eurasians (which chiefly consisted
of White army officers). (This affinity was expressed in the poem
"Novogodniaia 1" written in 1921). In fact, this perception of Pushkin as ‘a
man of a group’ was prevalent in the views of the Russian Slavophiles, and
later it recurred in the writings of Annenskii (who. claimed that Pushkin
introduced the cult of friendship into Russian poetry), and of Rozanov (who
promoted a Mozartian image of Pushkin, showing him as a party-goer most
of the time).* It is also significant that Tsvetaeva inserted a quotation
from Pushkin's poem "Arion" as an epigraph to the last chapter of her essay
about Voloshin — "Zhivoe o zhivom". In "Arion" Pushkin created the image
of a poet who, on the one hand, has withdrawn from involvement in politics
and whose role is just to sing to the crew of the boat. On the other hand,
the person described in "Arion” is the last survivor of a group with certain
political inclinations. In Pushkin scholarship this poem has been linked to

the poet's loyalty to the Decembrist movement.

Tsvetaeva's attempt to propagate Pushkin's image of a 'pure art' type
of poet derives from her one-sided approach to Pushkin. In some ways the
image of such a poet in her writings seems to be modelled more on
Voloshin than on Pushkin. The dominant characteristic of Voloshin,
accentuated by Tsvetaeva in "Zhivoe o zhivom", is his compassion and ability

to unite antinomies:

Makca Boaowmna B Pepoaionuio jaam AByMsl ClOBaMH: OH
cnacal KpacHHX OT Geanx K Geawx oT KpacHuwx [..]. 3uao
elle, 94TO €ro CTHXH ,Marpoc” Xoamam B NpaBHTEIbCTBEHHLX
amcTopKax Ha o6oux ¢pOHTAX, H3 UYero BHBOA, YTO e€ro
MaTpoc G6HJI He KpacHbif MaTpoc N He Geanif Marpoc, a

MOpCKO#i MaTpoc, uepHOMOpcKku# Martpoc.[...]

He noantnueckne yGexaeHHsi, a MKpoyGexAeHHOCTb, He
MHpOBO33peHHe, a MHpoTBOpuecTBO. MmudorBopuecTBO—

MHPOTBOpPYECTBO, H, B NOCiHeAHNe roan CBOER XH3HH M JHPH,

34 1. Annenskii, Pushkin 1 Tsarskoe selo, St Petersburg, 1899; V.V.Rozanov
"Zametka o Pushkine”, Mir iskusstva, 13-14, 1899, pp.1-10.

35 Berdiaev, op. cit. (ref.32), p.663.
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MipoTBOpuecTBO — TBOpeHue Mupa 3aHoBO. (P, pp.260-61)

Tsvetaeva, denying there were any moral implications in poetic art
(see the above quotation from "Iskusstvo pri svete sovesti’) overlooked the
practical credo of Pushkin's "Pamiatnik" as well as the fact that Pushkin
was a social philosopher and a historian.®® Her own position in emigration
was rather ambiguous. She published her writings in the “left” periodicals,
and at the same time she continued to praise the White army and the
Russian royal family (at the end of the 1920s and the beginning of the 1930s
she worked on the long poems "Perekop” and "Sibir/", which unfortunately

remained unfinished for several non-literary reasons).

However, in "Mol Pushkin" Tsvetaeva leaves aside all the political
problems of her time and focuses her attention on the fact that Pushkin was
a poet. She transforms his personal sl;.uatlon into a rhetorical one,
extending it to all poets. This rhetorical figure is expressed in Tsvetaeva's
formula “to defennd the poet against everyone” (see the quotation earlier in
this chapter). Tsvetaeva's attitude to Pushkin stands very close to that of
Veresaev, who saw a gap between Pushkin's life and his writings. Veresaev's
approach was reflected in the choice of title for the collection of his essays
on Pushkin — V dvukh pkmakh.37 As discussed above, Tsvetaeva divided the
poet's life into the “draft copy” and the “clean copy”. In spite of the
division suggested by Tsvetaeva in her approach to Pushkin's life, she herself
inclines to narrow her vision by choosing to rely on the poet's works as the
main source of information about his life and outlook. In other words, the
mythopoetical aspect is prevalent in Tsvetaeva's interpretations of Pushkin's
life.

The mythopoetical aspect of Tsvetaeva's essay "Moi Pushkin”
mentioned above can be explained by the poetics of the Russian Futurists

and even more by the poetical language of Boris Pasternak whose poetry

3¢ pushkin's philosophical and historical views are well studied in the
following works: Sam Driver, Pushkin. Literature and Social Ideas. New York,
1989; John Bayley, Pushkin: A Comparative Commentary. Cambridge, 1971; Paul
Debreczeny, The Other Pushkin. Stanford, 1983; A.B.Anikin, Muza i mamona.

Sotsial’no-ekonomicheskie motivy u Pushkina. Moscow, 1989.

37 V. Veresaev, V dvukh planakh: Stat/i o Pushkine, Moscow, 1929.
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influenced Tsvetaeva in many ways. (This was especially felt, for instance, by
Tsvetaeva's main opponent Adamovich.?®) The main feature of Pasternak's
dealings with the texts of other authors has been highlighted by Jerzy
Faryno in his book Poetika Pastermaka. The most valuable observation (from
the point of view that it can also be traced in Tsvetaeva's poetics) made by
Faryno is the suggestion that Pasternak's perception of the world as a book
(text) differs from the position of a literary subject present in Romanticism:
“B caywae IlacTepHaka CymecTByeT XaK pas YABOEHNEe BOCIHPNHNMAOIIETO
Ccy6GbexTa, KOMMYHAKANNA C MHPOBHM TEKCTOM NPOTeKaeT He HEeNOCPeACTBEHHO
~Hup-A“, a ,Mup-Mnp“, rae ,MEp-aapecaT”, eCTeCTBEHHO MOXET CUNTATbCS
Apokunxkom ,A“. [leto, OAHAKO, B TOM, 4YTO, YABaWBasi aApecaTa,
nacrepHaxkockni ,f' craHOBATCA He Ha MOSHONIO BOCHPNHNMAOLUIEro TeKCT, a
Ha MOSKONI BOCOPNHNMAOINErO B MNpPe KOMMYHNKaTNBHyO CNtTyagmo. He
TEeKCT, @& AaKT KOMMYHRKAINN SABIAETCA MEpoonpeaeasmomief eamHnnest

nacrepHakobckof noaTnkm.">?

The principle pinpointed by Faryno as the major feature of Pastermak's
poetics was applied by Tsvetaeva in "Moil Pushkin". Using Faryno's words, we
may refer to the situations taken from Pushkin's life and writings, and
discussed by Tsvetaeva in the essay, as communicative situations. However,
if we employ the terminology of Baroque art, we can call them rhetorical
figures. Throughout the essay they form a certain chain — Tsvetaeva marks
them out as lessons taught by Pushkin:

1. A lesson of revenge, or passion (Tsvetaeva perceives Pushkin's last desire
to shoot his enemy as the perfect embodiment of his passionate character);

2. A lesson of measurement (Tsvetaeva makes a communicative situation out
of her childhood games which supposedly involved Pushkin's monument —

IMNamsaTank [Iymknaa Gua nean X npeaea mporyakx [..];

INamsaTank IlymukxHa OGHA XN MOS mepBasi NPOCTPaHCTBeHHas

mepa [...],

38 Georgii Adamovich, “Pamiati Poplavskogo”, Poslednie novosti, 5320, Paris,
17 October 1937 p.2; 1d.,, “Posle Rossil. (Novye stikhi Mariny Tsvetaevol)”,
ibid., 2647, 21 June 1928, p.3.

39 Jerzy Faryno, Poetika Pastermaka ("Putevye zapiski” — "Okhrannaia
gramota"), Wiener Slawistischer Almanach, Sonderband, 32, Vienna, 1989, p.4S5.
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MMamsaTunk IlywxknHa 6Ha — o6KXoA, Takoe xe JAeficTByOllee

JAKO AeTCKOR xM3HM, Kak posiab [..];

MamsaTunk IMymknna 6un m Moeft mepBo# BCTpeueR C uYepHLIM

H Geanim [...];

Mamatunk [lymxknHa GHa n MOeR mnepBO# BCTpedYeR C UYKHCIOM
[..J;

MNMamarunk IlymkuHa O6WHaA B Moet mnéepBOoR BCTpeuyeR cC

matepuaiom [...];

IlepBLif ypok uncia, nepBhiffi ypokK Macwmraba, nmepBHit YpPOK
MaTepHaJja, NepBuit YPOK HepapXuu, nepBbit ypok mucan [...]1.
(P, pp.19-21)

-

Tsvetaeva exploits different situations which involve Pushkin's
monument in order to expose all the possible meanings. (In fact, following
the experiments of the Russian Futurists and expanding the borders of
literature, she applies purely linguistic techniques of etymological search to
sculpture.) Also, the idea of the monument coming alive (one of the
passages of "Moi Pushkin" tells about the visit of Pushkin's son to their
house; Tsvetaeva perceived him as a monument himself — P, pp.24-25) derived
from Pushkin's play "Kamennyl gost’/”. Taking into account Tsvetaeva's own
interest in the mythological implications of sculptural imagery, one can
easily read in the described situation a subtext related to the Cnidus myth
(see chapter 3 of this work). Therefore, it suggests the tragic motif of the
impossibility of love (in a trivial sense) — “Tak m y MeHs Owa cBo#
Komanaop” (P, p.26). Besides the points mentioned above, such a polysemic
treatment of the monument in Tsvetaeva's essay brings to mind Adelaida
Gertsyk's article "Iz mira detskikh igr".‘o (Tsvetaeva praised Gertsyk's work

in the essay "Zhivoe o zhivom".)

The most significant aspect of Gertsyk's article (and of her writings
as a whole) lies in the mythopoetic reconstruction of the world. In
Tsvetaeva's writings the same mechanism is used as an artlstié device.
Gertsyk brings together all the spiritual spheres of life which contain an

element of creativity (which can be reduced to communication) — such as

40 4, Gertsyk, "Iz mira detskikh igr", Russkaia shkola, St Petersburg, 1906, 3,
pp.3+-45.
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play, myth, ritual, religion and faith. Gertsyk exposed the very mechanism of
mythopoetry which was later developed in Tsvetaeva's "Moi Pushkin":

Kak? Kaxaoe caoBo, Kaxaas G6GykBa HMEOT TOJAbLKO OJHO
onpeaenéHHoe 3HaveHne? V1 HHuYero Apyroro Heib3sl NOHSITb H
npouectb B HHX? [..]1 M HeyaoBireTBOpeHHast si HauMmHala
YATaTb NO-CBOEMY, ,COUMHSITH' NO KHHre, npn6GaBasia HoBHeE

YepTH H .neraml.“

In the same manner as Tsvetaeva talks about her childhood, Gertsyk
comes up with her own system of semiotic cypher: she identifies algebraic
symbols with certain historic events or figures. As Gertsyk admitted, her
perception of the surrounding world had ritualistic implications:

Bcnomnnan [...] aeTckre npeacTaBieHHsi, i BHXY, YTO BCe OHH
NMelR B OCHOBe ciydait, ctpeMsiluuiicss HaRTH cebe cCaHKIHIO M
CTaTb 3aKOHOM. 3TO 6hila NOTpPe6GHOCThL YNOPSAAOUMBATL XKH3Hb,
A3aTh OKpYyXaloLIeMy YyAeCHHEe OGbSICHEHHSI, YTHTb HENOHSATHYIO

HE3PHMYIO CHAY M MPHHKMATL OT Hee NMPHKAZAHKA ...

Hepe.n AOMOM TsIHYJaCcbhb AJNIKHHasi TonoJjepasi ajjes; Bce
AepeBbAa OLlIX  OAMHAKOBO OKONaHH H HOACTPHIKEHH. He
BLIHOCSI HEOCMHCIIeHHOA CHMMeTpHH H OAHOOGP&BHH s MH

BHACHAKIK CpeAH 3THX AepeBbeéB OAHO, KOTOpOE BIacCTBOBalO

HaA BCEMH. 42

Tsvetaeva's references to the alley, trees and a cult object (in this
instance, a monument to Pushkin) make her text very similar to that of
Gertsyk. However, there is an important difference between them. Tsvetaeva's
text is more dense and complicated, due to her attempt to translate

Pushkin's life and writings not only into a new pagan ritual,*® but also into

4t Quoted from: Maksimilian Voloshin, Liki tvorchestva, Leningrad, 1988,
p.498. '

42 Ibid, p.500.

43 Thus, Tsvetaeva claims that the monument was a deity different from all
others: ,IMamsaTHnk [Iymwknsa s1 aoGnaa sa uepHoty — ob6paTHyo OGennsne
Haumx AOMalLHKX '60roa.“; and ,Hamwmx Gorop MHOraa, XOTb PeaKo, HO
nepectapasan. Haumx Goros, moa PoxaectBo m [lacxy, Tpsinkoit oGmaxmBaiK.

9TOro xe MHJIN AOXAR M CYLUHAR BeTrpa. dTOT Bceraa crosa.' (P, p.22)



- 184 -

the language of Tsvetaeva's own text. In other words, Tsvetaeva's role as a
narrator is more complex: she is not only a receiver of Pushkin's text, she
is a creator of her own semiotic space as well as a messenger. Moreover, it
suggests the r8le of an ideal reader who would be in a position to perceive
all its meanings. This opportunity lies beyond Tsvetaeva's limits as an
author. The tragic conflict between the creative act (expressed in a play) and
the reality will be discussed further in the analysis of Tsvetaeva's
interpretation in the same essay of "K moriu".

2. Tsvetaeva's interpretation of the love theme in Pushkin's writings and his
poem "K moriu”.

It has been illustrated above that Tsvetaeva's approach to Pushkin's
life and writings was subordinated to her attempt to symbolise Pushkin's
image and mark out a model of the poet's fate. Tsvetaeva's treatment of
Pushkin's personality was not highly innovative, in the sense that it was
based on the experience of the Symbolists who worked out a mechanism to
emblematise their famous predecessors — especially Dante. Andrei Belyl
characterised the mode of living provided by Dante as “put/ soznaniia”, while
Briusov defined it as a "norm of a poet's behaviour”.** Tsvetaeva follows
Briusov's path in dealing with Pushkin's biography: she denies that the
psychological-biographical course can be applied to a poet's life, and
replaces it with a mythopoetical modus operandi and emblematising. This
attitude derives from the outlook of such Symbolists as Andrei Belyi. He
proclaimed creative art as an alternative to creative living.*S Tsvetaeva wrote

with great sympathy about Bely's creative living in her essay "Plennyi dukh".

Like Belyi, Tsvetaeva used her own biography as an artistic device, and
she selectively made use of it in parts of her writings. In relation to
Pushkin, Tsvetaeva demonstrated the same selectivity. Thus, she overlooked
the social and political reasons for Pushkin's dandyism, branding it as the
standard rebellious mode of the poet's behaviour. Her dismissive remark on

44 See: L.Szilard, P.Barta, op.cit., p.65; P. Davidson, The poetic imagination
of Vyacheslav Ivanov, Cambridge, 1989, pp.72-99.

45 Belyl juxtaposed Dante and St Francis of Assisi in relation to these two
forms of creativity. — A.Belyli, Tragediia tvorchestva. Dostoevskii i Tolstol,
Moscow, 1911, pp.37-38.
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Evgenii Onegin illustrates the same symbolizing tendency:

HWHne #3 MOMX coBpeMeHHHKOB ycMmotpeaun B ,EBrennn
OHernHe" GANCTaTeNbHYIO LUIYTKY, NOYTH caTHpy. MoxeTr OuTb,

oHn n mpasu [...]

bur? (,BHT pycckoro apopsincTBa B neppBoft mnoioBuHe XIX

peka“.) HyxHo xe, uto6Gu moan Oblax Kak-HHGyab oaeTtH. (P,
p.35)

In the second part of "Mol Pushkin" Tsvetaeva continues to create a
type of passionate hero based on Pushkin's works. In her approach Tsvetaeva
merges Pushkin's life and writings in order to outline a mode which to
some extent can be called the ‘life of genius’, told as a story to others or,
using Belyi's words, an example of the word -of genius as a word perceived
in experience.“ The latter gives us a key to the internal structure of
Tsvetaeva's narrative in "Moi Pushkin". Using Pushkin's texts she extracts
from them a number of rhetorical figures and modes and projects them upon
her own experience (itself set against the background of Pushkin's life). This
can be seen as an attempt to bring back into literature Baroque ideas of
rhetorical figures which were intended to move the audience and to make

the perceiver of the work of art experience the same psychological state.

The other important feature, which appears in every character taken
from Pushkin's works and in Tsvetaeva's interpretation of Pushkin's own
personality, is will power. Thus, as noted earlier, Pushkin's firing of the
shot in the duel represents for Tsvetaeva an expression of will power, which
helped Pushkin to transform his own life into a masterpiece. Tsvetaeva's
discussion of Aleko and Tat/iana in "Moi Pushkin” highlights the same trait.
In line with Tsvetaeva's interpretation of the love story in Evgenii Onegin, it

was Tat’/iana who initiated the whole situation:

B ToM-TO R Bce zeno 6GHIIO, UTO OH ee He JMIOOMI, H TOJLKO
NOTOMY OHAa €ro — TaK, M TOIbBKO AJdS TOro €ero, a He
Apyroro,B mo6GoBp BhbGpana, YTO BTafiHe 3HaJIa, YTO OH ee He
cmoxer mobuThL [..] Y uaoaet ¢ 53THM PpOKOBBIM JAapoM
HeCYaCTHOA — €AHHOJHYHOR — BCeft Ha cebGs1 B3siToi — nM0O6BH —

npsiMo reHmA Ha Henoaxoasiumme npeamern. (P, p.33)

45 1bid.
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Tsvetaeva talks in the same vein about Pushkin himself in her essay
"Natal/la Goncharova" (see chapter 3 of this work). Nonetheless, such a view
contradicts the many-faceted image of the poet created by Pushkin. Thus, in
the poem "Ekho", Pushkin convincingly depicted the process of the poet's
inspiration. In this poem and in many others (for example, "Prorok”, "19
oktiabria”, and "Osen’") Pushkin demonstrated that creative freedom is not
freedom of will, due to its passive nature: a poet perceives the world as
something given to him from above in moments of inspiration. In this sense
Pushkin was the ideal poet open to all aspects of reality. If we compare
Pushkin to Byron or Mickiewicz, they can be distinguished from Pushkin in
the sense that they had a strong or dominant theme which determined the
very nature of their poetry. As Vladimir Solov/ev mentioned in his article
"Znachenie poezil v stikhotvoreniiakh Pushkina" (1899), Pushkin did not have
such a dominant aspect in his personality: “OcHoBHOA OTAMUMTEALHLIA
NpH3HAaK 3TOR NO33KK — ee cBo604a OT BCSKOA NMpPeAB3SITOR TEHAEGHUHH H OT

BCSAKOR mpeTensun.” 4’

Although Tsvetaeva understood the two aspects of creativity which
require passive perception and determined craftsmanship (she devoted
a lengthy discourse to this in her essay "Iskusstvo pri svete sovesti"), she
strongly emphasised the active element in a creator. Tsvetaeva's words about
Tat/iana Larina, cited above, can be treated as a self-characterisation. In
"Moi Pushkin” Tsvetaeva claims that she followed in Tat/iana's footsteps by
setting the course of her relationships, and she saw the scene of the last
meeting between Onegin and Tat/iana as a lesson in courage, pride, loyalty,
fate and solitude: ,Ypox cmenoctn. Ypok ropaoctu. YPOK BepHOCTA. YPOK
cyab6h. Ypok oamHouectBa” (P, p.33). So once again we see Tsvetaeva's
attempt to transform an episode in Pushkin's work into a rhetorical figure:
Tsvetaeva claims that “toraa, B caay, TaTbsina sacThaa craryei”. In the light
of Tsvetaeva's allusion to Evgenii Onegin it would be interesting to refer to
her self-characterisation in a letter to Salomeia Gal’pern of 22 March 1927:

Mnaas Canomesi, XOTHTe pasraiky — noJjay-tpareaun, Bawueft nu
moe#? Bac Bceraa GyayT moGnTbL caabGhe, MO eCTeCTBEHHOMY
3aKOHY TSANOTEHAS CHIBHHX — K ciaabpiM #® caabbix —K
crabibM. [locneaHee notre cas, B Hac KHUYT H GyAyT HCKaTh

omopw. - CHia K CHiIe—peayaflllee uYyAO K Ha  Hero

47 Solov’/ev, op.cit., p.226.
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PACCUHTHIBATb Helb3A.

Caaboctb, TO ectb: 1YTbE, MHorooGpasne, cosepnareibHOCTb
X HeBO3MOXHOCTb JAeiicTBus. CuaaboCTh KaK YCJAOBHOCTD,
KOHeYyHO, ciaboCcTb— KakK, MoxeT GuiTb, CHIa B APYFHX MHKpax,
HO B 3TOM, moGumoM Bamm M Hemro6GMMOM MHOIO, KOHEYHO —
cnabocTb: HeymeHne (Hexorenne!) xuTb. B Hac mo6sat XKWM3Hb.

[laxe BO mue. 8

Tsvetaeva's model of a pair in love was extended to Pushkin when, in
the essay "Natal/ia Goncharova”, she stated that Pushkin represented
everything, while Goncharova personified nil. (,On xoTea Hyab, n6o cam O6ua
Bce." — S88, 2, p.58) Tsvetaeva's comments on Goncharova's melancholic
character fit her mythopoetic mode, cited above, where she sees passivity as
the opposite to passion. Tsvetaeva's emph;sls on willpower and volition

stands out even in her interpretation of Pushkin's poem "Pora, moi drug,
w 49

pora ...

Bearing in mind Tsvetaeva's assertion that for her Pushkin's monument
represented a lesson in thought, and relating it to the theme of willpower,
love and personal fate, certain links with the tradition existing in Symbolist
culture can be traced. In the concepts worked out by the Russian
Symbolists, a poet repeats the mystic experience described in Dante's Divine
Comedy — experience found on the path of descent and ascent. Ellis, one of
Tsvetaeva's teachers, to whom she devoted her long poem "Charodei",
described the poetic fate of Dante thus:

OT co3HaHKst GAN3OCTH BEYHOr0 OCYXAGHMS A0 IMOCJAEeAHMX
BHCOT 6AaroAaTHOro CAnSIHASI C TBOpPHOM JIeXHT NyTb
BOCXOXACHH A [lanTe, nyThb BeUYHbIf, HEeH3MEeHSsIeMHH#A,
NPORAEHHHA HeKOraa Kak CTe3sl Nal€HuA coaepmemieﬂmuu n3
[lyxoB u BCceft BceleHHOR, aexammih B OyaylieM nociae
somaouieHnsi bora creselo Bo3Bpara M NPHMHPEHHst C

CosnateneM, JaexailMii OAMHAKOBO Mnepea Bcek BCcelleHHON,

48 vI; pisem Mariny Tsvetaevoi k Salomee Andronnikovoi-Gal/pern”, Vestnik
russkogo khristianskogo dvizheniia, Paris, 138, 1983, p.170.

49 See note 53 in chapter 2.
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BCEeMH AYyXaMH H AYLUIaMHK, Neped KaxXAbM K3 Hac.so

The vision of Dante expressed by Ellis was a commonplace among the
Symbolists. We come across the same views on Dante — whose fate was an
emblem of the path taken by any Symbolist poet — in the works of Ivanov,
Belyi and Briusov. The Russian Symbolist movement was permeated with the
anthroposophic ideology, which proclaimed three types of pathway for the
ordained; one of them advanced a method of initiating willpower and
thought. In the light of these teachings it becomes clearer how Tsvetaeva
applied to Pushkin the principles developed by her predecessors. In
particular, Tsvetaeva's description of Pushkin's monument can be compared
to her interpretation of his poem "K moriu" (this will be discussed below).
Tsvetaeva's own "Poema vozdukha" embarks upon the aspect of ascent, and in
some ways Tsvetaeva's interpretation of Pushkin's "K moriu" hinges on her
own model which appeared in her poem and which derived from Symbolist
concepts. As Dante was for earlier Symbolists an embodiment of spiritual
aristocratism, Pushkin symbolised for Tsvetaeva the same principle in the
same way. That is why Tsvetaeva overlooked Pushkin's preoccupation with
the position of the aristocracy in Russia. These ideas became irrelevant for

writers of her generation.

As was pointed out earlier, the image that Tsvetaeva had of Pushkin,
based on the emphasising of Pushkin's negritude, was developed into a
special theme of blackness. In the second part of "Moi Pushkin" Tsvetaeva
mentions characters from Pushkin's writings such as Peter the Great,
Pugachev, Vurdalak and Napoleon. All of them merge into one theme in
Tsvetaeva's discourse — evil. This theme is interpreted by Tsvetaeva in a very

unorthodox way, and it is also linked to the love theme.

The theme of evil is related in Tsvetaeva's writings to' the motif of
individualism and rebelliousness. As we shall see further in our analysis,
love represents, in Tsvetaeva's view, an embodiment of one's willpower (it

can be felt even in the remark in the letter to Salomeia Gal’/pern, quoted

50 Ellis, “Uchitel’ very”, Trudy i dni, Petrograd, 7, 1914, p.66. The allusion to
Ellis seems to be appropriate even in the light of Tsvetaeva's reference to
her own poetic description of Pushkin's monument in "Charodei". The image
of the black monument which “lit the sunrise” in honour of the Divine Tsar
may well be influenced by Ellis's teachings related to mystic experience and
Symbolist cultural orientations.
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above, about a gift of edinolichnoi love). Although this mode might seem to
be romantic, Tsvetaeva's poetics and artistic vision are very different from
those of the writers of the period of Romanticism. It appears to be more
fruitful to look at it from the point of view of a different tradition:
Tsvetaeva's perception of the Greek philosophical tradition of Heraclitus and

Plato — partly indirect — through the culture of the Russian Symbolists who
absorbed ancient art to a large extent.

Thus, Tsvetaeva's ethical model (and subseqﬁently her system of
colours) has an origin in Plato's theory of Forms and Ideas. In the view of
Plato, change is evil and rest is divine. This doctrine was summarised in the
Laws: “Any change whatever, except the change of an evil thing, is the
gravest of all the treacherous dangers that can befall a thing — whether it
is now a change of season, or of wind, or of the diet of the body, or of the
character of the soul”.3! On the one hand, Tsvetaeva establishes an ideal
world in her poetry which gets distorted when imitated. (This idea is very
evident in the works of Plato). In the "Poema lestnitsy" Tsvetaeva reminds
her readers about the original purity of the divine design:

Mu, c pemecaaMm, MH, C 3aBOAaMN,
Y10 MH caemaam c paeM, OTAaHHHM
Ham? Hox neppui m mepBHRt JOM,
‘ITo MH caenanm c nmepBuM AHEM? (S84, 1, p.398)

Tsvetaeva examines Pushkin's poem "K moriu" in her essay "Moi
Pushkin” in the same vein. It seems to be significant that Tsvetaeva talks
about her childhood perception of the poem because in European culture a
child's vision of the world is considered to be closer to the original created
by God. (Thus, for Instance, Heraclitus in one of his fragments suggests that
all the Ephesians ought to hang themselves and leave the city to be ruled by
infants; in the Enlightenment the idea of the unspoiled child's soul was
reinforced by such philosophers as Rousseau.) Tsvetaeva overlooks Pushkin's
symbolic references to Napoleon and Byron in his poem "K moriu“, and, in
the final words of the essay she makes a point that the sea as a free
element was in her view identical to poetry:

M — Goabiie cxaxy: GesrpaMOTHOCTb MOEro MiaieH4YecKoro

OTOXACCTBIACHNA CTKXHKR co CTHXaMKN OKasalachb -

31 Translated from the Greek by K.R. Popper in his The Open Society and its
Enemies, volume 1, The Spell of Plato, London, 1989, p.37.
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npospeHneM: ,CBOGOAHAA CTHXHS' oOKasajlacb CTHXaMH, a He
MOpEM, CTHXaMH, TO eCTb €AMHCTBEHHOR CTHXHeHR, C KoTopo#

He npowawoTcss — HAKoraa. (P, p.57)

In spite of Tsvetaeva's claim that her interpretation of "K moriu" was
inspired by her childhood perception of the poem, one should look into
another aspect of it, in particular Pasternak's influence on Tsvetaeva's
poetry. It seems very likely that Pasternak's cycle "Tema s variatsilami" has
something to do with it, especially if one bears in mind Tsvetaeva's

reference to this cycle in "Moi Pushkin" :

K mopo Guiio: mope + aio6oBb K Hemy [IlymikmHa, Mope +
No3T, ABe CTHXHH, O KOTOPHX Tak Hes3abBeHHO — bopkc

IlacTrepHak:

CTrXnsa cBOGOAHOR CTHXMH

C cBoGoaHOM! CTHXHeft cTHXaA, —

ONYyCTHB MHIM  MNOApPa3yMeB TPeTHO M  EAHMHCTBEHHYIO:
anpunueckyo. (P, p.56)

In Pasternak's cycle the poet in the act of creation is identified with
God. The whole structure of the cycle has very notable similarities with
some biblical texts.3? However, this idea derives from a more ancient
tradition lnt.roducéd into European culture by Plato. One of the dominant
points of Plato's theory of Form and Ideas suggests that all products of
human art are only copies of ‘natural’ sensible things. Therefore, the artist
produces only copies of divine Forms, in other words — copies of copies,
twice removed from reality and correspondingly less true. Plato established
an opposition between nature and art in its correspondence to the
opposition of truth and falsity, of reality and appearance, of original and
man-made things. According to Plato, the opposition is analogous to the
antinomy which exists between the objects of rational knowledge and those
of delusive opinion, between the products of divine art and human art. That
is why Tsvetaeva's farewell to the sea depicted in the essay can be fully

understood only in conjunction with Plato's ideas discussed above.

There is a trace of Plato's ideas (conveyed in particular in Timaeus) in

' e

52 Gee: Jerzy Faryno, "Pushkin in Pasternak's ‘Tema s variatsiiami’ “, Slavonic

and East European Review, 69, 1991, 3, pp.418-57.
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Tsvetaeva's mythological model of the world as well as in her poetics. Like
Plato, Tsvetaeva was preoccupied with a search for the etymological origin
of words. Plato's poetics is well known for the persistent usage of the
synonymous amplitude of words derived from the same semantic stem. In
Timaeus, for example, Plato's semantic structure of the text manifests
“OpMHOND eAXHOR 3HeprafHOR CyGCTaHONN YNCIO-CMECIO-CHO, »33  plato
attaches the whole word structure of the text to the key-words derived from
the stem Joy/ ley. Subsequently, Plato's artistic device reflects his belief
that every semantic paradigm can be traced to its original ‘pre—stem’.
Tsvetaeva applies the same device to her poetic technique — especially in the
late 1920s. This feature brings her closer to the poetics exploited by
Pasternak and the Cubo-Futurists.3

However, Tsvetaeva extends Plato's device to the semiotic level. Thus,
in "Mol Pushkin" she writes:

Ho m' ao ,[yaan" HaymMoBa ectb CBO€ AO-BOCINOMMWHAHMe,
npeaok-BocnomuHaune. (P, p.19)

Moreover, in the recollections of Count Volkonskii, Tsvetaeva had a
habit of relating details of everyday life to the higher reality which
corresponds to Plato's teaching on Forms and Ideas:

Oanaxan Bu mMHe Hamxcaam, 94TO HpaBaTCcs BaM, Kak s GhcTpO

OT HeNPNATHHX BONPOCOB OHTa NMEPEeXOXYy K CBEPXXN3HEHHHM

33 N.I.Grigor’eva "Poetika slova. Paradoksy platonovskogo Timeia: dialog
i gimn", Poetika drevmegrecheskol literatury, ed. by S.S.Averintsev, Moscow,
1981, p.68. :

84 Tsvetaeva characterises Pasternak's poetic style in terms which can be
applied to her own artistic manner: ,/I Bmecte C TeM, ero Gonee ueM
Koro-an6o HyxHO BCKpHTb. (ITo3smsi Ymucnos.)* ("Svetovoi liven/”, S88, 2,
p.331), ,Bu — nepenncxka IlacrepHaka ¢ ero [lenmem.” (From a letter to
Pasternak written in February 1923, S88, 2, p.478). It is also interesting to
note that Count Volkonskii emphasised Tsvetaeva's tendency to give a
special meaning to some sounds and phonetical units: ,Bam HpaBHTCA 3TO
yepeaopaune [I n P, n O x 1 — snano®, A Gua B Ilapnxe, B xnan B Ilpare.
Sl sHao, — Bam m TyT HpaBnTCs depeaoBanme I1 m P, n npeoGaaaanme A, HO
n TyT He Mosa BrMHAa.“ (in: Kn. Sergei Volkonskii Byt i bytie. Iz proshlogo,
nastolashchego, vechnogo, Paris, 1978, pp.VII-VIII).
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ponpocaM OuTma. [..] IloMmo, Bu Kxak-TO ckasanm, 4TO

counmHnan ceGe aepns: ,Mieux vaut &tre qu'avoir. Bu npasu.
JAvoir* 310 — OwTs; ,Ltre* — sto Owrie. s

Tsvetaeva's paradigm ‘Pushkin — Blok — Rilke — Orpheus’ which stands
out in her poetic system (see chapter 4 of this work) has an analogy in
Plato's concept of creativity and the Demiurge's role in it. Following Plato,
Tsvetaeva perceives every artist as an embodiment of the Creator—
Demiurge. This is particularly noticeable in her attitude towards Pasternak:

HicnopeanBaloTCSA He CBSIUEHHRKY, a bory. Hcmopeayoch (ne
KXalch, a Boc-Kaxaao!) He Bam, a ayxy B Bac. OH Goabue Bac
— N He Taxkoe eie ciabianan!

(From a letter to Pasternak written in February 1923, S88, 2, p.477)

Tsvetaeva also revived Plato’'s idea about the masculine nature of
creative force. In a long poem "Na krasnom kone" her Genius appears to be
male — it is a rider on a red steed. In the light of Plato's concept,
suggesting that the Demiurge created gods of a fiery nature, it becomes
clear why the whole range of red colours (from pink to negritude) is so
prevalent in Tsvetaeva's poetry (especially in relation to the image of the
poet). According to Timaeus the Universe was created as a result of realised
masculine force, and the whole plenitude of the originated cosmos was
“BH3BaHO ANA caMOR JayuileR XNSHN CNAOR CIOBa TBOPSALIEro Yma“.5% The
same idea is conveyed, in Tsvetaeva's view, in Pushkin's "K moriu". It is
particularly felt in a passage from "Moi Pushkin" where Tsvetaeva talks
about Pushkin carrying the whole sea in an egg (in ancient Greek cosmology
the latter image was a symbol of the Universe):

1 por — Bnaenme: [lymxnH, nepeHocSIun#, DPOHOCSIUNA Haxa
roaoBok — Bce MOpe, KOTOpoe ele W BHYTpPM Hero (ToGowo
nonH), Tak 4TO X BHYTPX Y Hero Bce roiay6oe — TOYHO OH
BeChb B OrpoMHOM A6 HeBa XpyCTalbHOM NPOAOJbLHOM sfine,
KoTopoe eme X B HeM (Mopecsoa). (P, p.50)

Tsvetaeva's approach to Pushkin's texts has certain similiarities with
that of Pasternak whose "Tema s variatsilami" she regarded highly. One of

35 Volkonskii, op.cit., p.XIV.

36 Quoted from: Poetika drevmegrechskoi literatury, op. cit., p.62.
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the poems from the cycle, "Oblako. Zvezdy. I sboku...”, she claims to be her
favourite.5? Moreover, Tsvetaeva inserts a quotation from Pasternak’'s cycle in
her essay in order to clarify her own perception of Pushkin's poem (see the

quotation above).

Pasternak's cycle recreates the same situation, Pushkin's farewell to
the sea, although unlike Tsvetaeva's image it serves as an extension of the
scene taken from "Mednyi vsadnik". However, Pasternak's narration is
complicated by the suggestion of autobiographical details. Thus, for
instance, young Pasternak was his father's model for the charcoal drawing
of Pushkin on the Black Sea; and among his contemporaries he was known
for his resemblance to Pushkin. Tsvetaeva seemed to be aware of the
autobiographical aspect of Pasternak's mythopoetical model which he
exploited in the cycle "Tema s variatsiiami”. She closely linked Pasternak's
marine images with Pushkin's "K moriu”, and her attitude towards them
follows the same pattern: it presents a clear contrast between the real sea
and the poetic myth. To illustrate this point it would be useful to refer to
Tsvetaeva’s own words about Pasternak's "Deviat/sot piatyi god"” and

Pushkin's poem:

M Bce-Takm He packampaoch. ,[Ipnenaercs Bce — auwb TebGe
He aado”. C 3TuMm, sa 3ThM exara. M1 uto xe? To, c uem
exana K sa yeM: TBOA CTHX, T.e. npeoGpaxenne Bewmn. [lypa s,
YTO A HaaAesdaChb YBHAETb BOOYHIO TBOE MOpe — 3ao4Hoe,

HajoyHoe, BHeouHoe. ,Jlpomaft, cBo6oanast cruxusa!* (mMom 10

aer) n ,Jlpneaaercsa Bce” (MOM Tpmamar,) — BOT Moe Mope.
(From Tsvetaeva's letter of 23 May 1926, to Pasternak, S88, 2,
p.485-86.)

Tenepb, TPHANATL C JANIUHKHM JIEeT COYCTH, BHXY: MOe K MOpD
6bI0 — MNYLIKKHCKasi IrpyAb, YTO eXala S B MNYIIKWHCKYIO
rpyabs, ¢ Hamoneonom, c ba#tpoHoM, C LIyMOM, H NIE€CKOM, K
roBOpOM BOJH e€ro AyIUK, MW €eCTeCTBeHHO, 4YTO A B
CpeAn3eMHOM MOpe CO CKaJoOR-AArymko#, a NHOTOM H B
YepHoM, a NOTOM B ATIAHTHYECKOM, 3TOR rpyAH — He y3Haja.
("Moi Pushkin", P, pp.55-56)

57 In a letter to Pasternak of 11 February 1923 she wrote: ,Tenepr o kumure
poioTHyio. CHavana HammoGumeRiume meabHue cruxm. [flo  cTpacrth:

"MaprapnTa”, "O6aako. 3se3an. Y cGoky..." (S88, 2, p.482)
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Therefore, on the one hand, we come across the same approach taken
by Tsvetaeva in dealing with Pushkin's and Pasternak's texts. On the other
hand, using Pasternak's mythopoetic model, based on a comparison of two
elements (water and poetry), Tsvetaeva creates a certain type of ‘marine’
personality which she freely applies to Pushkin, Pasternak and herself as a
poet. In some ways this type of a poet can be characterised as lyrical and
romantic, although it is entwined with some elements which are more
typical of Baroque and avant-garde art:

IlacTtepHak xe — ANHAMNKA ABYX BHepTHX B CTOI JOKTef,
HOANNpAOUMX 06 — MHCANTENS.

Tax HenoaBmxHO Mope — B camyo 6Bypo. (S84, p. 386)

In a similar manner Tsvetaeva describes Pushkin's monument,
identifying it with Pushkin's "K moriu":

H6o IIymxkmn He Haa mnecuaHnHM GyabBapoM CTOHT, a Haa
YepuniM MopeMm. Haa Mopem cpoGoaHOR cTmxmu — [lymxmn
cBoGoanok cruxmu. (P, p.23)

It is interesting that Tsvetaeva tries to ‘revive’ the monument, seeing

in Pushkin a lyrical poet open to transformations and interpretations, in

comparison to her definition of some poets — such as Briusov and
Maiakovskii, for example — whom she characterises as “marble”, static,

living monuments, and so on. (,Crarmunoctr MaskoBCKOro OT ero

craTyapHocTh. [laxe TOT OHCTpPOHOromR GeryH oH — wMmpamophuift. [...]
MasnxoBcknk — xmBok nmamMaTHRK.” — "Epos i lirika sovremennoi Rossii”, S84,
p. 387)

Jerzy Faryno, in his comprehensive analysis of Pasternak's "Tema s
variatsiifami”, comes to the conclusion that Pasternak establishes analogies
between a lyric hero and the Creator, between Pasternak's poetic language
and the Bible. (See ref.52.) In Tsvetaeva's case, however, we should also look
for links with ancient Greek tradition. (Her own tragedies, "Ariac_ina" and
"Fedra", illustrate her preoccupation with ancient Greek culture.) Thus,
Tsvetaeva's description of the seaside in the long poem "S moria” (written in
the form of a letter to Pasternak and Rilke) resembles some aspects of the
poetics developed by Plato and Aristotle. In the poem Tsvetaeva concentrates
her attention on playing with pebbles, which leads her to éreatlng a game
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(with a certain semiotic significance); she hopes that her game will be
joined by her addressee in a telepathic, dream-like way. Child's play was at
the centre of the attention of Greek philosophers, too. Plato’s Timaeus, for
instance, talks about the transformation and metamorphosis of all kinds of
elements. Plato compares a philosopher who observes such transformations

to a child at play:

Hrpa, sabapa, aAeTckas LUyTKa — BOT, OKas3HBaeTCs, Kakoe
sHaueHne mnpuaaeT ORIOCOP Y4YETY KM MCUACAECHHIO BHIAOB
MaTepNK, NOPOXAAEMHX KamAOR CTHXHEA, M, Mallo TOro, 3TO
3aHSITHE ONEHMBAETCSA MM BCEro JKIIb KaK [OroHsl 3a

npaBAONOAOGHHM mupou.”

Just as Timaeus establishes the difference between reason and myth,
Tsvetaeva compares her vision of the real sea with the image created by
Pushkin. Another analogy lies in the fact that the sea in "Mol Pushkin"”

seems to be an alter ego of the poet:

[..] mMope — apyr, Mope — 3oByllee M xayuee [..] Mope
— B3aNMHOe, TOT EAMHCTBEHHHA cilydyal B3anMHOCTH — A0
KpaeB H uepe3 MOPCKOR KpaR HanoJHeHHHt, a He MyCTOR, KakK

cuactanpasa ao6Gosb. (P, p.56)

The crucial principle of avant-garde poetics, the identification of the
author's creation with the creator himself, bears a resemblance to Plato's

concept of the Demiurge who made everything around himself look like him.

In "Mol Pushkin" the statement about travelling to Pushkin's chest
(quoted above) reveals Tsvetaeva's perception of the poem in terms of the
poetics of the avant-garde. This ‘metonymic’ aspect in the depiction of a
lyric hero is especially prevalent in Pasternak's poetry and was pointed out
by Tsvetaeva herself in "Svetovoi liven/". As one scholar puts it, ‘I' in the
poetry of Pasternak is hidden to a large extent — ,oHO MaKCHMaabHO
HeBHpaxXeHO, OTTECHeHO Briay6b CTPYKTYpPH, TaK UYTO MOXHO TFOBOPHTb O
cpoeoGpasnom ,MuHyc-A“, [...], anpnueckoe S nacrepHakoBCKOA mO33KK —

NyCTOR NeHTP KOMIOHOBKH, K KOTOpoMy ofpaineHd npeameTnH (Bewun,

58 Grigor/eva, Poetika drevnegrecheskoi literatury, op.cit., p.72.
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SIBIE€HHSI, ABHXEHHS) ,BHEILHero Mupa“."’q In the same vein Tsvetaeva

comments on Pasternak's and Pushkin's poetics:

KoMy xe rosopnt Ilactepnak? [lactepHak roBOpPHT caM C
coboo. [laxe xouercsi cKasaTb npm camoM ceGe. ("Epos |
lirika sovremennoi Rossii”, S84, 2, p.374)

INacteppak Becb Ha uMTaTeaALCKOM coTBopuectBe [...]
Ilactepnak — nperTBopeHHe mnpeaMmeTa B cebGsi; pacTPOpeHHe
npeamera B ceGe. (S84, 2, p.375)

Ho K Mopo 6nio emie M ao6oBb Mopsa K IlymikuHy: Mmope
— apyr [..], xotopoe Gomtcs,, uro [lymkun — 3abGyzer, u
KOTOpOMY, Kak xuBoMy, [lymikuH oGelaeT M BHOBb oGelnaeT.
(P, p.56) .

As mentioned above, Tsvetaeva talks in the same manner as Pasternak
about the “waves .of Pushkin's soul”, claiming that such an image of
the sea as created by Pushkin and herself can exist only “inside” someone
(P., p.56).

Both Pasternak and Tsvetaeva read Pushkin's text as an ‘open work’,
and interpreted his term “svobodnaia stikhiia” in the light of avant-garde
poetics. The very title of Pasternak's cycle — "Tema s variatsilami” — implies
this; Tsvetaeva's title "Mol Pushkin" is also suggestive. This aspect of
‘openness’ in modern art has been thoroughly studied by Umberto Eco in his
book The Open Work. According to his observations, the modern artist
subsumes openness “into a positive aspect of his production, recasting the
work so as to expose it to the maximum possible opening"%® Eco
establishes in his study the significant difference between the ‘open’ work of
the avant-garde and what we might call ‘classical’ art. In Eco's analysis of
Dante's theoretical statements and poetics we come across an important
conclusion that a medieval text made available to its readers “a range of

rigidly pre-established and ordained interpretative solutions, and these never

59 Josip Uzarevié, “K probleme liricheskogo subZekta v lirike Borisa
Pasternaka”, Poetfka Pasternaka, Studia filologiczne, zeszyt 31/12, Bydgoszcz,
1990, p.26.

¢ {Imberto Eco, The Open Work, translated by Anna Cancogni, London, 1989,
p.S.
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allow the reader to move outside the strict control of the author”.®! In
other words, “the reader can concentrate his attention on one sense rather
than on another, in the limited space [...], but he must always follow rules
that entail a rigid univocability. The meaning of allegorical figures and
emblems which the medieval reader is likely to encounter is already
presented by his encyclopedias, bestiaries and lapidiaries. Any symbolism is

objectively defined and organised into a system".“

The “openness” prevalent in modern art appeared for the first time in
the “open form” of Baroque culture due to the preoccupation of Baroque

artists with dynamic types of expression:

Searching for kinetic excitement and illusory effects leads to
a situation where the plastic mass in the Baroque work of
art never allows a privileged, definitive, frontal view; rather
it induces the spectator to shift his position continuously in
order' to see the work in constantly new aspects, as {f it

were in a state of perpetual transformation. %3

Therefore, in Baroque art for the first time man opts out of the
canon of authorised responses and perceives the world in a fluid state. That
is why Baroque culture can be seen as the first clear manifestation of
modern aesthetics and sensitivity.

It was pointed out earlier that Tsvetaeva's poetics stands very close
to the principles of Baroque art, although her interest in dynamic forms of
expression derives not only from the Baroque tradition but also from
Heraclitus whose Fragments she treasured very much.®® The ‘kinetic’ approach
found by Eco in the art of the Baroque and the avant-garde is applied by
Tsvetaeva to Pushkin's poem "K moriu" which she tries to put into different

dimensional perspectives. She sees it as a potential mystery to be solved;

61 Ibid., p.6.
2 1bid.
83 Ibid., p.7.

¢4 Saakiants claims that Heraclitus's book, translated by Tsvetaeva's friend
Vliadimir Nilender, was among Tsvetaeva's favourite books with which she
never parted. —A. Saakiants, "Vstrecha s knigoi dlia menia radost/. Marina
Tsvetaeva", Oni pitali muzu. Kniga v zhizni 1 tvorchestve pisatelei, Moscow,
1986, p.201.
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thus, Tsvetaeva includes a whole chain of possible interpretations of
Pushkin's image, for example: ,C Acek K Mopo apobGmaoc, Ha rpapwi“, ,co
crapuief cectpok Banepmeit [...] mpeppamasocs B Tarapckme Ty¢pam [..], B
cxaiy /lesy m B ckany Monax"“, ,Hmuero spmreapbHoro m npeiMeTHOro B MOeM
K Mopo ne 6uno, 6uan mymu [...], sSBykx cioB, ® — caMoe riaBHoe — TOCKa:
NyIIKRHCKOro npwsBaHms x npowmanns” (P, pp.51-2). All the suggested
possibilities, however, were surpassed by Tsvetaeva's conclusion that
Pushkin's free element turned out to be lyric poetry. .

In some ways Tsvetaeva's statement can be justified by taking into
account some personal details of Pushkin's life in the Crimea which form
the background of his poem "K moriu". Byron's death in 1824 inspired several
Russian poets: Pushkin wrote "K moriu”, Kiukhel’beker published a poem
"Smert/ Bairona”, Ryleev — "Na smert/ Bairona". Pushkin's response to
Byron's death was in line with the Russian poetic tradition: like Viazemskif,
Ryleev and many others Pushkin perceived it as a highly honourable subject for
solemn poetry. He wrote to Viazemskii: ,Te6e rpycrio no BaftpoHe, a si Tak
pPaa ero CMepTN, KaK BHICOKOMY NpeaAMeTy Anst nossnn .83 Despite this
attitude, Pushkin dismissed the attempts of his fellow poets to revive the
genre of ode in relation to Byron. His own dedication to Byron was closer
to the genre of elegy, although almost at the same time Pushkin criticised
Romantic elegiac poets in his novel Evgenii Onegin. By this time Pushkin
was seeking new applications for his literary gift, eager to extend the
boundaries of lyric genres. As Tynianov argues, the literary path of a pure
lyricist, as outlined by Kiukhel’/beker, by the mid 1820s had already become
unacceptable for Pushkin:

[..] ocmepTh 3aermk m nocnanmk Ounana ana Ilymxnna
fnoKasaTejieM TOro, 4TO JNPHKA AOHXHA YCTYNKTb ‘Ha BpeMs
NepBeHCTBO APYrMM JINTEpaTypHHM ¢opMaM:  Tpareimnm,

KoMeann, catnpe; npuGanxanachr nopa ,bopuca l‘o;lyuoaa“.“

From this point of view, Tsvetaeva was correct to sense that
Pushkin's farewell symbolised a farewell to lyric poetry. However, her image
of Pushkin's poetic persona is one-sided. As indicated by many scholars (for

68 'Quoted.from Iu.N. Tynianov, Pushkin 1 ego sovremenniki, Moscow, 1969,
p-108.

¢ Ibid., p.115.
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example Tynianov), Pushkin turned his attention from Ilyric genres to
dramatic art (a verse play in particular). Tsvetaeva's own plays follow
Pushkin's tradition in many ways, although this fact lies beyond the
boundaries of her essay "Moi Pushkin”. Pushkin's creativity was not limited
to lyrical forms of expression as was exaggeratedly claimed by Tsvetaeva in

the essay. It was Pushkin himself who wrote:

Ham npmaTHO BuaeTs no3Ta BO BCEX COCTOSIHHAX H
H3MEHEHHSAX €ro XHBOA TBOPYECKOR AYWIH: M B Medatd, M
B pPaAOCTH, M B NapeHHAX BOCTOpra, M B OTAOXHOBEHHH
YyBCTB, H B IOBEHaJbHOM HErOAOBaHHH, W B MaJdeHbKOA aocase
Ha cKyuyHoro coceja... baaroropeo nepea coazaunem Paycra,
HO mMoO6Gmo M 3nMrpaMmu... EcTts moaw, KoTopwe He HNPH3HAOT

HHOR NO33RAH, KpOMe BLICIIDEHHOA... 67

Moreover, Pushkin's "Oda grafu Khvostovu" contains elements of
parody on the ‘odes of Ryleev and Kiukhel/beker. Undermining and
overlooking this satirical trend in Pushkin's art, Tsvetaeva recreates in her
essay the type of a poet which matches Kiukhel’/beker's ideal of the solemn
poet devoted to the themes of ‘high art’ with which Pushkin wanted to break
in the 1820s. This type of elevated poet was cultivated by the Symbolists

and subsequently by Tsvetaeva herself.

Another interesting feature of Tsvetaeva's approach is the fact that
she freely uses Pushkin's text as an ‘open’ work to such an extent that she

adopts and plays out the role of the lyric hero of the poem "K moriu":

/M, BHe3anHO MOBEpPHYBLIHCb K HeMYy CIWHOR, nmily OGJOMKOM
CKajlbh Ha cKaje:

INpomaf, cBoboaHan cTuxusa!
[...] s AonxHa aonncaTb J0 BOJHH, BCe AOMKHCATb 4O BOJHH, a
BOJIHA yXe KAET, H s1 KaK pa3 ellle ycnepBalw MOANHCATLCA:

Aaexcatap Cepreesmy Ilywknn [...] (P, p.55)

Tsvetaeva's usage of the situation suggested (in her own view) by
Pushkin, and of the word podpisat/sia (to put one's own signature) indicates
that "Moi Pushkin" contains a certain mythopoetical model related to
Tsvetaeva herself rather than to Pushkin.

As was pointed out above, Tsvetaeva's mythopoetical model on the one

hand derives from Pushkin's "K moriu" and Pasternak's "Tema s variatsiiami":

7 Ibid., p.118.
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it is based on merging the sea (as an embodiment of the water element)
with poetry. On the other hand, it is an expansion of Tsvetaeva's model of
her lyric “I” which is linked to her Christian name Marina. Etymologically
Tsvetaeva traced the origin of her name to two Latin stems mare (sea) and
mori (death):

S, BbIHOLIEHHAasA BO ypepe
He mateprHCckOM, a Mopckowm. [...]
Tu ckaxewn: S mo6ua — mopckyo!

Mopckaa kanyaxa — B Mopa!“ ("Dve pesni”, S88, 1, p.127)

KTo co3aaH m3 KamMHS, KTO CO3AaH H3 [JIMHH,—

A 5 cepebpioch n cBepkao!

Mue aeno — wameHa, MHe mMA — Mapuna,

1 — GpenHas nena mopckas. [...] .

— B xyneam MOpPCKOA KpellieHa — K B noJjere

CBoeM' — HenpecTaHHO pasbnta! ("Kto sozdan iz kamnia...",
S84, 1, p.139)

Yxe He memento, a npocto — mope!

3aBTpa, xoraa moAmem. ("Poema gory"”, S84, 1, p.366)

In this example Tsvetaeva makes a pun from the Latin expression memento

mori, freely identifying the Russian word mope (sea) with the Latin mori (death).

Bearing in mind the role of the water element in the cosmogonic
theories of ancient Greek mythology and Christian theology, it is possible to
see that Tsvetaeva confers her lyric “I” with world-creating power.
Sometimes this lyric character stands out as a Creator independent of God
— like the Egyptian goddess Nieth (whom the Greeks identified with their
Pallas Athene - the great weaver who wove the world with her shuttle as a

)%

woman weaves cloth According to Plato's account, Nieth was considered

68 Nieth played a part in many cosmogonic myths. She was made a
sky-goddess like Nut and Hathir, and she was proclaimed to be mother of
the gods in general and Ra in particular. She was a warrior-goddess, and
wore the crown of the North while holding in her hand a bow and arrows.
(In some ways Tsvetaeva's character in the poem "Tsar/-Devitsa” resembles
Neith.) According to Plutarch her celebrated temple in Sais had this
inscription: “I am all that has been, that is, and that will be. No mortal has
yet been able to lift the veil which covers me.” — See: New Larousse
Encyclopedia of Mythology, intr. Robert Graves, London, 1969, p.37.
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by the Greeks to be both god and goddess, who created the Universe by

uttering words.? The latter image matches precisely Tsvetaeva's

androgynous character bestowed with creative and magical powers.

In addition to my analogies suggested above, it is worth mentioning
that there are some scholars — Faryno, for example — who trace some
features of Tsvetaeva's lyric character to Slav folk tradition. Thus her
self-identification with the foam may have its origin in the folk tale about
the creation of the world by God and the Devil, who emerged from the
foam. Nevertheless, whatever the origin of this lyric character, it always has
the status of the fundamental principle of existence, of being - concludes

Faryno.”

It is suprising, however, that the functional role of Tsvetaeva's
mythopoetic model in her poetics (the ldent}ﬂcauon of her name with the
water element) has been overlooked by scholars. The significance of this
identification is that it forms part of an “open” work created by its author

. (similar to the term “empty element” mentioned above in relation to

Pasternak). As an element, water has the ability to reflect different images
in a mirror-like way. Tsvetaeva's lyric heroine adopts the same role very
frequently. It is not a coincidence that Akhmatova augurally called Tsvetaeva
her “double” and a “mocking bird” (in the poem "Nevidimka, dvoinik,
peresmeshnik...”). It also would be fruitful to place Tsvetaeva's mythopoetic
model against the background of the cosmogonic concepts related to water
in ancient Greek philosophy:

Boaa ecTb NpPO3pPavHOCTb H OQPOPMIEHHOCTb OAHOBPEMEHHO.
Kax ymuuit staoc pasamued B ce6e M TOXAeCTBEH, TaK BOAa
OTANYHA OT BCEro oKpyxaoiero, GyAyudm B TO Xe BpeMs
aGCOMOTHO NPO3PavYHOA N Kax GH TeM caMhHM yxe Te’pm CBOKO
rpaHnny, YyXe OTORAEGCTBAASICb C OKpyxaoumm. OHa —
MOAN(XKAmNsI OrHsi, KOria OH sanBeTaeT Gojee Mam MeHee
TBepAHMN OQPOPMIEHNSIMN, OTKasHBasiCb OT GecmoxoficTea

cBonx nckanmit. [...] oHa — cumBoa GecneyHOCTH, HEBHHHOCTHN,

¢ Grigor/eva, Poetika drevnegrecheskoi literatury, op. cit., p.94.

70  Jerzy Faryno, Mifologizm 1 teologizm Tsvetaevoi (,Magdalina” —
»Tsar’-Devitsa” — , Pereulochki’), Wiener Slawistischer Almanach, Sonderband,
18, Vienna, 1985, p.393.
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6e3panoCTHOCTH M Ge3ropeCTHOCTH YMHOrO CaMOMNpPOSIBJIECHUS

NOABHXHOro B ceGe nokos Be‘lHOCTH."'

In Tsvetaeva's poetics there is a clear manifestation of the qualities
of water described above, which become particularly evident in her symbolic
use of the colour silver. In the 1930s the most prevalent characteristic of
Tsvetaeva's writing becomes, probably, a dynamic image within a framework.

Her self-description in 1938 illustrates this point very well:

A xak xopowo 6bi10 66 — ecan 6H s xuaa B beabrun, kax
Koraa-to xnja B ‘Yexmm, MEpPHOR XH3HBIO, KOTOpPYIO A TakK
oGoxao... (,A OH ,MATexHHR, HileT GypH..“ — BOT yx He mpo
MEHSl CKa3aHo, m euie: — biaaxeH KTo moceTma ceit mup — B

ero MHHYTH POKOBHE... BOT yx He Gaaxen!!) [...] 72

-

Tsvetaeva gives a symbolic meaning to the colour silver, applying it
either to self-characterisation, or in the depiction of other poet-singers
(Blok, for example) or to the sea. In the poem "Kto sozdan iz gliny..."
(quoted above) we came across the line “A ia serebrius/ i1 sverkalu”; the
description of sea water in "Moi Pushkin" appears to follow the same

pattern:

S coxHy m cMOTpIO: Tellepb S BHXY, YTO 3a CKajoh Jlaryuka
— ellle BOAA, MHOro, uYeM Jaibile — TeM OJeaHe#, M UTO
KOHYaeTcsi oHa Gejoi GaecTsiiue#t aAuHeeyHOR uYepTO — TOroO
xe cepeGpa, uTO BCe 3TH TOYKH Ha MajleHbKMX BoaHax. (P,
p.55)

In Zubova's study of colours in Tsvetaeva's poetry, the colour silver
represents, on the one hand, dynamism, and, on the other, the idea of
withdrawal from life. It is opposed to the colours gold and red:
.CepebGpsiHuit — ceaoft mBeT BHpaxaeT B NpousBeseHnsX LlBetaeBoi Haeio
6eclBETHOCTH KaK OTpelleHHs1 OT XN3HH, M B 3TOM CMHCIe OH
NPOTHBONOCTaBNeH BCeéM OTTeHKaM xpacl-loro“.73 This definition matches the

functions of water as an element suggested by the Greeks.

! A.F.Losev, Antichnyi kosmos i sovremennaia nauka, Moscow, 1927, p.222.

"2 From Tsvetaeva's letter to Ariadna Berg of 15.02.1938. — Pis/ma Mariny
Tsvetaevoi k Ariadne Berg 1934-1939, Paris, 1990, p.91.

73 Zubova, op.cit., p.140.
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In the light of the characteristics of water discussed above, it
becomes clearer why Tsvetaeva sees an advantage in identifying her lyric “I”
with it. Most importantly the aspect of reflectiveness allows the lyric “I” to
be dynamic and enter different artistic systems. This flexibility forms an
essential element of an “open” work. It is particularly relevant to Tsvetaeva's
prose writings about other poets. All of them contain an autobiographical
element which reveals itself through the function of reflectiveness, or
mirroring. Thus it has been noticed by many scholars that Tsvetaeva's
portraits of Belyl, or Voloshin, can be taken for self-portraits. The
“mirroring” principle was already outlined by Tsvetaeva as early as 1913 in
the poem "Vstrecha s Pushkinym" in which she proudly declares that she
loves her reflection in the mirror, although this reflection appeared to have
a background containing elements of Pushkin's poetic world. To a large
extent the same approach can be applied to "Moi Pushkin”. Thus, Pushkin's
poem "K moriu" was perceived by Tsvetaeva as an “open”, communicative
situation which she plays out in her own life: as was pointed out earlier,
she puts a signature of Pushkin on the rock after inscribing the first line
from his poem "Proshchai, svobodnaia stikhiia".

In terms of the personal circumstances of Tsvetaeva's life the ritual
of her farewell to poetry in the essay reflected the real shift from poetry to
prose writing which was due to financial pressures. Tsvetaeva found that it
was easier to publish prose than her poems which in the 1930s started to
become more and more incomprehensible to the Parisian public. Tsvetaeva's
letters to friends from this period are full of complaints related to the
necessity to write prose rather than poetry. Besides her financial and
personal problems there are some indications that Tsvetaeva experienced a
crisis in her poetic career, although she very rarely admits it. Thus, in 1935
she wrote to Teskovi:

S aaBHO yxe BHONTA M3 KoJdem mnncaumsi. [naBHOe — Her
croaal...]. Ho eme raapHei: 3T0 (BCsA s1) HAKOMYy He HYyXHO.
9To, B JAyviueM caydae, 30BeTCA ,HeBpacTeHms . Bex MeHs —

muuopan. Ho 06 sTom B apyroit pas.(PAT, p.126-7)

Anna Akhmatova comments on Tsvetaeva's poetic crisis in one of her

diary notes in 1959 in the following manner:

Mapnua ymna B saymb. Cum. ,Jloama Bosayxa“. Eit crano Tecno
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B pamkax [Iloasun. Ona dolphin-like, kak rosopur y
Hlekcninmpa Kaeonmatpa o6 AHToHMm. Eit 6mno Mano oanoit

CTHXWH, OHa YAQAWIacCh B APYTYIO WAM Apyrue.'?

It Is beyond the scope of this work to analyse all the reasons which
led Tsvetaeva to the “escape” from poetry, as Akhmatova puts it. The
relevance to this work lies in the fact that Tsvetaeva tries to match her
personal situation with that of Pushkin. In other words, in "Moi Pushkin”
Tsvetaeva applies the same method of “mirroring” to her discussion of
Pushkin's "K moriu” which is prevalent in her other autobiographical writing.
The theme of being Pushkin's double appears also in Tsvetaeva's essay "Mat/
i muzyka" in which Tsvetaeva persuasively claims that her mother wanted to
have a son, Alexander, instead of her. Tsvetaeva followed her myth-making
line in promoting this parallel in several letters and personal remarks. Thus,
for instance, she wrote to Ariadna Berg about being Alexander in her
spiritual and intellectual ego: ,Mos maTh xoTena chiHa AnekcaHapa, pOAHIach

- f, HO ¢ Aywioft (aa m ¢ roxoso#t!) cHHa A.nexcaﬂ.npa.“m

The very freedom which is felt in Tsvetaeva's approach to Pushkin's
text was typical not only of Tsvetaeva. It was worked out by the whole
range of writers representing the Russian avant-garde. As early as 1910 the
question of the “reading” and interpretation of literary texts was examined
by Andrei Belyi, who outlined an important theoretical basis for the new art.
It is panlcularly important to point out that Belyl urged writers and readers
to look for “suggestive” aspects of any piece of art in order to perceive it

in a creative way:

[..] CTRXOTBOpPEHRE, BOCHPHHHTOC HaMHK, TpebyeT olpeaelieHHO
Haliero TBOPpUYECKOro OTHOLUECHKSA, yTOOH 3aBepuUIKTL CHMBOJI,
KOTOpHA JaNiUbL 3aralaH B CTHXOTBOPEHHX, HO He JaH B

onpejeleHHO KPHCTAJIH30BAHHOM o(')'paae.76

Suggestiveness became a milestone in the poetics of the avant-garde,

although to a certain extent it was already prominent in the writings of the

74 Anna Akhmatova, "Iz dnevnika", V piati knigakh, edited and compiled by
R.D. Timenchik and K. M. Polivanov, [4], Posle vsego, Moscow, 1989, p.273.

S pis/ma Mariny Tsvetaevol k Ariadne Berg, op.cit., p.82.

76 A, Belyi, "Magiia slov", Simvolizm: sbornik statei, Moscow, 1910, p.426.
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period of Romanticism. In Russian poetry it was Zhukovskii who worked out

the suggestive potentials of Russian poetic language. Pushkin's poetics was
significantly different from Zhukovskii's techniques. It inclined towards
logically clear, balanced and neutral forms of expression; in some ways
Pushkin's poetry stands close to the prosaic language of Karamzin (which

was known for its precision and adequacy) as was pointed out by Tynianov:

OH Gui1 Ha caMOR BeplLUNHEe KYJALTYpH KapaM3HHCKOro TOYHOIO
ciopa, TaM, rie 3TO CJIOBO BH3HBanO peaknuio. M, Kak
peaknnio, Ilymkun Bama B 31y [...] KyabTypy BpaxaeCGHue e

YepTH, NOYEPNHYTHE H3 apXaHCTHYECKOro HalnpaBblleHKA.

Ho y IlymkmHa 3TO 6uiO0 BHYTpeHHeR, ,rpaxaaHCKOR” BORHOR
c KapaM3HHH3MOM; Bl1aaes BCEMH AOCTHXEHN MM
KapaM3nHA3Ma, co6/oaasi NPHHUMAN TOYHOrO, ajA€KBaTHOro
Cl0Ba, OH BOEBal NPOTHB MOCHeAHllefA KapaM3MHK3Ma, NPOTHB
nepuPepuH KapaM3HHHCTCKOA KYJAbTYPH, NMPOTHB €e CTaTHKK;
¢epMeHTOM xe, GpOLIEHHHM Ha 3Ty KyJAbTypy, OUYMILIEHHYIO OT
MaHbepH3Ma, 53CTeTH3Ma, Malof ¢opMb, ObLAM NPHHUHNH

BpaxaeGHOR KyAbTYPH — apXaHcTHueckoh.”’

However, in spite of his tendency towards precision, Pushkin
occasionally exploited the element of suggestiveness in his poems. Moreover,
these particular poems attracted the attention of the Russian Symbolists and
post-Symbolists. In "Moi Pushkin”, for example, Tsvetaeva focuses her mind
on what she claims to be her favourite word in the poem "K moriu”
— “votshche” (“in vain”). For some reason, she interprets this word as “tuda”
(“over there”) and turns it into the most suggestive key-word in the whole
poem. Tsvetaeva provides several assocliations triggered by this word in her
attempt to reconstruct the “hidden symbol” (using Belyi's phra‘se) and take

part in re-creating Pushkin's text:
Borwe pBanach ayma mosi!

Botumie — 3710 Tyaa. Kyaa? Tyaa, kyaa n si. Ha ToT Geper OkH,
KyAa si HHKaKk He Mory nonactb [...); BoTmre — 3TO B uyxayio
ceMblo, rae si G6yay oaHa Ges Ack m camas Jio6Gumasi Aoub, C
APYroft MaTepbio M C APYrHM MMeHeM — MoxeT OuTb, Kartsa, a

MoxeT GunTh, Poruesa, a Moxet ObTb, CiH AnekcaHnap. (P, p.49)

7 Ju.N. Tynianov, op.cit., p.70.
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Tsvetaeva treats in the same way the most suggestive elements from

her favourite Pushkin poems which she translated into French in 1936 (see

chapter 1).

The opportunity to develop different potential interpretations provided
by Pushkin's writings can be explained by the fact that sometimes Pushkin's
poetic world appears to be far from static. As one scholar observes,
psXyaoxecTBeHHHN Mup IIymIkKmHa He CTaTHuYeH B CBOeit coBeplUeHHON
rapMOHMHM, HO GOraT CKPHTHMH HOTEHHMSIMH pas3sBHTHA."'° Also Pushkin's
evolution was advancing towards broader objectivity, historicism and
scientific open-mindedness. This was already felt in Evgenii Onegin and
"Kapitanskaia dochka"”, in which the author's point of view is by no means
dominant, and it shifts from one perspective to another. (This aspect will be
discussed more thoroughly in the next chapter, devoted to "Kapitanskaia
dochka”). In his prose- writings Pushkin included some documentary
material and created a narrator who differs from Pushkin himself; moreover,
in order to avoid any authoritative judgement such as is usually passed to
readers by the author, he chose the role of publisher in some of his stories
(such as "Kapitanskaia dochka", Povesti Belkina, "Dubrovskii”). This fact was
largely overlooked by Tsvetaeva, who preferred to identify an author entirely
with his writings.

Nevertheless, in spite of the presence of semantic plurality in some of
Pushkin's texts, his works contain only the first degree of openness, using
Eco's definition. In other words, they produce a univocal message, whereas
in Tsvetaeva's case there is a definite tendency to expand and multiply the
possible meanings of a given message. As we see in "Moi Pushkin",
Tsvetaeva perceives Pushkin's writings as “open” works, attempting to
demonstrate to her readers that Pushkin's poem "K moriu”, for example,
offers us not just one story, one plot, but rather tries to alert us to the
presence of more stories and plots in the same text. Tsvetaeva's essay is,
therefore, a clear experiment in translating Pushkin's texts and even his life
(perceived as a text, a certain semiotic message) into the language of the
avant-garde. It comprises an invitation to modern readers to search for new

plots and meanings embedded, in Tsvetaeva's view, in Pushkin's works.

8 0O.S.Murav/eva, “Ob osobennostiakh poetiki pushkinskol liriki”, Pushkin.
Issledovaniia i materialy, XIII, Leningrad, 1989, p.31.
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CHAPTER 6
Tsvetaeva's mythopoetics in "Pushkin i Pugachev".

In the course of this analysis of Tsvetaeva's works on Pushkin it has
become evident that among the writers of her time she stood out as an
inheritor of the traditions of the Russian Symbolists, Her essay "Pushkin i
Pugachev” crowns the whole body of "Pushkiniana" created by Tsvetaeva and
represents the most controversial issues of Tsvetaeva's polemics with her
opponents. Once again Tsvetaeva uses Pushkin's work in order to promote
her own mythopoetical principles and to shed some light on the political
convictions she held in 1936. She also provldgs her readers with an excellent
analysis of one of the most important aspects of Pushkin's novel — the role
of artistic truth in his works.

Tsvetaeva's 'essay revives the crucial issue of art and revolution, a
dominant theme of many Russian Symbolists since 1905. In Tsvetaeva's case
it has been extended to the matter of the acceptance of the inevitability of
the course of Russian history. Furthermore, the theories of Ivanov and Belyi
about the Dionysian nature of the Russian revolution and the Slav character
received their artistic dénouement in "Pushkin i Pugachev".

It has been pointed out by some scholars, and particularly by
Z. G.Mlnts‘, that the Symbolists tended to understand revolution as
something symbolic, and consequently they saw Symbolism as a new,
revolutionary form of art. This view was characteristic of Tsvetaeva as well.
It comes across very distinctly in Tsvetaeva's essay "Geroi truda” and in her
poetic cycle "Stikhi k Pushkinu” which she called “the most revolutionary of
all times". (See chapter 2 of this work.)

However, the most important "Dionysian"” aspect of Tsvetaeva's

1 Z.G.Mints, "Russkii simvolizm i revoliutsiia 1905-1907 godov", Al. Blok i
revoliatsiia 1905 goda, Uchenye zapiski Tartuskogo gosudarstvennogo
aniversiteta 813, Blokovskil sbornik, 8, Tartu, 1988, pp.3—21.
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treatment of revolt is rooted in Nietzsche's philosophy and subsequently in
the outlook of Ivanov as developed in such works as "Ellinskaia religiia
stradaiushchego boga"”, "Religiia Dionisa", "Nitsshe i Dionis" and "Dukhovnyi
lik slavianstva". A comparison of some of Tsvetaeva's remarks from "Pushkin
i Pugachev" with Ivanov's ideas can establish a certain affinity between
them. Thus, Ivanov characterises the Dionysian principle as the surpassing of
oneself, a desire to embrace eternity and to disappear into it; in the article
“"Dukhovnyl lik slavianstva" he uses Leopardi's words "Tax caazocTHO

KpyilleHbe B 3TOM uope“.2 In the same vein Tsvetaeva talks about Pushkin
and Pugachev:

Bce GeccMepTHHe Amanorn /[JoCTOeBCKOro £ OTAaM Sa
IPOCTOAYIUHLIA HesSHaMEeHNTHIA rEMHasnIeckni
xpecToMaTrRueckni amanor IlyraueBa ¢ I'pmHeBuM, Bech (xak
pech [IyraueB m pech [lymxmn), mayumit nmoa smmrpadom:

. Ectb ynoeane B Goo

M Gesanu MpauHOR Ha Kpap...

B ,IInpe Bo BpeMsa uymHn“ I[Ilymxmn Ham 3TO — cKkasax, B
oKanntanckok pouxe” IlymxmH Ham 310 — caesas. (P, p.546)

Tsvetaeva traces the same desire to experience pleasure from danger
in Pushkin's conversation with Nicholas the First:

Ta xe WHTOHAUMS1 CTPACTHOR N OMNACHOR NPaBAHW: XOXRAEHNSA
GesaHn Ha Kpawo. B orBetax I'prHeBa ML HENPEPHBHO CILIUNM
3Ty HNHTOHARMO, eCIN He Bceria B KaOWHeTe MOHapxa
SPy4YaBlIyI0O, TO BCeraa sSpyvdaBulyo — BHyTpx [lymxwna m yxe,

PO BCSKOM Cilyyae, — Ha moasix ero terpaaet. (P, p.546)

Furthermore, Tsvetaeva herself applies this principle to her own life —
creating a certain mythopoetical model which was especially vividly
expressed in her poem "Poet":

[...] Mexay aa x mer

On, Aaxe pasMaxHYBUINCb C KOJOKOJIbHN,
Kpok BuiMopounT... I60 nmyTh xomer —
IMoatop myTs. [...] (S88, 1, p.220)

2 Viacheslav Ivanov, Sobranie sochinenii, 4, Brussels, 1987, p.668.
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It is also important to point out that Tsvetaeva emphasises the

Dionysian aspect of the Slav character. This feature of her outlook puts her

closer

to

the views of Viacheslav Ivanov. Thus, in the poem

"Pereselentsami...” (1922) she characterises Russians in the Dionysian vein:

BoaubnMn nckpamm
CKBO3b BLOXHHA Mex—
3Besaa poccuickasn:

INporney BCex! (S88, 1, p.180)

The ending of the poem cited above — "Mmnp GenockarepTHui! / Yxo0

TeGe!" represents an allusion to Pushkin's "Mednyl vsadnik". However, in the

context of the poem it stands out as an embodiment of the Slavophile revolt
against the Westernising reforms of Peter the Great which brought the
revolution of 1917 (this attitude was already formulated in Tsvetaeva's poem

“Petru” and later on it again dominated the programme of the Eurasians).?
The characteristic ‘of the Slavs identified by Ivanov sheds more light on
Tsvetaeva's perception of Pushkin's Pugachev:

[..] repmaHo-pomaHckre O6paTbsi CJlaBsIH BO3ABHIIN CBoOe
AYXOBHOE€ N YyBCTBEeHHOe OHTNEe NpeHMyLIeCTBEHHO Ha Naee
AnoanoHoBof, — M NMOTOMY HAapMT Y HNX CTpoft, cBsaAsyoumi
MSTEeXHHE CNIH XN3HeOOGHABLHOro Xaoca, — JaR N NOPSAOK,
KynaeHHBR NPRHYXACHREM BHELIIHKM | BHYTPEHHRM
camoorpaHnuyeHnem. CiapsiHe xe C HesanaMsITHHX BpeMeH
Oblan  BepHHMN cayxnteaaumm [Imonmca. To GespaccyasHo n
ONPOMETYHBO pa3sHy3ALBaINR OHH, TO BAOXHOBEHHO
BHICBOGOXAAIN BCEe XNBHEe CNIH — M He yMeanm nortom cobparts
nx n yxkporutb [..). McTeMm nokioHHMKaMK /InoHuca Ouan
OHM, — H TMOTOMY CTOJlb NOXOX KX crpacmon’ yaea Ha
XepPTBEHHYI0 AOJIO CaMoOro, H3Be4YHO OTAALIErocsi Ha
pacTep3aHme M mnoxpanme, OGora CBsIUeHHHX OesyMuft,

cTpajawolinero Gora 3JUINHOB. 4

Tsvetaeva's discourse on Russian history (marked

by

"pugachevshchina”) has a striking affinity with Ivanov's view. To clarify,

3 See the reference to Mirskii in the discussion of this point in chapter 5
of this work.

4 Ivanov, op. cit., pp.668-69.
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some examples from “"Pushkin i Pugachev" follow: using a quotation from

"Pir vo vremia chumy"” about the happiness that comes from dangerous

pleasures, Tsvetaeva concludes that Pushkin was deprived of this experience:

9toro cuacrbsi IlymxmHy He Ohino AaaHO. /[lexaGpbCKMR OyHT
Gaearneer nepea 3apeBoM [Ilyrauepa. CeHaTckas naomasb —
MOpSIA0K W BO NMS1 HOPsIAKA, Toraa Kak [lyluxmH ropopmr o
rnGean paan rubGean n ee Gaaxencrpe. (P, p.551)

IMymxnHy s o6aAsaHa cBoeft CTPACTLIO K MSATEeXHNKaM — Kak OH
OHN HX HasHBaINCb M HN ojaeBaanch. Ko  Bcsxomy

NpeAnpHATNIO — ANl 6Gu Guino o6peueno. (P, p.554)

Otroro, Moxer 6uTb, Mu Tak [IyraueBy m mpeaaemcs, 4TO 3TO
— COH, KOTOPOMY Heib3si HPOTKBATLCSI, COH, TO €CTb MK B

NnoaHOA HeBOJe M Ha moiaHok cBoGoae cHa. (P, p.558)

It is important to show in the light of Tsvetaeva's emphasis on the
sacrificlal aspect of Russian revolt that her interest in the White army
movement and in the fate of the Tsar's family (which put her at odds with
1930s literary circles) matches Ivanov's perception of the Slavs, and the
Russians in particular, as true Dionysians.

Tsvetaeva's fascination with Russian revolt is mnot something
exceptional, and can be fully understood in the context of the mythopoetical
model of devilry (,uMn$¢ o GecobcTBe”) which was created by the Symbolists
as an extension of the image of devils in Pushkin and Dostoevskii. It was
particularly dominant, for example, in Blok's "Dvenadsat’” and in Voloshin's
poem “Severo-vostok”.> Tsvetaeva quite rightly sees the origin of this myth
in "Kapitanskaia dochka"”, emphasising again and again the significance of its
main elements — wind, snowstorm, the theme of the journey (tema puti),
devil imagery. Thus Tsvetaeva claims that Pugachev was for her a rhyming
word for devil (P, p.544); also the image of "vozhatyl" turns out to be
powerful, not just in her essay "Pushkin i Pugachev"”, but in all of her work
(especially that of the 1930s).

5 See a very suggestive analysis of this myth in D.M.Magomedova, "Blok i
Voloshin (Dve interpretatsii mifa o besovstve)', Uchenye zapiski Tartuskogo
gosudarstvennogo universiteta, 917, Blokovskili sbornik, 11, Tartu, 1990,
pPpP-39-49.
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Taking into account Tsvetaeva's revival of the myth in the essay, it becomes
clear why she focused her attention solely on Pushkin's attitude towards Pugachev
and highlighted this aspect in the title. One of the methods which Tsvetaeva
applies to Pushkin's texts can be called "readdressing of the reference from
the character to the author". (This method has been described by Faryno in
his work on Pasternak's poetics.)® In other words, Tsvetaeva adopts the
method of applying the text of one author to another author, or to herself,
treating it in a mythological way — as a ritual which can be performed by
anyone. The same technique appeared very openly in Tsvetaeva's essay "Mol
Pushkin", and certainly it cannot be ruled out in our analysis of "Pushkin i
Pugachev”. The most striking ‘rearrangement’ of Pushkin's novel occurs in
Tsvetaeva's essay in connection with Pushkin and Grinev. First of all,
Tsvetaeva's perception of the novel, which can be specified as ‘art and
revolt’, ‘deletes’ all the other characters not linked to the conflict:

B moeh ,Kanntanckoh Aouke” He OGHJIO KAlINTAaHCKOR AOYKH, AO
TOoro He OHJIO, YTO N cefluac s1 NPORSHOLIY 3TO Ha3BaHMe
MeXaHN4YecKN, Kax O B OAHO CiA0BO, 6e3 BCAKOro KanmtaHa M
Geso Bcakoi Aoukn. [oBoppo: ,KanrtaHckas aouka“, a Aymao:

»IlyraueB”.

Bcsa , Kannranckass Aouka” AJsA MeHSI CBOAMJACh M CBOARTCA K
ounnM BcTpeuam pmueBa c I[lyraueBnMm: B MeTeabr ¢ Boxathm
[...1 (P, p.542)

Secondly, Tsvetaeva ‘forgets’ that the "real” author of the story is
Grinev (Pushkin takes the role of the publisher of Grinev's memoirs) and
read{esses the whole narrative from the moment of Pugachev's appearance to
Pushkin:

C sABneHmeM Ha cueny I'lyr aYepa Ha - HalmMX riasax

copepiaeTcsi npeppaiieHne 'pmHepa B IlymknmHa: BHTecHeHHe

% Thus, in his analysis of one of the episodes from Doktor Zhivago, Faryno
writes: ,[..] copnagenne mnMeHx x oTuecrBa [pnGoepaosa n Ilymxnna
»Anexcanap CepreeBnu" mnepeaapecoBhHBaeT pedepeHnNO C MEepcoOHaxa Ha
aBTOpa, T.e. ¢ I'pn6oeropa Ha IlymxmHa. 310 cncremuuit [lacTeprHaxkoBckmit
npReM — OH NCKIMOYXTEIbHO OTYeTANB B [loapaxareabHok Bapmaumn ns ,Temu ¢
papmamnamn® [...1“ — J.Faryno, "Kak Lenskii obernulsia Solov/em Razboinikom
(Arkhepoetika "Doktora Zhivago". 3)", Pushkin i Pasternak, Studia Russica
Budapestinensia, 1, Budapest, 1991, pp.149-68.
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obGpasa ABOPSHCKOro Heaopocis oOpasom camoro Ilymxxxa.
MnTpodan Ha Haumx raasax npeppamaerca B Ilymxmua. [...]
llecrnaanaTmaeTHhk I'puHeB CYART N aAeACcTByeT, Kak

TpuAnaTnuiecTnaerank Iymxnn, (P, p.550)

However, Tsvetaeva overlooks the fact that the narrative structure of
"Kapitanskala dochka" suggests, in fact, two Grinevs: Grinev's persona splits
into a participant in all the events and into the author of the memoirs. This
device of making different spatial and temporal dimensions coexist was a
discovery of Pushkin's. Unfortunately, the complexity of Pushkin's narrative
structure in the novel has been overlooked not only by many contemporaries
(including Odoevskii) but also by a great number of later readers and
scholars. It is notable that Tsvetaeva overlooks it, too. It leads her to
perceive the story in the wrong way because of the important omission of
what is called the "dvugolosie” of Grinev. This aspect of Pushkin's work was
outlined in a very illuminating study of Pushkin's prose by Gei:

IIponcxoAnT nmeHTpanbHOe pasaeleHNe NEHTPaAbLHOR GMrypu Ha
COOCHTRAHYyO cpepy N Ha opepy pacCKasHBaHmsa, obGaacTtb
NMOBECTBOBaTeAbHO-NEPCOHaxXHY0 N oOaacTb HmopecTBOBaTeasl N
NOBeCTBOBaHNSI Kak Ttaxkosoro. [..] kamaoe cobhTme, Kamaas
NOBECTBOBATENbHAS MOSKINS pasieldeHH N0  BpeMeHHOR
BepTRKaIAN. Bce 3TO MOSBOASiET roBOPNTb O ABYX NINOCTacsix
I'pnnena. I[loBecTBOBaHNEe NAET KaKk OH Ha ABYX ypommx.7

Tsvetaeva is preoccupied with what can be called "Pushkin's universal
humanism"”. In accordance with Gei's analysis, this is the key element in
Pushkin's poetics:

FaaBHOR CMHCHOBOR KOHCTAaHTOR M, YTO OCOOGEHHO BaxXHO ANA
NOHNAMAaHNA, KOHCTanToh KOHCTPYKTNBHON, T.C.
oObexTHBApPYOLUeA peanbHHR CMLICA nponspeaennss (ma uTO
OOLIYHO YyKasHBaeTcsi, HO Gerio N HemoclieAOBaTeabHO),
ABIACTCA YHNBepcalbHO¢ N  XYAOXECTBEHHO NEHHOCTHOS
oBGocHOBaHRE NMOAINNHHO 4YeJOBEYEeCKNX OTHouleHXR, Aaxe ecian
3TO OTHOILICHNE = MeXAY ABOPSIHHHOM, odnnepom
NPaBATEAbLCTBEHHWX BORCK I'pAHeBHIM ® BOXAEM KpPecTbSHCKOR

7 N.K. Gei, Proza Pashkina. Poetika povestvovaniia., Moscow, 1989, p.219.
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BoAnn IMyravesnm.®

This ‘humanitarian’ aspect of Pushkin's novel could appeal to Tsvetaeva
because she herself tried to play out the same behavioural pattern which
was based on humanitarian rather than political grounds. Tsvetaeva, Voloshin
and other representatives of Symbolism and post-Symbolism treated
Pushkin's art as a source of inspiration and imitation. Voloshin's attitude
towards the revolution (which was highly praised in Tsvetaeva's "Zhivoe o
zhivom") was characterised by Dolgopolov as the attitude of the
citizen-romantic (in other words, poetic).’ Tsvetaeva observed the same
‘poetic’ transformation of history in "Kapitanskaia dochka":

[Mymwxnucknk [Iyrauep ecTb PANOCT NO3Ta Ha MNCTOPNYECKOro
Iyrauesa, punoct anpmuka Ba apxmB [...] (P, p. §565)
Mywxnucknk IIyrauep ectb nos;nqecxu BOALHOCTb, KaK CaM
no3T eCTb HO3THYECKast BOABHOCTD, Ha onuTe
OTHIPNBAOINASICAA OT HABASYABHX OGPasop N HaBASAHHHX
oGpasnos. (Ibid.)

However, in Tsvetaeva's view, Pushkin owes his poetic vision of revolt

to the Russian people (narod): )

[lymxmH nocTynma Xax HapoOA: OH NpaBAy NCHPaBHi, OH OpabBAy
o saoaee — sabua [...]

W, B0 npaBAy O HeM COXpaHNB, N3SbLSIB N3 BceRk NpaPAH
TOALKO MHYraueBCKyI0 Ma’zocTh, jAan Ham apyroro Ilyrauesa,
cpoero [lyrauepa, napoanoro IlyraueBa, XOTOPOro Mu AMOxXeM

MOGKTH: He MoxeM He JOOnTL. (P, p.566)

In some ways, this approach to Pushkin's text can be justified by the
fact that Pushkin introduced a mythopoetical level to the structure of his
novel. It is especially evident in the usage of proverbs and folk songs.

In fact, Tsvetaeva's interest in Pushkin's novel Is limited to this
particular level. Tsvetaeva's perception of "Kapitanskaia dochka" is largely
based on the suggestive nature of proverbs and sayings which were ‘explolted
by Pushkin in the story. Thus, for example, Tsvetaeva claims in "Pushkin i
Pugachev” that folk language is the most expressive way to communicate

8 Ibid., p.218.

® L.K.Dolgopolov, "Voloshin i russkaia istorila (na materiale krymskikh
stikhov 1917-1921 godov)", Russkaia literatura, 1987, 4, p.169.
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with another spiritual reality (ideal in terms of Tsvetaeva's poetic code) —

A Boxatoro — moropopxm! Kpyraasi, Xxak ropox, caMoTKaHasi
OKOAbHASt peub HAAMBHOro si6aAo4Yka mo cepebGpsHoOMy Gaoaeuxky
— Toabko nokpynHee! [IoroBopk)N, B KOTOpPHX S HNYero He
OOHXMAala M MNOHATH He MNHTalach, KpoMe TOro, 4YTO OH
TOBOPAT — O APYroM: CaMOM BaxHOM. 9To Ouna mepBast B
MoeR XNSHMA KHOCKasaTelbHas peub (M Docieanssi, MHe
CYRACHHAs!) — O TOM CaMOM — APYTMMMN CIOBaMM, 3THMN
clloBaMX — O APYTroM, Ta peub, O KOTOpPOR s, ABaamatb JeT
COyCTA:

IToaT — m3aamexa 3aBOANT pedb.

[To3Ta — Aanexo 3aBOANT pedb... —
XaKk aazrexo sasena — Boxaroro. (P, p.541)

The attitude to folk speech expressed by Tsvetaeva in “Pushkin
i Pugachev" and cited above is more typical of Russian modernists
(especially of the Cubo-Futurists) than of Pushkin. Tsvetaeva was herself
renowned for using Russian folk structures and archaisms abundantly in her
own art (in particular in such works as "Pereulochki”, "Tsar/-Devitsa" and
"Molodets"). Tsvetaeva's intention to treat Pugachev's language as some
sacred form of speech again puts her closer to the Russian Futurists'
experiment with transcendent language ("zaum’").

However, some of the proverbs and folk songs used by Pushkin in
"Kapitanskala dochka" do form a chain of what can be called key mini-plots
or prototypes, which shed light on the development of events and characters
in the novel. Thus, for instance, Savel/ich's words about Pugachev in the very
first scene of the story - "either a wolf or a human" - (the smowstorm in
"Kapitanskala dochka" repeats the situation of Pushkin's profound poem
"Besy") contain an important characterisation of Pugachev, who showed both
sides of his personality in the story. Tsvetaeva focuses her attention on
them, too. Thus she provides her readers with the lengthy discourse of
Pugachev's principle "kaznit/ tak kaznit/, pomilovat/ tak pomilovat/",
emphasising the extreme nature of his love (which stands out as an opposite
to his cruelty in Istoriia Pagachevskogo bunta). —

Becy Ilyraue ,KanmTaHCKOf AOYUKK" B3AT N JaH B
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NCKIOUYNTeabHOM Aas [lyraueBa caydwae — pao06pa, B

ACKIOUYNTEAbHOM — mo6Bn. Bcex-ae kasmo, a Te6s Mwayo. (P,
p.559)

Tsvetaeva also develops another suggestive aspect of Pushkin's image,
revealed in the characteristic given by Savel/ich to Pugachev — "a wolf".
Furthermore, she transforms it into an image from Russian fairy tales:

INymxxaCcKnk Ilyraues (,KannTanckok = Ao0uxknm‘) ecTb
coGmpaTenbHui pasGoAHNK, moaoea, uYyMak, Gec, ,A06pHit

Mouoaen", cepuit Boak Bcex ckasok [..]. (P, p.567)

Here it would be interesting to discuss two points advanced by
Tsvetaeva in the statement quoted above:

Firstly, Tsvetaeva's persistent usage of the word "vozhatyi" (a guide)
in her essay, together with the conclusion that Pugachev is a wolf from folk
tales, are linked to, the earlier statement (in the beginning of "Pushkin i
Pugachev”) about the sacred nature of his speech. One should not forget
about Tsvetaeva's ‘readdressing' to herself the whole situation related to
Grinev. The remarks by which Tsvetaeva reveals this point are scattered
around the text, but the most important of all is her claim that Pugachev's
allegorical language (inoskazatel/naia rech/) is the last allegorical talk
which she is to hear in accordance with her destiny (P, p.541). This ‘personal’
touch in Tsvetaeva's attitude to Pushkin's Pugachev brings us closer to
understanding how Tsvetaeva links the plot from "Kapitanskaia dochka" to
her own mythopoetical model. Secondly, it would be fruitful to examine
Tsvetaeva's application of Pushkin's theme of fate (Pushkin provides us with
an example in "Kapitanskaia dochka") to her own circumstances.

E.B.Korkina has conducted an interesting study of Tsvetaeva's long
poems based on folk tradition, and has concluded that all of them can be
traced to one plot (she calls it "liricheskii siuzhet") which involves a tragic
union of a human being with the force of the Devil. —

Bo Bcex no3’Max ONRCaHAa OAHa M Ta Xxe MNOrpaHNYHaAsA
CATyanmsi — nporxpoctosiine Cnau x XeprtBu. BcTpeua repos
(repomHN) C HeseMHHM CYILIECTBOM N CTpeMieHne K COopoS3y C

HAM BeAeT K paspylIeHNO ero aAK4HocTM K xmsHx. [...]

Bcex repoeB NpATArNBaeT K ceGe — 20 moaHOro camosaGBeHHs
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N 3aGBeHNs1 3eMHOro JAoJra — CTAXMAHASA CNJa, TeMHas, HNYeM
He MPOCBETNEHHast X B 3TOM CMHCAe NPOTHBOMoJoxHast bory,
BOINIOIIEHHAA B CylulecTBe MHoro wMmmpa — lLlapb-/leBnne,
Bcaaunke, ‘lepHoxkHmxHNnme, MOéaoane. PaspyumrenbHas Ans
XN3HMN N AYUIN YellOBeKa, Cnia 3Ta TpebyeT OT Hero
HeuejlOBeYeCKHX XepTB, AaBas B3aMeH YyBCTBO HPHYACTHOCTH

K MHOMy - BHCueMy — Mapy.'?

In the light of Korkina's observation, it becomes clearer why
Tsvetaeva pays such great attention to two aspects of Pushkin's novel — to
the name "Vozhatyi” given to Pugachev and to the theme of duty ("dolg").
She thus emphasises the "inhuman" nature of Grinev's guide, claiming that
one is enchanted by him. It is also important to bear in mind Tsvetaeva's
device of "readdressing” the situation which she applies to herself and to
the readers of her essay (treating Pushkin's text once again as an ‘'open'
work — see chapter § of this work in which this point is thoroughly
discussed):

W ecam Mu yxe sauapopann IlyrauepniM H3-3a TOro, 4To OH —
[lyraueB, TO ecTb XxXABOA cTpax, TO eCTb CMEPTHHR CTpax,
Halll ACTCKMR COHHHAA CMEpPTHHR CTpax, TO KaKk Xe HaM He
sauapoBaTbCsA NM BABOAHe M BnoiHe, korja [..] sToT msBepr

- emte N AOONT.

B ITyrauese IIymknH aan camoe CTpailHoe ovyapoBaHHe: 3ja, Ha
MNHYTY crasumero aAo6poM, BQO CBOO caMOCHay (sxaa)
nepexnHybiiero Ha Ao6po. Ilymxka B cBoeMm Ilyrauepe aan Ham
HepaspelINMyl0 3araaky: SiIOAesiHMst — X uncroro cepama. (P,
p.567)

Tsvetaeva's words cited above have brought controversy in recent
years. In 1989 the Parisian Vestnik russkogo khristianskogo dvizheniia
published an anonymous article which contained many acid accusations

against Tsvetaeva for creating a ‘cover up' for the NKVD activities of her

10 g B.Korkina, “Liricheskii siuzhet v fol’klornykh poemakh Mariny
Tsvetaevol"”, Russkaia literatura, 1987, 4, pp.167-68.
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husband. The author of the article argues that this was reflected in the
essay "Pushkin i Pugachev".“ One may not agree with the tone of the
article, but it reassures us once more that Tsvetaeva's Pugachev is a
mythopoetical model taken from the character created by Pushkin, and to
some extent Tsvetaeva's essay contains an insight into her own political
mood at the end of the 1930s.

Undoubtedly, Tsvetaeva's images of evil and the ‘pure heart’' have, on
the one hand, some roots in her own tolerance and loyalty to her husband.
On the other hand, autobiographical details seem to justify, in Tsvetaeva's
opinion, such a combination in Pushkin's work. It is amazing to see an
interesting match between Tsvetaeva's words on Pugachev and her comments
on her husband's political crimes. One example comes from Tsvetaeva's letter
to Ariadna Berg (of 2.11.1937) — after Efron's disappearance from France due

to his crucial involvement in the murder of Reis:

Brxy nepea coGok Bame crporoe, OTKpHTOE, CMejlOe JKOO, X
ropopro Bam: uTOo 6 BH O MoOeM Myxe HN CHHIIAAK N HH
YNTAAN AYPHOro — He BepbTe, KaK He BEPHT 3TOMY HH OANH
(xoTsn O6n caMbft ,npaBLit“) W3 ero — He TOJAbLKO SHaBLINX, HO
— BcTpedyaBumx. OAnH Taxok MHe HejaBHO ckasan: — Ecam Gu
C.5. cefivac Boulied KO MHeé B KOMHaTy — s1 ObH He TOJbKO
of6pazoBaicsi, a 6es Maxekiero COMHeHns1 caenan 6u Aast Hero
BCe, uTO Mor. (3TO B OTBeT Ha AaHOHHNMHYIO CTaThiO B

Bospoxaennn).'?

In spite of Tsvetaeva's denial of any knowledge of her husband's
activities, the facts which we have in our possession today contradict her
profession of ignorance. It seems that Tsvetaeva was applying the formula

created in "Pushkin 1 Pugachev" :

~la, SHalo, SHaO Bce Kak Guio m Kak Bce Gmao [...], Ho 3Toro
CBOEro SHaHWSA — 3HAaTb He Xouy, TOMY HeCBOEMY, 4YyXOMYy
SHaHNIO NPOTHBONOCTABJSIO SHaHMe — cBoe. I Jaydlle 3Ha©O.

A ayquee 3Hao:

11 A.A.,"1937 god v zhizni Tsvetaevoi®, Vestnik russkogo khristianskogo
dvizheniia, 155, 1989, pp.137—48.

12 From letter M47, Pis/ma Mariny Tsvetaevol k Ariadne Berg 1934-1939,
Paris, 1990, p.77.
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TbMbl HNSKAX HCTHH HaMm A0OpoOXe

Hac pospuitunaoumht o6man.” (P, p.565)

In support of her claim Tsvetaeva refers to Trediakovskii's statement
of the poet's right to create a poetic transformation of reality. However,
when applied to her husband, and to the theme of motherland in Tsvetaeva's
art, this approach leads us to contradiction and confusion, especially if one
follows Ariadna Efron's advice on how to read Tsvetaeva's texts. Thus, in
her conversation with Veronika Losskaia, Efron suggested that one has to
link every creation of Tsvetaeva to a biographical subtext: "Haao sHartp
NOATEKCT, 3 TO HHYero He mofimeis. Kaxaoe CTHXOTBOpeHHe TeCHO CBSISaHO C

XHSHBO, |(poauo."13

Unfortunately, we do not have enough evidence today to assess to
what extent Tsvetaeva knew about the polit-.lcal activities of her husband.
However, we can say that she shared with the Eurasians a strong fascination
with the Russian people (narod) and their belief in its missionary role. That
is why, despite Tsvetaeva's condemnation of Stalin (expressed in one of the
letters), we do not have any poems devoted to the repression or suffering of
Soviet citizens opposed to the regime. Instead, Tsvetaeva produced poems
such as "Stikhi k synu", "Luchina”, "Rodina", and "Cheliuskintsy". This was
partly due to the fact that Tsvetaeva's art developed in such a way that it
stood very close to Russian Futurism with its optimistic wavelength (in
terms of historical judgement). As was mentioned earlier in this analysis
(see chapters 4 and 5), Mirskii cited Tsvetaeva and Pasternak as poets of
active, life-asserting art in comparison with the decadent tonme of Russian
Parisian literature.

Nevertheless, this belief in the future of Russia coexisted in
Tsvetaeva's mind with a strong feeling of disillusion with the world and
culture to which she belonged. The image of the world being diseased comes
again from the European Baroque, and supports the thesis that Tsvetaeva's
art can be called neo-Baroque. Even Tsvetaeva's perception of Catherine II in
"Kapitanskaia dochka" bears a resemblance to European Baroque artists who
claimed that the world is a stage:

Kontpacr Mexay uepHoTto#t IlyraueBa u ee GeamsHoit, ero

XHBOCTBHIO M €e BaxHOCTHO, ero Becelok A06pOoTOR H ee —

13 Veronika Losskaia, Marina Tsvetaeva v zhizni, Tenafly, 1989, p.204.
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CHNCXOANTE/bHOR, €ro MyXWYeCTBOM N €e JaMCTBOM He Mor

He OTBPaTATL OT Hee AeTCKOro cepana, €ANHO-MOGHBOro X
yXxe npxBepXeHHOro ,saoaeo”. [...)

Ha orneBoMm ¢oHe IIyraueBa — mnoxapoB, rpaGexeft, MeTreaef,
KNONTOK, INPOB — 3Ta, B Yenne N ayulerpefike, Ha cxameixe,
MeXAY BCAKKX MOCTNKOB K IJINCTHKOB, NpPEACTaBiAlach MHe
orpoumuoik Genok puiGoit, Geaopubnuer. (P, pp.554-55)

Tsvetaeva's preference for Pugachev reflects the fact that such Baroque
topoi as the world upside down, world as hostelry, world as dynamic
consistency form an essential base for her artistic outlook. She chooses
Pugachev as an embodiment of the principles mentioned above. The whole
chain of images such as revolt, fires, snowstorms, carriages, and feasts is
linked in Tsvetaeva's description to Pugache.v. simply because the Baroque
notion of disharmony had a great impact on her artistic vision. We could
compare, for example, the words of the Spanish Baroque writer Critilo —
“this entire Universe is composed of contraries and is harmonised by
disharmonies"!* — to Tsvetaeva's mythopoetical model.

Tsvetaeva's fascination with Pugachev has roots in Baroque art with
its taste for bloody ruthlessness, violence and cruelty. However, it has
merged in "Pushkin i Pugachev" with Tsvetaeva's mythopoetical model which
appeared in her poems in folk style. Taking into account our reference to
Korkina's observation about the recurring theme of the fatal union of the
victim with an evil or violent force (see reference 10 of this chapter), it
becomes easier to trace this plot In Tsvetaeva's affirmation of the love
union of Grinev/Pushkin and Pugachev:

Bcrpeua I'pnaepa c¢ IlyraueBHM — B MeTelb, 3a CTOIOM, MNOA
Brceannef, Ha JOGHOM MecTe — MeuTaHHAsA BCTpedYa CcaMoro
Myumxnsa ¢ Camospannem. (P, p. 551)

B ,Kanntancxkok aouke* [Iymxkma nmoa uapy Ilyrauesa moaman x
A0 nocieaHeA CTPOKN Ns-noA Hee He Buuuen. [...)

M raasHoe (oHa jzaHa) B ero amarngyeckod BHELHOCTH, B

xoTopyo cpasy paooniacs Iymxnn. (P, pp.552-53)

N Quoted from: José Antonio Maravall, Culture of the Baroque. Analysis of
a Historical Structure, Theory and History of Literature, Volume 2§,
Manchester, 1986, p.158.
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Tsvetaeva's claims are a distorted picture of Pushkin's text. She even
shows Pugachev with black eyes, though Pushkin does not specify the colour
of his hero's eyes. All in all, Tsvetaeva's recreation of Pushkin's Pugachev
stands out as a distorted, highly exaggerated and symbolised image which
has experienced much transformation. Thus, for instance, Tsvetaeva's
attempt to make it more symbolic is related not only to the chain of
romantic images linked to Pugachev, but also transforms Pushkin's usage of
the word vozhatyi (a guide) into a symbol: in "Pushkin i1 Pugachev" she
persistently writes it with a capital letter (in the manner of the French and
Russian Symbollsts).' Thus, her image is far from that created by Pushkin.
One may compare Pushkin's ‘neutral’, realistic description of Pugachev,
emphasising the adventurous nature of the character, with the highly
symbolised figure (based on highlighting supernatural, magic aspects) created
by Tsvetaeva. A few examples can establish how Tsvetaeva's re-creation
contradicts the original image:

Sl psrasHya Ha mnoJaTH N YBRAen uepHyo Gopoay K aBa
cBepkapoime raasa. [...]

HapyxHocTb ero mokasajzacb MHe saMeuarejbHa: OH Oba JeT
COpoOKa, pPOCTy CpeAHero, XyaAouas N Lumpoxoniaeu. B uepHok
Gopoae ero NOKasHBalaCb NpPoCeAb: XHBhe GoablliNe riaasa Tak
R Geraan. JInmo ero MMeao BHpaxeHNe AOBOJALHO NMPNSATHOe, HO
naytoBckoe. Boaoca Guanm o6CTPHXEHH B KPYXROK; Ha HeMm Ohit
oGopBaHHLA apMfAK M Tatapckme waposapn. (Pushkin, 3, p.240)

HeoOHKHOBeHHasi KapTNHa MHe NpPEeACTaBNJach: 8a CTOJOM,
HAaKPHTHM CKaTepThH0O N  YCTAHOBJEHHHIM  IITOPaMN N
crakanamMn, [lyrase N veloBex JecsiTb KasanKAX CTapLUNH
CHAeAR B IIanKaX N NOBeTHHX pyGauxax, pasrépnuemme
BXHOM, C KPacCHHMN poxaMn N Gancraoummn raasaumm. [...]
Ilyrauep Ha mepBOM MeGTe CHAed, Oo6A0KOTSAC X HOANKpast
YepHy©o GOpOAy CBONM IUNPOKNM KyidaxoMm. ‘leptn amma ero,
npaBmiabHHE X AO0BOJbHO MNPHATHHE, HE NSBLABISAAN HHYEro
cenpenoro. (Ibid., p.277)

TlyraueB cMOTpesll Ha MeHSI HPACTAIbHO, N3peAKa NPXNLYPNBAsK
AeBuHMt raas € YARBATE/AbHHM BHpaxeHNeM INIYTOBCTBA N

HacmewmanpocTN. (Ibid., p.278)
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As we mentioned above, Tsvetaeva's perception of Pugachev is highly
symbolised and focused around the one word ‘'guide’ which is transformed
into a symbol. From the very beginning of the essay Tsvetaeva claims that
this word always had a magic meaning for her:

EcTb Marmueckme cuaoBa, Marmgeckme BHe cMmuicia [...] —
CaMO3HaKM N CaMOCMHCIH, He HyXAaOIKecs B pasyMe, a
TONLKO B CiyXe, CIOBa 3BEPNHOro, ACTCKOro, CHOBHAEHHOIO
Si3uIKa. '

[..]

TaknM croBOM B Moefl XNsSHK GHIO M OCTaloch — BoxaTHft.

Ecan On Menst, ceMNIeTHOO, CPeAM CeAbMOro CHa, CHPOCNJN:
»Kax HaswBaeTcsi Ta Beiuh, rae Cabennnu, X nopyunx Iprues,
n napmna Exarepmna Bropasi? — s OM cpasy oTBeTmaa:
wBoxaTeit“. V1 ceikgac Bcsa , Kannranckass Aouxka“ aas MeHs
€CTh — .ro N Ha3HBaeTCA — Tak.

[...]

M xoraa HesHakOMHA IHpeAMET CTal K HaM MNOABHraTbCsi M
yepes ABe MHHYTH CTal 4YeJOBEKOM — S yXe gHajla, 4YTO 3TO
He ,A006pni uyenoBeKk', Kaxk HasBajJ ero SAMIMMK, a JNXOH
Ye/lOBeK, CTPaX-4elO0BeK, TOT YelOPeK.

[.]

BoxaToro s maala BCGO XN3Hb, BQO CBOD OrpOMHYI0

ceMRAeTHOO XnsHb. (P, p.540)

The very beginning of "Pushkin and Pugachev" provides us, therefore,
with all the key images which help us to understand the mythopoetical
model applied by Tsvetaeva to Pushkin's text. Earlier we mentioned
Tsvetaeva's favourite device of rearranging references or ‘'readdressing the
situation' from one person to another. Tsvetaeva treats Pushkin's story as a
myth which is based on the central situation of Grinev's meeting with
Pugachev. In terms of Tsvetaeva's mythology such a meeting is a desirable
event in someone's fate — especially in a poet's fate (that is why she wants
to convince her readers that Pushkin replaces Grinev in his own story).

Taking into account Tsvetaeva's semiotic language and imagery, it is
possible to unfold the whole meaning of her essay, which is not as
controversial as it appears. As Korkina has pointed out, most of Tsvetaeva's

characters seek a union with a supernatural figure or force. This superhuman



- 299 -
force destroys their human, material shape and compensates for this
destruction with the possibility of entering another reality. In the light of
this mythopoetical model, Tsvetaeva's image of a guide and the number seven
create a certain ritualistic background for the recreation of Pushkin's myth.
Many Tsvetaeva scholars have commented on her obsession with death,

particularly vividly expressed in "Novogodnee"”, "Poema kontsa"” and "Poema

. vozdukha". For many of the characters created by Tsvetaeva, death is

desirable, helping the spirit to be free and to return to its origin. This view
goes back to ancient Greek philosophy, in particular to the Orphic tradition.
There is no need here to go in depth into Tsvetaeva's artistic model of the
world. Once again we need to outline the fact that Slav folk tradition
merges in her essay with ancient Greek concepts. Thus, she mentions the
number 7 in relation not only to her age but also to the dream — "sredi
sed’/mogo sna” (P, p.540). (It is interesting to note that further on in the
text Tsvetaeva claims that she was six years old when she read Pushkin's.
story. — P, p.552) In many mythological traditions the number 7 stands out
as being magic; it helps to enter different realities as well as being an
essential element for many rituals. Thus, almost in a ritualistic manner,
Tsvetaeva states that she waited for her Guide all her life: "Boxaroro s
XAajNa BCO XNASHb, BOO CBOD OrpOMHYI0 ceMmieTHoO® xnsHb" (P, p.540). (The
number 7 plays a very important role here, and in this function of ensuring
entry to other worlds it appears in Tsvetaeva's very last poem "la stol
nakryl na shesterykh". (S88, 1, pp.331-32.) In the latter, Tsvetaeva calls herself
“the seventh".)

Tsvetaeva's Pugachev resembles the very ancient image of the Guardian
of the Underworld — Charon (who took spirits to the other side of the river
of the dead). Charon is represented in Greek mythology as an ugly old man
with a grey beard wearing a tattered cloak; he behaved towards souls in a
despotic and brutal way. Tsvetaeva highlights similar aspects of Charon's
character in Pugachev. Furthermore, she merges the Greek archetype with the
Russian folk character the wolf, who performs a function similar to those of
Charon. (She calls Pugachev a wolf of fairy tales — P, p.567.) As always in
Tsvetaeva's poetic system, her key words and images turn out to have some
linguistic links. Thus, if we take into account the etymological origin of the
word "volk”, then we can see that the word ‘guard’ (vozhatyi) is an
explicated notion of the word 'wolf'. One of the possible origins of the
word 1s traced to the Slav stem "vel-". This stem appears in the verb
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"volochit/"; from the etymological point of view it means 'to take away'.
(There is a certain analogy with the Greek language, in which the similar
sounding verb "helko" — "I am taking away" — appears)!® Also Tsvetaeva's
vision of Pushkin's Pugachev merges with Egyptian tradition. (Tsvetaeva was
very interested in ancient mythology in general; she learnt much from her
father's collection of Egyptian and Greek works of art.!®) Thus in Egyptian
mythology there was a wolf-headed god Upuaut who signified "he who opens
the way“.'7 Taking into consideration another aspect of this god — the
guidance of the warriors into enemy territory — we can come closer to
revealing the meaning of this image in terms of Tsvetaeva's personal myth.

At the time of writing the essay, Tsvetaeva's mind was very much
focused on the idea of going back to Russia. In the light of her intention to
go back it is understandable why she emphasised Pugachev's function of
guiding in such a prominent way. On the one hand, ‘the Egyptian principle
of the wolf-god who takes warriors to enemy territory matches Tsvetaeva's
description of Pugachev. (She always opposed the Soviet regime as such,
therefore it was enemy territory for her.) On the other hand, she perceived
Russia as not only her actual homeland but also as her spiritual homeland;
reunion with this type of homeland is achieved by death. (The model of such
a ‘return’ is described in the most straightforward way in "Poema kontsa".)
Besides, Tsvetaeva talked of Russia in the poem "Novogodnee" as a land of
the dead. (In this poem she wrote to Rilke about Russia: ,ToT CcBer Ha 3TOM
spea“ — S88, 1, p.261) From this point of view, Tsvetaeva's Pugachev
resembles the wolf-god once again — due to the Egyptian tradition of
worshipping him as a god of the dead too. To conclude this aspect, one has
to state that "Pushkin i Pugachev" stands in line with Tsvetaeva's tradition
of recreating folk ritual by ‘recalling’ the dead as guides into another

13 G.P. Tsyganenko, Etimologicheskii slovar/ russkogo lazyka, Kiev, 1989, p.66.

16 Anastasiia Tsvetaeva recalls the following: "Mapmna umTana aHTHuHYDO
axtepaTtypy. ViHTepec K Heit NOsiBMACS He TOabKO Gaaroaapsi ormy. [lo ee
ACCATN JeT Mysea He OwiI0, MMPaMMm HaC HaumHsIa MaTh, N Mapnna

Mxoaornei oueH» mHTepecoBanach.” —Veronika Losskaia, op.cit., p.214.

17 ln'prehlstoric representations the wolf-god guides the warriors of his
tribe into enemy territory. A former warrior-god, he was also worshipped as
the god of the dead. — New Larousse Encyclopedia of Mythology, Introduction
by Robert Graves, London, 1969, pp.25-27.



- 224 -
reality. This device prevails in such works as "Novogodnee", "Nezdeshnii
vecher” and "Zhivoe o zhivom". It was one of the reasons, too, why

Tsvetaeva chose Pushkin's "Zaklinanie” for her French translation (see
chapter 1 of this work).

In addition to the points stated above, it seems important to note
that some linguistic theories link the Russian word "volk” to another word
"volkhv" (meaning "wizard"). 1 have not come across such a link. However, it
is discussed in Faryno's article on Doktor Zhivago, in which he considers the
image of a "wolf" to be the double of a poet.!® In "Pushkin i Pugachev" such
a parallel is suggested by Tsvetaeva herself:

IMoaT — m3zanexa 3aBOANT peub.
IlosTa — Aaneko 3aBOANT peudb..—

KaK Aajexo 3aBeia — Boxartoro. (i’, p.541)

Furthermore, Tsvetaeva points out that this speech contains some
sacred message relaﬂng to her final moment of life and destiny, as well as
claiming that the image of Vozhatyi appeared, for her, from the “fairy tale
of her life and being” (P, ibid.). Such an approach to Pugachev reveals a very
important feature of Tsvetaeva's poetics which undoubtedly in this case can
be outlined as the poetics of the avant-garde. This refers to Tsvetaeva's
regarding Pushkin's text as an event or act which took place in her personal
life. This fact was called by Istvdn Nagy "an event-being". By contrast with
nineteenth-century art, in Nagy's view we see in the avant-garde paradigm
"nepeMellieHne aKneHTa C ,,XASHeTBOpYecTBa" (NpMMaT XNSHA HaA HCKYCCTBOM)
Ha NPROpPATeT Texcra (XyAomxecTBeHHoe cooOblleHMe MNOoJdydaeT CTaTyC BTOpO#

pea.lumotrnl)".‘9

" Futhermore, Tsvetaeva judges Pugachev in the same terms, claiming
that speech, his orientation towards folk culture (proverbs, folk songs)
brought him to a tragic end (see the quotation above). In other words,

Tsvetaeva establishes the dominance of folk culture, text in Pugachev's life.

18 B xHA0eBpONeACKNX TPaAHOHSIX, B TOM URCIEe N B CIaBSHCKOM (OJIbKIOpE,
BOJIK — HOCHTelb OCOGOR MYAPOCTH, NOpPEABOANTE]Ib, BOXAb, CBS3aH C
BOJIXOBaHHEM K O5THM CaMbiM JIeTKO CBA3HBAeTCA KM C NO3THYECKHM
TBOpUecTBoM.” — J.Faryno, op. cit., (note 6), p.163.

19 I.Nagy, "BIOGRAFIIA—KUL/TURA — TEKST (O ‘"sdvige" v russkoi
kul/turnoi paradigme).” — Studia Russica Budapestinensia, op. cit., p.239.
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Subsequently, this statement leads to an interesting suggestion which
Tsvetaeva had in mind when writing her essay. It seems that not only was
Pushkin's text taken by Tsvetaeva as a behavioural model, but in the same
vein she judges Pugachev who, in her view, was using folk songs and culture
as a prototype for modelling his own life (see Tsvetaeva's comments quoted
above about the text, speech which dominated his life). When drawing a
parallel between a poet and Vozhatyl, Tsvetaeva undoubtedly had in mind one
particular episode from "Kapitanskaia dochka": at .the most important
military gathering Pugachev proposed to sing a song, which contained a
certain pattern of his own fate:

M na cem-TO CTpaHHOM BOEHHOM cOBeTe pelleHO GHIO NATH K
Openlypry: ABNXeHNe Aep3Koe, X KOTOpoe uyTb OniO He
yBeH4YaloCch OGeACTBEHHHM ycnexoM! moxoa Ona o6GbLABIEH K
sapTpaimuHemy awo. ,Hy, OGparnn, — ckasan [lyraues, —
SaTsIHEM-Ka Ha COH TrpsiAyumMA MOO JAOGAMYD NeCeHKy.
Yymaxop! Haumnrahk! — Cocea MO SaTsHyd TOHKAM IOJOCKOM

SayHHBHYO OGypJianKkyio MecHI0, K BCe NMOAXBATNIAN XOpOM:

He myMmr, MaTM seienas AyOGpoBYyLUKa,

He Memat wuHe, 106pOMy MOJOANY, AYMYy AYMAatTA.
Y10 sayTpa wMHe, 306pOMy MOIOARY, B AONPOC HATH
[lepea rposHoro cyabpo, CamMoro maps.

[.]

ITO BO3roBOPAT Haaexa HpPaBOCHaBHHA Rapb:
Hcnoaatr TeGe, AeTMHyHIKa, KPeCTbSIHCKNA CHH,

YTo ymMmea TH BOpPOBaTb, yMel OTBeT AepxaThb!

1 sa TO TeGA, ACTHHYNIKA, HOXANYO

CepeaAx mnoiasi XOpOMaMM BHICOKAMN,

Y10 AByMS AN cTOoaGaMK C mepexiaiMHOR.

Heposmox:o paccKkasaTtbh, Kakoe AeRcTBNe NpONsBeJa Ha MEHA
3Ta MNpPOCTOHApOAHAA NeCHA NpO BHCEJINRY, pacneBaeMast

AOALMN, OOpedeHHHMNX BXceanne. VIx rposhue amma, crpoftHue
rojoca, yHujioe BhHpaxeHNe, KOTOpOe HPHAABajJN OHH CJloBaM N
Ge3 TOro BHpPasNTelAbHHM, — BCE NOTPACANO MeHS KaKNM-TO

munTraecknm yxacom. (Pushkin, 3, p.278)

In "Pushkin i Pugachev" there is an indirect reference to the episode
quoted above. Tsvetaeva creates a certain anagram:
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BoxaTuk Bo MHe pu¢moBan c xap. [Iyraues — c uepT m eme c
yyMaKkaMN, IpO KOTOPHX S OAHOBPEMEHHO YHTajlla B CKasKax
Moneporo. YymakM oxasanmch GecaMM, NX WUepBOHNH —
FOpPAILMMN YroabsIMA, npoxerummxn cBaTky [..]. Bce 3t0 —
KOCTPOBH#R Xxap, YepBOHOL, KyMad, YyMaK — CJANBajiOCb B OAHO
rpostoe caopo: Ilyrau, B oaHO TOMHOe BmaeHme: Boxatnik. (P,
p.544).

Tsvetaeva's linking of Pugachev to the word "chumak" seems
unexpected. However, it has a meaning similar to the word "vozhatyi": in
olden days in Ukraine it denoted a peasant who used to transport and sell
various items (including food and goods).zo Therefore, it stands close to the
word ‘guide’ in the sense applied by Tsvetaeva to her image of Vozhatyl who
is about to take her to another place.

If we take into consideration the fact that in Pushkin's story it was
Chumakov who was leading the song about the execution, we could come
even closer to Tsvetaeva's mythopoetical model which is based on the
anagram featuring the stem ‘"chum". This stem appears persistently
throughout the text of Tsvetaeva's essay, and denotes a very important
semantic code created by her in "Pushkin i Pugachev". Thus, as pointed out
above, Tsvetaeva talks about Pugachev and Pushkin in the same vein, seeing
in them heroes who seek death through dangerous pleasures. Moreover, she
considers them to be true Dionysians in a way which was described in
Pushkin's "Pir vo vremia chumy" (P, p.546). Therefore, all the words with the
stem "chum" or sound "ch" which form the anagram are linked to the theme
of suicide/voluntary death for the sake of experiencing dangerous pleasures
or, more broadly, to the motif of revolt: Pugachev, chert, pugach, chumaki,
Chumakov, chuma, kumach, chernyi, chara, chistota. All these images are
essential codes for Tsvetaeva's mythopoetical model (described above by
Korkina), in accordance with which the poet has to sacrifice himself or to
give himself up to what Tsvetaeva calls the elements' force (chaos) in order
to achieve the realm of pure spirit.

The mythopoetical model described above was already outlined by
Tsvetaeva in the essay "Iskusstvo pri svete sovesti” and her "Poema kontsa".

It is easy to establish affinity between statements in "Pushkin i Pugachev"

and the works mentioned above, if we see them in the perspective of

20 §.1.0zhegov, Slovar/ russkogo iazyka, Moscow, 1987, p.772.
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Tsvetaeva's mythopoetics. Most of her works have a recurring mythopoetical
pattern: a hero either faces the elements or is enchanted by a fatal force
which brings him to destruction and, subsequently, takes him into the realm
of pure spirit (an ideal world where his potential is fulfilled). This place of
rebirth is called by Tsvetaeva either “lazur/’ (as in the poem "Na krasnom
kone"), "nebesa" or "chistota'. In "Pushkin i Pugachev" in order to support
her mythopoetical model Tsvetaeva introduces a love theme (or enchantment
element) between Pugachev and Grinev, readdressing it .later to Pushkin and
herself. She calls one scene of the story "a dreamed meeting between
Pushkin and Pugachev", claiming that Pushkin was seeking destruction by
meeting with chaos, revolt etc. Tsvetaeva applies her model to the
interpretation of Pushkin's would-be motives for writing “Kapitanskaia
dochka”, even when she claims that he achieved purity at the end of his
work:

Ilo oxonvanmm ,Kanntanckok aouxkn“ y Hac o Ilyrauepe He
OCTAJIOCL HM OAHOR HMSKOR MCTHHH, K3 BCef TbMH HH3KHX
NCTXH — HN OAHOAM.

Uncro.

M sTa uncrora ectp — noar. (P, p.568)

A very similar ending had already appeared in Tsvetaeva's essay
"Nezdeshnii vecher" (see chapter 4 of this work) where she portrayed her

contemporaries in the same Dionysian vein:

Mup Bo Bpemsi Iymn? /Ja. Ho Te nmpoBanx — BXHOM K
posaMn, MM Xxe — G6GecnioTHO, YyReCHO, KaK WUNCTHe AyXN —
yxe NpHspaxm AmAa — CIOBaMN: SBYKOM CIOB X XHBOR KPOBbLIO
gyBcTB. (P, p.276)

M xax On HX noGexAaln 34ellHNe yTpa M Bedepa, M Kak GOu
OO-pasHOMY — BCENCTOPAYeCKN MNiam GeCIIyMHO — MH,
YYaCTHNKN TOrO HesAelIHero Bedepa, HK yMHpain —
NOCJAeAHNM 3SBydYaHNeM Haumx yct Onio x Gyaer:

M sByxoB HeGeC SaMEHNTb He MOIIN
ER cxywrwe necan seman. (P, p.277)

Tsvetaeva makes the same type of Symbolist poet out of Pushkin,
using his poems about Napoleon and his story about Pugachev to illustrate
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her point. In "Nezdeshnii vecher", Tsvetaeva states that the only duty one needs
to have is "mpaBaa Bcero cymecrBa". However, Tsvetaeva's interpretation of
Pushkin's would-be fascination with Pugachev provides us with the clues leading
to her own mythopoetical vision of the world and the poet's role in it.

In accordance with this vision, Tsvetaeva's heroine needs a guide who
could take her to the real destiny or spiritual realm (realised through death
as, for instance, in "Na krasnom kone", "Novogodnee", "Poema kontsa"). As
observed recently by Aleksandrov, Tsvetaeva's art is permeated with elements
of the archaic forms of lamentation and incantation. As Aleksandrov puts it,
— "saropopHoe CHI0BO", OKasaBLUINCb B NEHTPE CKCTEeMH MNO3TNYECKOR peun
IlBeTaeBOf, He TOABKO COXpaHsieT CBOe ¢yYHKONOHaILHOe 3HaueHHe, HO M
npeymnoxaer ero.?! Furthermore, he finds some elements of laments (for
example, belief in the magical power of words) in Tsvetaeva's poetic speech.
It is also evident that Tsvetaeva makes a taboo of some words: thus, in
"Pushkin i Pugachev" there are only hints about the real meaning of the
Vozhatyi's speech — instead of the word "death" she uses indicative pronouns
("o ToM camom", for example). This is an important insight provided by
Tsvetaeva in "Pushkin i1 Pugachev”. At the time of its writing Tsvetaeva was
seriously considering returning to Russia, although she saw it as an
important step in her poetic fate not for political but rather for artistic
reasons. She identified herself with the poetry of revolt, and her
understanding of Russian history was somehow close to Blok's vision of
revolt as a cleansing force in history. In terms of personal myth, Tsvetaeva
sought her own death. It is symbolic that in her last card to Teskov4
(written on the way to Russia) Tsvetaeva wrote: ,Tenepy He crpammo. Tenepn
yxe cyab6a“ (PAT, p.185). Her own return to Russia Tsvetaeva saw as
necessary and inevitable, and the word Vozhatyl and the whole meditation on
pugachevshchina were used by her in a form of incantation and lament (upon
her own death). Thus, Tsvetaeva promoted her true self in her arguments
with émigré critics both about her husband and the Eurasian movement and
about Russia being the only spiritual motherland for a Russian writer in
spite of all the historical upheavals. |

Tsvetaeva's analysis of Pushkin's story hints at her preoccupation with

2 v.lu. Aleksandrov, Fol’klorizm Mariny Tsvetaevol (Stikhotvornaia poetika,
zhanrovoe svoeobrazie), Avtoreferat dissertatsii na soiskanie uchenoi stepeni
kandidata filologicheskikh nauk, Moscow, MGPI imeni V.I.Lenina, 1989,
pPP.6-7.
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her husband's pro-Soviet activities. In Tsvetaeva's eyes Efron found himself
in a situation similar to that of Grinev: his duty was to serve the Russian
monarchy, and yet he sympathises with the revolt. Once again we come
across Tsvetaeva's attempt to merge heroes and poets in the same manner as
Merezhkovskil did in his book Vechnye sputniki (see chapters 2 and 4
above). Tsvetaeva sympathises with heroes' ability both to be enchanted by
something supernatural and to seek pleasures (or even death) through danger.
That is why Pushkin's story is reduced by Tsvetaeva to Grinev's encounter
with Pugachev. Her interpretation of the story reveals that she was
profoundly influenced by Nietzsche: in Pushkin's characters and in Pushkin
himself she sees most of all a desire to overcome the present state and to
attain a higher realm of being.
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CONCLUSION

Tsvetaeva's writings on Pushkin and her references to his work display
her long-standing and consistent interest in Pushkin. Her poem "Vstrecha s
Pushkinym" was written at the very beginning of her career, and yet it
contains all the elements of the "Pushkin's myth" which were developed in
her work later on. Pushkin was a constant source of inspiration for
Tsvetaeva as she moulded her self-image. Tsvetaeva's approach to Pushkin
differs from that of the scholarly-minded Briusov, Belyi or Khodasevich: she
attempted to create a myth about her kinship with Pushkin with the focus
on the most rebellious and tragic moments in his life or his work. Thus,
Pushkin's play "Pir vo vremia chumy" was on her mind throughout the
nineteen thirties - she referred to it in her essays and letters and translated
a hymn from it into French. Pushkin's mode of "pleasures through danger"
was applied by Tsvetaeva to herself and to Petersburg poets in the essay
"Nezdeshnii vecher" written in 1931, Tsvetaeva's description of the feast with
her fellow poets resembles Pushkin's own poem written on 19 October 1925.
The essay also has elegiac features and was written upon the death of

Kuzmin.

In 1936 the motif from - Pushkin's play was employed by Tsvetaeva
for her analysis of "Kapitanskaia dochka". In her essay "Pushkin and
Pugachev” she revealed herself as an avant-garde writer: she identifies
Pushkin with the narrator of "Kapitanskaia dochka" and brings into play her
own mythopoetical concepts. Moreover, she applied the situation described
by Pushkin to her own life. In 1936 Tsvetaeva knew about the pro-Soviet
activities of her husband and she was considering returning to Russia
herself. In this respect it can be noted that if in "Pushkin and Pugachev"
Tsvetaeva projects a strong belief in Pushkin's formula "to seek pleagsures
through danger or death”, in her translation from "Pir vo vremia chumy" into
French Tsvetaeva inserts a question mark at the end of Pushkin's line
"6eccMepTbsa, MoxeT OubTb, 3anor”. This gesture indicates her doubts about
returning to Russia. It is also interesting to observe how Tsvetaeva turned
to Pushkin in 1920 — writing a poem after a long silence due to the death
of her second daughter: "Punsh i polnoch/. Punsh i — Pushkin" evokes
Pushkin's poems about feast and the death of his friends. Tsvetaeva referred



- 231 -

to Pushkin for inspiration in order to escape from the unbearable reality of
the times. At the same time Tsvetaeva wrote her long poem "Na krasnom
kone” in which she claimed that everything should be sacrificed to the

poet's own Genius.

Pushkin was particularly on Tsvetaeva's mind in the nineteen thirties.
Tsvetaeva was concerned with her self-image as a great Russian poet. She
linked Pushkin's life to ;= the Orphic myth, declaring that every poet is a
resurrected Orpheus. Like Viacheslav Ivanov, Tsvetaeva combined Dionysian
and Christian beliefs in creating her own mythopoetry. Moreover, she
vigorously developed the idea of her kinship with Pushkin. In some ways she
saw Pushkin as a desired existential projection or reflection of herself in
the ideal world, an icon, or her true self, which can only be realised through
death. Thus, in the essay "Mat/ i muzyka”, she described her reflection in
the piano in the same vein as Pushkin's monument in "Charodei"” and in the
essay "Moi Pushkin". In "Moi Pushkin" Tsvetaeva made rhetorical figures out
of situations from Pushkin's life and claimed that Pushkin mastered his own
fate. In the essay "Natal/ia Goncharova" Tsvetaeva openly admired how
Pushkin died, emphasising that his marriage and his death were his own
choice. Tsvetaeva's outlook, marked by the influence of Nietzsche, is felt in
her approach to Pushkin. It also derives from Merezhkovskii's attempt to
extract heroic and poetic elements from Pushkin's work in the Dionysian
manner prevalent in Nietzsche's philosophy. In the essay "Pushkin and
Pugachev" Tsvetaeva went further and claimed that poets and heroes are
beyond good and evil; they reach this state of elevation by giving themselves
to the elements. Tsvetaeva gives Pushkin's Pugachev the role of guide
(Charon) who should take her into another world. In "Moi Pushkin" this
world was identified by Tsvetaeva as "votshche". The word "votshche" comes
from Pushkin's poem "K moriu" and in Tsvetaeva's poetic code it represents
another reality in which she could become Pushkin's double. In Tsvetaeva's
translation of this poem into French (achieved in 1936) the sea itself is
called "the space of spaces" and it symbolises for Tsvetaeva another — fifth
— element: lyrical poetry. Tsvetaeva's interpretation of Pushkin's writings
and her translations of Pushkin's poems into French reveal a true
avant-garde author who perceives Pushkin's poetry as an "open" work — open
to new interpretations and to the process of mutual creativity. That is why
in "Moi Pushkin" she allowed herself to imitate the signature of the great

poet whom she admired so fervently.
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