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ABSTRACT

The research examines how Tsvetaeva translated Pushkin's work into 

the language o f the avant-garde and created a Pushkin myth, modelling her 

own creative biography on his life  and w ritings.

Chapter 1 analyses seven o f Tsvetaeva’s translations in to  French o f 

Pushkin’s poems, containing vivid examples o f Tsvetaeva’s poetics and 

revealing her perception o f them as the "open work ”.

Chapter 2 focuses on Tsvetaeva’s mythopoetical model o f 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 in to  her a rtis tic  methods and views o f the period. This chapter 

argues that Tsvetaeva’s poetic outlook strongly resembled that o f European 

Baroque culture and was partly influenced by the Eurasian movement.

Chapter 3 discusses Tsvetaeva’s treatment o f the Cnidus myth (based 

on the belief in the interference o f evil force into human relationships: 

often as a statue or being statue-like). I t  appeared in  several o f Pushkin’s 

works and in  Tsvetaeva’s play "Kamennyi angel ”, shaping her interpretation 

o f Pushkin’s love fo r Natal^ia Goncharova.

Chapter 4 examines the essays "Iskusstvo pri svete sovesti" and 

"Nezdeshnii vecher". New ground is broken w ith  a clear demonstration o f the 

existenti all Stic aspects o f 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 w ith  myth-making in 

the essay "Pushkin i Pugachev” in  the lig h t o f its  biographical background.

The research produces new methods fo r  the treatment o f Tsvetaeva’s 

texts which promote better understanding o f avant-garde poetics in  general. 

I t  opens a new path fo r investigation in to further links between avant-garde 

w ritings and Baroque culture, and in to the shape o f 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 o f 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 1. 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 "oToawecTBamoT <t>aKTU<iecKyK> peaabHocri» c ceMaHTXuecKiiM 

yHMBepcyMOM, r.e. cooÔuiaioT eit qepru jeKcra, uaeuAT ee na naan 

BbipaaceHNü a naan coaepacanaii, na naÔaioaaeMyio a yMonocraraeuyio 

obaacra...*'. 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 i t  is spatial" and that "an image is not merely a 

verbal replica of an external object, but any unit o f a verbal structure seen 

as part of a total pattern or rhythm".^

Tsvetaeva's poetic system is highly archetypal. I t  can also be 

described as Dionysiac. This type o f culture is "based on a tense exposure o f 

the prophetic mind to  epiphany".® In  th is respect Tsvetaeva's w ritings on 

Pushkin are o f particular interest. F irstly, i t  is fascinating to  see how 

Tsvetaeva used Pushkin's life  to  model her creative biography, highlighting 

the most tragic and rebellious aspects o f his life . In  her w ritings (especially 

o f the 1930s) Tsvetaeva presented her life  as a collection o f 

recurrent situations from  Pushkin's works and life . Secondly, i t  is rewarding

* J.R. Ddring-Smimova, 1. Smirnov, Ocherki po istoricheskoi tipo log ii 

kttl^tury: ...-> reaUzm (...) -> PostsimvoUzm (Avangard) -> ..., NRL — 

Almanach, Sonderband. Salzburg, 1982, p.9.

* Northrop Frye, Fables o f  Identity. Studies in  Poetic Mythology, San Diego, 

1984, p.14.

® Ibid., p.l7.
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to  research in to the m otifs and myths exploited both by Pushkin and 

Tsvetaeva in  order to  establish a parallel in  the ir outlook and creative tasks. 

Thirdly, Tsvetaeva's interest In Pushkin coincides w ith  the im portant period 

in her life  when her poetic evolution came to  its  end. Therefore, her 

meditations on Pushkin's themes provide us w ith  invaluable insight in to  her 

own a rtis tic  method and views. Apart from the points mentioned above, i t  is 

particularly important to  establish significant differences between Pushkin 

and Tsvetaeva. The latter, in  spite o f her be lie f in  an a ffin ity  w ith  Pushkin, 

proves in  the course o f the analysis o f th is  work to  be a true avant-gsû de 

w riter. Her perception o f Pushkin and experience o f his w ritings were very 

much influenced by Symbolist culture. Even when Tsvetaeva used Pushkin's 

name in  her arguments w ith  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 o f Russian Symbolism. On the other hand, she 

was ahead o f her time in her poetic achievements: she successfully developed 

the line o f the Russian Futurists in  exploiting the potential o f the Russian 

language in  order to  create a new poetic language (especially on the 

syntactical level).

Tsvetaeva8 w ritings provide a wealth o f 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 fina lly  her 

translations o f Pushkin's poems in to  French. I t  seems that she was the 

Russian poet after Briusov who showed such a persistent interest in 

Pushkin's work. However, th is  m ight be due once again to  Tsvetaeva's 

attempt to  challenge the authority o f Russian Symbolism: puzzlingly, 

Tsvetaeva's essay "Moi Pushkin " shares the t i t le  o f Briusov's book (a 

collection o f 22 articles) on Pushkin.^

Tsvetaeva's poetics can be defined as neo-Baroque. The idea o f 

m irroring (or reflecting others) forms one o f the essential principles o f her 

method. Tsvetaeva herself indicated i t  very clearly by exploiting the orig in 

o f her Christian name Marina. In  spite o f the establishment o f direct links 

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

 ̂ Valerii Briusov, M oi Pashkin, Moscow, 1929.

* See, fo r example, Jerzy Faryno, M ifologizm  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 o f Tsvetaeva's model. 

One o f the functions o f water images in  European art is  to  reflect and act 

as a m irror. Such a function makes Tsvetaeva's lyric  persona very flexib le 

and helps her to  interact w ith  other poetic systems. I t  is no coincidence 

that Akhmatova, in  the poem "Pozdnii otvet" (1940), called Tsvetaeva "a 

double" and "a mocking bird".*

The other important feature o f avant-garde poetics (and o f Tsvetaeva’s 

method, in particular) is the orientation towards the "open work" (as i t  was 
described by Umberto Eco^). Open works suggest polysemy. The polysemantic 

approach is strongly fe lt in  Tsvetaeva's attitude to  Pushkin, especially in  her 

essay "Moi Pushkin" (discussed in chapter 5 below). This becomes evident in 

the course o f the analysis o f how Tsvetaeva exploited the most suggestive 

elements o f Pushkin's w ritings and used them fo r her translation o f 

Pushkin's poetic code in to the language o f the avant-garde. This can be seen

by a close look at Tsvetaeva's translations o f Pushkin's poems in to  French

(undertaken in  chapter 1 below).

Tsvetaeva's attitude to  Pushkin differs from  the scholarly approach to  

Pushkin's work o f Briusov, Khodasevich and Akhmatova. In  contrast to  the ir 

goal o f objectivity, Tsvetaeva created a personal myth about her kinship w ith  

Pushkin. In  other words, she put biographical details o f Pushkin's life  into 

her own cultural and biographical context. Thus, Tsvetaeva created a model 

o f her life  supposedly pre destined, in  her view, from the beginning. She 

claimed, fo r example In the f irs t  sentence o f the essay "Mat^ i muzyka", that 

her mother hoped fo r a son, Alexander, while pregnant w ith  Marina:

Kor.ua bmocto xejiaimoro, npe.apemeHHoro, nouTM

npNKasaHHoro cuna AjieKcaH.4pa poanaacb tojibko Bcero n,

MaTb caifOJHo6nBO npornoTHB bsjiox, cxaaajia: „r io  Kpaftneit 

Mepe, 6yjieT MysuKaHTUia". (P, p.S8).

One o f Tsvetaeva's letters to  A. Berg also illustrates that Tsvetaeva 

created a myth about kinship w ith  Pushkin:

* Anna Akhmatova, V 5 knigakh, 14], Posle vsego. Compiled and edited by 

R.D. Timenchik and K. M.Polivanov, w ith  an afterword by R. D. Timenchik, 

Moscow, 1989, pp.204-05.

 ̂ Umberto Eco, The Open Work, London, 1989, pp.1-23.
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Moü MHTb xoTejia cuna AjieKcaHjipa, pojiifjiacb — A, ho c 

AyuioÂ Ua N rojioBoft!) cuna AaeKcanjipa.^

In  Tsvetaeva’s essay ’’Moi Pushkin ” th is  myth is linked more clearly to 

the tragic course o f Pushkin’s life . In  other words, Tsvetaeva created her 

own mythological model o f a poet’s fate based on Pushkin’s life  and applied 

i t  directly to  herself (as w ill be shown in  chapter 5 below).

Another interesting aspect o f Tsvetaeva’s attitude to  Pushkin is 

revealed in  the way she used allusions to  Pushkin’s life  and poems in her 

own w ritings. Very often they act as coded signals which indicate either the 

theme o f a tragic life  or m otifs o f rebellion, or -  as in the poem ’’ReKsy” — 

they are identified w ith  elemental forces (see chapter 2 below). Occasionally 

Tsvetaeva linked Pushkinian m otifs to  her Dionysiac themes and prophecies. 

Thus, Tsvetaeva claimed in  the le tte r to  Berg quoted above that her poem 

’’Andrei Shen^e” (1918) was highly prophetic, and fo r her i t  turned out to be 
true in  1938. (Tsvetaeva’s interest in  the French poet was influenced by 

Pushkin’s treatment o f his name in association w ith  the themes o f rebellion 

and the Decembrist movement.) I t  is interesting to  outline in Tsvetaeva’s 

interpretation o f Pushkin’s life  and personality her determination to present 

Pushkin’s tragic death as a desired dénouement. She saw in Pushkin a man 

w ith  w ill power who, in  her view, had conquered elemental forces by 

fo llow ing his destiny. This is the most crucial po int o f Tsvetaeva’s 

understanding o f Pushkin, which w ill be highlighted in chapters 2 and 3.

Tsvetaeva’s manifestation o f kinship w ith  Pushkin can be detected as 

early as 1913 — in the poem ’’Vstrecha s Pushkinym ”. Pushkin, as one o f the 

characters o f the poem, is presented by Tsvetaeva in the context o f the 

Orphic myth (this point is discussed in  more detail in chapter 2). Also, 

Tsvetaeva’s setting o f the meeting w ith  Pushkin was markedly inspired by 

Pushkin’s poem "Tavrida” , in  which he claimed tha t after death his sp ir it 

would reappear in that part o f the Crimea. Moreover, one should not 

overlook the significance o f Pushkin’s poem used by Tsvetaeva as a subtext 

in her essays about Voloshin and Mandel^stam. The elegiac note borrowed by K 

Tsvetaeva from "Tavrida” forms an important background fo r Tsvetaeva’s 

necrological essays. I t  is in  th is very poem that Pushkin created a personal 

myth about the Crimea as a land o f dead souls (to some extent Pushkin’s 

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

® Pis^ma Mariny Tsvetaevoi k  Ariadne Berg, 1934-i939, Paris, 1990, p.62.
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are analysed In chapter 2 below.

Tsvetaeva's w ritings on Pushkin (and the rest o f her work o f the 

1930s) are strongly marked w ith  an outlook based on existentia lis t 

philosophy. In  th is respect Tsvetaeva stood close to  the views o f the 

Russian existentia lis t philosopher Lev Shestov (who was a personal friend o f 

hers in  Paris at the time). Tsvetaeva often applied to  Pushkin's texts the 

existential projection (to use Frye's definition).^ From th is  point o f view, 

Tsvetaeva's intepretation o f the poem "K moriu " is a good example. Thus she 

invented a new meaning fo r  Pushkin's word "eoTme" (in the line "BoTiue 

peajiacb ^yma mo>i ") which means "in  vain" in  Old Slavonic. Instead o f the 

orig inal meaning o f the word, Tsvetaeva inserted (in her essay "Moi 

Pushkin") her own interpretation o f the word as "over there " (having in  mind 

the existence o f the desired world where things are different from the real 

one). In  her essay "Istoriia odnogo posviashcheniia " she claimed that to 

reach God is the fina l goal o f any a rtis t, although i t  is done through 

rejection o f the mundane world (P, p.285). In th is  existential projection 

Tsvetaeva, in her view, could prove to be the boy Alexander. I t  is also not a 

coincidence that Tsvetaeva invented a ritua l (in "Moi Pushkin") in the course 

o f which she identified herself directly w ith  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 w ith  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 

s ign ificant from the semi o tic  point o f view: in  the context o f Russian 

culture th is remark could have been applied only to  one famous Russian 

known fo r his negritude — to Pushkin. Moreover, in Tsvetaeva's works 

negritude and darkness o f skin symbolise rebelliousness and displacement 

(th is point is discussed in  particular in  chapters 2 and 5). Occasionally, Pushkin's 

characters were also employed by Tsvetaeva in  her own mythological 

vein or were used as semi o tic  stereotypes fo r moulding her self-image. This is

’  "The introduction o f an omen or portent, or the device o f making a whole 

story the fu lfilm en t o f a prophecy given at the beginning [...]. Such a device 

suggests, in  its  existentia lis t projection, a conception o f ineluctable fate or 

hidden omnipotent w ill."  — Northrop Frye, Anatomy o f  Criticism . Four 

Essays, Princeton, 1973, p.l39. In addition see: ibid., pp.63-65 , 211.
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especially true about Pushkin's Tat4ana and personages from the play "F ir  

VO vremia chumy" (this point is dealt w ith  in  chapters 4 and S). In  addition, 

one shouid point out that in  the essay "Moi Pushkin" Tsvetaeva outlined 

certain rhetoricai figures (in the style o f Baroque poetics) from  Pushkin’s 

life  and w ritings seen by her as one text, as w ill be analysed further.

One o f the most interesting recreations o f Tsvetaeva from Pushkin's 

works is the image o f a sacral guide based on the character from his story 

"Kapitanskaiia dochka " — "Vozhatyi In  Tsvetaeva's poetics th is  image is 

merged w ith  a figure from Greek mythology — Charon. Thus, in  the essay 

"Nezdeshnii vecher" Tsvetaeva depicts its  central character — Kuzmin — in 

the same manner as Vozhatyi appeared in  Pushkin's story. She recreates the 

atmosphere o f the snow-storm from  "Kapitanskaiia dochka", too. In  the 

context o f the elegiac note in  which the narration is presented together 

w ith  the existentia lis t t it le , allusion to  Pushkin stands out as a symbol o f 

Tsvetaeva's own , fate. In  "Nezdeshnii vecher " Tsvetaeva merges two 

mythological models from Pushkin's work, seeing them as an embodiment o f 

the same elemental forces: a snowstorm (from the story "Kapitanskaiia 

dochka") and a plague (from the play "Pir vo vremia chumy"). I t  is 

interesting tha t the same identification takes place in  Tsvetaeva's translation 

in to French o f Pushkin's song from the play "Pir vo vremia chumy". 

Tsvetaeva linked th is  m o tif to  the course o f 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 MU CKopo noTOM — Bce yujjin ! B xy cauyio Dbiory, nac 

rposHO n BepHo crepermyio. (P, p.273)

Tsvetaeva took up Pushkin's w ritings because they contained the same 

sort o f problems which she had to  face in  her own times. They can be 

identified as follows: "the a rtis t and history", "the a rtis t and the elements ", 

"the tragedy o f the artist's fate ", "art and its  links w ith  fo lk  trad ition  ", 

"innovation in  poetic language" and as a consequence — "the poet's con flic t 

w ith  established taste and tradition".

To Tsvetaeva (and to  some Russian Symbolists, including Blok) 

Pushkin himself became a symbol o f rebelliousness and freedom. That is why 

Tsvetaeva focused her attention on Pushkin's relationship w ith  the po litica l
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regime o f his time, reducing i t  to  the con flic t o f "a poet and the tsar". (See 

chapters 2 and 3 on th is point.) However, Tsvetaeva's own po litica l views 

were rather complicated and in  many ways controversial. I t  seems that her 

views experienced an evolution: from complete rejection o f the revolution to 

understanding its  historical necessity in  her later life . Thus, in  the poem 

"Petru" (w ritten in  1920) Tsvetaeva condemns Peter the Great fo r his reforms 

which led, in  her view, to  the events o f 1917:

PojioHaqajibHiiK —  t u  —  passajiiiH,

To6o* — CKRTU ro p a r!

Tnoex) xce pyxoM nponajien 

TboH GacHocjioBHwA rpaji...

Cojib BUCOJIHJI, H3MUJI1IJI Musbiie —

Tu, rocyjiapb-KycTapb!

/lepMcaBHoro oj|HO<l>aMHJibna

KpoBk Ha xeôe, ÔyHxapb! (Tsvetaeva 1990, p.l82)^°

By contrast, her cycle "Stikhi k Pushkinu" (1931) contains a d ifferent 

po rtra it o f Peter the Great, who is Juxtaposed to  Tsar Nicholas the F irs t in  

the poem "Petr i Pushkin". Tsvetaeva depicted a would-be admiring 
relationship between Pushkin and Peter the Great, claiming tha t he would 

have allowed Pushkin to  maintain his freedom o f w riting . (See the analysis 

o f th is  cycle in  chapter 2). I t  seems that at the end o f the 1920s 

and the beginning o f the 1930s Tsvetaeva was to  some extent 

under the influence o f the Eurasian movement (chapters 5 and 6 deal w ith  

th is  aspect o f Tsvetaeva's outlook), which approved the course o f 

Russian history as inevitable. Tsvetaeva went even further by praising the 

achievements o f Soviet literature. In  her article "O novoi russkoi detskoi 

knige"(1931) Tsvetaeva claimed that Russian children's literature was the best

Tsvetaeva's poem undoubtedly echoes the historicism  o f Voloshin who 

influenced Tsvetaeva's views at the tim e and expressed a sim ilar attitude to 

Peter the Great, who is blamed by the poet fo r the shooting o f the tsaris t 

family:

Bce KOHueno. HexpoBCKa* saMKHyr xpyr.
BejiHKMJk riexp 6uji nepnu* ÔojibmeBHK, —

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 dne to  its  highly developed poetic language. Tsvetaeva

juxtaposed i t  in th is  article to  the poetic language o f émigré authors, whom 

she critic ised fo r its  pseudo-fantastic elements:

'iMTaeuib, Bocxnmaeuibc^i, ii: kto  oto nifUieT? H n kto .
EesbiMBHHbilt. IdMfi, HMuero He roBOpnmee. fïn iue T  bucok3m

KyjibTypa crnxa. (S88, 2, p.352)

Tsvetaeva even fe lt tha t her main readership was in  Soviet Russia.^^ 

This attitude provides a clue to  Tsvetaeva's nostalgic feelings towards
Russia, which have puzzled many scholars Also, to the annoyance o f the 

émigré estabiishment, Tsvetaeva openly praised Maiakovskii and Pasternak. 

However, Tsvetaeva held strong views about the monarchy and the White 

army movement. She was notorious fo r being fond o f the tex t books on 

history w ritten  by her step-grandfather Ilova iskii, who was a loyal 

monarchist. Tsvetaeva's long poem about the tsaris t fam ily was, in her

opinion, a continuation o f Ilovaiskii's historical w ritings.

Moreover, Tsvetaeva believed that she was not only a poet but also a 

historian. To a much greater extent th is  can be said about Pushkin.

Although Tsvetaeva did not, like Pushkin, have a chance to  work w ith  

archives, she tried  to  undertake a significant amount o f research fo r her 

long poems "Perekop" and "Poema o tsarskoi sem^e". This alone proves that 

she was not oblivious to  historicai events and po litics as some scholars 

claimed her to  be. Tsvetaeva wrote about herself as follows:

** Tsvetaeva fe lt  that she did not receive adequate recognition in  the 

Parisian cultural m ilieu, especially from editors. She wrote in a le tter to  

Vadim Rudnev, one o f the editors o f the most influential Journal 

Sovremennye zapiski; "3a oxn ro4u  ^  oGteaacb h onnjiacb ropeuwo. 

rieuaxaiocb h c i9iOr. (moh nepBan KHxra iiMeexcH b TypreHeBCKo* 

ÔMÔüMOxeKe), a Hboie — 1933r., n iieuH Bce eme sjiecb cuHxaioT jih6o 

HauHHaiomHM, Jin6o jnobnxejieM, — KaxnM-xo racxpojiepoM. PoBopio amecb, n6o 

B PoCCMH MOM CXMXM MMOOXCH B XpeCXOMaXMHX, KSK o6paSUU OÔpaSHO* 

KpaxKO* peuM, — caMa jiepMcajia b pyxax n pa^oBajiacb, m6o HMuero aaa  

xaxoro npusnaHMH ne caeaaaa, a, xaMcexcH, scé — npoxMB .." — Quoted from  

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

In  particular, Shveitser draws attention to  th is  controversial issue in a 

section o f her book "Toska po Rodine ": ibid., pp.426-57.
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Bo MHe seMHO n cxpacTHo CopioTC^ nooT n iicTopKK. 3Haio 

3TO no CBoeA orpoMHO* (neoKOH'ieHHoik) eemn o UapcKoit 

Ceiibe, rAe ncTopnK nooxa - sarnaji. (NP, p.434)

Unfortunately, we do not have enough evidence to  support Tsvetaeva’s 

statement: only fragments o f the te x t o f her poem about the tsa ris t fam ily 

survive. In  spite o f Tsvetaeva's statement, one can certainly draw a line

between Pushkin's and Tsvetaeva's treatment o f history.

Mention was made above that Pushkin's poetic code was a part o f the 

primary poetic system. According to  Tynianov, Pushkin's evolution involved 

a development towards historical, documentary or even scientific  t e x t s . I n  

other words realism, w ith  its  tendency to  treat a tex t as referring to  reality, 

prevailed in  Pushkin's w ritings. Undoubtedly^ th is  aspect o f Pushkin's work 

was o f great interest to  Tsvetaeva. I t  is especially fe lt in "Pushkin i 

Pugachev", her last essay on Pushkin. However, Tsvetaeva did not see the 

facts o f real life  as her prio rity . Her poetic code derived from avant-garde 

tradition. Therefore, Tsvetaeva perceived the world as language (using

Smirnov's words cited above). She applied the logic o f the work o f art to 

reality. Even in  her essay "Pushkin i Pugachev" Tsvetaeva presented facts in 

a distorted way. For example, she made her readers believe tha t Pushkin 

created "Kapitanskaia dochka" after w riting  the historical account "Istoriia 

Pugachevskogo bunta". In  fact, Tsvetaeva displayed her conviction o f the

prio rity  o f text over reality. Her Pushkin in  th is essay is the exact image o f

Tsvetaeva herself, who depicted reality in mythological and mythopoetical 

terms. (Chapter 6 provides an analysis o f th is point.) What especially makes 

one th ink in  th is  way is Tsvetaeva's statement about an autobiographical 

element in her w ritings. Thus, in  a le tte r to  lashchenko she wrote: ")i c b o k ) 

aBxoÔHorpa^Hio nnuiy qepea apyrnx, x.e. xax Apyrne ceôj!, Mory jnoônxb 

HCKJiioqMxejibHo .npyroro."^^ Therefore, one can assume that Pushkin is used 

by Tsvetaeva as an excuse to  ta lk  about herself.

Another interesting aspect o f Tsvetaeva's vision o f Pushkin is her

Tynianov convincingly shows in his analysis o f Pushkin's w ritings that 

Pushkin's experience o f working w ith  archive documents led him to 
introduce the methods o f scientific  w riting  in to  fic tion . — lu .N . Tynianov, 

Pushkin i  ego sovremenniki, Moscow, 1969, p.l64.

Russkii Berlin 192i-i923, ed. L. Fleishman, R. Hughes and O.Raevskaia- 

Hughes, Paris, 1983, p.lSB.
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interest in  Pushkin’s duel. In  Tsvetaeva's view, i t  was equivalent to  suicide. 

(This po in t is discussed in more detail in chapters 3 and 4.) The act o f 

suicide was always on Tsvetaeva’s mind. In  particular, a fter the Bolshevik 

revolution, Tsvetaeva praised Stakhovich (who hanged himself) fo r his 

courage in  expressing protest against the course o f history in th is  way. 

Later, Tsvetaeva wrote poems in  memory o f Esenin and Maiakovskii, seeing 

poetical m otifs in  the ir suicides (this is particularly evident in poem 6 o f 

the cycle "Maiakovskomu”). I t  is also interesting to observe how Tsvetaeva 

endowed Pushkin w ith  the same destiny and fate which she wanted to 
outline in  her own creative biography. Thus, in  the essay ’Natal 4 a 

(Goncharova ” (discussed in chapter 3 below) she interpreted Pushkin’s life  in 

teleological terms, linking i t  to  the Greek concept o f Moirae. Tsvetaeva 

retold Pushkin’s life  in  a way which Im itated the legend about the three 

daughters o f Zeus who were spinning the threads o f human life :

CkiepTb riymKNHa [...] sepHyjiacb k Mecry cBoero xcxoxaeHMf::

Ha nepBOM TxanxoM craHxe A6paua PoHuapa Txajiacb cMepTb 

IlyuiKifHa. (S88, 2, p.65)

Moreover, Tsvetaeva saw the roots o f Pushkin’s death in his rebellious 
background :

EoJibuie CKajKy: BojibTep xmji b neM, n b kukom-to cMUCJie (ne 

xeHNTbÔa Ha FoHuapoBoM, — a... TaBpnHJinajiu" x o th  6bi) b 

nepeBoae na <|>paHay3CKiift BepnyBiueAcH b cboio KOJiubejib; 

CMepTb riyuiKHHa — pyxo* /lanxoca — caMoyÔHücTBO. /laHToc — 

ancien régime? /la, /]aHT3C, CMeiouiMilcH b jinqo yMMpaiouieMy, 

nyme, ueM BoabTepbanen, cMeioiimitca b axno Toabxo cBoeft. 

[...] Ocxaa /IaHT3ca — box pacnaaxa sa coÔcxBeHHMü CMeuioK. 

(Ibid.)

By comparing Tsvetaeva’s descriptions o f Pushkin to  her portrayal o f 

Maiakovskii, i t  becomes possible to  adumbrate Tsvetaeva’s mythopoetical 

model applied to  both. F irstly, Tsvetaeva traced the same rebellious aspects 

o f Maiakovskii (in the cycle "Maiakovskomu", which followed her essay 

”Natal4a Goncharova” and preceded the cycle "S tikh i k Pushkinu”) as she 

outlined in  Pushkin under the influence o f Voltaire.

Tsvetaeva’s description, quoted above, o f Pushkin as "BOJibxepbHHen" 

(which was a synonym fo r a free-th inker in  Pushkin’s times) points to  her
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vision o f the poet not only as a radical, but also as a person o f great w ill 

power (as mentioned above). Tsvetaeva (always Interested In etymology) 

revived the link between the Russian word "BOJibHbiJl" ("free") and the word 

"bojiü" (w ill). In  Tsvetaeva’s poetic code Pushkin Is presented as not only 

Voltalrean but also volltlve. 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 o f 

Pushkin's death In theomachlstlc terms. In  her own poetry the theomachlstlc 

m o tif Is one o f the dominant elements. I t  usually appears against an ancient 

Greek mythological background. Thus, In chapter 8 o f the long poem "Poema 

gory ”, Tsvetaeva states tha t the gods take revenge on the ir doubles. In  the 

case o f Pushkin, Tsvetaeva brings out th is  particular element while 

describing his life  In "Mol Pushkin" and "Natal 4 a Goncharova ”. In 

Tsvetaeva’s poetic code Pushkin’s w ife  Is a metonymy fo r Helen o f Troy. 

Tsvetaeva’s plays (on classical themes) were Intended to  be compiled under 

the t it le  "Gnev A frod lty  ”. 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 o f Troy:

Adonoaen! He npomabcn!

A xeHuiHHU pamn — uto

M Eneny napuiiiBKolk

— OojiyMaBiiiif — HasoBeuib. ( Tsvetaeva 1990, p.408)

I t  Is Important to  point out that Tsvetaeva’s treatment o f classical 
themes and antiquity In general Is not just provoked by her perception o f

literature as myth: I t  Is also Inspired by her Interest In the ethical values o f 
the past.

Tsvetaeva’s perception o f antiquity was Influenced by Nietzsche whose 

book The B irth  o f  Tragedy she knew very well. The trace o f th is Influence Is 

fe lt In the main m o tif o f Tsvetaeva’s works: I t  was defined by M lrsk ll as a 

renaissance o f the heroic.** Antiqu ity  from th is  point o f view seemed to 

Tsvetaeva and her contemporaries to  be an example o f heroic deeds. Thus, 

Akhmatova commented on Pushkin’s preoccupation w ith  Cleopatra In the 

fo llow ing way:

** D. M lrsk ll, "Veianila smertl v predrevolutslonnol literature ”, Versty, Paris, / 

2, 1927, p.253.
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3xa noeecTb c ctiixotbophum n nyuiKNHCKHMM BCTaexaMii no 

axanpy oneHb ÔJinsKa nponsBe^tennio, HocBmeMy ycaoBHoe 

sarjiaBRe *Mm npoBo^xRRR senep xaM xoace nyiUKMHCKa  ̂

CTRXoxBopna^ Bcxasxa h xa »e xeMa CMeprn MyRcecxBeHHoU, 

jlo6poBoabHoft, R xa Rce aHXR^Hocxb (caMoy6RftcxBo) [...1*^

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 infiuence o f Nietzsche and, in the case o f 

Tsvetaeva's perception o f Pushkin, the heroic nature o f his character is 

particularly highlighted. In  a ietter to  Ivask (in 1935) Tsvetaeva wrote about 

Pushkin and herself In tru ly  Nietzschian terms;

Bce HacxoHume snajiR ce6e neny — c JlyiuKRHa nauRHaa (/7o 

riyiiiKRHat IduR m.6. — xonnaB, r6o b nepnan nocae flyiuxRHa 

Kxo Tax paaoBaaca CBoeA cnae, xax oxxpuxo, xax — 

becxopucxHO, xax — nenepeybeaRMo!). Ifeny cBoe* cwae. I...]

Heabsa ne snaxb cBoe* crau. Morwo xoabxo ne snaxb 

ee npeaeaoB. Heabsa He snaxb. [...I

Bca Hama RCRSHb — cnaoiuHoe CHRCxoacaeHRe (neaoBexa 

B Hac, a MORcex 6uxb — ÔoacecxBa) x Maabui crm .̂ ^

Tsvetaeva's cycle "Stikhi k Pushkinu" bears a strong mark o f th is  

de ity-like character. (This w ill be discussed in  more detail in  chapter 2.) 

However, Tsvetaeva's understanding o f Pushkin as heroic is not unique. In 

1906 Merezhkovskii, fo r whom Tsvetaeva held a high regard, published a 

book on Pushkin in  which he claimed that Pushkin's poetry was permeated 

w ith  what he called "aristocratic sp irit". In Merezhkovskii's opinion, there is 

no difference between a hero and a poet:

Kaxan pasHRua Meawy repoeM r noaxoM? Ho cymecxBy — 

HRxaxolk; pasHRna bo BHeiuHRx npoHBaeHRHx: repoR — noax 

xeRcxBRH, noax — repoR coaepuanRH. 06a paapymæox cxapyx> 

acRSHb, co3R4ax>x HOByio, oOa poavKaioxcH R3 ojHoR cxrxhm.

Anna Akhmatova, O Pnshkine, Leningrad, 1977, pp.202-03.

"Pis^ma M.I.Tsvetaevoi lu.P .Ivasku (1933-1937 gg.)", Russkii lite ra tum yi 

arkhiv, New York, 1956, p.221.

D. Merezhkovskii, Vechnye sputniki. Pushkin, St. Petersburg, 1906, p.54.
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This attltnde is shared by Tsvetaeva. In  her poetic code, heroic and 

poetic aspects are entwined. That is why Merezhkovskii's characterisation o f 

Napoleon and Byron as spiritual brothers (whose fate and sufferings were 

sim ilar), extracted from Pushkin's "K  moriu ", contains a key element o f 

Tsvetaeva's poetic code. Tsvetaeva praised heroes and poets equally, 

perceiving the ir exceptional qualities as a g if t  from  God. In  Merezhkovskii's 

view, Pushkin sought heroic elements in every path o f life  — even in

Christian compassion. Merezhkovskii argued that Pushkin saw the same 

source o f inspiration in  heroism and Christian acts o f mercy: an in tention to 

surpass one's human nature. I f  we look more closely at Tsvetaeva's w riting s , 

we may notice that her perception o f the poetic elements o f life  is 

s trik ing ly  s im ilar to  Merezhkovskii's interpretation o f Pushkin's poetry. In 

th is vein, Tsvetaeva created a parallel between Pushkin and DeKvlg and her 

Eurasian friends in  the poem "Novogodniaia (I)", and between Pushkin and 

Pugachev in the essay "Pushkin i Pugachev". This attitude led Tsvetaeva to  

defend her own husband a fter he was accused o f murdering a Russian 

diplomat. In  fact, i t  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 o f poems "Georgii").

Another interesting aspect o f the topic "Tsvetaeva and Pushkin "

emerges from investigation o f the m otifs and myths exploited by both poets. 

In  th is  respect the investigation o f the treatment o f the Cnidus myth by 

both Pushkin and Tsvetaeva is particularly revealing. Moreover, the analysis 

o f th is  aspect in  chapter 3 o f th is work leads to  a conclusion about 

Tsvetaeva's awareness o f the significance o f the Cnidus myth fo r Pushkin. In 

brief, th is  myth is based on the belief that some forces interfere w ith  

human love in a very destructive manner. I t  is  possible to  suggest that 

Tsvetaeva consciously developed the aspect o f research in to  Pushkin's

mythology which was undertaken by Khodasevich in  his early book on

Russian poetry.^^ Tsvetaeva knew Khodasevich well, and in  Prague she 

regularly met not only him but his friend Roman Jakobson too. A ll o f them 

can be grouped as authorities on Pushkin who were interested in Pushkin's

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 o f the sculptural myth in 

Pushkin's work reflects, perhaps, the interest in  myth and the mythological 

aspects o f Russian poetry on the part o f authors who form  the 

post-Symbolist school o f thought. The sculptural myth was exploited by 

Tsvetaeva in  her own poetry and in  her works on Puskhin, as w ill be 

illustra ted 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 w ith  a dead beloved or 

poet. Senderovich has provided a very exhaustive study o f ths myth in 

Pushkin's poetry (especially in  relation to  Ovid and Del^vig).^^ In  th is 

respect Tsvetaeva's poetry contains a definite analogy w ith  Pushkin's 

w ritings. The shade myth plays a highly significant role in  her own works — 

especially when i t  is applied to  the theme o f encountering poets. Thus, 

Tsvetaeva's very f irs t  poem about Pushkin, "Vstrecha s Pushkinym ", is a 

good example. Also the same m o tif is very dominant in  her cycle "Stikhi k 

Bloku" and in  the long poem "Novogodnee" (w ritten on Rilke's death). 

Chapter 3 w ill investigate th is  aspect o f Tsvetaeva's poetry against the 

background o f Pushkin's poetry. The way in  which Tsvetaeva exploited 

Pushkin's imagery from the play "Kamennyi gost^" in her own w ritings w ill 

also be discussed.

To summarise all the points mentioned above, one can outline a 

strong feature o f Tsvetaeva's treatment o f Pushkin's work and life : she most 

defin ite ly translated Pushkin's poetic code into the language o f the 

avant-garde. Moreover, she presented i t  in  the lig h t o f her own poetics, 

which is in  many ways Dionysiac and rooted in  the concepts introduced into 

European art by Nietzsche. Eve Malleret's description o f Tsvetaeva's style can 

be transferred to  Tsvetaeva's image o f Pushkin:

A côté de l'humour, de la pose d'enfance, on trouve chez elle 

une métaphysique matérialiste un peu à la manière de

R. Jakobson, Pushkin and H is Sculptural Myth^ The Hague, 1975. (An early 

version o f th is  work appeared in  1937 in Prague.)

S. 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.

E. Malleret, "Le statut du discours chez Tsvetaeva — une esthétique du 

courage", in Marina Tsvetaeva. Actes da 1er colloque international (Lausanne, 

30.vi -  3.VÜ 1982), Slavica Helvetica, 26, Bern, 1991, p.305.
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CHAPTER 1

An endeavour of fidelltj? Tsvetaeva's French translations o f Pushkin's poems
In the light o f her poetics.

One o f the most important stages in  the study o f Tsvetaeva's attitude 

to  Pushkin is anaiysis o f her translations o f Pushkin's poems in to  French. 

This w iii shed some lig h t on Tsvetaeva's perception o f Pushkin and provide 

an insight in to her poetics. I t  becomes evident in the course o f the anaiysis 

o f these translations that Tsvetaeva also attempted another kind o f 

translation: she translated Pushkin's texts into the language o f

post-Symbol ism. This assessment o f Tsvetaeva's vision o f Pushkin starts 
w ith  the analysis o f these translations in order to  establish the difference 

in the poetics o f two poets and to outline those aspects o f Pushkin's works 

on which Tsvetaeva focused her attention.

I t  is necessary to look at Tsvetaeva's translations in the context o f 

her creative evolution in order to  h ighlight the significance o f the ir role in 

her poetic development. She undertook these translations in  1936, w ith  a 

view to  the ir publication in  the Belgian and French press, in  order to 

commemorate the 100th anniversary o f Pushkin's death (in 1937). By th is  time 

Tsvetaeva had w ritten  the essential body o f her poetry, prose and essays. 

Assessing Tsvetaeva's work o f the 1930s, i t  is possible to  isolate a dominant 

theme which links them together. I t  can be called "the poet: his art and 

poetic fate". Tsvetaeva's discourse on the essence o f poetic art (in works 

such as "Iskusstvo pri svete sovesti ", "Poety s istorie i i bez is to r ii ", and 

"Epos i lir ika  sovremennoi Rossii") precedes her French translations o f 

Pushkin. Therefore, one can assume that in 1936 Tsvetaeva had a clear picture 

o f her own poetics and its  relation to  avant-garde art. Furthermore, analysis 

o f Tsvetaeva's translations helps us to understand Tsvetaeva's urge to w rite  

such works as "Moi Pushkin " and "Pushkin i Pugachev ", in which the 

features o f the mythopoetry and myth-creating techniques o f her art are 

reinforced even more strongly.

In a le tte r to  Anna Teskovâ (26.01.1937) Tsvetaeva wrote:

M ecTb, HaxoHeu, (|>paHuy3CKHe nepenoau nemeit: IlecHA ms
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Hrnpa BO BpeMA MyMU, npopoK, K HaHe, /%Jia ÔeperoB 

oTMM3Hbi aaabHe*, K Mopio, SaKKMHaHMe, IlpMMeTU — M eme 

iieabiit paa, KOTopbix HMKax m HHxyaa He Mory npncTpoMTb. 

Bcioay — cTena: „Y nac yxe ecTb nepeBoaw". (npo3oft — m 

yxacHbie). Bqepa na (]>paHiiy3CKOM wecTBOBaHHM b CopGoHHe, 

no oTpbiBKaM MHTajiM 6or snaer v t6 .  IlepeBoaHJiN — ..onenb 

MHJiaa Gapbmma" hjih „xaKoA-To rocnoanH c acenoA" — 

MacTHue anna, HMKaxoro OTHomenHa k no33MM ne MMeiomne. 

CaoHMM MOM nepeBoabi npeaaoxHa npo$. Maaony [...] — xax 

o h : — Mais nous avons déjà des très bonnes traductions des 

poèmes de Pouchkln, un de mes amis les a traduites avec sa 

femme...

M 3X0 — npo(|)eccop, h aaxe, xaacexca — cBexnao. (PAT, 

pp.150-51)

The le tte r quoted above contains key elements o f Tsvetaeva’s approach 

to translation. F irst o f a ll, Tsvetaeva was categorically against prosaic 

translations o f Pushkin. Usually, twentieth-century French translators o f 

Russian poetry employed free verse which was neglected by Tsvetaeva In her 

own poetic experiments: she believed in  the resurrection o f poetry’s archaic, 

magical and ritu a lis tic  functions, w ith  an emphasis on rhythm, rhymes and 

repetitions. (This point w il l  be discussed in  detail below.) Tsvetaeva’s 

preservation o f the rigorous form o f Pushkin’s verse (w ith its  system o f 

alternation o f feminine and masculine rhymes) therefore contradicted the 

established trad ition  in contemporary French literature. Secondly, Tsvetaeva 

ruled out all translation work carried out by non-poets. This was due to  her 

be lie f in the existence o f a poetic prototype or o f an archetypal form  o f 

poetry which, in her view, could be reproduced only by the "initiated".^

* In her essay ’Zhivoe o zhivom ” Tsvetaeva claimed that all poems have the 

same source: ”[...] Bce c x h x m , GuBmne, cymne m 6y,qymMe, HanHcanu OAHoA 

McenmMHoA — GeauMHHHoA”. (P, p.208)
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Tsvetaeva regarded poetry as being o f mythos^ or ritua l which could be 

played out again and again. That is why she was convinced that she held a 

special righ t to  reproduce Pushkin's texts in French; "Snaio, h to  ràK ne 

nepeneaeT hhkto'* (PAT, p.l42). I t  is important to  bear in mind that 

Tsvetaeva translated her favourite Pushkin poems (as she pointed out In one 

o f her letters to Teskovâ), and therefore one can assume that these poems 

appealed to  her own view o f the world and o f poetry. Some o f her French 

translations discussed below w ill be approached In th is vein.

I t  is known that Tsvetaeva translated at least 14 o f Pushkin's poems 

Into French, among them: "Svobody seiateK pustynnyi", "K  moriu", "Prorok ", 

"Poet", "Vospominanie ", "Niane", "Primety ", "Poetu ", "Zaklinanie", "D lia 

beregov otchizny daKnei", "Besy", "Khvala chume "" (from "Pir vo vremia 

chumy").^ Tsvetaeva intended some o f these translations to be published in a 

Belgian collection o f works in honour o f Pushkin, and a poem ("Besy") 

appeared in  the Parisian pamphlet Pushkin which was prepared fo r 

publication by Professor N. KuKman. In  recent years some o f 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

 ̂ In  th is  study, the term mythes is used in the sense applied by N.Frye: 

"The narrative o f a work o f literature, considered as the grammar or order 

o f words (literal narrative), p lo t or "argument" (descriptive narrative), 

secondary im ita tion  o f action (formal narrative), im ita tion o f generic and 

recurrent action or ritua l (archetypal narrative), or im ita tion o f an 

omnipotent god or human society (anagogic narrative)"". — Northrop Frye, 

Anatomy o f  Critic ism , Princeton, 1973, pp.366-67.

 ̂ Aleksandr Sumerkin refers to  another poem which, in his view, was also 

translated by Tsvetaeva. He claims, quoting the programme o f the concert, 

that Tsvetaeva recited Pushkin's poem "la  vas liu b il"  in her French 

translation at the concert organised to commemorate the centenary o f 

Pushkids death in Paris on 8 June 1937. — Marina Tsvetaeva, Stikhotvoreniia i  

poemy v p ia ti 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 

w ritings. The themes raised by Pushkin in these works also coincided w ith  

topics which were o f great interest to  Tsvetaeva herself. Subsequently, th is 

w ill help to reveal some alterations made to the original texts, done to 

preserve Tsvetaeva’s own s ty lis tic  preferences. As w ill be seen below, the 

analysis o f the seven translations w iil provide a picture o f Tsvetaeva’s 

interpretation o f Pushkin’s poetry and o f how they articulated her 

mythopoetic approach. Most o f the poems translated by Tsvetaeva relate to 

the theme highlighted above: "the poet: his art and his fate". This problem 

was at the centre o f Tsvetaeva’s attention in  the 1930s, and i t  is very 

fru itfu l to  ta lk  about these translations using her essay "Iskusstvo pri svete 

sovesti" as a background. I t  is also important to bear in mind that

Tsvetaeva was mostiy attracted to Pushkin’s work o f the 1830s, the most 

disturbing and philosophical period in Pushkin’s evolution. Tsvetaeva herself 

described Pushkin in  the 1830s (in the above-mentioned essay) as "IlyiuKHH 

eaJibCHHraMOBoH sajiyMUMDOCTM".

Some o f the poems can be grouped in accordance w ith  the ir theme, 

and some o f them contain analogies w ith  Tsvetaeva’s own work. Thus 

Pushkin’s poem "Besy" in Tsvetaeva’s translation appears to  be an extension 

o f the devilry myth which permeated Russian literature o f the twentieth 
century. (This point w ill be discussed further.) A ll in all Tsvetaeva

established a strong parallel between Pushkin’s experience (expressed in the 

lyrical pieces she selected fo r translation) and her own life . This is

largely due to the fact that Tsvetaeva saw in Pushkin an archetypai kind o f 

poet reproducing aspects o f his life  in his poems as in a ritua l or myth. In 

the poem ’Zaklinanie ”, fo r example, she reinforced the archaic, magical 

function o f words, fu lly  extending its  incantatory aspect. Some o f the 

transiations represent what m ight be called versions o f Pushkin’s text. Thus, 

in the translation o f "Khvala chume ”, Tsvetaeva Inserted the m o tif o f

a disappearing generation (this m o tif was already formulated in works o f her 

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

* Efim Etkind, 'Marina Cvetaeva. Franzôsische Texte”, in Marina Tsvetaeva. 

Studien and Materiallen, Wiener Slawistischer Almanach, Sonderband 3, 

Vienna, 1981, pp.195-205; also Viach. Vs. Ivanov, ”0  tsvetaevskikh perevodakh 

pesnl iz  Pira vo vremia chumv i Besov Pushkina”, Masterstvo perevoda 1966, 

Moscow, 1968, pp.389-412.
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Tsvetaeva’s expressed her approach to  translating poetry as:

IlepeBoji'iHK K 4 ByM ^annuM (ewy n o 3 TOM) o c h o b h u m :

n 0 3 T 0 BUM  ÔOrOJUaHHUM C TpO XaM  — M m eT — HaXOJlMT ABC  

s a jia H H u e , n m e T  b  a p c e n a jie  b o s m o j k h o f o , H a n p a B J in e M b ift 

pOKO BO ft H e o 6 xOJlMMOCTblO p N ^ M U  — K T 6 M , n e p B U M , FOCnOAOM 

(o o 3t o m )  ; ia H H U x , ^ b j iæ o iu h x c ^  — H M nepaT H B O M .

Pn<|>mu — K TeM  * e  B e iu a M  — n a  p a s H b ix  J is u x a x  — 

p a s H u e .

YTOWHeHxe: Pn^Ma Bciojiy MoxeT 6uTb saMenena

<pM3MKoâ (cTnxa). Tax, nanpnMep, b crpoxy, Konqaiou^cH 

amour m pM^Myioutyiocii c toujours, ne HenpeMeuHo -  

nepeseay: jn o 6 o e b  — m xpoBb, h o  pa6oxy h naftay c ayquiHx 

OCHODHbIX C TpO K aByCTM U lM A M, a S B  MX aaeK B dTH O , TO eCTb 

aÔcoaioTHo — k Moeft, pyccxoA, m x TpaHCKpnnmiH, 6yay MCKaxb 

— yxce B MoeM, pyccKOM apceuaae, nuTancb aaxb — BTopoft 

(nocMabHbift) aÔcosRT ” (S84, p.502)

Tsvetaeva’s words about translation represent a treatment o f the 

works o f others which matches the avant-garde perception o f 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 rig id  structural form o f poems (in most o f her 

translations she retained the alternation o f rhymes, and where possible she 

tried  to  reproduce the rhythmical pattern o f the original). A t the same time 
she used some elements w ith in  the suggested structure to produce the new 

meaning (potentially concealed in the text). Such a technique can be defined 

as poetic coilage’. The new features brought by Tsvetaeva in to the texts 

include a reinforcement o f rhymes (especially inner rhymes) and alliteration, 

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

I t  is worth mentioning that Tsvetaeva’s preservation o f a 

syllabo-tonic system and rhyming in  her French translations is in line w ith  

the trad ition  established in  Russian poetry. Thus, Pushkin’s French verses 

were w ritten  in accordance w ith  Russian poetic trad ition: see, fo r instance, 

such poems as ’’Stances” , ”Mon p o rtra it”, ’Couplets” , ’Tien et mien, —d it 

Lafontaine” . Pushkin’s usage o f French had a functional meaning: his French 

verses were o f playful context, they represented a love joke. However,
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Tsvetaeva’s intention to fo llow  Russian trad ition  could have been perceived 

by a French audience as w riting  in a ly ric  genre. Tsvetaeva's orientation 

towards French ly ric  trad ition  may have been intentional - firs tly , because 

her own poetry was largely based on Russian fo lk  lyric  trad ition; and 

secondly, because before undertaking the translation o f Pushkin, Tsvetaeva 

translated into French some Russian fo lk  and revolutionary songs, and some 

Soviet songs. (They are kept, together w ith  her translations o f Pushkin, in 

the Central State Archive in Moscow, which is closed un til 2001.) Tsvetaeva's 

preoccupation w ith  the lyric  genre w ill be particularly evident in the course 

o f analysis o f her translation o f "Khvala chume" (below).

To clarify this analysis i t  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 Poète", "Le Prophète" and 

"Indices".

"Le Prophète" is the most important o f the translations of the first 

group because i t  provides us with Tsvetaeva's image of the archetypal poet.

nPQPOK LE PROPHÈTE

1 /lyxoBHoit acâ RAOK) TOMRM, 1 Daus le domaine de l'ardeur
2 B nycTMHe MpauHoft m enaunnca,  ̂ traînais sans fin  ni cesse;

3 Un Séraphin dans sa splendeur
3 H mecTHKpbuiuJI cepa<|)HM *  Se présenta à ma détresse.
4 Ha nepenyTbe MHe fiBunc^;
s riepcTaMM JierKMMH Kax coh s Et, te l un baume m erve illeux,

6 M oax 3eH ,q KOCHyacr. oH: ^ 2\?:%:rir;!nt
7 OTBepsjiMCb BeiiiMe seHHiibi, g Et, tels les yeux de l'aigle, virent.
8 Kax y McnyraHHOË opJiMUbi.
9 M ohx ymeU KOCHyjicA o h , 9 Mes deux oreilles il toucha
10 H Hx HanoJiHHJi iiiyM ii sboh: les emplit un grand fracas.

11 J OUÏS des deux le large souffle,
11 H DHHJi H HeÔa co4poraHbe, jg Dgg anges le sublime vol,
12 M ropHMü anrejioB nojiex, 13 Le coeur du germe dans le sol,
13 H raA MopcKMX no^BO^HuA xoa, cours des monstres^^ns^leur
14 H jiojibueA Jiosbi nposHÔaHbe.
15 H OH K ycTaM MONM upNHMK, 15 Et me ployant comme un osier

16 M BupBaa rpeumwA moA « suk, «  M a"”n tu \ talne°"la®ngurfoMe.
17 H npasaHocnoBHbdl n jiyxaBbift,
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18 14 xajio My;ipbL8 smch 18 Et de sa dextre toute en sang

"  » s  Y s ' . ' ‘, r Æ r s : f p . r . i . . .
20 BaoxHJi jiecHHueio KpoeaBoft.
21 14 OH MHe r p y ^ b  p a c c e K  M e n o M , 21 Et d e  s o n  g la iv e  m e  f r a p p a n t

22 U cepAue TpeneTHoe BWHyn. “  "  mon coeur de sève.
23 14 yrjib, n u jia io u in lk  o rn e M , 23 Et u n  c h a r b o n  in c a n d e s c e n t

2 4  Bo rpyjib oTsepcryn Boaennya. ^ I t  dans la trace de son glaive.
25 KaK T p y n  b n y c T w n e  h  Jiesicaa, 25 Et je  r e s t a is  p a r e i l  a u x  m o r t s ,

2 6  H 6ora raac k o  mhc BoasBaa: ^6 Et le Seigneur me dit alors:

27 cBoccTaHb, npopoK, M BM3Wb, M BHeMJix! 27 —Debout, Prophète! Vois, écoute!
28 idcnoüHHCb BOJieio Moeft, Emplis ton être de ton Dieu!

29 Que ta demeure soit -  la route,
29 14, oôxoaa MopH M seMJiM, 3 0  Et que ton verbe soit - du feu.
30 PjiaroJioM 3KTM cepjma niojieft>.

(Pushkin, 1, p.38S) (WSA 3, p.203)

I t  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 o f 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 Mnpa, ceMb — b  ocHOBe Jinpu". In line with this belief, 

Tsvetaeva divided Pushkin's "Prorok" into seven stanzas, seeing in It  some 

sort o f sacral text. By contrast, Pushkin's poem contains only one stanza, 

although Tsvetaeva's way o f dividing it  into seven stanzas is suggested by 

its rhyming structure. (This point w ill 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 "cnocoG aJibxepHcmca", and was originally taken by Russians from French
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poetry.® Tsvetaeva’s knowledge o f such classical poets as Racine and 

Corneille helped her to reinforce the canonical elements o f Pushkin's poetry 

in her French reproduction o f It. The rhyming pattern o f Tsvetaeva’s 

translation therefore matches the original (wherever possible): the pattern 

abab is  present in  lines I-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 o f spiritual th irs t 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 

o f Pushkin’s desert: she calls i t  "le domaine de l ’ardeur”. Pushkin’s tex t 

contains an alliteration o f the sounds d,t : ^xobhoU  xauiy^oK) tomhm, b 

nycTbme, mecTMKpunwH, nepenyTbe, cep^ue xpenéTHoe etc. Tsvetaeva’s version 

has a llite ra tion based on the sounds d,t and s,z: dans le domaine de l'ardeur, 

un Séraphin dans M  ^ le n d e u r se présenta à ma détresse. In fact she tends 

to use wherever possible two types o f a llite ra tion : one is based on the 
a ffin ity  o f vowels and is typical fo r the French poetic trad ition, the other is 

brought in to  her French translation from Russian poetry and is based on the 

correspondence o f consonants. The latter violates the French language, 

although i t  was inherited by Tsvetaeva from Russian Futurism w ith  its  
particular lik ing fo r an abundance o f a llite ra ting  consonants. I t  is  worth 

mentioning that Tsvetaeva was aware o f the difference between the two 
poetic traditions: in her Russian translation o f Baudelaire’s "Le Voyage ” 

there is traditional French a lliteration o f vowels. A ll in all, the phonetical 

structure o f Tsvetaeva’s translations bears a strong influence o f the 

experiments o f the French and Russian Symbolists.

The second stanza o f "Prorok" w ith  its  rhyming sequence aabb 

(coH-oH, seHHUbi-opJiNUbi) is somewhat self-contained, and has an important 

chain o f inner rhymes: coh-oh-sboh. The inner rhymes are subordinated to  

the idea o f the spiritual transformation o f the poet in to a prophet. In 

Pushkin’s poetic code such images as "coh" and "sboh" are related to  the

® M. L. Gasparov, ta lking o f the eighteenth-century Russian poetic trad ition , 

states that ’’ ... h3 ^P^H^yscKoro cTHxocjioxeHM>i 6ujio saHMCTBOBano Tax 

HasbiBaeMoe npasMJio ajibxepHanca: ctmxm c ojihopojihumm oKOHuaHH^MM Moryx 

cxoAXb p^^iOM xojibKO ecJiM OHM pM<l>MyioxcA Mex;iy coGoR. [...I 

CXMXOXBOpeHMA, B KOXOpbIX UepejtOBaJlHCb TOJIbKO MySKCKNe MJIM XOabKO 

xeHCKHe oKOHMaun^, GbiJiM HeBOSMoxHbi". — M L. Gasparov, Ocherk is to r ii 

russkogo stikba, Metrika. Ritmika. Rifma. Strofika, Moscow, 1984, p.84.
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process o f poetic inspiration and creation. From th is point o f view, the most 

sign ificant poem reflecting th is state is "S tikhi, napisannye noch^iu vo 

vremia bessonnitsy". The same imagery appears in  Tsvetaeva’s poetry to 

signai an encounter w ith  another reality (for instance, in the poem "Vstrecha 

s Pushkinym" or in the cycle "Stikhi k Bloku", in which the sound o f the 

divine bell appears, in Tsvetaeva’s opinion, in the very name o f Blok). 

Tsvetaeva's translation o f the stanza suprisingly omits a ll the suggestive 

semantic elements. I t  demonstrates the translator’s intention to preserve the 

fou r-fo o t iambic metre o f the original. This led her to  make some lapses 

such as the unnecessary translation o f " m o h x  y me A" and " m o h x  seHHii" as 

"mes deux yeux" and "mes deux oreilles". Further, Tsvetaeva concentrated her 

attention on the verbal structures o f "Prorok", leaving out very important 

laconic adjectives. She translated Pushkin’s verb "oTBepsjiHCb" as "frémirent", 

which is not Justified from the s ty lis tic  point o f view, although Tsvetaeva 

tried to  create a powerful impression from the verb "oTBepsJiHCb" by 

inserting in to  the text the rhyming verb "s’ouvrirent".

The next group o f stanzas in "Prorok" (lines 9-14 and 15-20) uses the 

interesting rhyming sequence aabccb. The two f irs t  lines are not changed by 

Tsvetaeva, but the rest are presented in a different manner. The very last 

stanza o f "Prorok" is divided by Tsvetaeva in to  three pairs o f tw o -lin e  and 

one fo u r-lin e  stanzas. This arrangement makes the translation more dynamic 

(in the vein o f Tsvetaeva’s own poetry) and highlights God's command. Also 

Tsvetaeva’s exaggeratedly expressive language in  the translation destroys 

Pushkin’s pantheistic presentation o f images in  "Prorok ” based on the 
neutrality o f his style. Pushkin’s use o f conjunction throughout the poem is 

not only the im ita tion  o f the biblical text; i t  also helps him to  create the 

union o f semantically equal images — especially in lines 1114.

Tsvetaeva's version takes us away from the harmonious union o f 

different elements o f the world, providing us instead w ith  a conglomeration 

o f images. Thus, Pushkin's "luyM h  s b o h "  is presented as "un grand fracas 

"neba co,%poraHbe " as "des ci eux le large souffle and "ropHuA anreaoB 

nojieT" is translated in to "Des anges le sublime vol". Furthermore, the last 

two lines o f the above extract appear to  be somewhat transformed into 

Tsvetaeva's own poetic language.

In  the translation there is a change in  the sequence o f events 

described by Pushkin: the logic o f Tsvetaeva's version moves us from the
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image o f a grain in the soi! to  the sea. This change seems to be consistent 

w ith  Tsvetaeva’s understanding o f the evolution o f the sp irit. In such poems 

as ’’S iv illa ”, ’’Peshchera” and ’Naklon ” there is a certain pattern o f images 

reflecting the logic o f the evolution o f the sp irit from the sky to  the sea. 

The water element is essential in Tsvetaeva’s poetic code as a place o f b irth  

and rebirth (the whole poetic system o f Tsvetaeva is based on the acting out 

o f her own Christian name which is related to  water). I t  seems that 

Tsvetaeva tries to  h igh light the analogy between the elements o f a ir and 

water by using the approximate rhyme ’souffle - gouffre ”. We have another 

indication o f Tsvetaeva’s concentration on spiritual rebirth in the poem; her 

image o f ”le coeur du germe ” is a direct reference to  her own essay 

”Iskusstvo prl svete sovesti” which contains a chapter called ’’Zerno zema ”. 

In Tsvetaeva’s intepretation th is is related to  the poet’s ab ility  to  embrace 

the whole world in his art:

• H e - n o o T ,  n a a  n o a r ,  6 o jib u ie ,M e M  n o a r ,  He t o j ib k o  n o a r  

— HO r j i e  x e  r  u t o  x e  J io a r  b o  e c e M  aTO M ? D e r  K e m  d e s  

K e rn e s ,  a e p n o  a e p n a .

OoaT ecTb OTseT.

O t HMsmelt creneHM npocroro pe^aexca jio Bucuieft — 

r e r e e c K o r o  o T e e T C T B o e a H R H  — n o a x  e c x b  o n p e jie j ie H H U ft h 

HeRSMeHHbift jymeBHo-xy.AoxecTBeHHbitt pe^wexc [...I (S88, 2, 

p.395)

In lines 9-14 Tsvetaeva's translation matches the original phonetically. 

I t  has the alliterating sounds / and d ,t: le  sublime vol, le  large souffle, d.u 

... dans le sol. (Compare w ith  Pushkin’s lines: no^Boj^Hbift xoji, ^o^bueft iLosbi, 

anregoB nojiex etc.) Tsvetaeva also tries to preserve some archaic words. 

However, in Pushkin’s poem archaisms appear fo r two reasons: his ’’Prorok” 

im itates 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 in to modem French as early as the seventeenth century. A few 

examples serve to illustra te  Tsvetaeva’s attempt to create the effect o f 
solemnity in  the vein o f Russian poetic trad ition : dextre, gosier; and verbs 

in the Past H istoric - 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 o f poetic craft.) Meanwhile, Tsvetaeva’s treatment o f Pushkin's 

Images shows a deep understanding o f his poetic code.

In  th is way Tsvetaeva makes more exp lic it the Image o f the w illow  

tree which was used by Pushkin as a suggestive analogy fo r the poet. I t  Is 

Interesting that Tsvetaeva does not use I t  In the stanza o f the orig inal, but 

links I t  to  the sacral action o f the seraph: ”Et me ployant comme un osier". 

I t  Is notable that she translates "Jiosa" as "osier" but not as "saule". In fact 

In Russian "Jiosa" stands fo r both. However, the second meaning (a th in 

tw ig, withe) Is more common. Tsvetaeva exp lic itly  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 

d istortion o f Pushkin’s powerful dynamism based on the use o f verbs. I t  Is

also noteworthy that Tsvetaeva omits Pushkin’s adjectives "jiyKaBN* ” and

’’rpeiuHuH" (In relation to  the hero’s tongue). This Is due to  her 

understanding o f sin through a passionate or rebellious lifesty le  as a

necessary stage In a poet’s life  which leads to  death and rebirth. (See, fo r 

Instance, such poems as "Karmen ”, "Pamlatl Beranzhe", "Ale", "Stikhi k 

Pushklnu ”, "Skazavshll vsem strastlam: prostl ..’’)

The last stanza, as pointed out above. Is divided In the translation 

Into a group o f tw o - lin e  stanzas. This feature resembles the structure o f 

many Russian fo lk  songs. Pushkin’s dynamism Is expressed here In line w ith  

Tsvetaeva’s own preference fo r metrical and rhyming sequence. (The same 

pattern appears, fo r example. In poem 1 o f her cycle, "Sklfskle"). Tsvetaeva’s 

own style Is strongly evident In the very last stanza. In which she reinforces 

divine order by rearranging the syntactical structure o f the original.

Tsvetaeva’s version Is s im ilar to  her own poems which are usually fu ll 

o f exclamation marks and dashes. Another o f Tsvetaeva’s own features 

Introduced Into th is  translation Is a strongly expressed command. In  some 

ways the ending o f her translation from  the rhetorical point o f view reminds 

us o f such poems as "Razgovor s Genlem ”, "la  esm^.. ”, "Da, drug 

n e v l d a n n y l . a n d  "Stikhi k synu". The Images o f the poetic path and o f fire  

In the last stanza are signals o f Tsvetaeva’s own poetic code. She has le ft 

out the m o tif o f Christian love present In Pushkin’s ’Prorok”, Inserting 

Instead her own Intepretation. Tsvetaeva’s Idea o f poetic cra ft was closely 

linked to the Image o f a phoenix. In  her opinion, the poet’s way o f life  was
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fu ll o f deaths and resurrections» and the passionate nature o f the poetic 

cra ft should "bum out” . (Tsvetaeva’s understanding o f the nature o f the 

poetic word stood close to  the pre-Christian trad ition  o f its  use in  magical 

rituals, as pointed out above.)^ Moreover, she tried  to  play out the same 

principle in  real life , although i t  seemed to  be modelled partly on Pushkin’s 

life  pattern. (See further discussion o f th is  point in chapter 5.) Thus, 

D m itrii Shakhovskoi characterised Tsvetaeva’s personality in the fo llow ing 

way:

Taxa^ „o6HaxeHHOCTb jiyuiR", KaKan bujia y ne*, rpeboeajia 

orpaRcjieHH^ ce6^ m h c tu m r  cmiaMN ayxa. MapNHa MeanoDHa 

B p f iA  jiR oTjiaeaJia ce6e b  o to m  oTuer. Bo m h o fo m  ona bujia 

eme (co eceft ceoeft npeaeabHo* uecTHOcrwo jiymeDHoft) a 

naeny y „aymeBHMx", „aHOHRCHuecKHx" cna. /lyMaio, b  3 to m  

saxaioqaaacb ee ocHOBHan TpyanocTb r c h s h h .  (NP, p.340)

Therefore, Tsvetaeva’s translation o f Pushkin’s ’’Prorok ” demonstrates 

her desire to  interpret i t  in accordance w ith  her own mythopoetical model, 

based on the Idea o f death and rebirth through poetic craft.

Another interesting aspect, which i t  is impossible to om it In our 

discussion o f Tsvetaeva’s translation, is the metrical pattern o f "Le 

Prophète". In "Prorok ” we find  the fou r-foo t iambic metre w ith  pyrrhic f irs t 

and th ird  foo t (although not regular). However, Tsvetaeva s o v m o f t & a  

c o K t ^ n s  - dol^nik. Some scholars call I t  "Tsvetaeva’s doKnik", and 
some prefer to  define i t  as logaoedic metre.^ Gasparov, fo r example.

 ̂ See, fo r example, her poem "P. AntokoKskomu":

Mto6 rojioBy cboio, b uiajibHux xy^p^x,

Kax n e H H u ft xy6ox boshociiji b npocTpancTBO,

Mto6 obpaTHJio B oPHb — MB nenji — m b npax 

Tebfi TBoé McejiesHoe cnapraHCTBO. (S84, 1, p.l23)

 ̂ Especially interesting works on th is subject were produced by G. Smith and 

M. Gasparov: G. S. Smith, ’ Compound meters in  the poetry o f Marina 

Cvetaeva’, Rassian L/terature, 8, 1980, pp.103-23; G.S.Smith, Logaoedic 

metres in  Tsvetayeva’s lyrics’, SEER, vol. L III, MS 132, July 1975, pp.332-54. 

Gripping observations on Tsvetaeva’s verse can be found in  M. L. Gasparov's 

book: M. L. Gasparov, Ocherk is to r ii russkogo stikha: Metrika. Ritmika. Rifma. 

Strofika, Moscow, 1984.
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established a link between logaoedic metre and songs. Tsvetaeva’s orien tation  

towards a song genre is also te lt  in her French translations o f Pushkin,

though on the phonetical rather than metrical level.

Pushkin's fo u r-fo o t iambic metre in "Prorok" is related to  the solemn 

atmosphere created in the poem. Its  usage is rooted in the e ighteenth-

century trad ition  o f employing this metre in the genre o f ode. In  spite o f

the fac t that Tsvetaeva’s poetic craft was shaped by Russian M odem !sm  and 

that she was m ainly preoccupied w ith  intonation, in "Le Prophète" Tsvetaeva 

attem pts (wherever possible) to  recreate Pushkin’s m etre as a canon. This  

m ight be explained by her intention to  preserve the trad ition  of employing  

iamb to r solemn occasions. Let us look, tor example, at the f irs t stanza:

/JyxoDHoft :>Ka;)KjOK) t o m h m , Dans le domaine de l ’ardeur

B nycTwne MpauHoA ju BaauHaca, Je me traînais sans fin  ni cesse;

kl LuecTHKpbiJiuA cepa(J)MM Un Séraphin dans sa splendeur

Ha nepenvTbe MHe îdm jich . Se présenta h ma détresse.

Pushkin's stanza contains tour foot iam bic m etre w ith  pyrrhic f irs t  

and th ird  feet. Tsvetaeva’s m etric pattern attem pts to recreate her 

impression from  the original. Robin Kemball's analysis o f this poem suggests 

that the stresses fa ll on the fourth  and eighth syllable throughout the whole  

stanza, and the second line corresponds to Pushkin’s "B nycTWHe MpauHoft n

B.iaMMJic>i” in which the sixth syllable "h " could also be stressed.^

However, some of the lines in Tsvetaeva’s poem have additional 

stresses, especially at the beginning — fo r instance, the line ”Et, te l un 

baume m erveilleux ” and "Et. tels les yeux de l ’aigle, v irent ”. Surprisingly the  

fact of the pause suggested by the syntactic structure of these lines is 

overlooked by Kernball. 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 o f the line: "et que ” — "du feu". The stress on

"que ” would be in line w ith  Pushkin’s "TjiaroHOM mcth cepjma Jiio^eft", in

which we see the fo u r-fo o t iam bic metre. Bearing in mind the established  

link between fo u r-fo o t iambic metre and the ode in Pushkin’s tim e, i t  is 

interesting to observe that the last stanza ot Tsvetaeva’s translation could 

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

 ̂ Robin Kernball, “PuSkin en Français les poèmes traduits  par M arina  

Cvetaeva, Essai d’ analyse m étriq u e”. Cahiers du Monde russe et soviétique, 

X X X II  (2). avril-ju in  1991, p.228.
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intended to  emphasise the importance and solem nity ot God's appeal.

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

her poem "Le Poète".

no3T

1 noKa He TpeôyeT nooTa
2 K CB^uieHHoA JKepTBe A uojijioh,
3  B  saôorax cyeTHoro cBexa
4 Oh MajiojyuiHo norpymeu;
3 M ojiumt ero CB^Taii JiHpa;
6 /lyuia BKYHiaeT xjiajiHbiA coh,
7 M Meac j ie re f i  hmuto:>khux Mupa,

a B u T b  M OM cer, B c e x  u n u T o ^ cH eft o h .

9 H o JiMUJb 6o3cecTBeHHbifl rjiaroji
10 /do cjiyxa uvTKoro KocHerc^.
11 /tyiiia nooTa BCTpeneHexc^,
12 KaK npoôyjHDUiHAcH open.

13 T o c K v e T  OH B 3 a 6 a s a x  w x p a ,

14 Jlio jiC K oA  u v:K jiaeTC 5i m o j id u ,

13 K HoraM HapojHoro KVMMpa

16 H e  KJioHM T r o p j o f t  ro jio B b i;

17 EenCHT OH, 4 h k h A m CypOBbIM,

18 M  3DYKOD If CMiîTCHbJl HOJIH,
19 H a  ô e p e r a  nycxbiHHbix bojih,
2 0  B  iH M p o K o u jy v iH u e  n y S p o n u  ...

(Ib id ., p.402)

LE POÈTE

1 Aussi longtemps que le poète
2 Est oublié du dieu vivant,
3 Dans les soucis et dans la fê te
4 I I  est plongé piteusement.

3 Se ro u ille  sa divine lyre,
6 Son âme goûte un len t venin,
7 Et parmi tous ces tris tes sires
8 C'est lu i, peut-être, le plus vain.

9 Mais dès que le divin appel
10 A lerte  sa profonde fibre ,
11 Son âme v it. son âme vibre,
12 Tel l ’aigle regagnant le ciel.

13 I I  fu it  les dires du vulgaire,
14 S'écarte du commun sentier;
13 Devant l'idole populaire
16 N ’incline pas son fro n t al tie r.

17 S'en va sans aviser qui vive
18 Empli de songes et de voix
19 A l ’ombre des antiques bois,
20 Au large des désertes rives.

(Ib id ., p.202)

Et kind characterises its metre as iambic w ith  firs t and th ird  pyrrhic feet.^ 

However, to  support his point E tkind chose only one stanza from  the poem. The 

rest of the poem reveals Tsvetaeva’s tendency to stress a second syllable, too. 

I t  is especially fe lt  in such lines as "Se rou ille  sa divine lyre ", "Alerte sa profonde 

fibre", "Empli de songes et de voix", etc. Taking into account Tsvetaeva's 

mannerism in her own verse, i t  would not be a big exaggeration to suggest that 

such words as "dans" (in the line "Dans le souci et dans la fête") and "est" (in the 

line "H est plongé piteusement") would have been also stressed in Tsvetaeva's own 

recital of her translation. I t  is beyond the boundaries o f th is  research to examine 

this m atter. However, such a possib ility  should not be overruled, because in 

Tsvetaeva's own poetry we come across her tendency to  emphasise (sometimes to  a 

large extent) semantically insignificant words, parts o f words and prepositions. 

Just a few examples w ill c larify  my point: "[...I H6o b npHspauHOM .qowe/ Cew —

Etkind, op.cit., pp.204-05.



-  34  -

npH3paK TU r ’Evridika — O rfe iii"), "*1t6 Mce mhc jiejiaTb, neony m nepeenny 

CToet"), ”3 to  — npasaM nejaJib” TTedal''"), ”Ka — pa — yjibHwft/ Ha nocxy 

pasJiyK" (’’Prazhskll rytsar''"), " O r  Mac? Hex — no Mac" ("Krik stantsii"). 

However, one also cannot rule out that Tsvetaeva in her attem pt to  translate  

Pushkin as a classical poet tried  occasionally to  im ita te  Racine, whom she 

admired. H er play "Fedra" (1927) and her cycle o f poems "Fedra" (1923) 

certain ly reproduce the tension and dramatism of Racine's plays. We observe 

in his drama how the tensions in situation and in character are transmuted  

in to  aesthetic balance by the dramatist's sense of unity between word, 

gesture and rhythm . To some extent Tsvetaeva's translation o f Pushkin's 

"lUHpoKomyMHue jyôpoDu" as "des antiques bois " indicates the presence in the  

back ground o f "Le poète" of Racine's tragedies in which characters lose th e ir  

reason. Pushkin's description o f poet’s madness certain ly suggests such an 

analogy, Tsvetaeva's d istortion  of Pushkin's "neutral " style is strongly fe lt  in 

her excessive a llite ra tio n , inner rhyming and in creating her own symmetrical 

patterns (all these features are typical fo r  Racine, too). H er mannerism  

provokes her to  break Pushkin's narrative in to  fragments. Perhaps, in order to  

overcome such fragm entation. Tsvetaeva tries  to  bind her fragments by the  

rig id iambic structure? In  places she managed to match almost perfectly the 

rhythmical pattern of the orig inal. For instance the line "Aussi longtemps 

que le poète " rhythm ically and m etrically matches "OoKa ne Tpebyex no3xa ", 

and another line "Sen va sans aviser qui vive" is a reproduction o f "Be^KHT 

OH. jimkhA m cypoBMft" (although the caesura in Tsvetaeva's version is

different): the same can be said about the lines "II est plongé piteusement" 

( "Oh MajiojyuiHo norpy^Ken ") and "Devant l'idole populaire" ( "K HoraM

Hapo^Horo KVMHpa"), This Russian touch in the sound of Tsvetaeva's

translations had a strong appeal among Russian audiences in  Paris.

I t  is w orth  mentioning also that Tsvetaeva's tendency to reproduce the 

iambic metre of the orig inal is justified  by the fact th a t metre plays an 

im portant role in the whole structure o f Pushkin's "Poet". Eleven lines o f 

the poem typically  represent in  Pushkin's poetry w hat is known as

"nenoJiHoyjapHaii <j)opMa nerupexcTonHoro HM6a "; meanwhile, the last line o f

Thus, for instance, one of the Russian reviewers in Paris claimed that 

Tsvetaeva’s translations of Pushkin in to  French were outstanding: 

A, Danianskdia. 'Syn Paniiatnika Pushkina. Na vechere Mariny Tsvetaevoi o 

vellkom poete. (Pi.s4uo iz Parizha)', Segodnia, Riga, 1937, N265, 6 March, p.3.
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the firs t stanza "EwTb m o x c t , Bcex HnnToaKHe* oh" I s an example o f the 

fu lly  stressed four-foo t iambic metre. In  Pushkin’s poetry i t  is used as an 

expressive device to break monotony and to  attract special attention to the 

semantic aspect o f lines w ith  fu lly  stressed four-foot iambic metre. The 

stanza from the poem "Poet" discussed above also contains an inversion as 

w ell as repetition o f the word "miuToaicHUit". A ll this adds a powerful effect 

to  Pushkin’s comparison o f the poet’s place in the world w ith  others’. 

Tsvetaeva introduces her own interpretation o f this aspect by splitting the 

meaning o f the word "HiiqTOXHuit" in to : "tristes" and "plus va in ”. Her 

understanding o f Pushkin’s statement is more explicitly expressed in the 

concluding words o f the essay "Iskusstvo pri svete sovesti":

EuTb ueJioBexoM Da^mee, noTOMy uto nymiee. Bp au m 

cBHUieHHHK HyxHce nooTa, noTOMy uto ohm y cMepTHoro ojipa, 

a He MU. Bpau n cBHiiieHHMK uenoBeuecKM -BajKHee, Bce 

ocTajibHue obuiecTBeHHo-BaxHee. [...] 3a MCKJuoueHMeu 

jiapMoejioB, BO Bcex hx paanoBHjiHocTAX — Bce Baxmee Hac.

H 3HaH 3TO, B nojiHOM pasyue m TBepaoA nauHTH 

pacnMcaBuiHCb b 3Tom, [...] yTBepxe^aio, u to  hm na xaxoe 

;ipyroe aeno cBoero He npoMennjia 6u. Snan 66jibuiee, TBOpio 

MeHbuiee. Hoceuy une npomenbH Her. Tojibxo c Taxnx, xax h ,

Ha CTpaiimoM cyAC coBecTM n cnpocMTCH. Ho ecjiH ecTb 

CTpaiuHuit cyji cjidsa — na neu ^  <iMCTa.(S88, 2, p.407)

W hat we see here is the conflict o f two cultural paradigms. Pushkin’s 

poem contains an iilustration  o f the so-calied realistic paradigm. I.N agy  

characterises i t  in  the follow ing way:

PeajiNCTNuecKan napa^nrua KOHCTaTMpyex m ^HKCMpyex 

npoTMBopeuHe ueawy uejioBexoM m xyj^oMCHMKou, ÔMorpa^Me*

M TexcTOM [...] oHa npMSHaéT H yTBepmuKaex paBHoneHHocTh 

cjioBa M je jia  ("cjioBa no3xa cyxb ynce ero jiejia ”— flyuiKMH). B 

3TO* M046JIN H033MH — He peuecjio M He npo^eccMH, a 

MMCCKJI, KOTOpy» H03T JOJIXeH "jieJIOM OHpaBJiaTb ”, TaKNM 

o6pa30M yxBepMwaH cooTseTCTBHe CnoBa h ^hshm. neé

xapaxTepHo caxpajihHoe OTHOuieune k  cjiosy, BSHTouy b 

UlNpOKOM KyjIbXypHOM CMUCJie H BOCXOJIHUieuy cbohmh
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KopHAMM B pyccKyio xpNCTHancKyio, npaeocJiaBHyio Kyjibjypy.^*

The attitude described above was conveyed In Pushkin's poems

"Prorok” and "Poet” . In "Poet” th is theme Is based on such Images as 

"Apollo” and "sacred sacrifice” . However, Tsvetaeva deleted them In her

translation. Her Image o f a poet was more archetypal and closer to singers
o f the Dionysian type;

Sen va sans aviser qui vive

Empli de songes et de voix

A l'ombre des antiques bols,

Au large des désertes rives. (WSA 3, p.202)

Pushkin's m o tif o f confusion, perturbation ("h seyKoe h cM^TenbB 

nojiH") Is absent In the translation. This Indicates that Tsvetaeva's Image 

derives from a different cultural paradigm. I f  In Pushkin's version we see a 

duality In the poet's behaviour due to a d ifferent understanding o f the

writer's character. In Tsvetaeva’s case there Is no con flic t between the 

writer's art and personality. The difference In the attitude towards the poet's 

life  and w ritings Is fe lt In Tsvetaeva's way o f editing Pushkin's poem while 

translating I t  Into French.

Thus, In Pushkin's case, we feel that the poet's art Is a sacred 
sacrifice, that i t  has to fu l f i l  moral tasks and duties. This moral aspect was 

prevalent In nineteenth century Russian literature as a whole:

[...] pyccKMit XlX-bift B6K BocnpHHMMaeT nMcareji^ xax

HpaBCTBeHHoe JiHno h npe;inojiaraeT peajibnyio, oboiojinyio

CDA9b Mexjiy HpaecTBeHHUM noee^eHMeM nncaTen^ xax
12uejioBexa h ocreTMqecKMMM neHHocTBMM ero npoM3Be.qeHHB.

The attitude discussed above survived to some extent In the w ritings 

o f the Symbolists and post-Symbolists including Tsvetaeva. However, she 

strongly argued against th is  view In the essay "1 skusstvo pri svete sovesti ". 

In  Tsvetaeva's poetics the cultural paradigm o f the avant-garde holds a very 

eminent place. I t  Is characterised In the fo llow ing way:

“  I. Nagy, 'BIOGRAFIA -  KUL'TURA -  TEKST (O "sdvlge" v russkoi 

kul^turnol paradigme)', Stadia Rassica Badapesttnensia, 1, Budapest, 1991, 

p.233.

"  Ibid., P.23S.
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[...] B 20-30-rojju xy;to9RecTBeHHue m HayqHwe tckctm  

BocnpMHHMaioTC^ coBpeMeHHHKaMM KaK coÔbtTMe, KaK nocTynoK 

B HCTOPHH JIHqHOft 9RH3HH H B03B0J|>ITC5I B paH F  

* 'c o 6 b iT M J i-6 b m iJ i'' [ . . . ]  T B o p q ecT B O  KaK n o c ry n o K  n p H o 6 p e r a e T  

OHTOJiorMMecKMft c T a jy c .  [ . . J

Hto KacaeTCü xyAoaKecTBeHHo# npaKTMKx, nepBoe, mto 

oqcBH^HUM o6pa30M oôpamaer na ce6fi BHMMaHMe, 3T0 oÔMüMe 

caMoonncbiBatoitfMX tckctob c cosnaTeabHo oÔHaxcêHHUMH 

npMëMaMM. IlM iiiyT o i poManu — no EejioMy — "HanojioBHHy 

6*orpa$MqecKMe, HanoaoBHHy KCTopMqecKMe". [...] B axiix 

KHMrax o ÔKorpaipMfsx HCTopHnecKan cy;ib6a 

npejimecTBeHHMKOB. hx KCTopHnecKoe noBejneHHe ABJiAexc^ 

AaB coBpeMeHHoro oMcaTean "yÂoÔHo*" MOAejibio ocMbicaMTb 

CBOfo cy4b6y m paapaÔoxaTb cbok> nosHitMK).̂ ^

In  other words, we notice a sh ift from the emphasis on what could be 

called life-creating to  the p rio rity  o f the text: the tex t is perceived as a 

second reality. The presence o f th is  aspect in Tsvetaeva's translation makes 

her "Le Poète" remarkably different from Pushkin's "Poet". Her lyrical hero 

does not face the dilemma o f duality as does Pushkin's character, he is 

preoccupied w ith  his own g ift. This is particularly fe lt in the fo llow ing 
lines: "S en va sans aviser qui vive /  Empli de songes et de voix", "Son âme 

v it, son âme vibre /  Tel l'aigle regagnant le ciel", "... le divin appel /  Alerte 

sa profonde fibre". The other important key word in Tsvetaeva's description 

o f her poet is the word "front". Usually, i t  signifies in  her poetry 

sp iritua lity  and rebelliousness.^^ However, Tsvetaeva brought out an 

important aspect o f the poet's con flic t w ith  the crowd which was more 

d is tinc tly  spelt out in Pushkin's poem "Poet i to i pa". 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 o f Pushkin are marked by her intention 

to  regard working w ith  his poetry as an experience o f the same situation 

("co6uTMe-6biTMe", as Nagy puts it) .

Another example o f such personalisation is Tsvetaeva's translation o f 

"Primety". The very t i t le  o f her version — "Indices " — suggests that her

Ibid., pp.238-39.

See analysis o f th is  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 o f the poem was In line w ith  the poetics o f Symbolism. As we 

see below, Tsvetaeva le ft out Pushkin's self-irony in  connection w ith  the 

poetical imagery o f Romanticism and translated th is  poem in to  the language 

o f Symbolism.

nPHMETH INDICES

1 H exaji K BaM: xiiBue chu J'allais vers vous. Mes voeux secrets

2 3a MHO# BHAficb TOJiuo# MFpiiBo#, M'accompaguaient en folle danse.

3 H MecHq c npano# CTopoHU C'est à ma droite que courait

4 ConpoBoawaji mo# 6er pernBU#. La lune — pronostic de chance.

5 R exaji npoub: liHue chu... Je m'en venais. Soupirs, regrets

6 /lyme BJHo6jieHHO# rpycxHo 6ujio, Suivaient — te lle  une noire traîne.

7 M MecHü c JieBo# cTopoHU C'est à ma gauche que courait

e ConpoBoxuaa mchh ynuno. La lune — pronostic de peine.

9 MeHTaHbK) BeuHOMy b  thu ih  Poète suis et rien n'y puis,

10 Tax npe.gaeMCH m u , ho3TU; Tout m'est transport, tou t m'est supplice

11 Tax cyenepHue npnuexu Ainsi le moindre des indices
12 CornacHU c uyocTBaux ^yiux. Est maître de mes jours et nuits.

(Puskln, 1, p.443) (WSA, p.204)

Tsvetaeva's understanding o f "Primety " as a myth which can be
directly applied to  her own life  is revealed in the last stanza o f "Indices":

she replaces Pushkin's personal pronoun "we" (which suggests some sort o f

universal aspect o f the situation described in his poem) by the melodramatic 
"I".

Pushkin's poem "Primety ", like other w ritings o f 1828-29, is marked by 

the tendency o f deromantic isation: i t  articulates a certain irony towards the 

style o f Romanticism. In  the same vein Pushkin scattered ironic remarks in 

such poems o f th is  period as "Pod^ezzhaia pod Izhory . ", "Kalmychke " and in 

numerous epigrams ("Literatumoe izvestie", "Poet-igrok", "O 

Beverlei—CSroratsii... " etc.)

Pushkin's iron ic style in  "Primety" can be detected on the semantic 

level. Thus, in  the f irs t  stanza dreams are compared to a "playful crowd " 

("BHJiHCb TOJino# xrpiiBoft"), and even the choice o f the verb "BXTbCH " 

suggests some frivolous sense applied to  the situation. Pushkin's description 

o f his journey as "mo# 6er pexxBu# " is also a comical metonymy which
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indicates that the hero was on the one hand rid ing a horse, and on the other 

hand impatient to  see his g irl-friend . (The adjective "peTRBbiit" is usually 

applied to  a horse, not a person.) Other expressions in  the poem - Mec^u 

c JieBO* CTopoHu/ ConpoBoxwaa Men^ yHuao" and "MeuraHbio BeqnoMy b  

TRmN /  Tax npe.AaeMCji mu, nooTu'* -  im itate elegiac clichés. In  chapter 4 o f 

Evgenii Onegin^ which precedes ’’Primety” , Pushkin appealed to  poets to 

depart from  romantic elegies and to  embark upon epic genres (including 

odes). Even Pushkin’s analogy between the state o f nature and the poet’s 

mood recalls a common device o f romantic elegies. Thus, the end o f his 

poem — ’Tax cyenepHue npnueTu /  Coraacnu c qyBCTBauM AyiuH.” — recalls 

the typical parallels o f lazykov's elegies. In  his poem ’’E legiia” (1824) there 

is the fo llow ing ending:

H raynocTb crpacTX poxoBoft 

B jiyme xcqesaa Moaojiotk...

Tax c npobyjiHBUieitCA nojifiHU 

CjieTaioT TeMHue Tyuanu:

Tauc, cjiuuia Bucxpea, xyaiixM 

Ha Bosjiyx ueuyxc^ c pexH.^*

Unlike the original, Tsvetaeva's translation bears every mark o f a 

highly romanticised and symbolist style. The whole situation o f Pushkin's 

poem, which contained very realistic details including a common belie f about 
omens related to  the moon being on the le ft or r igh t o f the person looking 

at i t  (in other words, i t  can be understood as the ris ing and setting o f the 

moon), was transformed by Tsvetaeva in to myth. She overlooked the 

significance o f horse-riding (which helps to  carry the idea o f playfulness 

throughout the poem’s structure), replacing I t  by 'J'allais vers vous " and "Je 

men venais". Other images are transformed in to  exaggeratedly romanticised 

versions: Pushkin’s image o f dreams as a merry crowd is replaced by 

’’M'accompagnaient en fo lle  danse”, and in  the second stanza there is an 

image o f ”une noire traîne” 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.”):

Si exaji npoub: MHue c h u ...

/lyme BjnoÔJieHHoü rpycrno Ôujio,

H Meom c JieBoft cTopoHU

15 N. M. lazykov, Stikhotvoreniia i  poemjr, Leningrad, 1988, p.l20.
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ConpoBONwaji yHUJio. (Pushkin, 1, p.443)

The language o f Pushkin's poem resembles the everyday language o f 

lig h t conversation; Tsvetaeva's translation, however, is o f a more abstract 

character.

In  th is respect, i t  is worth pointing out tha t the word "indices " used 

by Tsvetaeva fo r  the t it le  is not very common in  French. I t  occurs more 

often in  mathematical or financial vocabulary. I t  would be more appropriate 

to  use such French words as "signes", "marques" or "augures ". I t  seems that 

i t  was more important fo r Tsvetaeva to  bring about the symbolic nature o f 

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. I t  concerns her concept o f tragic fate 

which, in her view, was inevitable in a poet's life . Thus, in  "Moi Pushkin" 

she claims:

KaKoft 003T M3 ÔuBUiMx H cyiiuix He Herp, h KaKoro noara —

He yCMJiH? (P, p.l9)

Tsvetaeva herself was looking fo r indications o f tragic fate in her 

own life , presenting them In her w ritings as a repetition o f Pushkin's fate. 

(This tendency was typical not only fo r Tsvetaeva; i t  was one o f the main 
features o f the poetics o f w riters o f the so-calied Silver Age.^^)

As fo r other structural characteristics (including metre, rhyming 

patterns, etc), Tsvetaeva's translation was based on "doKnik na dvuslozhnoi 
osnove". However, as in  the previously mentioned translations, she 

reproduced some o f the fou r-foo t iambic lines o f the original. I t  seems 

im portant on the metrical level fo r Tsvetaeva to have used i t  as a quotation. 

Thus, Pushkin's beginning exaa k bum : MCMBbie CHbi" is v irtua lly

transplanted to  her French translation: "J'allais vers vous. Mes voeux 

secrets". The rhyming pattern once again is unchanged. In  spite o f such 

loyalty to  the orig inal, Tsvetaeva's version has an altogether d ifferent sound, 

due not only to  the peculiarities o f the French language, but largely to her 

intention to  create many inner rhymes and a lliterating sounds. (See, fo r

See, fo r example, discussion o f th is  point in: Irina Paperno, 

"Dvoinichestvo i liubovnyi treugoKnik: poeticheskii m if Kuzmina 1 ego 

pushkinskaia proektsiia". Studies in  the L ife  and Works o f  M ixa il Kazmin. 

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  aü o f her translations, and can 

be explained by an experimental treatment o f poetic language typical o f 

works by Andrei Belyi and the Russian Futurists (including Tsvetaeva 

herself). I t  seems that Tsvetaeva intended to  reproduce the melody in  

Pushkin's poem. She herself was highly praised by Belyi fo r promoting "the 

melody o f the whole” . He called Tsvetaeva "nooxecca -nesima” , and outlined 

in  her poems a melodic gesture:

B qeM 3ice CMJia?

B nopuBNCTOM xcecTe, e nopuee. I...] flo p u e  

MsyMMTejien xecTMKya^nHOHHo* njiacTMunocrbio, nepexo^^uieft 

B MejiojiMxy nejioro; m x o p iib m G (—y y—) (BenuKonenno 

BJiajieex Mapuna UBexaeBa mm) ecxb nooiyiim oe BupaMcenbe 

nopUBa: n xax b 5-oft crm<1>ohmh y EexxoBena

xopMAMÔMuecKMMH yjiapaMM 6bexcji cepjine, xax s^ecb 

nojiuMaexc^ xopNüMÔMMecKMit JieftXMoxMB, cxaBiimft

üBCXBeHHUM MejiojiMqecKHM McecxoM, npoc^uiMMCA qepes 

pasjiHqHue pm xm u .

Tsvetaeva's technique, which was characterised by Belyi as melodic 

gesture, is particularly evident in her translations o f Pushkin's poems 

"Zaklinanie” and "Dlia beregov otchizny dal^nei” .

3AKJ1HHAHHE INCANTATION

1 O, ecjiM npaB^a, qxo b hour, Oh s'il, est vrai que dans la nuit,
2 Kor.ua noKOBXCB RCRBue Tandis que les vivants sommeillent

3 M c HeÔa JiyuHbie JiyqR Et Dame-Lune seule veille

4 Cxojibs^x na xaMHR rpoÔOBue, Sur le sépulcre qui re lu it;

5 O, ecjiR npaB^a, qxo xor^a Bravant grillages et gardiens

6 riycxeiox XRXRe m ofrjiu,— Se vident les demeures sombres.

7 R xeHb 30By, ü  Rcjiy JleRJibi: Je jette un nom, J'attends un ombre

8 Ko MHe, Moft jKpyr, C30.ua, 0 0 4 a! - A mol, mon coeur! Reviens, reviens!

9 RBRCb, B03JiK>6jieHHaH xeHb, Apparais-moi, fantôme cher,

10 Kax XM Ôujia nepeA pasayxoA, Comme tu  fu is quand nous nous dîmes

Andrei Belyi, "Poetessa -  pevitsa” , Golos Ross^^  ̂ Berlin, N2971, 21 May 1922, 

p.3.
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11 Ejie;iHa, xJiaAHa, KaK SHMHHit AeHb, Adieu; plus pâle que l'hiver

12 McKaxceHa nocaeAHe* MyKoit. En proie aux affres de l'abîme.

13 npMAM, KaK AaJibHaA 3Be34a, Ou comme un souffle aérien

14 KaK aerKHft ssyK nab aynoeenbe, Ou comme un son, vivante, morte,

15 Hab KaK yacacHoe BMAeube, Epouvantable — que m’importe!

16 Mue Bce paeno: cioaa, aoAa!.. A moi, mon coeur, reviens, reviens!

17 3oBy TeOfl ue Ann Toro, Déverserai-je mon courroux 

10 MTo6 yKopüTb aioAeit, qb« sao6a Sur le bourreau de mon amie,

19 YGxaa apyra Moero, Implorerai-je à deux genoux

20 Hab uto6 M3BeAaTb TallHbi rpoOa, De m'éclairer sur l'autre vie,

21 He AAR Toro, UTo MHOPAa Quémanderai-je ton soutien?

22 CoMueHbeM Myqycb ... ho, TOCKyn, Non, non, mon coeur, — c'est pour te dire
23 Xouy cKasaTb, uto Bce aioGaio h, Qu'encore, toujours. — jusqu'au délire

24 iT o  Bce R TBO0: ooAa, ciOAa! T'aime et te veux. Reviens, reviens!

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

Both poems were w ritten  by Pushkin in  1830 in  memory o f A. Riznich. 

They were devoted to the love o f a lady who died fa r away from the poet: 
according to  d ifferent sources, Riznich was taken away from Odessa by her

husband and later died in  Ita ly . In  some ways these poems continue the

popular topos o f the Romantics o f faithfulness after death. In  Pushkin's case 

they were marked by a touch o f Byronism. In  "Zaklinanie ", Pushkin used fo r 

his beloved a name taken from Byron's tale The Giaour. In  th is fragment 

from a Turkish tale Byron depicted a g irl o f outstanding beauty — Leila. She 

dies mysteriously, trapped in  a love triangle. The Giaour k ills  his enemy 

Hassan, and later in  the story he is portrayed as being overwhelmed by grie f 

over the loss o f one he hated and one he loved. In  fact, some o f the parts 

o f the tale seem to  provide a source o f inspiration fo r Pushkin's poem

"Zaklinanie". Thus, the Giaour is convinced that Leila is not dead, and his

love fo r her seems to  overcome death's barriers:

Despair is stronger than my w ill.

Waste not thine orison, despair 

Is m ightier than thy pious prayer [...I 

’Twas then, I te ll 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 fa r lovelier;

Dimly I view its  trembling spark;

To-morrow’s night shall be more dark 
[...]
I saw her, fria r! and I rose 

Forgetful o f our former woes;

And rushing from my couch, 1 dart.

And clasp her to  my desperate heart;

I clasp — what Is I t  that 1 clasp?

No breathing form w ith in  my grasp,

No heart tha t beats reply to  mine —
Yet, Leila! yet the form Is thine!

In  Pushkin's poem "Zaklinanie" the strength o f passion Is Just as 

powerful. The reference to  Byron's tale adds to  Its  emotional tension, 

pointing to  Pushkin’s ab ility  to  replace the lengthy descriptions o f Byron 
w ith  economical use o f profound detail. Pushkin's descriptions o f Leila such 

as "TeHb", "4ajibHa>i sses^a", "nerKHft seyK HJib AynoBeHbe " were borrowed 

from Byron's poem. However, Pushkin achieved a more powerful effect by 

replacing the narrative structure w ith  the form  o f Incantation.

This fact made "Zaklinanie" particularly appealing fo r Tsvetaeva, who 

overlooked Its  close links w ith  Byron's poem. The name "Leila" was om itted 

In Tsvetaeva's translation altogether. Her main attention focused on the 

ritua l character o f the poem which fitte d  Tsvetaeva's own myth about the 

perpetual separation o f people In love because o f the ir fate. That Is why 

Tsvetaeva allowed herself to  Introduce some changes In the structure o f the 

poem, perceiving I t  as an extension o f 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). I t  

appears Important fo r Tsvetaeva to  have created a syntactical pattern fo r 

each stanza: her translation therefore emphasizes the ritua l aspect o f the 

poem. The most "canonic" phrases o f Pushkin's text have the ir adequate 

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

18 Byron, Poetical works, Oxford, 1987, p.263.



-  44 -

nu it” stands fo r "O, ecjiH npasjia, q jo  d nown" (four-foo t lamb w ith  

additional stress on the f ir s t  syllable) and the appeal A moi, mon coeur, 

reviens, reviens!” (compare th is  w ith  Pushkin's fou r-foo t iambic line ”Ko 

MHe, Moft jp y r ,  oojia, caojia!”). The very ending o f the original (which 

represents fou r-fo o t iambic metre w ith  one stress missing) is also 

reproduced by Tsvetaeva w ith  remarkable accuracy (from the point o f view o f 

both metre and intonation): "T'aime et te veux. Reviens, reviens!” stands fo r 

”T to  Becb H tboM: ciojia, caoaa!” .

Tsvetaeva’s translation o f "Zaklinanie” can be generally characterised 

as \  . . • i a rwb îc . /   ̂ , However, one should

note particularly Pushkin's line quoted above CTto Becb h  tboM: cx>jia, 

ooAa! "). This type o f fou r-fo o t iambic metre, w ith  the omission o f the 

stress on the f ir s t  foo t (known in  Russian "as "nenojiHoyjiapHbift hm 6”), is 

quite different from the iambic pattern used by Tsvetaeva in the f i f th  stanza 

o f "Incantation

Déverserai-je mon courroux 

Sur le bourreau de mon amie.

Implorerai-je à deux genoux 

De m'éclairer sur l'autre vie [...]

Here we come across another version o f fou r-foo t iambic metre w ith  

the stress only on the fourth  and eighth feet. I t  appears in almost a ll the 

translations o f Pushkin undertaken by Tsvetaeva, and i t  stands out as a mark 

o f the poetics o f 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 (fo r example, in 

the lines "jiVHHMe Jivuw”. "BOSJiioOjieHHaH TeHb ". "aajibHan SBes^ "), Tsvetaeva 

went fu rther and extended rhyming to  the beginning o f the stanza and 

created occasionally visual rather than phonetic rhymes (both factors form  

part o f the innovative character o f twentieth-century Russian poetry). There 

are several examples o f visual rhymes (the ir phonetic expression is 

different):

See Vi aches lav Vs. Ivanov, "O vozdeistvii "esteticheskogo eksperimenta" 

Andreia Belogo", Andrei Belyi. Problemy tvorchestva. Stat^i. Vospominaniia. 
Pubiikatsii, Moscow, 1988, pp.358-63.
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Ou comme un souffle aérien

Qu 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 o f Pushkin's poetics):

Je jette un nom, j'attends un ombre.

Another interesting point in  Tsvetaeva's translation is her usage o f 

the phrase "Je jette un nom" which sounds unusual In French, and can be 
perceived as a neologism. However, i t  seems appropriate i f  one takes into 

account Tsvetaeva's interpretation o f the poem as a ritua l. This makes i t  

possible to  suggest a vision o f a name as some sort o f magnet or anchor 

which attracts magical forces. The fact that Tsvetaeva om itted the name 

used in  "Zaklinanie" points to  her understanding o f the poem in terms o f a 

universal ritua l which can be performed by others. To summarise the points 

discussed above, i t  is important to  outline the difference between the 

orig inal and the translation.

Thus, Pushkin's "Zaklinanie " can be called a romantic poem marked by 

the touch o f Byron's influence on his art. Tsvetaeva however included i t  in 

her own myth about the eternal separation o f people in love. Moreover, in 

acordance w ith  Tsvetaeva's poetics, death is understood as a desirable act 

which leads to the true spiritual reunion o f people. (This point is discussed 

more thoroughly in  chapter 3). I t  is also clear that Tsvetaeva translated 
Pushkin's tex t in to the language o f the avant-garde, bringing out the 

r itu a lis tic  aspects. I t  also has traces o f Symbolist poetics. Thus, fo r 

instance, Pushkin's simple comparison used to describe his beloved "Bne.qHa, 

xjiaviHa, KaK sNMHNit ACHh" is  reinforced by Tsvetaeva's expression "plus pâle 

que l ’hiver". The expression "Dame-Lune" seems borrowed not from Pushkin's 

poetic language but from the vocabulary o f the French Symbolists.

Tsvetaeva's links w ith  Symbolism come across even more strongly In 

her translation o f Pushkin's poem "Dlia beregov otchizny daKnoi

In Tsvetaeva's own poetry such a rhyme could have been emphasised w ith  

enjambement or w ith  the use o f a dash (which is not jus tified  syntactically) 

- as in  the fo llow ing examples: CnaJi pasoHpaDHBUiHftc^ mop^k /  m KanaJia 

KpoDb na -  /  TyK) HaBOJioKy ("Poslednli moriak ") ; Cno / — k o Ah u x  rjias 

BsjieT. — Mo3KHo .ao j%oMy? B no / — cne.aHM* pas! ( "Poema kontsa").
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1 l\ jiR  ÔeperoB ot^inshu jajibHott
2 Tu noKM^ajia Kpait qyxoft;
3 B qac HesaÔBeHHuil, b wac neqajibHUft
4 Si jiojiro naaxaj npea toCoII.
5 Mon xaajieiomNe pyxN
6 Te6fl cTapajiNCb yjiepNcaTb;
7 ToMJieHbe cTpaiiiHoe pasjiyxN
8 Moft CTOH MOANJI He HpcpUBaTb.

9 Ho TU OT ropbKOrO NOGsaHbH
10 Cboh ycTa OTOpBajia;

11 Ms Kpan upaMHoro NsrnaHbH
12 Tu B Kpaft NHOft M6HH SBaJia.
13 Tu roBopNaa: «B 4enb CBNjianbH
14 rio4 hc6om BewHO roayOuM,
15 B TCHN oaMB, aioGBN aoOsaHbH
16 Mu BHOBb, MOft Jlpyr, COejINHNM».

17 Ho Tau, yBU, rjie neOa cbojiu

18 Cnhiot b 6aecK0 roayGou,
19 T4e TeHb oaNB aeraa na B04u,
20 3acHyaa t u  nocae^Hau chou.

21 Tboh Kpaca, tbon cTpajaHbH
22 Mcqesaa b ypne rpoGoBoft —
23 A  c HNMN noneayft cBNjianbH...
24 Ho * 4y ero; oh sa ToGoft ...

(P., 1. pp.489-90)

Four ton pays aux belles fables 

Tu reprenais la vaste mer.

Peine indicible, inénarrable,

J'ai tant pleuré, j'ai souffert!

Mes mains, raidies de torture,

Se cramponnaient en vain à to i. 

Mon seul désir é ta it — que dure 

Mon mal aussi longtemps que mol.

Mais du baiser plein d'amertume 

Tu arrachas ta lèvre en pleurs.

Tu me parlais d'un ciel sans brume. 

Bien lo in  de ce pays de fleurs.

Tu' me disais: — Demain, cher ange. 

Là-bas, au bout de l'horizon,

Sous l'oranger chargé d'oranges 

Nos coeurs et lèvres se joindront.

Mais là , où sous l'immense cloche 

D'azur, au bienveillant soleil 

Les ondes dorment sous les roches. 

Tu t'endormis du grand sommeil. 

S'en sont allés comme l'écume 

Ta jeune grâce et tes émois.

Et ce baiser qui me consume... 

Mais je l'attends, tu  me le do is ...

(WSA 3, p.203)

As in  the other translations discussed earlier, Tsvetaeva preserved 

Pushkin's stanzas and rhyming patterns; yk^h^cally i t  looks^ different^ 

sine reprodu ô/t/ie prijiw/.(Pushkin uses fou r-foo t iambic metre).

As fo r  the imagery o f Pushkin's text, the significant transformations 

undertaken by Tsvetaeva must be stressed. Her poetic language used in th is  

translation (she did not, incidentally, translate the t it le  o f the poem) refers 

to  the poetics o f Symbolism — in  particularly to  Blok and Baudelaire 

(Tsvetaeva knew the la tte r very well, he was one o f her favourite poets, and 

she b rillia n tly  translated "L'invitation au voyage " in to  Russian — S88, 1, 

pp.608-12). Due to  Tsvetaeva's orig ina lity  in interpreting th is poem, i t  would 

be Interesting to  draw attention to  the imagery o f her French version.
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F irs t o f  a ll, Pushkin's Image o f the d is tant motherland o f his beloved 

was given a very symbolic status. In  Tsvetaeva’s poem there Is a "pays aux 

belles fables" which Is more In line w ith  the poems o f Blok. In  th is  case 

his poem "Neznakomka" Is especially w orth  mentioning. Tsvetaeva's 

metaphor, used In  her French trans la tion , s trongly recalls the poetic 

language o f "Neznakomka" w ith  Its  m o tif  o f enchantment:

H eeioT 4 peBHMMH noeepbiiMN 

Ee ynpyrne luejixa,
M uiJi^na c TpaypnuMM neptnMii,

M B KOJibnax ysxa^ pyxa.

M CTpaHHOU 6jIH30CTbK> SaKOBaHHblft,

CMOTpiD 3a TeMHyx) Byajib,

M BMxy 6eper ouapoBaiuibift 
H ouapoeaHHyK) Aajib.̂ ^

In  some ways Tsvetaeva's transla tion  suggests an ambiguous 

In te rpre ta tion  o f  the land to  which the heroine o f  the poem has returned: I t  

Is her real motherland and also I t  Is the motherland o f her s p ir it  (a land o f 

death, which Is a desirable place fo r  the freedom o f one's sp irit. In the 

terms o f  Tsvetaeva's poetic code). This Is particu la rly  Indicated by the 

In troduction  o f  the Image o f  the sea (which Is not mentioned In the 

o rig ina l):

Pour ton pays aux belles fables 

Tu reprenais la vaste mer.

In  Tsvetaeva’s poetic system, "the sea " represents a special location 

fo r  the transform ation o f  her ly r ic  heroine, fo r  death and reb irth , fo r  return 

to  the o rig in  o f  life . Just a few  examples from  her poetry could easily 

Illu s tra te  th is  po int:

B Kpyxenbe Bajibca, noA nesmiull Bsjiox 

3a6biTb He Mory tockm h.

MeuTbi HHbie MHe nojtaji Bor:
Mopcxne ohm, MopcKue! (S8 8 , 1, p.42)

MmjiuA ,%pyr, yme^uiMll jiajibuie, ncM sà Mope!
— B o T  BUM p 0 3 U , — npO TH H H TeC b HU H M x! —

M mjiuA jtpyr, ynecuiHlt caMoe, caMoe

Aleksandr Blok, Stikhotvoreniia  i  poemy, Tashkent, 1986, p.l82.
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/]OpOroe H3 COKpOBHIll aCMHUX!

[...]
Mxjiuit Apyr, ymejiiiiHtl d ee^Hoe njiaeaHbe,
— CbcxhII xojimnk Mex ^ p y rxx  ÔyropxoB, — 

noMOJiMTecb 0 6 0  MHe B pa#CKO* raBaHH, —

'lTo6 bi He Guao ^p y rxx  mophkob. (ib id , p.54)

Tsvetaeva's perception o f  Pushkin's poem is  reduced, therefore, to  her 

own poetic code rooted in  Symbolism. This comes across in  her description 

o f  a desired land o f possible reunion understood once again in  terms o f 

Tsvetaeva's own imagery. Compare Pushkin's te x t w ith  Tsvetaeva's trans la tion  

in  order to  establish the difference:

9 Ho Tbi OT ropbKoro uoOsaHbH Mais du baiser p le in  d'amertume

10 Cbon y era OTopsana; Tu arrachas ta  lèvre en pleurs,
11 Hs KpaH MpauHoro MsrnaHbH Tu me parlais d'un ciel sans brume,

12 Tu B Kpa# HHo#' ueHH seajia. Bien lo in  de ce pays de fleurs.

13 Tu roBopuaa: <cB jieub cBiuanbH Tu me disais: — Demain, cher ange.

14 r io ji HeÔou BeuHo rojiyCuM, Là-bas, au bout de l'horizon,
15 B xeHH ojiNB, jhoCbh JioCsaHbH Sous i'oranger chargé d'oranges

16 Mu BHOBb, MO# jip y r, coejiMHRM». Nos coeurs e t lèvres se Joindront.

Tsvetaeva's description o f a paradise w ith  orange trees is h igh ly 

symbolic; i t  also uses techniques developed by the post-Sym bolists: the 

colour its e lf  (reinforced by Tsvetaeva's m ention o f  an orange tree and its  

f r u i t  in  line  15) acts as a signal o f  ardent love. E xo tic  imagery also f i t s  the 

model exp lo ited by the French Symbolists, especially Baudelaire.^^ A lso i t  

matches Tsvetaeva's image used in  "Le Prophète " — "le domaine de l'ardeur ".

Another in te resting  feature in  Tsvetaeva's trans la tion  is  the device o f

For example, in  the poem "L'invitation au voyage ", Baudelaire conveys a

dream-location fo r loving and dying together w ith  his beloved:

Des meubles luisants.
Polis par les ans.

Décoreraient notre chambre;

Les plus rares fleurs 
Mêlant leurs odeurs 

Aux vagues senteurs de l'ambre,

Les riches plafonds.
Les m iro irs profonds, (Charles Baudelaire, Les Fleurs du Mal, 

La splendeur orientale [...] London, 1982, p.236)
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what one m a y  call "a psychological gesture" based on a lliterating sounds 

pronouncing which involves e ffo rt. This device was much favoured by 

Russian post-Symbollsts such as Pasternak and Maiakovskii. Thus, Pushkin’s 

poem contains a longing fo r a promised kiss from his beloved in spite o f 

the ir separation; i t  Is not named but suggested. I t  Is particularly evident on 

the syntactical level:

Tbo51 Kpaca, tbom crpa^aHbn 

McuesjiM B ypne rpoÔOBoft —

A c HMMM nonejiyg cBM;iaHbn...

Ho tray ero; oh sa to6oH... (Pushkin, 1, p.490)

In  Tsvetaeva’s translation the effect o f longing fo r a kiss is 

reinforced by the a lliteration o f the sound ”m th is activates the movement 
o f lips and creates, therefore, a verbal expression o f the 

physico-psychological gesture. Just a few examples from the stanza c larify  

th is  point: mais, l ’i mmense, dorment, endormis, sommeil,  comme l ’écume, tes 

émois, me consume etc.

Tsvetaeva’s device is not suggested by the original, i t  is an innovative 

feature o f avant-garde poetry prevalent In the work o f Pasternak and in  her 

own work. In  chapter 2, fo r example, the same principle w ill be observed in 
her cycle ’’Stikhi k Pushklnu”, in  which Tsvetaeva introduced an image o f 

what she described as ’’Pushkin’s muscle ” — ’wycKyji nonêra, Gera, 6opb6bi’’. 

Tsvetaeva uses phonetic effects in  order to  reproduce an impression o f 

e ffo rt and struggle. Tsvetaeva perceives the poet’s life  (and Pushkin’s In 

particular) as a struggle w ith  chaos, fate and the evil forces interfering w ith  

human affairs.

The m o tif o f struggle between an artis t, who represents in Tsvetaeva’s 

view harmonic forces, and chaotic, evil forces forms one o f the most 

Important themes in her art. I t  Is especially pronounced in her long poems 

’Poema lestnitsy ”, ’’Poema kontsa ” and In the cycle ’’Dvoe ”, in which 

Tsvetaeva strongly defends the harmonious foundation o f the world:

Ejiena. AxmiJiec.

3nyK nasoBH cosByune*.

Ha, xaocy Bpaspes 

IIocTpoeH Ha cosByubHx
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Mmp, H, pasi>e4MHeH,

Mctmt (Ha corjiacbHx crpoenO,
HeBepHocTHMM xcen
Mctht — H ropHuieit Tpoeft! (S88, p.245)

The m o tif o f evil forces and man's struggle w ith  them dominated 

Pushkin's art (chapter 3 o f th is  work has a more detailed analysis o f th is 

point). That is why his poem "Besy " was picked up by Dostoevskii and by 

the Symbolists as the most profound example o f Pushkin's art. Tsvetaeva's 

choice o f th is  poem fo r translation in to French proves its  importance fo r 

twentieth-century literature. Further, Tsvetaeva's translation o f "Besy " is 

s trik ing ly  emotional.

In  the poem "Rel^sy" (1923) Tsvetaeva juxtaposed the tragic state o f 

the modem world to the fa iry -like  agony depicted by Pushkin:

TlyiUKMHCKoe: cKOAbKo MX, xy jia  mx

Fohmt! (MxHOBajio — ne noioT!)

3to  ye3McaioT-noKM.aaioT,

3 to  ocTbieaioT-oTCTaioT. (Tsvetaeva 1990, p.351)

The same sense o f extensive d isto rtion  is fe lt in Tsvetaeva's 

translation o f "Besy", already analysed by V . V . I v a n o v . I t  would be useful, 

therefore, to  draw our attention to  those aspects o f 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 o f chaos, and broken relationships and the feeling o f 

ins tab iiity  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 RossU which had a very apocalyptic meaning. Symbolically 

Tsvetaeva alluded to  Pushkin's poem "Besy" link ing i t  to  the myth o f the 

destruction o f Sodom and Gomorrah (depicted in  Gîenesis^^):

V. V. Ivanov, "O tsvetaevskikh perevodakh pesni iz ‘Pira vo vremia chumy’ i 

’Besov’ Pushkina, Masterstvo perevoda 1966, Moscow, 1968, pp,389-412.

Gen. 19:1-28.
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3to — ocTaioTC^. Eojib kek Hoxa 

BucAmaüCJi... IloBepx aïoôeii 

Bucnmaiflcji... TKenoio Jloxa 

Hacbinbio sacTbiBiUHe ctoaGu ... (Ibid.)

The trace o f th is  myth can be also found in  Tsvetaeva's trans la tion  o f  

"Besy" in  which the state o f  paralysis is emphasised even more by the 

replaying o f the s itua tion  suggested by Pushkin. Thus, I f  in  Pushkin's poem 

there is  m ention o f  im m o b ility  only in  re la tion to  horses ("K ohh ctcUih ..."), 

Tsvetaeva took th is  theme fu rther, extending I t  to  everyone and everything:

E t vo ilà  que to u t s'arrête.

Les grelots reposent morts.

— Qu'est-ce, un tronc ou une bête?

— Lui toujours et lu i encore!^®

Tsvetaeva also inserted a contrast between chaos and a harmonious 

state o f  the w orld , bring ing in to  her "Les démons" a reference to  Pushkin's 

poem "Zim nia ia doroga". She reproduces Pushkin's phrase from  "Z im nia ia  

doroga " "H m o rH ü , hm uepno* xaxfai" in  the fou rth  stanza o f  her trans la tion : 

"N i lum ière, ni demeure ".

Tsvetaeva decided to  avoid the co lloquia l phrase o f the coachman 

"XoTb y6 eH, cjie^a He bh^ho" (in the second stanza o f "Besy"). She wanted to  

recreate the p lo t and atmosphere o f Pushkin's poem rather than the s ty lis t ic  

differences in  the speech o f  a common man and the ly r ic  hero ( "GapxH ") 

which form  an essential part o f  the poetic language o f "Besy ". Meanwhile, 

Tsvetaeva's reference to  "Z im nia ia doroga" can be perceived as a suggestive 

contrast between the s itua tion  in  "Les démons" and the poet's dream o f  a 

reunion w ith  his beloved in  "Zimniaia doroga";

CxyuHo, rpycTHO... SaBTpa, Hnna,

SaBTpa, K MHJIOft BOSBpaTHCb,

^  saôyjiycb y xaMuna,

SarjiHxycb ne narjifUHCb.

3ByuHO CTpejixa uacoBan 

MepHbiit Kpyr CBoft coBepuiHT,

H, 4 0 KyuHbix y^ajiHH,

rioJiHoub Mac He pasjiyuHT. (Pushkin 1, p.388)

Ivanov, op.cit., p.405.
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Tsvetaeva’s translation is permeated w ith  the theme o f the absolute 

im possib ility  o f any union or links w ith  the world. Pushkin’s poem ’’Besy ”, 

in  spite o f its  tragic m o tif, is enriched by its  fo lk lo ric  style and Imagery. 

Thus there is a suggestion o f a w itch ’s wedding and the mention o f a sp irit 

who looks after houses ( ’’.aoMOBoH”) which even preserves a humorous fo lk  
intonation;

CKOJibKo Hx! Kyj^a mx foh ît ?

Mto Tax xajioÔHO hohdt?

/lOMOBOrO JIM XOpOHfIT?

Be^bMy saMyMc BtwaioT? (ibid., p.476)

Tsvetaeva’s translation contains a hyperbolised, grotesque version o f 

the situation described in  ’’Besy” . Somehow i t  om its the remarkable sense o f 

unity between the lyric hero and the mentality o f what can be called 

fo lk lore or humble people, which is prevalent in  Pushkin’s ’’Besy ” and was 

earlier proclaimed In ’’Zimniaia doroga”:

H to -to  cjiuuimtca pOAHoe 

B AOJIFMX OeCHüX übUIlMKa:

To pasryjibe y4 ajioe,

To cep4 euHa [̂ Tocxa... (ibid., p.387)

However, Tsvetaeva’s translation demonstrates her philo logically sound 

knowledge o f Russian fo lk lo ric  culture and Slav mythological traditions, as 

pointed out by V. V. Ivanov.*^ I t  seems that she was preoccupied w ith  

identify ing an original or archetype; th is  intention determined Tsvetaeva’s 

choice o f imagery and vocabulary. Thus she identifies the demon more 

specifically than Pushkin as a w o lf w ith  fiery eyes — ”Le démon [...] c’est un 

loup aux yeux-flambeaux” — which is in  line w ith  ancient Slav mythology. 

Another point made by Ivanov Justifies Tsvetaeva’s translation o f the word 

”4 0 M O B oft” as ’’ancêtre” tracing i t  back to pre-Christian Russian cults.

One feels that Tsvetaeva’s reinforcement o f the individual’s protest 

against fatal forces and the universal law o f necessity in  the last stanza is 

more in  the vein o f Lev Shestov’s philosophy o f existentialism (he was a 

personal friend o f Tsvetaeva) than w ith  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.

Later — in  1939 — Tsvetaeva’s pro test reached its  apogee in  the cycle 

"S tikh i k Chekhii” ;

OTKasueaiocb — 6 uTb.

B EejiJiaMe HejiK).aeA 

OTKasbisaiocb — aiuiTb.

C BOJiKaMM njiomaAcit

OTKasbieancb — BUTb.

C axyjiaMH paBHMH 

OTKa3biBax)Cb njibiTb —

Bhhs — no TeueHbio chmh. (S8 8 , 1, p.327)

Tsvetaeva's vision o f the w orld  undoubtedly has a kinship w ith  the 

e x is te n tia lis t philosophy o f Shestov. Berdiaev’s characterisation o f the main 

philosophical concern o f  Shestov can be applied to  Tsvetaeva:

3 t O eC Tb C TpaC TH blft n O p U B  K pa iO , K BOJIbHOft pa itC K O ft 3KM3HH.

Ho paA .qocTxraeTCfi uepes oÔocTpeHMe KOH<l>JiMKTa, uepes 

jlHcrapMOHiuo h GeanajieaKHOCTb. [...] MejioBeqecKan JiHunocTb 

ecTb acepTBa neo6 xo4 HMUX h c t m h , aaxona paayMa h  MopajiM, 

xepTBa yHRBepcajibHoro m o6meo6«3aTejibHoro.^®

Tsvetaeva’s views influenced her transla tion  o f "Besy", re flec ting  her

own v is ion  o f  the w orld , in  accordance w ith  which she emphasised in  her

trans la tion  the horrors o f  what Berdiaev called the "universal" and 
"compulsory".

Another im portan t aspect o f Tsvetaeva’s poetic system is the m o tif  o f 

a dying generation. (This w il l  be discussed in  chapter 4). In  Tsvetaeva’s 

trans la tion  o f Pushkin's song from  the play "F ir  vo vremia chumy ”, there is 

a trace o f th is  m o tif. Thus, Tsvetaeva inserted a line  which does no t ex is t 

in  Pushkin’s te x t about people who are last aboard:

Ib id ., p.405.

N iko la i Berdiaev, “T lpy re llg lozno l mysll v RossU ", In his Sobranie 

sochinenii, 3, Paris, 1989, pp.408-09.
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Chantons l'ivresse da combat,

Du précipice sous nos pas,

De rOcéan qui nous charrie 

En pleine n u it, derniers à bord

The gram m aticai structures o f Pushkin's te x t ("Herb ynoenne b 6010 ...") 

suggest a more im personal s itu a tion . M eanwhile, Tsvetaeva applied i t  to  

he rse lf and those people o f her generation who were a ris tocra ts in  s p ir it. 

She characterises them in  the fo ilo w in g  way:

IlOKOJieHblO C CMpeHblO 

M c riacxo ft B KpeMJie,

MoA npneeT noKOJienbio 

rio  KOJieno B seMJie 

[...]

TojibKo ;iyu^ n cnacuiHM 

M s  <|>aMMJibHbix Ô o ra T C T B  —

CoBpeMeuHRKaM crapuiMM,

BaM, ÔC3 paBCHCTB N 6paTCTB —

Pyxy Bepu m .apysc6 u 

[...]

rioKOJieHbe, rj%e Kpauie 

Emji — KTO xapue CTpa^aji!

IloKOJieHbe! SI — B a m a ! 

npoÆOUJReHbe sepxaji.

[...]

BaM, B Ô ĤOM HeÔUBajIOM 

Y My;ipMBumMCA — ÔbtTb,

BaM cpeAb myMHoro 6ajia

Tax yMeeuiHM — nioÔMTb! (Tsvetaeva 1990, pp. 445-46)

K t O — MM? IlOTOHyJI B Me^BejKfix 

Tot xpaA, noTonyn b no jiosb^x.

K to — MM ? He MS Tex, uto esjwT, —

BoT — MM ! A MS Tex, MTO BOSATC...]

Ivanov, op.cit., p.392.



-  55 -

/loKTopa yanaioT Mac b Mopre

n o  H e B M e p y  Ô oabiU HM  cep j^ q aw . (S88,l, p p . 259-60)

It is also interesting to point out one 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-être — qu'en sait-on? —
D'une immortalité — promesse?^®

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.^  ̂ 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.^^

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 poète à poète Tsvetaeva’s

Ibid.

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

V. V. Ivanov, op.cit., p.402.

J.-CI. Lanne, "M. Cvetaeva traductrice de Puskin", Marina Tsvetaeva. Actes 

du 1er coiloque international (Lausanne, 30.VI. — 3. VU. 1982), Bem, 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):

Pa3ao3RMTb <t)HajiKy b TMreae na ocnoBHue ojieMenTbi h noTOM 

MS 3TMX oaeMeHTOB cosjaTb BHOBb <l>Haj:Ky; BOT sa^aua Toro, 
KTO sajiyMaji nepeBojiMTb ctnxr. TaMna Toro BneuaTJieHRfx, 
KUKOe OpOM3BOJ|MT C034aHMe nOOSMM He TOJIbKO B MJieHX. D 

uyBCTBax, B obpasax, ho panbuie Toro b ^3uxe  [...]

BriUSOVS 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 Valéry of 1937 she wrote:

Mne TBepAHT: IlyuiKiiH nenepenojiHM. Kax MORceT 6brrb
HenepeB0.4HM y*e  nepene^ennult, nepejioxMBiuMft na cBod 

(obmeqejioBeuecKMft) hsuk HecxaaéHHoe m HecxdsaHHoe? Ho 
nepeBojiMTb Taxoro noara AOJiRcen hoot.®*

BriUSOVS 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:

IIooTOB, npM nepeBojie ctrxob, yBJiexaeT uhcto 

xy.2|ORcecTBeHHaH sajiaua: Bocco34aTb na cBoeM Hsuxe to , uto 

XX HJieHHJio Ha qyxeoM, yBJiexaeT xcejiaHxe — "qyxcoe bmmf 
noqyBCTBOBaTb cbonm" [...] JlpexpacHue cthxm — xax 6u 

BU30B no9TaM jipyrHx napo^oB: noxaaaTb, qTo h hx hsuk 

cnocobeH BiiecTHTb to t xce TBOpqecxx* saMUceji.̂ ^

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.la.Briusov, Sochineniia v dvukh tomakh, Tom vtoro/,, Moscow, 1987, 
p.97.

Russian translation in: A. Efron, A. Saakiants, "Marina Tsvetaeva — 
perevodchik", Don, 1966, N22, p.l78.

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

Tmtaevm 's poems about P u h k lii and referenoea to  hla poetiy.

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 o f 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 "Baratynskomu ", "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: Pudkin's 
myth", Myth in literature, New York University Slavic Papers Volume V, 
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 a Pushkinym " appears to be 
quite mystical and, perhaps, symbolizes Pushkin's youth itself: 

nyimuiH! — Tu snaa Ou no nepeouy esopy,
K to  y  xeÔJi na nyrn .

M npocHiia 6 u , m noji pyxy b ro p y  

H e npejiaonuia im e  n jitn . (Neizdannoe, p .l7)

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:

Tax, ecjiN yaaaüTbCB moxho 

O rro a b , r jie  BeuHU# cBex ro p xx ,

Fjie cuacxbe BeuHO, Henpeaoamo,
Mo# Ayx X K)p3y$y opxaexNX.

CuacxaxBU# xpaJt, rae 6aeuyx Boau,
JIacxaB uumHue 6pera,

M cBexaoft pocxom uo npnpoau

Osapenu xoaiia, ayra [...] (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 o f 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 o f  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).—

Caena — xpyxan cnxna A io -/]a ra ,

CmHJM desjiHa — oxpecx.
£  BcnoifXHax) xypuanoro Mara 

9xmx anpxqecxMX wecx.
[...]
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3anax — ms jieTcrea — Kaxoro-To jiuMa 

Max KaxHX-TO naeMCH...

OxapoBaHxe npeaenero Kpuiia
rijixiKiiHCKHX MX aux DpeucH. (Neizdannoe, p.l7)

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 o f 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 o f the Pushkin principle, but he also constantly 
recognized incarnations o f 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 "

 ̂ 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 
Pasbkin 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 o f 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", Caltaral Mythologies o f Russian Modernism. Avm the 

Golden Age to the Silver Age, California Siavic Studies XV, Berkeley, 1992, 
p.9.

 ̂ Ibid., p.8.
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was written while she was staying with Voloshin at his honse 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 c iiR ^ if 6ua cnnsan r uepes KOKTeÔesbCKyn seMJUo — 

KRififepRilcKyx), pojiRHy aiiasonoK. [...]

KRiiifepRn. SeiiJiii nxojia b Arji O p^B. Kor^a Maxc, 

nojijiHeBHuyR noxojiaiiR, paccKasuaaji une o sewae, no 

KOTopo* iiu  RjieM, If He Kasajiocb, uto prisom co iiHoit Rjier — 

Aaace He Pepo^or, r6o Fepojior paccKaauBaj: no cayxaif, 

uieAiuRü Rce piuoM noBecTBOBaa, xax cboA o CBoew.

TaJlHOBRauecTBO no3Ta ecTb npeswe Bcero oueBxauecTBo: 
BHyrpeHHRU oxou — ncex Bpeifen. OueBRjien Bcex Bpeuen 

ecTb raJlHOBRjien. (P, pp. 233-34)^

This vision of the simultaneity o f 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 o f the Orphic and Dionysian myths but also with the 
imagery from several of Pushkin's writings ("Tavrida", "Tsygany", "Poltava" 
and "K moriu"):

BRRQf ero Ha jiopore r b rpore...
Ciiyrjiyx) pyxy y Ji6a...
C...1

* I t  is  in te resting  to  compare Tsvetaeva's descrip tion  o f the Crimean 

landscape w ith  V oloshin 's portraya l o f i t  ( in  the a rtic le  on Bogaevskii 

published in  Apollon in  1912) in  order to  estab lish  a s im ila rity  in  th e ir 

m ythopoetical o u tlook: "UlRpoxRe xaweHHwe aecTHRnw nocpejiR cxasRCTWx 

ymesRlI, c 4 Byx cropoH orpauRueHHwe nponacTHMR, xaacercH, uonxpaioTCH 

HeBRjiRiibOfR crynHBMR dBpRjiRXR. M xpeÔTU, ocunaBiuRecB xax 6 u  o r 

seifaeTpHceHRH, r  jiosrhu, nojioÔHue Moca^aroBO# b jieub Cyjia, r  uoshhu 

[...] R cryneHR, Bejiyiipie b A rji, — Bce sto recHo r  ÔecnopnjiouHo xcueTCB 

jip y r X jip y ry ." —M aksim ilian  V oloshin, U ki tvorchestva, Leningrad, 1988, 

p.316.
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Kax ü  jdo6 jik> HiieHa n sHaiieHa,

Boaocu N roaoca,

C rapue Dima n crapue Tpoio i,

— Kaacjioro DcrpeqHoro nca! —

KoMejmaHTOD n sboh Taif6 ypNHa,

SoaoTO N cepeôpo,

HenoBTopaifoe h iiü : MapHHa,

EaJIpona a 6 oaepo,

[...]
3 tii caoBa: HaKor;%a n HaBexa,

3a xoaecoif — xoaoo...

C iiy ra ue  pyxa a canae pexa,

— A x , — Mapayay tbox>! — (Neizdannoe, pp.17-18)

The poets o f post-S ym bollst fo rm a tion  were p a rticu la rly  aware o f the 

coexistence o f several h is to rica l epochs In  th e ir a rtis tic  experience. This Is 

due to  th e ir perception o f cu ltu ra l tra d itio n  as m yth w hich Is  based on the 

r itu a lis tic  approach to  life . Such b e lie f a llow ed them  to  replay and 

experience d iffe re n t s itu a tion s  from  the past. Thus, Belyi w rote  In  h is 

profound a rtic le  "Em blem atlka smysla" (1910) th a t he and h is 
contem poraries live d  th rough  the experience o f the past: " [...] P lfu x ii, 

nepcNü, EmneT, xax x Tpenxii, xax x cpejmenexoBbe, — oxcxbsiot, 

npoHOCATCii MXMo Hsc, xsx npoHocATCii ifx u o  Hsc SDoxx, HSU 6 osee OaXSKXe 

Tsvetaeva's poem "Vstrecha s Pushkinym" Is a remarkable Illu s tra tio n  

o f Bely's p o in t: I t  Is  n o t ju s t an encounter w ith  the poet, bu t, to  a much 

greater exten t, an experience o f the  poet, o f w hat I t  w ould be lik e  to  be 

Pushkin. I t  Is  no coincidence th a t Tsvetaeva's poetic na rra tion  Is focused on 

the  m irro r and the re flected  ly r ic  persona, presented In  the term s o f 

Pushkin's tim es. In  the essay "M ol Pushkin" w ritte n  In  1936 (analysed In  

chapter 5) Tsvetaeva gave th is  phenomenon a more precise d e fin itio n : 

"riym xxH  He BocnoiixHanxe, a cocroüHxe, lly iuxxH  — scerjia  x o rsce rjia " (P, 

p.l9). In  o the r w ords, Tsvetaeva h e rse lf adm itted  th a t she was In terested In  

the Pushklnlan p rin c ip le  o r Pushkin as a m yth ra the r than as a real 

h is to rica l fig u re . In  th is  respect I t  Is  especially revealing to  observe In  

"Vstrecha s Pushkinym " how Tsvetaeva's neo-Baroque p rin c ip le  o f m irro rin g

 ̂ A .B e ly i, SimvoHzm, Moscow, 1910, p.50.
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(discassed 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 one function 
for her lyric persona: to reflect others. In other words, there is a certain 
metonymical aspect in the poem, brought about by Tsvetaeva's use o f 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 o f all Tsvetaeva 
mentions the parallel between Pushkin's times and the beginning o f 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 pointed oat, the widespread play on the parallel images of 
"gold" and "silver" was an important device in the poetics of Kuzmin and 
the Acmeists.^ 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 Papemo's study of  
the role o f 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 o f rebelliousness and displacement. (This point is discussed in 
chapter S.)

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 paccuensMCb 6u n nobescaau
3a pyxy bums no rope. (Neizdannoe, p.l9)

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

 ̂ B. Gasparov, op. cit., p.ll.

 ̂ Irina Papemo, "Pushkin v zhizni cheloveka Serebrianogo veka". Cultural 
Mythologies o f Russian Modernism, op. cit., pp. 34-37.
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apatniki. The image of Pushkin as a life-oompanion or a feüow-traveüer had 
a very symboiic meaning for Tsvetaeva, who iater 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 o f 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 l̂ Â eo- 
Sinai respectively play an important role. For instance, Moses ascended 
Mount Sinai and received from God the two tablets of stone on which the 
Commandments were written. Taking into account such analogies suggested 
by Tsvetaeva's text, one can assume that the encounter with Pushkin 
contained elements o f ritual and included some sort of blessing from (3od, 
factors which were of great importance for Tsvetaeva's creative biography. 
(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 o f 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 o f Voloshin and of Tsvetaeva. This question needs further 
investigation. However, Voloshin's article on Russian icons can 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 KpacoK ecTb cno# onpe^eaenHU# cumbojinsm, noKonmnücjx

 ̂ The functional and semantic significance of the colour blue has been 
studied by L. V. Zubova: L. V. Zubova, Poeziia Martny Tsvetaevoi. Ungvisticheakii 
aapekt, Leningrad, 1989, pp.131-34.
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Ha BHoane peaawiwx ocHOBax. BosbMeu TpM ochobhux Tona: 
acearuft, xpacHU# a cmhmJI. Hs hmx oÔpaayeTCü Aasi nac Bce 

BNjiHMoe: KpacHUjt GooTBeTceyeT nBery seMaa, chhhM — 

Bosjiyxa, acea-nilt — coaHeanoiiy CBeiy. riepcBejieM bto b 

caifBoau. Kpaaudl 6yaeT oCosnaqaTi» raany, as aoTopo# 

coajiaHO Teao qeaoBeaa — naoTb, apoBb, crpacrb. Canall — 

Bosjyx a ayx, uucab, OecaoHeaHocTb, HCBeaoifoe. XCearuN — 

coaHqe, cBer, Boax>, caifocosHanae, qapcTBeHHocTb. C..J 

JlaaoBuA a canaJI noHBaÆOTCH Boojiy b tc snoxa, aoraa 

npeo6aaj(aeT peaaraomioe a ifacraaecKoe ayBCTBo. [...]

HeBoabHO BcnoifaHaDTCH yaasaHaH PaajicTOHa, aro 

rpeaa BpeMen FoMepa ne snaaa canero aBera a He aweaa b 

Hsuae caoB aan ero oÔosHaaenaH. [...] CaHHH ace apacaa, 

aaBHo asBecTHan eranTHHaM a ynoTpeÔaHBUiaHCH rpeaaua 

npa pacapacae norpeÔaabHux craTyft, ne npoHaaaaa b 

aeaBonacb.^

Neither shonld one forget that Tsvetaeva's father founded the Museum 
of Fine Arts in Moscow, and apart from her access to a huge home iibrary 
on art history, Marina and her sister occasionaüy accompanied their father 
on his trips in search o f items to purchase for the museum (this was 
described in Tsvetaeva's story "Sharlottenburg "). Tsvetaeva certainiy was 
aware of the symboiism of coiours used in art, and was interested in art 
history ail 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 coiours for images

’ Maksimilian Voloshin, "Chemu uchat ikony?", in his U ki tvorchestva, op. 
cit., pp. 292-93.

This fac t was mentioned to  V. Lossky by N. Khardzhiev. According to  him , 

Tsvetaeva was very interested in  a book on Flemish art: "Ona ouenb nennaa 

KHNry Kappeab <̂ oH Manjiepa, NcropMKa 16-17 Bexa, o <^aaMaaacKMX 

xyjioacHHKax, xoTopan Buuiaa b 4 0 -ii ro jiy . A o6 MBane BaajiNUiipoBHue 

UBeraeBe ona roBopnaa, u to  oh 6ua coBepmeHHO aMUien Bxyca. " — Véronique 

Lossky, Marina Tsvetaeva v zhizni, Neizdannye vospominaniia sovremennikov, 
Tenafly, 1989, p.241.



-  66 -

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 o f 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 "smuglyi " 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 o f 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 explicitly in her next poem about Pushkin — "Schastie ili 
gm st/... " (1916). Although the device exploited in the poem is unusual, it  
may be called a suggested antithesis. In the poem Tsvetaeva created a 
portrait o f 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 o f 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):

CuacTNe HSH rpycri» —

Hnqero ne snaTb Hansycrb,

B ntnuHog rasbue xararb ÔoÔpoBO#,

Cepjine riyimcxHa TepeÔiiTb d pyxax,
M npocsuTb B Bexax —

AsXHHOÔpOBO#,

Hm K Kouy ne çypoBofk —
PoHuapoBoÊ.

CoH MSR cifepTHUg rpex —

EuTb xax mesK, xax nyx, xax wex.
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M, He cjium a CTMxa jimtofo, 

npoHseTaTb ce6e Ôes M opiim n Ha Ji6y.

Ecjjim rpycTHO — Kycaxb ryôy 
M noTOM, B rpoôy,
BcnoMHHaTb — JlaHCKoro. (S84, 1, p.93)

Tsvetaeva's p o rtra it o f Goncharova is  biased, and most probably 

derives from  the a rtic le  w ritte n  by Briusov in  1903 "Iz  zhizni Pushkina"/^ 

Briusov was particu la rly anxious to  depict Pushkin as a passionate rebel and 

real blackamoor who broke a ll the ph ilis tin e  categories o f socially acceptable 

behaviour and standards o f m orality. However, recent biographical studies on 

Pushkin contradict the myth about Pushkin's w ife  which was promoted by 

the Symbolists and post-Sym bolists. Today, scholars have enough evidence to  

support a d iffe ren t view showing Goncharova as a caring w ife  and devout 

Christian.^^

Meanwhile, in  terms o f Tsvetaeva's own mythology, Goncharova's 

image in  the poem is  already associated w ith  an Undine-like appearance. 

Such images as long eyebrows, fu r and an apathetic look do, in  Tsvetaeva's 

poetic code, indicate a fa ta l evil a ttraction, a sort o f w itchcra ft. Thus, in  

a poem from  the cycle "Marina", Marina Mnisheks p o rtra it is  also reduced 

to  an ideogram, although th is  tim e i t  is  not eyebrows but eyelashes which 

personify evil beauty. ( I t  is  interesting to  po in t out tha t when Tsvetaeva was 

concerned w ith  expressing sp iritu a lity , she chose to  use eyes as an 

ideogram.) Thus in  th is  cycle Tsvetaevas mythopoetical model contains an 
element o f sacrifice: one has to  pay w ith  ones life  fo r the privilege o f 

enjoying beauty:

— Hew sanjiaqy sa mejipoTU:

Tebien, nerpoMOK, nenpHSHan...

H3-H04 pecHMUHoro BSJieTy

Tto- to oTBeTMJio: — XxsHbK)! (S84, p.lS6)

In  the poem about (Goncharova (quoted above) the same aspect o f fatal 

a ttraction  is  conveyed in  the line ""Cepjme JlyuiKMHa TepeÔHXb b  pyxax ". The 

mythopoetical model presented in  both o f the poems derives from  Pushkins

V alerii Briusov, "Iz  zhizni Pushkina", N ovji put^, 1903, 6. I t  was included 

in  Bri USOVS book M oi Pushkin, Moscow-Leningrad, 1929, pp.9-24.

M. A. Dementiev, I . M. Obodovskaia, N. N. Pushkina, Moscow, 1985.
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portrayal o f Cleopatra in  **Eglpetskle nochi": she would ask her admirers to  pay 

fo r a n igh t w ith  her w ith  th e ir lives. Pushkin's image was very popular among 

the Russian Symbolists, as was particu larly h ighlighted in  Briusov's w ritings.^^

In  another o f Tsvetaeva's poems related to  Pushkin and Goncharova — 

"Punsh 1 poinoch^. Punsh 1 — Pushkin..."(1920) — (Goncharova is  portrayed as 

Psyche. However, she appears in  the poem as an illu s io n , the poet's 

hallucination. The very imagery o f the poem focused on the m irror, w hile 

the use o f smoke and punch suggests the theme o f ob livion and 

daydreaming. I t  is  d iffic u lt to  agree w ith  Saakiants' analysis o f th is  poem, 

which argues tha t i t  reveals Tsvetaeva's condemnation o f Goncharova:

3 to  — o IlyuiKMHe h ero flcHxee — ne jiioÔHMoft 

UeeTaeBoft Harajibe HnKoaaeeHe. AeropcKoe OTHOuieniie k 

He*, c npobaecKaMii hpohhh ("naarbH Oajibuoro nycran nena") 

BupajReno e seyKODOft nrpe: noji6ope caoe, nouTii b xaxjioM  

M3 KOTopux HajiMqecTByeT sByx

Rather, i t  is  more a poem about a poet and his Muse than a reference 

to  any particu lar biographical context. The mythopoetical tone o f the poem 

is indicated by the repetitive usage o f elements borrowed from  late eighteenth 

and early nineteenth century Russian poetry. Thus, such images as "naaeBU* 

xaaax", "nyHUi", pipe and smoke are borrowed from  the poetic tra d itio n  o f 

what nowadays is  called Pushkin's epoch. Biographical details are greatly 

d istorted fo r the sake o f mythopoetry.

According to  the etiquette o f Pushkin's tim es i t  was necessary fo r 

a married lady attending a ball to  be accompanied by her husband. By 

contrast, in  Tsvetaeva's poem, Goncharova leaves fo r the ball w ith  an old 

lady (supposedly her aunt Zagriazhskaia, who sometimes - accompanied 

Goncharova to  the theatre). Pushkin h im se lf d id occasionally complain about 

his duty to  attend numerous balls w ith  his w ife . In  one o f his le tte rs to  

Nashchokin (in  1832) he w rote:

Hex y MeHH aocyra, BOJibHo* xoaocxo* mchshh, Heo0xo.aMMOft

The myth o f Cleopatra in  the culture o f Russian Modernism is discussed 

in  I.Papemo's artic le : op.cit., pp.36-39.

A. A. Saakiants, Marina Tsvetaeva: Stranitsy zhizni i  tvorchestva. (Î910 - 

1922), Moscow, 1986, p.224.
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niicaTejiii. Kpyaqrcb b cBere, mena mob d 6oabiuoil Mo^e

— Bce 3TO Tpe6ycT jiener, jteHbrx jiocranTCB mhc «lepea 

Tpy4u. a Tpy4u xpeOyioT ye^iiHeHMB.**

However, Tsvetaeva's focas on the opposition o f passion and 

indifference (expressed in  the lines "He npoxeer an e# nepqaxxy /  IluaKNJl 

noneay# apana") is  based on rea lity. There was already a tendency among 

Pushkin's contemporaries to  perceive (Goncharova as the personification o f 

melancholy as w e ll as o f poetic beauty. She was characterised most 

expressively by D. P. FlkeKmon:

i832* 21 HostÔpji, CaMO# KpacxBO# Buepa 6uaa, ojinaxo ac, 

IlyuKHHa, KOTopyio m u  nposBaan nooTNuecKolk, xax xs-sa ee 

uyaca, Tax n xs-sa ee HeÔecnoft x necpaBHeiiHoX xpacoTU. 9 to

— o6pas, nepeji xoxopuM moxoio ocranaTbCB xacaMX, xax 

nepeji coBepmeHHeAmxM cosjiaHxeM TDOpqa. ( "Ms 4HeDHxxa")

In  th is  respect Tsvetaeva's poem represents the same attitude , 

although i t  is  linked to  the m o tif o f Dionysian enjoyment o f life  and 

ob livion (upon which Tsvetaeva focused her a tten tion  again in  re la tion to  

Pushkin's poetry in  1931, in  her essay "Nezdeshnii vecher").

To a great extent the theme o f escapism from  life  in to  a rt, used by 

Tsvetaeva in  "Punsh 1 polnoch^. Punsh 1 — Pushkin.. ", was suggested by 

Pushkin's own poetry. Images such as "pipe", "punch ", "insomnia" appear in  

Pushkin's poetry o f the 1810s and 1820s in  re la tion  to  dreaming, escapism 

and the trag ic vision o f his own life . In  the poem "Sleza" (w ritten  in  1815) 

the imagery described above signals an elegiac mood:

Bxepa sa xauieX nynnienoK)

C rycapoM b cxjiea 

M Moaxa c MpaxHox) .nyuioio
Ha jiaxbHxtt nyxb rxBAea. (Pushkin, 1, p.99)

Pushkin's la te r poetry is  permeated w ith  the elegiacally conveyed 

theme o f feast and celebration, which has a very specific connection w ith  

the anniversary o f the Lycée in  Tsarskoe Seio and w ith  Pushkin's

ZhizB^ Pushkina rasskazannaia im  samim i  ego sovremennlkami. V dvukh 

tomakh, ed. V .V . Kunin, volume 2, Moscow, 1987, p.457.

Ib id ., p. 484.
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schoolfriends. One has especially to  bear in  m ind snch poems as 

"Pim iashchie stndenty", "Vospom inanie'\ ”V kmgu semei, v pirakh 

schastlivykh...'*, and "Chem chashche prazdnnet L itse i However, oniy in  

one poem representing th is  theme is  the ly ric  hero drinking alone. I t  is  "19 

oktiabria ", w ritte n  in  1825 when Pushkin was in  exile. This poem contains a 

m editation on the fate o f his friends and a vision o f the poet's own death 
in  the near future.

Nevertheless, Tsvetaeva's poem has the strong stamp o f her own 

s e lf-p o rtra it supposedly applied to  Pushkin. In  th is  respect her usage o f the 

m irro r Image is h ighly suggestive. As mentioned earlier, Tsvetaeva based her 

own poetical model around the idea o f m irroring  and re flecting . Moreover i t  

is  Tsvetaeva, not Pushkin, who appeared in  her poem "Vstrecha s Pushkinym " 

examining the re flection  in  the m irro r ("Cep^ne ceoe n cBoe oxpaxcenbe /  B 

sepxaae... — Kax ü m o ô a x ) . . Reflection in  m irro r o r water plays a 

s ign ifica n t ro le in  some other poems o f Tsvetaeva. Thus, in  poem 15 from  

the cycle "Podruga" (Neizdannoe, p. 75), Tsvetaeva's ly ric  heroine is try in g  to  

discern the fu ture  by looking in  a m irro r (a common fo rtun e -te llin g  

procedure in  Russian fo lk lo re):

Xoqy y sepxasa, rjie  iiyxb  

H COH TyifaHHUIMll.
R Bunbiraxb — xyjia naw nyxb,

H rjie  — npxcraHxme. (Neizdannoe, p.75)

Meanwhile, in  poem 9 from  the cycie "S tikh i k Akhmatovoi ", the

re flection  in  the brook has an om nipotent aspect:

Tbi, seaenoBOjiHbilk aecHoA pyue*,

PaccxaacR, xax cerojiHH houuo

R BsrsHHyaa d xeGn — *  nek

JIxx yspejia b xeOe Boouwo. (Tsvetaeva 1990, p.l21)

One should also take in to  account the moment when Tsvetaeva wrote 

her poem "Punsh i polnoch^. Punsh i — Pushkin... ". I t  is  her f ir s t poem a fte r 

the death o f her younger daughter Irin a  in  February, when A lia  was very i l l  

too. Events preceding the poem brought Tsvetaeva to  the despair expressed 

in  her le tte r to  Zviagintseva and Erofeev. I t  is  in teresting tha t in  th is  le tte r 

Tsvetaeva defined a rt and w ritin g  as pleasure and luxury: "[...] eĵ MHCTBeHHan 

AM  MeHH pocKOtuh — pewecso, TO, A M  qero h  pojixaacb" (SBB. 2, p.469). A ll

the rom antic notions in  Tsvetaeva's poetry w ritte n  a fte r the October
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revolution sign ify th is  a ttitude . The m o tif o f escapism seems to  be 

particu la rly forcefu l when taken in  conjunction w ith  the poems o f 

Tsvetaeva's book Lebedinyi stan, w ritte n  a t the same tim e as her romantic 

plays. Pushkin's image was presented against the background o f Tsvetaeva's 

p o litica l w ritings o f th is  period iLebedinyi stan, "Iz  dnevnika", "Smert^ 

Stakhovicha", "Zemnye prim ety", "M oi sluzhby ", etc.); i t  personifies, 

therefore, the 'Golden Age' o f Russian poetry (described in  Tsvetaeva's poem 

as a period o f "nyuiKMHCKMx mmjiux BpeMen") and the idea o f the soul and 

poetry possessing im m orta lity  regardless o f the p o litica l regime imposed on 
the poet.

Another interesting feature o f Tsvetaeva’s poem "Punsh i polnoch^.

Punsh i — Pushkin..." is the usage o f a sem iotically im portant element: the 

inner p o rtra it o f the real Goncharova is  revealed by m entioning the dance in  

which she w ill take part — the polonaise. This ideogram indicates once again 

(as in  the poem "Shchastie i l i  grust^...") the very conventional character o f 

Goncharova who, in  Tsvetaeva's view, matched the slowness o f the form al 

processional dance. The same type o f Ideogram appeared earlier in  the poem 

"Vstrecha s Pushkinym", in  which Pushkin and Byron rhyme in  Tsvetaeva's 

poetic code w ith  the more adventurous and passionate bolero. Meanwhile, i t  

is interesting to  po in t out tha t Tsvetaeva iden tified  her own character w ith  
the mazurka (in the poem "Uedesh^ v daKnie kra ia ..." w ritte n  in  1918):

Kto bpocaa posu na cnery?

Ax, 3TO uiKypKa Maïuapuna...

M KpyTHTcn B TBoeM Mosry:

Masypxa — Mope — CMepTb — MapHna... (SBB, 1, p.93)

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

poetic code is  contrasted to  the polonaise.

Tsvetaeva's biased a ttitude  towards Goncharova flew  in  the face o f 

some facts. In  the poem "Shchastie i l l  g rus t^ . .Tsve taeva  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 i t  to  the poet's eldest son Aleksandr. Thanks to  

Goncharova's care o f the archive, the Annenkov brothers were able to  ed it
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the complete collection o f Pushkin's works and prepare Pushkin's biography 

fo r publication. I t  is  also known tha t Goncharova and her son Aleksandr 

devoted th e ir Saturdays to  the memory o f Pushkin. Her son leam t from  her 

a great deal about his famous f a t h e r O n e  can fin d  numerous facts to  

contrast w ith  Tsvetaeva's version o f Pushkin's life . I t  is  clear tha t 

Tsvetaeva's d is to rtion  o f the factual background o f Pushkin's life  was quite 

deliberate: she was preoccupied w ith  a mythopoetical model based on the 

poet's life , not w ith  real events. As mentioned earlier (in  the in troduction 

and chapter I), Tsvetaeva's poetics belongs to  a secondary system, and here 

is  fu rth e r proof th a t Tsvetaeva focused her a ttention on Pushkin's texts and 

the legends about him. I t  is  a de fin ite  varia tion on Pushkin!an themes. In  

the essay "NataKia Goncharova " (1929) Tsvetaeva produced a clear statement 

Justifying her approach to  Pushkin:

BsmiHMe Dcero HyiuKHHa nesNKoii? O, jia. Ho k s k n u  see o h o  

MOseeT 6uTb, Kpoue ocBOÔo^MTeshHoro? flpNKaa IlyiuKMHa 1829 

ro jia  naif, a c jiH if 1929 ro jia , TOJibKo KOHTp-nymKMHaaHCKM#. 

JlyuuDiJl npNMep „TeMU n  Bapwrnnn" nacrepnaKa, jianb s io G b n  

K nyiHKUHy N nosHO# c b o 6 o j i u  o t  Hero. HcnosHeniie 

nyiUKNHCKoro sceaaHHH. (SBB, 2, p.97)

Tsvetaeva's words reveal the character o f her poetic outlook, 
ind ica ting tha t her poetic method was neo-Baroque. Avant-garde a rt and 

Baroque cu ltu ra l tra d itio n  share a be lie f in  the p o ss ib ility  o f im ita tio n  and 

the reproduction o f poetic systems and œuvres. They have an orienta tion not 

towards o rig in a lity  but ra ther towards the im ita tio n  o f what has been 

produced before. Tsvetaeva form ulated th is  princip le  in  the same essay:

H to  raxoe ueaoneuecKoe TsopuecTBo? OTBerHbdk y^ap, 

Ôosbuie HMuero. Bemb b iieHH yjtapBer, a Jt OTBeuan, 

oTÂBpjao. JIn6o Bemb Menn cnpauDiBaer, a h  oTBeuaio. [...I 

Bcerjia ja a jio r , noeswHOK, cxBaTxa, 6opb6a, BsaiiMojieilcTBNe. 

Bemb sajiaer sarajiKy. Hy — cnnee, ny — uacToe, ny — 

coaenoe, — b  ucm TaJlna? IIo ji knctuo  — o tb ct . Otbc t  aaa

P. V. Annenkov, Sochineniia Pushkina. I. Materiaiy dlia biografti Aleksandra 

Sergeevicha Pushkina^ St. Petersburg, 1B55; and P.Annenkov, A.S.Pushkin v 

Aleksandrovskuiu epokhu, 1799-1826, St. Petersburg, 1B74.

Zhizn^ Pushkina, op. c it., p.464.
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noNCKR o T D e ra , T peTbe, h o d o c , DosHNKiuee M3 M o p ü  n a .

OrpaxeHHtdt yjiap, a He Bemb, (Ib id., p.81)

The same princip le was applied by Tsvetaeva to  Pushkin's life  and 

personality. Even her image o f Pushkin in  the m irro r (in the poem discussed 

above) arouses the feeling o f a mystery to  be solved. This is  pa rticu la rly so 

i f  one recalls the m irrors used in  Russian culture fo r fo rtun e -te llin g  and 
prediction.

However, Tsvetaeva's approach to  Pushkin is  by no means unique. I t  

had already been promoted by Briusov, who as early as 1901 form ulated the 

main task confronting his contemporaries: the d ivination o f Pushkin and the 

s p irit o f his w o r k s I n  the a rtic le  "Iz  zhizni Pushkina" (see reference 11) 

w ritte n  in  1903, Briusov created a very unorthodox image o f Pushkin, heavily 

emphasising the negative features o f Pushkin's personality. Briusov set out 

to  expose Pushkin's demeanour, eccentricity, ugly features, womanizing, 

pre-marriage passion fo r debauch and the poet's early delusion about being a 

p o litica lly  s ign ifican t figure. I t  was Briusov who created a myth about 

Cfoncharova too. W hile portraying Pushkin as arrogant and u n fit fo r  po lite  

society, Briusov described Goncharova as shallow, cold, capricious, 

uncultured and slovenly. This is fe lt throughout his book M oi Pashkin 

published in  1929, which was a com pilation o f his early articles on Pushkin 

(including works on Pushkin w ritte n  before 1911). To a great extent Briusov 

trie d  to  make Pushkin in to  a Decadent a t odds w ith  society. Briusov 

strongly defended Pushkin's rig h t to  be free from  the moral and æ sthetic 

lim ita tions o f his tim e, and called fo r the publication o f "G avriiliada". I t  

seems i t  was no coincidence th a t Tsvetaeva's views on both a rt and Pushkin 

echoed Briusov's outlook. Her mythopoetical model o f Pushkin's life  was 

undoubtedly influenced by Briusov's perception o f it ,  and her cycle "S tikh i k 

Pushkinu" is  the best illu s tra tio n  o f th is  po int.

Tsvetaeva's perception o f Pushkin's life  and personality — as w ith  

Briusov — seems to  be fu lly  consistent w ith  the Symbolist-Decadent model 

o f the poet (th is w ill be discussed below in  conjunction w ith  the specific 
analysis o f the cycle "S tikh i k Pushkinu"). One can d istinguish a trend in  

Pushkin studies started by Annenkov which focused on how the life  o f a

19 V. Briusov, "Pushkin I Baratynskii", in  Rasskii A rkhiv, 1901, 1.
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poet moulds his a rtis tic  personality. Annenkov's book M ateriaiy dlia biografii 

Aleksandra Sergeevicha Pushkina had a profound impact on Briusov.^^ 

Tsvetaeva knew th is  book very w ell, and she even brought i t  w ith  her to  

Moscow in  1939. I t  is  no t clear why th is  fact has been overlooked by 

scholars, who have greatly emphasised Tsvetaeva's dependence on 

Shchegolev's and Veresaev's books w hile  w orking on her essays on Pushkin.^^ 

Saakiants also sees an incongruity between Tsvetaeva's in te rest in  

biographies and her claim  th a t one should no t investigate the biographical 

subtext a t a ll. Saakiants gives a very in teresting quotation from  Tsvetaeva's 

d ra ft version o f her essay on M andelshtam :

He SHaio, Hyanu a * Booôuie buroBue noAcrpouHNKM k 

CTHXaM: KTO — KOrjia — C KCM — FAC ~  HpM KaKMX
oÔcTOBTesbCTBax MTA. — suia. -Ctnxm 6 u t nepeiioaoaii a 

oTÔpocKAN [...] HyxHO UN Half SHaxb, UTO nymKKHy, u to6u 

HanacaTb Pycaaxy, npm iuiocb coÔaasHNXb — saxeif Gpocaxb — 

KpenocTHy» AeBymxy? He Aana an bcb xocxa ee — B Pycaaxe? 

Bce pacKaHHbe JlyuiKMHa — b Kunse? BoccosAaBaxb peaabHyn 

axMoc^epy noosNN — I...] yHNuxoacaxb boo npeaBapMxeabHyx) 

paCoxy no cosaaHMK).

CKoabKo IlyuiKNHy npauiaocb 3a6uxb n oxCpocxxb, ox 
CKoabKoro ouMcxMXb, uxo6bi Aaxb Pycaaxy, a ero 0Morpa$ — 

ouAXb c Ap^araifN n rpHsuo. K uewy? IIpMÔaNSNXb k naif

^  This aspect o f Briusov's life  is analysed in  an a rtic le  by J. Grossman: Joan 

Delaney Grossman, "Afoi Pushkin: Briusov's Search fo r the Real Aleksandr 

Sergeevich ", Cultural Mythologies o f  Russian Modemisnit op.cit., pp.73-87.

Anna Saakiants, in  her assessment o f Tsvetaeva's archive in  Moscow, 

provides a lis t o f books which Tsvetaeva possessed on her return to  

Moscow. This lis t includes tw o books about Pushkin by P.E. Shchegolev and 

P. V. Annenkov's Materiaiy dlia b iografii A* S, Pushkina', see A. Saakiants, 

"Vstrecha s knlgoi d lia  menia radost^. M l.  Tsvetaeva", in  Oni p ita li moiu 

muzu, Knigi v zhizni i  tvorchestve pisatelei, Moscow, 1986, p.217. A lso in  

th is  a rtic le  Saakiants claims tha t Tsvetaeva possessed and used fo r her work 

on Pushkin P. E. Shchegolev's book Duel^ i  smert^ Pushkina (Petersburg, 1917), 

as w e ll as V. V. Veresaev's Pushkin v zhizni (Saakiants is  not sure whether i t  

is  the ed ition o f 1926 or o f 1928). — Ib id ., p.213.
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xxBoro IlyiiiKiiHa? /]a passe oh , 0aorpa$, He snaeT, 9To host

— 0  cTMxax mhboM !

This image o f Pushkin alive (expressed, in  Tsvetaeva's view, in  Pushkin's 

poetry) is  strongly fe lt in  Tsvetaeva's cycle "S tikh i k Pushkina".

The cycle was w ritte n  by Tsvetaeva in  1931. In  her le tte r to  Teskovà 

Tsvetaeva characterised i t  thus:

C tnxn k nymxMHy [...] cosepmeHHO ne npejicraBJiHio ce6e, 

UTOÔU KTO-HMÔyjlb OCMeJtXJtCM qNTaTb, Kpoue ICeHH. 

CTpaiirao-pesKiie, crpaumo-BoabHwe, HHuero o6uiero c 

KaHOHHaaposaHHMM IlyuiKNHUii He Hueioume, n scé Nuenuiiie

— oÔpaTHoe KaHony. Onactate cthxh  [...] Ohm BHjrrpeHHO — 

peDOJIIOnMOHHU

[...] BHyTpeHHo — MHTescHhie, c BU30B0M Kascjioit CrpOKN [...] 

OHM If  Oil, nosTa, ejiMHoaMMHUlt busob — SMneifepaif ro rsa  m  

Tcnepb [...] HanMcanu ohm b Me^one b 1931 r., aeToif — n  xax 

pas TOFAa uMTajia II(eroaeBa: "/lyssb m cuepTb IlymKMHa" m 

saauxajiacb o t nero^oBaHMH. (PAT, pp.149-50)

Although Tsvetaeva claimed tha t Shchegolev's book was the main source o f 

insp ira tion  fo r her cycle, Saaklants notes th a t I t  is  factua lly dependent on 

Veresaev's Pushkin v zhlznl (S88, 1, p.652). According to  Tsvetaeva's le tte r to  

Bunin's w ife  Vera Muromtseva (4 May 1928), she had read the book in  1928 
(Marina Tsvetaeva, Neizdannye pis^ma, Paris, 1972, p.399).

I t  is  w orth m entioning Veresaev's and Shchegolev's lin k  w ith  

Sym bolist and post-Sym bolist culture in  order to  understand th e ir in tention  

to  project Pushkin's image in  accordance w ith  the established taste and 

views o f contemporary lite ra tu re . Their vision o f Pushkin was not completely 

independent and objective, and they may have had some appeal fo r Tsvetaeva 

precisely because o f th e ir cu ltu ra l orienta tion towards Symbolism. (This 

aspect has so fa r been to ta lly  ignored by Tsvetaeva scholars.) Veresaev 

(V. V. Smidovich, 1867-1945) was very much involved in  Symbolist discussions, 

and in  common w ith  his contemporaries he turned to  a n tiqu ity . He was a 

transla to r o f Hesiod's Works and Days^ which gives advice fo r liv in g  a life  

o f honest work: Hesiod inveighs in  tu rn  against dishonesty and idleness by

22 Ib id ., pp. 213-14.
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using myths (including the Prometheus myth and the so-called Five W orld 

Ages m yth). The didactic tendency o f Hesiod's poem had an impact on the 

w ork on Pushkin by Veresaev, who based i t  on the co llection o f documents 

describing the poet's life  compiled by N .O .Lem er in  1903 and title d  (in 

Hesiod's style) Trudy i  dni Pushkina, (Incidently, a ll la te r editions o f 

Lemer's work contain better biographical data on Pushkin. I t  seems th a t the 

factual aspect was not Veresaev's p rio rity .) Veresaev iden tified  Pushkin's 

epoch w ith  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 o f harmony between 

Pushkin's a rt and life  and claimed tha t the a rtis tic  and human aspects o f the 

poet's life  were separate. Veresaev's book Pushkin v zhizni created, in  his 

view, an image o f the liv in g  Pushkin bereft o f references to  his poetry. This 

a ttitude  was severely condemned by Khodasevich who stamped Veresaev's 

approach as "biographical form alism ".

I t  has not been suggested so fa r by Tsvetaeva scholars th a t her 

polem ical approach in  the cycle "S tikh i k Pushkinu" was much triggered by 

the discussion started by Khodasevich. Khodasevich argued against the 

attem pts by a ll leading authorities on Pushkin to  separate the poet's a rt 

from  his life  (and vice versa! In  Khodasevichs view, Pushkin's crea tiv ity  and 

everyday life  were entwined in  a harmonious way. Moreover, he claimed tha t 

Pushkin's personality was as perfect as his work:

riyuiKRH [...] npeKpacen He ToabKO b TBopqecree, ho r bo 
Bceg nojmoTe CBoe# sruhoctr, aance r b HejiocTaxKax [...I mu 

jio CRX nop He npRMRpRRRCb CO CMepruo IlyiuKRHa: uRTan 

ero BeuHo acHDue caoaa, see eme ynpnifo xotmm Bx^eTb 

RCRBUM ero caMoro.̂ ^

Tsvetaeva's words in  the essay "N atal''ia Goncharova" (1929) echo to  some 

extent Khodasevichs statement quoted above; she claimed tha t Pushkin's 

marriage was ju s t as outstanding as his life  and death ("[...I rax ace

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

V. Khodasevich, **Pushkin v zhizni (Po povodu kn lg i V. V. Veresaeva) ", 

in  Poslednie novosti, Paris, 13 January 1927.

Id ., "V sporakh o Pushkine", Sovremennye zapiski, 37, Paris, 1928, 

p.275.
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reHxajibHa, Kax ero xxanb h ero ciiepTb" — S88, 2, p.58).

However, the main difference between the tw o approaches lies in  the 
fa c t th a t Khodasevich perceived Pushkin’s life  in  the lig h t o f Christian 

concepts o f the divine and human nature o f God, w hile  Tsvetaeva's vision o f 

the poet was largely based on a paganism rooted in  the ideas o f Nietzsche. 

A lthough Tsvetaeva aimed her polemic at many scholars and c ritic s  both 

inside and outside Russia, her approach was not exactly unique o r orig ina l i f  

one takes in to  account only the philosophical o r ideological aspect o f the 

cycle "S tikh i k Pushkinu". Throughout the whole cycle one can feel tha t 

Tsvetaeva was mainly influenced by Gogo lDos toevsk i i  and M erezhkovskii.

Thus, in  one o f the seven stanzas which Tsvetaeva added to  the f ir s t 

poem o f the cycle in  1935 (the main body o f the cycle was published in  

Sovremennye zapiskit 63, Paris, 1937),̂  ̂ there is  a reference to  Dostoevskii's 

1880 speech about Pushkin.^^ In  th is  speech Dostoevskii talked about the 

all-em bracing nature o f Pushkin's poetry and the fact tha t Tat4ana 

personified the true Slav soul (in Dostoevskii's view, Tat4ana is the main 

character in  Pushkin's verse novel Evgenii Onegin):

Celt, raiueBunilt bo Bce crpanu —

B poan coGcTBeHHoA TaTbmoi? (S88, 1, p.274)

This a llusion is  again fe lt in  the fo llow ing  stanza:

K nyumuHCKOMy DÔaaao 

To%e peub nponsneceM:

Bcex pyMnneA n cuyrnee

t\o CMX nop na csere BceMl...] (ib id .)

The th ird  line represents a paraphrase from  Pushkin's ta le "Skazka o mertvoi

Only tw o Tsvetaeva specialists regard as de fin itive  the version o f poem 1 

o f the cycle published in  Sovremennye zapiski. In  a ll the editions o f 

Tsvetaeva's poetry, except the latest one edited by Korkina (Tsvetaeva 1990), 

the poem "Bich zhandarmov, bog studentov..." includes more stanzas than the 

orig ina l version. On th is  po in t see Korkina's commentaries (Tsvetaeva 1990, 

p.744) and Shveitser's discussion o f th is  issue in : V ik to rlia  Shveitser, Byt I 

bytle Marlny TsvetaevoU Paris, 1988, pp.524-25.

F. M. Dostoevski!, "Pushkin. Ocherk", in  Polnoe sobranie sochlnenll v 

deslatl tomakht 10, Moscow, 1958.
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tsarevne i semi bogatjrriakh” : instead o f ”belee” Tsvetaeva inserted "smugiee". 

As discussed above (in the anaiysis o f "Vstrecha s Pushkinym*'), dark skin 

was an essential element o f Tsvetaeva's ideogram o f the poet (sym bolising 
rebelliousness and displacement).

The most interesting feature o f poem 1 o f Tsvetaeva's cycle "S tikh i 

k Pushkinu" is  the presence o f what is  called in  Russian skaz (th is  is 

frequent in  Russian prose o f the 1920s bu t also in  Leskov's w ritings, fo r example). 

In  poetry th is  device (free ind irect narrative) was not exploited as w idely as 

in  the ornamental prose o f the 1920s and 1930s.Khodasevich admired its  

usage in  Tsvetaeva's poem, although he observed tha t remarks (expressing 

d iffe ren t perceptions o f the poet) had prevailed over the very image o f 

Pushkin:

[...] 6uTb MoxceT, cjmmKoif mhofo nojieMNXH c nonnTaTeajXMM 

riyuncHHa n cjmmKoii iiano cxasano o cauoM IlyuKNHe, xotü  

caMU# "cxas " npeeocxojieH.^’

Khodasevichs remark re flects his in terest in  Pushkin's poetic personality. In  

Khodasevichs view, Pushkin's life  was tha t o f a professional poet and its  
trag ic course was determined by Pushkin's work:

PeumTesbHuJk nepeaou npoMaaeaeH flyuncNHUn, KOTopuH 

nepDUM üBMaoi nocae;ioDaTeabHi>iii niuMDMjiyajiMCTOM d 

pyccKO# SMTepaType, xax n nepBbOi pobiaHTXKOM. Oh nepeuit 
CBHsaa HepaspuBHO Tpare^Mio CBoe# ueaoBewecKO* axquocTN c

I re fe r to  the term  "free ind irect narrative" featured in  the dictionary 

compiled by Dupriez: "Dropping the main verb o f expression Che/she sa id \ 

fo r example) produces free ind irect narrative, which repeats an utterance 

almost verbatim, retaining even exclamations and in tonation, but m odifying 

tw o markers: the pronouns and tenses. [...] Free ind irect style (free, tha t is , 

from  the introductory syntagm) possesses a fle x ib ility  tha t alm ost confuses 

i t  w ith  the d irect discourse, but its  form  reveals the presence o f a narrator 

"behind" the character. In  the in te rio r monologue, o r in  dialogue, the narrator 

disappears." — Bernard Dupriez, A Dictionary O f L iterary Devices, Toronto, 

1991, p.296.

V. Khodasevich, "Knigi i liu d l", Vozrozhdenie, Paris, N84078, 15 May 1937, 

p.9.
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jiNwocTUo xyjioxHRKa, nocraBMB cbok> cyj|b6y d saeNciiMocTb 

OT nooTKqecKNx nepexMBaHx*. 3to ero npxsejio k 

CDoeoÔpasHOll 6Rorpa<|>NN, [...] b KOTopoJk xcRSHb opraHRwecKX 

CRRTa C TBOpqeCTBOM. [...] Oh OepBbdl npORCRR RCRSHb, xax 

n03T — R TORbKO, XaX BOOT, R Sa TO botrC

Tsvetaeva's argument against biographical data (discussed above) was based

on the same conviction th a t Pushkin's life  was determined by his w ritings.

Moreover, Tsvetaeva extracted the most revolutionary aspects o f his life  and 
work in  order to  create her model o f the poet. In  the cycle, she illu s tra ted

her vis ion o f Pushkin's life  as a poet and extended i t  to  herself. In  the

stanzas which were added to  the cycle in  1935 Tsvetaeva compared Pushkin

to  a gun:

To-To K nyuiKRHCKRM RsGyuiKaii 
JlenHTecb, u to  caMR — xaa ii!

Kax R3. Ayuia! Kax r3 nyiuxR — 

nynncRHhiM — no coJioBbBM

Cadea, coxoadw nojiera!

— nyuncRH — B poRR nyaeiieTa! (S88, 1, p. 274)

In  w ritin g  the stanza quoted above, Tsvetaeva most probably had in  m ind the 

enemies o f Symbolism and post-Symbolism, and to  a large extent the 

m entality o f o ffic ia l Soviet lite ra tu re  which made a Socialist Realist out o f 

Pushkin by emphasising the anti-bourgeois elements in  his poetry. Even in  

Shchegolev's book Dael^ i  smert^ Pushkina Tsvetaeva may have noticed a 

tendency to  in te rpre t Pushkin's life  in  socio -po litica l terms. Shchegolev was 

an avowed M arxist and at the beginning o f the century form ulated a 

principle which was developed in  a ll his works on Russian lite ra ture . This 

principle was based on the be lie f th a t the w rite r's  biography is  the most 

essential evidence o f the soc io -po litica l clim ate o f his epoch.^^ Shchegolev 

studied Russian lite ra tu re  in  re la tion to  the libera l movement in  Russia in  

the nineteenth and tw entie th  centuries, being interested in  the links o f 

Pushkin and Griboedov w ith  the Decembrists. In  respect to  Pushkin's 

biography, Shchegolev focused on the in ten tion  o f Tsar Nicholas the F irs t to

Id ., "Pamiati Gogoiia", Izbrannaia proza, New York, 1982, pp.72-73.

See, fo r example, P. Shchegolev's review o f the bibliographical dictionary 

edited by S. A. Vengerov — M ir  Bozhiit St Petersburg, 1904,10, pp.1022-24.
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suppress the revolutionary s p ir it o f Pushkin's poetry (which, in  the Tsar's 

opinion, influenced the Decembrist movement)

Poem 5 o f the cycle illus tra tes Shchegolev's po in t very w e ll. Its  t it le  

"Poet 1 tsa r/" form ulates the confrontation between poet and censor in  such 

a way th a t i t  can be perceived as a myth or, in  terms o f Baroque culture, 

a rhetorical figure. I t  is  especially fe lt in  the fo llow ing  stanzas:

C rojib BejmuaBuft 

B sonore 6apu.

— nymKNHCKO# cnaBu 
XanKM* xa iu a p if. [...I

Sopue BrnnjiHOi!

He sabuBaJt: 

neBnoyduAna 

l|ap b  HNKonaJt 

riepBuA. (S88, 1, p. 280)

The enjambment in  the last stanza semantically emphasises the significance 

o f the word firs t', bringing to  life  the p o ss ib ility  o f the second meaning: 

Nicholas the F irs t is  the f irs t censor o f Russian poetry. Tsvetaeva's 

neologism "pevtsoubiitsa" denotes her vision o f what was called by Pushkin 
"chem /" (th is  po in t in  re la tion to  her essay "M ol Pushkin" is  discussed in  

chapter 5). In  Tsvetaeva's cycle the Tsar (Nicholas the F irst) stands ou t as a 

symbol o f the p h ilis tin e  a ttitude  to  art. In  th is  respect, the th ird  poem o f 

the cycle is  linked to  the last (s ix and seventh) poems, in  which Pushkin is 

iden tified  w ith  his own w ork:

[...]
He odpexaxb na nocaejiHiiA upax, 

nojmyio rnyxonéifocTb —

Teny, oOxapnaHHoro n rax 

HoacHimaMR — b  noauax. (S88, 1, p. 281)

Besides Schegolev's book on Pushkin's duel, mentioned above, such a view
j

was expressed in  the fo llo w in g  works: P.E. Shchegolev, "Im perator N ikolai I 

i Pushkin V 1826 godu ", in  Rasskala St Petersburg, 1910, 6; Id.,

"Pushkin v poiiticheskom  protsesse 1826-1828 gg ", Pushkin i  ego

sovremennikit St Petersburg, 1909, X I, pp. 1-51.
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In  the las t (seventh) poem the s itua tion  taken from  Pushkin's life  receives 

the status o f a myth which can be repeatedly experienced. This is 

particu la rly evident in  the fo llow ing  lines:

He nopyuaTb najiauau noxopoH 

HCepTB, nensopaii — norpebeubii 
XlyiUKHHUx. [...] (Ib id.)

The enjambment in  these stanzas is  rather suggestive, as is  the p lura lisation 

o f the name Pushkin. Tsvetaeva's poem therefore creates an image o f those 

Russian poets who have a trag ic  fate in  common w ith  Pushkin. (In  poems 2 

and 3 Tsvetaeva openly proclaims her kinship w ith  Pushkin.) The 

m ythological status o f the situa tion  is  reinforced by Tsvetaeva's use o f 

enjambment, which is  used in  her poetry as the condition fo r the 
coexistence o f d iffe ren t spatial dimensions (most often fo r inserting a 

viewpoint from  the future in to  a s itua tion  which has taken place in  the 

past).®*

The s itua tion  from  Pushkin's life  which Tsvetaeva exposed in  th is  

cycle can be easily translated in to  her own life . The accusations which 

Tsvetaeva levelied in  "S tikh i k Pushkinu" against the p h ilis tin e  approach to  

lite ra tu re  were addressed both to  the o ffic ia l guards o f Soviet lite ra tu re  who 

suppressed freedom o f speech and to  the Parisian c ritics  who were in to lerant 

o f Tsvetaeva's poetic experiments and o f her p o litica l inclina tions. 

Tsvetaeva's a rtic le  "O novoi russkol detskoi knige" (S88, 2, pp.352-360) sheds 

lig h t on the circumstances o f her life  in  1931 (the cycle "S tikh i k Pushkinu" 

was w ritte n  in  the summer o f 1931). The a rtic le  was a response to  the 

increasingly aggressive attacks o f RAPP on Soviet w rite rs who did no t toe 

the party line on lite ra tu re  imposed by the o ffic ia l watchdogs. As Irm a 

Kudrova has pointed out, in  February 1931 Tsvetaeva read an a rtic le  in  

Poslednie novosti (reprinted from  Pravda) about the 9 February a ll-U n ion 

conference on Soviet lite ra tu re  fo r children. This conference was an attem pt 

to  expose the "enemies o f the people" among the authors w ritin g  fo r

*® This aspect o f Tsvetaeva's enjambment has been b rillia n tly  analysed by 

L. Losev: L. Losev, "Znachenie perenosa u Tsvetaevoi ", Marina Tsvetaeva: Actes 

da 1er colloque international (Lausanne, 30,V I- 3.V II 1982), ed. Robin 

Kemball, Slavica Helvetica, Volume 26, Bern, 1991, pp.272-83.
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children. The "class enemy" was labelled "chnkovshchina" and pre-school

lite ra ture  as the most stagnating.^^ Tsvetaeva's a rtic le  openly argued against 

the o ffic ia l Soviet po in t o f view tha t Soviet books fo r pre-school age 

children are the best in  the w orld . (S88, 2, p.356). Tsvetaeva was

overwhelmed by the professionalism  and im agination o f such w rite rs as 

Poionskaia, Marshak and Shvarts. In  spite o f Tsvetaeva's polemical tone, her 

a rtic le  was received w ith  suspicion and rejected by Poslednie novosti. This 

was also due to  her c ritic ism  o f émigré lite ra tu re  fo r children which, in  

Tsvetaeva's view, was highly pretentious and rather second-rate by 

comparison w ith  the Soviet talents. However, la te r her a rtic le  appeared in  
a le ft periodical VoJia Rossii^^t although the polem ical tone was los t due to  

Its  late appearance.

Meanwhile, Tsvetaeva's adm iration fo r M aiakovskii, Pasternak and 

Marshak among others, and the involvement o f her husband and daughter 

w ith  the pro-Soviet organisation "Soiuz vozvrashcheniia ", made Tsvetaeva

unpopular w ith  many émigrés in  Paris. Nevertheless, Tsvetaeva herself did 

not want to  return to  Russia. Her a rtic le  "Poet i vremia " (also w ritte n  in  

1931) demonstrates her awareness o f p o litica l intervention in  a rt and

Irm a Kudrova discussed th is  fact in  the context o f other p o litica l

developments In lite ra ture: o ffic ia l watchdogs (m ostly represented by RAPP) 

exposed, fo r example, a harm ful influence among playwrights by stamping i t  
"bulgakovshchina", and Tomashevskii's textbook on iite ra ry  theory was called 

"a polsoi^bus product".— Irm a Kudrova, Versty, dali,,,. Marina Tsvetaeva: 

Î922-1939, Moscow, 1991, pp.232-35.

In  her le tte r to  Salomeia Andronnikova-G al^pem  o f 3 M arch 1931, 

Tsvetaeva com plained: "BbicbiJiaio BaM Hoeyio rasery — ysbi, 6 es csoeft cxaTbM, 

If oueBM îHO 6e3 CBoero coTpy.AHMuecTBa Bnpejib. Kax nooTa Mne npejinoujiR — 

JlajfHHCKoro, xax „cTaTMCTa" (o t «cTaxbii") — Bcex. CxaTbii 6 biJia cawafi 

HeBHHHain — O hoboH pyccxo* jieTcxott XHHre. H r pasy cjiobo ..coBeTcxa^", r  

paBHAJia SI coBpeimeHHyK) no cBoeMy jiexcTBy, x.e. npoxHBycxaBJinjia onoxy 

onoxe. HoRRTRKR — HRxaxolt. Ho Riieaa HeocxopoxHocxb ynoMnnyxb r  „nau^" 

(oMRrpanxcxyio) Aexcxyio URxepaxypy, npRBecxn necxojibxo nepjioB I...]". 

(S8 8 , 2, p.596)

Marina Tsvetaeva, "O novoi russkoi detskoi knige ", Volia Rossii, Paris, 

1931, 5-6. I t  also was published in  S88, 2, pp.352-56.
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lite ra tu re  In Soviet Russia. Her remarks about Dem^ian Bednyi and Esenin reveal 

her conviction o f the necessity o f preserving the cu ltu ra l heritage; th is  po in t 

once again contains an argument w ith  the Soviet o ffic ia ls  who insisted on 

creating new a rt, free from  the past (S88, 2, pp.360-61). As Kudrova has 

pointed out, Tsvetaeva's le tte rs o f 1931-32 are fu ll o f b itte r remarks on the 

tragedy o f her s itua tion: "Bcé Men>i BurajiKiiBaeT b Poccmo, b KOTopyio — ^  

exaTb He Mory. Sjiecb h He Hymna. Taw h neBOSMoxHa"; "Taw Menn [...] — 

ynexyr. R ra ii ne yueneio, h6o nerojoBaHMe — moh crpacTb, a ecrb na 

UTO...", "Tan line  ne TosbKO saTKHyv poT HeneuaTaHneM iio n x  Berne# — Taw 

MHe M UMcaTb MX He jia jiyT"; etc.^^ In  the lig h t o f Tsvetaeva's p o litica l 

concerns a t the beginning o f the 1930s, i t  becomes clearer why she turned to  

Pushkin.

As predicted by Khodasevich in  1921,̂ *̂ the second eclipse o f Pushkin 

had taken place in  post-revolutionary Russia, where Pushkin's legacy became 

institu tiona lized . "Tsvetaeva fe lt tha t Puskhin's name and poetry in  general 
had been po litic ized  — both among émigrés and in  Soviet Russia. Her poem 

"Dvukh stanov ne boets .." w ritte n  in  1935 contains a reference to  Pushkin's 

statement (from  the poem "Poetu ") about a poet's p o litica l independence:

— Tu napb: MCHBN ojinh...
(Ho y nape# — nanoMCHMn 

MxHyru.) Soj—  ojimh.

T o t  — B nycTOTe neOec. (S88, 1, p.313)

In  Tsvetaeva's view, Pushkin symbolized sp iritu a lity  its e lf. Therefore, he was 

God o r the m ystical expression o f God. This is  particu la rly fe lt in  her essay 

"M oi Pushkin" (discussed in  chapter 5) as w ell as in  the cycle "S tikh i k 

Pushkinu ". Thus, in  the f ir s t  poem o f the cycle Tsvetaeva compares Pushkin's 

forehead to  blue olives:

Ht6 bu Aenaexe, xapsu,

3tot — rojiybe# ojimb —

Cauu# BOJibHU#, caifu# xpa#HM#

JIo6 — HaBexM 3aKJie#UNB

Kudrova, op. c it., p.235.

^  Khodasevichs lecture at Pushkin's house in  1921 was included in  his book 

a year later. See V. Khodasevich, "Koleblemyi trenozhnik", in  his Stat^J o 

rasskoi poezii, Petersburg, 1922.
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HH30CTHK> JIDye^MHOft

SojioTa N cepejnmu? (SBB, 1, pp.274-75)

As discussed above (in  re ia tlon to  Tsvetaeva's poem "Vstrecha s Pushkinym"), 

in  Tsvetaeva's poetic code the coiour biue had connotations o f sp iritu a lity . 

Her vis ion o f the poet was rooted in  the culture o f Symbolism, in  which 

poetic c ra ft was linked to  divine powers. In  the a rtic le  "Poet 1 vremia " (1931) 

Tsvetaeva compares the poet to  a sp iritu a l émigré trapped in  a mundane life :

[...] BcnKMik no3T no cyuiecrey sunrpaHT

[...] dkixrpaHT L(apcTBa HeÔecnoro h seioioro pasi npHpo^u.

[...] dMNrpBHT N9 EeccifepTbü B BpeiM, HeBosBpamenen b 

cBoe ne6o. (SBB, 2, pp.363-64)

In  poem 4 o f the cycle "Stikhi k Pushkinu " Tsvetaeva depicts his life  as the 

struggle o f the divine and the mundane:

[...] .
riyuucHH, c MOHapmbMx 
Pyx pyXOBOJICTBOM 

ENBumAcii Tax xce 

HàcMepTb — xax Obères 

(Mourn — npxôhœaaa,
Casa — pocaa)
C uycxyaou Basa 

Mycxya Becaa.

KTO-TO, ua $ypy 

HecunH: „ATseTa 

Mycxyaaiypa,

A He no3Ta!"

To — cepa^xkia 

Cxaa — 6biaa:

Hecoxpyuniifbilt

Mycxya — xpbuia. (SBB, 1, p.279)

Tsvetaeva's comparison o f Pushkin to  a Seraph (cited above) suggests the 

highest expression o f divine nature. Thus, in  accordance w ith  the De 

HierarchJa Celesti, Seraphim, Cherubim and Thrones formed the f ir s t 

hierarchy o f angels, surrounding God in  perpetual adoration. (Also
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tra d ition a lly , the Seraph is depicted in  a rt w ith  a head only and one, tw o o r 

three pairs o f wings.)^^ Moreover, in^C hristian tra d itio n  angels were not jns t Jujzeo- 

the messengers o f God o r agents o f divine w ill, bat occasionally they could 

be the m ystic personification o f God him self. The O ld Testament contains a 

reference to  one such case, in  which Jacob is  depicted w restling w ith  an 

a n g e l J a c o b 's  encounter w ith  God h im self has been interpreted at many 

levels in  terms o f re lig ion  and o f myth and fo lk lo re . In  early C hristian a rt 

Jacob's antagonist was God h im se lf bu t he la te r came to  be portrayed as an 

angel. Their fig h t symbolizes the C hristian sp iritu a l struggle on earth.

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

Another im portant image which contains tw o connotations ind icating 

sp iritu a lity  and freedom is the comparison in  poem 1: "roayOe* oanb [...] 

ao5" (SBB, 1, p.274). This comparison represents an alm ost exact quotation 

from  Pasternak's cycle "Tema s varia tsiiam i" ("V aria tsii ", poem 4), although 

i t  appears there in  a d iffe re n t context. Pasternak recreates the atmosphere 

o f Pushkin's long poem "Tsygany " and compares Aleko's and Zemfira's 

foreheads to  olives:

Bajipanu k ne6y oraoGan.
JI6u roayGee oane.

TaGop ra iu n T  ncnoaaoGbJi,

B snesau uonncra nnepiiB.^^

In  Pasternak's poem the gypsy appearance o f Pushkin's characters is 

expressed w ith  the help o f hyperbolised metaphor. In  Tsvetaeva's case th is

James Hall, Dictionary o f  Subjects and Symbols in  A it, London, 1974, p.l65.

^  Genesis, 32, 22-32, The H o ly  Bible, Catholic ed ition, London, 1966, p.2B.

James H ail, op. c it., p.l65.

"A. O. PocceT nepexaaAUBaa reao HyuncxHa b rpoG... Mne npnnoMHHaaocb,

Kaxoro xpenxoro, Mycxyaxcroro Gua oh caoaceHxn, xax pasBXBaa oh cbox 

cxau xojibGoio", in  V. V. Veresaev, Pushkin v zhizni, part IV , Moscow, 192B, 

p.l53. I t  is  interesting to  p o in t out th a t Tsvetaeva herself liked  walking, and 

emphasised i t  in  her lettjfers, essays and poems. One o f her long poems is 

an ode to  w alking — "Oda peshemu khodu" (SBB, 1, pp.2Bl B4).

^  Boris Pasternak, Stikhotvoreniia i  poemy, Leningrad, 1977, p.l94.
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metaphor is  applied to  Pushkin. Such "readdressing" o f the qualities o f 

the character to  the author derives from  Tsvetaeva's avant-garde poetics. 

F irs t o f a ll, Tsvetaeva herself identifies Pushkin w ith  his w ritings. Secondiy, 

Pasternak's metaphor used by Tsvetaeva in  the cycle on Pushkin underlines 

the mark o f an outcast o r stranger. Tsvetaeva's model o f the poet is  based 
p rim arily  on Pushkin's "foreign-ness": as pointed out above, dark skin 

became a symbol o f freedom in  Tsvetaeva's poetic code. S piritua l character is 

another im portant connotation o f Tsvetaeva's p o rtra it o f Pushkin (reduced to  

the ideogram mentioned above). Bearing in  m ind Tsvetaeva's v is ion o f 

Pushkin as Seraph (at the end o f poem 1), the occurrence o f olives in  the 

poem can be interpreted in  terms o f C hristian mythoiogy, in  which the olive 

branch was perceived as an ancient symboi o f peace. Thus, fo r instance, the 

sprig o f o iive brought back to  the ark by the dove symbolizes to  Christians 
the making o f God's peace w ith  man.^^ I t  would not be an exaggeration to  

conciude, therefore, tha t Tsvetaeva sought in  Pushkin those aspects o f 

an a rtis tic  outiook which couid enable her to  reconcile Russian lite ra ture  

tom  apart by p o iitics  and various lite ra ry  divisions.

Another po in t which arises w ith  respect to  Tsvetaeva's perception o f 

Pushkin is  a persistent reference (d irectly o r ind irectly) to  Pushkin's long 

poem "Tsygany ". In  the poem "Vstrecha s Pushkinym " Tsvetaeva mentions her 
iove fo r Pushkin's M ariula (an im portant character from  the poem); there is 

a iong discourse on "Tsygany" in  her essay " Moi Pushkin " and in  the cycle 
"S tikh i k Pushkinu" we come across a reference to  Pasternak's vision o f it .  

The gypsy m o tif piays an im portant role in  Tsvetaeva's own poetry. Such 

poems as "Tsyganskaia strast^ raziuki . ", "M ilye spu tn ik i, delivshie s nami 

nochleg . ", "Bohème", "Uedesh^ v daKnle kraia...", "Mirovoe nachalos^ vo 

mgle kochev^e...", "Tsyganskaia svad^ba", "Poema kontsa" (chapter 2), and 

many others on the theme o f trave lling  and displacement provide evidence 

th a t Tsvetaeva created an ideal o f a group o f outcasts based on Pushkin's 

model in  "Tsygany ". This is also apparent in  poem 6 o f the cycle (which w ill 

be discussed below). In  th is  respect i t  is  w orth mentioning an im portant 

lin k  between Tsvetaeva's vision o f Pushkin and the a rtic le  by V i aches lav 

Ivanov "O "Tsyganakh" Pushkina". Close examination o f Ivanov's a rtic ie  and 

Tsvetaeva's cycle on Pushkin (as w eli as the part o f her essay " Moi 

Pushkin ") helps to  establish the influence o f Ivanov's perception o f Pushkin's

f  ^  James Hall, op. cit., p.226.
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poem on Tsvetaeva's approach. I t  is  suprising th a t so fa r th is  Ünk 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). H is a rtic le  on Pushkin was included in  his

book Po zvezdam published in  1909.

F irs t o f a ll i t  is in teresting to  compare Tsvetaeva's preference fo r 

M ariula in  her poem "Vstrecha s Pushkinym " w ith  Ivanov's remarks:

OCHOBHUM B nuranCKO* CTHXNII IlyUIKlIH BOCnpWHBS NMeHHO
xeHCKMil TMB M ero xe cjieaaji HOCHTeaeu 6oaee njih ifenee
BUBBHBUierOCA B KOUeBOft N COOopHOJt 9RN3HM 

MiuiiBNjiyajibHoro nauajia [...] 3tot ochobhoü xencKiifl Tiin  

couerajioi b ÿaHTasNM noova c rayOoKO aceHCTBeHHUM n 

MysuKaJibHUM MMCHeM: Mapayaa.^^

Occasionally Tsvetaeva iden tified  herself w ith  Pushkin's heroine. Thus, 

fo r example, in  the poem "Vse syznova: opiat^ rukoiu robkoi " (1920) there Is 

a parallel between her own life  and tha t o f M ariula:

Bcé cusH O B a: BHOBb Kax y n a p c x M X  CTaTy# — 

r io u e T H u ft  x a p a y a .

(H He TOMaio, — oOuuait, nepeHHTbi*
Y HMiiiNX Mapnya!) (SBB, 1, p.l35)

On the behavioural level Tsvetaeva liked to  make herself resemble a gypsy 

woman. (In  th is  respect Tsvetaeva follow ed a certain iite ra ry  tra d itio n  ch ie fly 

derived from  Apollon G rigoriev's poetry; the gypsy image was also very 

popular among the Russian Symbolists.) Her passion fo r silver bracelets 

struck many o f her contemporaries.^^ I t  is  also interesting tha t Maiakovskii 

characterised Tsvetaeva's poetry as "tsyganshchina" and advised Soviet readers

Viacheslav Ivanov, "O 'Tsyganakh' Pushkina", Po zvezdam. Stat^i i  

aforizmjTt St Petersburg, 1909, pp.l43-BB.

Id ., Sobranie socbinenii^ vol 4, Brussels, 19B7, p.301.

See, fo r example: Zinaida Shakhovskaia, "Marina Tsvetaeva", in  her 

Otrazheniia, Paris, 1975, p.l62; Véronique Lossky, Marina Tsvetaeva v zhizni, 

Tenafly, 19B9, pp.303-06.
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to  go fo r S e lM nskii and Aseev who wrote, in  his view, in  a s im ila r gypsy vein.*®

However, the most interesting aspect o f Ivanov's in terpreta tion o f 

Pushkin's "Tsygany" is  the discussion o f the main character o f the poem 

Aleko in  terms o f the philosophy o f ind ividualism , sp iritua l quest and 

freedom. Ivanov's perception o f Pushkin's poem seems to  be in  line w ith  

Tsvetaeva's own poetic model. Ivanov's commentaries help us to  understand 

why Tsvetaeva focused her a ttention on the issues raised in  "Tsygany":

B AaeKO IlyiiiKNH OTUcxan m rennaabHo oTMema Toro 

necqacTHoro cKUTaabna b pojmo* se&iae, Toro McropnqecKoro 

pyccKoro crpa^aabqa, croab NCTOpMuecKN Heobxo^Kuo 

iiBNDUierocA B oTopBaHHOiA OT Hapojia obinecTBe naiiieM.C...I

C K H T a a e n , im e H H O  b  w e p y  C B o e *  B e p n o c T H  M ^e e  B c e a e n c K o it ,

— oHa 3Ke ecTb HAeü pyccKaa, — saxoHex ocxaxboi 

CKHxaabneM, cosHaeaxb ce6n besAOMHUu rocxeu uyxHx 

maxpoB, II xax 6u neaosexoM ne ox Mxpa cero, pasHo y ceôü 

na poAxne xax na nyxcôxne, — ona xce d ceexe peaxrxosHolt 

XAex — Toll, Koxopa^i ocBoCoxcAaex, — yxce x He qyxcOxHa I....!*’

In  th is  lig h t, Tsvetaeva's cycle on Pushkin gives the impression tha t to  some 

extent she transform ed Pushkin in to  Aleko. Tsvetaeva's p o rtra it o f Pushkin 

(created from  characteristics scattered here and there) puts an emphasis on 

his ind ividua lism . Tsvetaeva's argument w ith  Dostoevskii (about reducing 

Pushkin's image to  tha t o f his heroine Tat4 ana) discussed above echoes the 

fo llow ing  statement by Ivanov:

HeAocxaxox xoaxoeaHXii /locxoeBcxoro, no naiueMy MHenxio, b 

TOM, HTO OH BUABXraeT, HeCOOTBeXCTBeHHO c HaMepeHMHMH 

nymxxHa, na nepBuft naan HanxoHaabHo-oÔmecxBeHHuA 

Bonpoc X qepes Hero xmex noAxoAa x peaxrxosHOMy 
coAepxcaHXK) nosMU, xoxAa xax flyuixxH npüMo 

npoTX BonocxaBJifxeT 6oro6opcxBy abcoaioTHoft
caMoyxBepxcAaxiiiieXcH axqnocxx xaeio peaxxxosnyio — XAeio 

CBH3X X OpaBAU BCeaeHCXO* — X B 3TOX OAHOX BXAXT OCHOBy

*® V. M aiakovskii, "Podozhdem obviniat^ poetov", Krasnaia nov^, Moscow, 

1926, 4, pp.223-24.

Ivanov, op.cit., pp.316-17.
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MCTMHHo# H üejibHOft CBoÔo^u: „nTH«iKa EoMUfü He sHaer hm 

sa6oTbi, HN Tpy^a**... B peaMrMosHOM pemeniiN npoGacMu 

HH4MBM4yajiM3Ma ifu  N ycMaTpMBaeM BejiMqaftiuyio 

opxrHHaabHocTb n ciieaocTb nyiiiKNHCKoit Mbicax. [...]

Ha yTBepacjieHRe CBoenaqajiMH no3T oTBeqaeT ne OTpMqaHMeu 

ero („CMRpRCb'% K3K TOJIKyeT /loCTOeBCKHft, K8K yqHT 

UlaToGpNaH), — ho y%e npoBosrjiauieniieM noaoRCNTeabHoro 

peJiKrH03Horo cHHTesa: „HayqeHHUft ropbKMli onbiroM poKoeux 

CTpacreA n nocjiejiHero NarHaniiH, Tbi» kto 6ua ropji n soa, 
6yAh HUHe BnepBue m BOMCTMHy — cboÔoach

Sach an understanding o f freedom in  Pushkin's poem was very close to  

Tsvetaeva's model o f a poet's fate and sp iritu a l quest. One o f the references 

in  the memoirs o f her friends can illu s tra te  th is  po in t:

Y nee 6ua na$oc cTpajiaHHH [...], noTOMy qro  ona— noar [...] Qua 

corjiacHa CTpajiaTb m yiiepcTb sa npaB.ay, ho onpejiejiNTb ory 

npaBJiy HeBosuoacHO. ÜTciojia nocTOHHHan reMa caMocoacRceHHH 

H UOTRB Kocrpa. [...]

Ona qacTO roBopHsa, uto noa r oÔpeqeHHUü, ona qyBCTBosajia 

CBon cBH3b c 6oabU iN ifii noaraMH: IlyiUKiiHbiM , JlepicoHTOBUM, 

EceHMHbQi, MaHKOBCKHif, HO co3HaBajia, q ro  cyj%b6a hx  Tparnqna. 

[...] ri03T  JIOARCeH FMÔHyTb OT oGuieCTBa. N OT npeCJiejlOBaHHft 

o6iiiecTBa ona RcnuTUBajia yjioBJieTBopeHMe: „MeHH rpuayT , ho 

3TO HOpMaJIbHO, Be.Ab H RCe n03T, a H03T0B HeHaBHJKHT H 

npecnejiyioT". M 3Ta HenpeKJioHHocrb y nee ocTaaacb ao Konna. 

[.. .]  B 3TO* RcaRue caMocoxRceHNH npoHBJineTCH pyccKan 

xjibicTOBCKaH CTMXNH. Hoj^coaHaTesbHoe acejiaHHe 6uTb 

RcepTBo*. Una  qero? Btofo ona ne oTxpuaa, ho na 3To 

noaojRMJia cbok> RCMSHb.̂ ^

Tsvetaeva's cycle creates the same p o rtra it o f Pushkin, particu la rly in  poems 

3 and 4:

UeAOCh KaK — ooeTCH H  nonune — t^ k . 3Haew, xax .jtaeTcn"!

Ib id .. p.318.

Quoted in Véronique Lossky, op. cit., p.202.
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H a j T0 6 0 A, „nycTiiK‘* [...]

B OMTBy 6e3 sjio^ieflcTDa: CaMor6  — c caifHif! — IlymKHHUM ne 

OeflTe!

IA60 Obio sac — mm! (S8 8 , 1, p.278)

IlpeojiojieHbe 

Kochoctn pyccKoJl —

IlyillKMHCKMJl reHMM? 

nymxMHCKM* MycKyji

Ha KamaaoTbeil 

Tyuie cy;ib6bi -  

MycKyji nojiera,

Bera,

EopbCu. (ibid.)

Some o f the ideas,which Ivanov expressed in  his a rtic le  on "Tsygany" not 

only coincide w ith  Tsvetaeva's vision o f Pushkin, but also match the model 

o f a poet's life  which she applied to  herself. Thus, Tsvetaeva often called a 
poet an émigré, and the m o tif o f escapism from  the mundane and human 

shape o f a poet's ego forms an im portant part o f her poetic credo. In  her 

long poem "Poema vozdukha" Tsvetaeva depicted the sp iritua l evolution o f 

the poet. Using some o f Ivanov's term inology, Tsvetaeva's ideal can be 
characterized as anarchistic. (This aspect is  discussed in  more detail in  

chapter 6 ). Ivanov's analysis o f Pushkin's poem sheds some lig h t on 
Tsvetaeva's own philosophical and a rtis tic  views:

TosbKo Jiyu pejiNrNosHoit M.aeM oCsMuaer b Asexo „6erjiena", 

„pa6a, saMMCJiMBUiero no6er** — ne o t s m e it, a ox ce6ü 

caMoro [...] AnapxMuecKan Mjie^ b njiane oÔuiectBeHHocxM 

BHeiinieft oxpMnaex, xax „oxBseqeHHoe nauajio", caMoe ceÔB n 

rMÔHex B jiaCHpNHxe ÔesBuxojiHbix npoxMBopeuMg, — ecJiM ne 

nojiaraex ochobhum ycjioBMCM CBoero ocywecTBJieHM^ 

BHyxpeHHee ocBoÔoscjieHNe smumoctm o t ceÔA caMoft. HoA 

3TMM ocBoboMweHMeM MU pasyMecM xaxoe ouHmcHNe m 

BucBexjieHMe MiuMBMjiyajibHoro cosnaHM^, npN xoxopoM 

qejioBeuecxoe Ji oxMexaex M3 cBoero caMoonpejiejieHNA Bce
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3roMCTiiqecKii-cjiy«iaJtHoe n BHeimie oÔycJioBJicHHoe m 
ifHorooGpasHUMH nyrAiiM  ,jM H oro jteaaHH^'* jiocTHraeT 

qyBCTBOBaHHA CBoeJt ra y 6 oqailuieft, ceepxaMMHoft Boaw, cBoero
52jjpyroro, COKpOBeHHOrO, HCTMHHOrO

Tsvetaeva's "Poema vozdukha" is  an a lm ost exact illu s tra tio n  o f the p o in t made by 

Ivanov in  re la tio n  to  Tsygany ;

[...]
Ha ayxa — B ucrpeaoif —

Bnucb! He b napcTBo jiy u i —

B nojiHoe Bsa^unecTBO 

J16a. npejiea? — Ocnab:

B qac, Korjia romnecKiift 

Xpaif naroHMT lunnab 

CoÔcTBeHHw# — H, BbiuncaMB 

Bcô, — KoropTU UMCJi!

B uac, Kor^a roTMuecKM*

UlnMJib HaroHHT cmucu 

CoGcTBeHHbilk... (S8 8 , 1, p.447)

In  Tsvetaeva's poem "Dvukh stanov ne boets . " we come across her 

co rrection  o f Pushkin's te x t; looked a t in  the lig h t o f Ivanov's discourse, 

Tsvetaeva intended to  apply her own v is io n  o f anarch istic freedom to  the 

whole body o f Pushkin's w orks. Some o f the lines from  th is  poem also echo 

Tsvetaeva's dep iction  o f Pushkin:

Bu c 3TO* ronoBU, ypaBHeiraoft — xax rp ^ u u  

Pop, BnxcaHHO# b BepiuxH boacecTBennuft neprex,

Bu c 3T0 Ü rojioBU  — u t6  TpeboBajin? — Pw ia!

ÜHBMCR na OTBeT (besMOJiBHuft): oGeanoxb.

("Dvukh stanov ne boets...", 588, 1, p.312)

He obpexaTb na nocjiejiHMft upax,

Hojinyio myxonéMocTb —

Tejia, obxapnaHHoro x Tax 

HoxHHnauM — b  noauax.

("S tikh i k Pushkinu", S8 8 , 1, p.280)

Ivanov, op.cit., p.320.
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I t  Is in teresting to  po int oat tha t Tsvetaeva’s work on Pushkin in  1931 was 

associated w ith  thoughts about ind ividuai freedom. Thus, bearing in  mind 

tha t she wrote ’’S tikh i k Pushkinu” in  1931, one can understand why Pushkin’s 

idea o f freedom was very much on Tsvetaeva’s m ind in  the fo llow ing  

September when she wrote to  Salomeia Gal/pern:

[...] B oToeT Ha Baiue „ii coscew He uyecreyio ceÔH 

CUaCTJIMBOA”—

Ha CBere cuacTbH Her, ho ecTb noKoA n bojih

— BOJiH, KOTopyx) H , KCTSTK, Bcerjia noHMiiana k s k  b o jiio  

BOJieByio, a ne xax BOjno-cBo^o^y, xax HyxcHo AywaTb, noHXMaji 
caw nymxMH — m xoropoA Toxe ner.®^

Tsvetaeva’s perception o f Pushkin as a singer o f freedom has its  tra d itio n , 

and can be traced back to  B lok’s poem ’’Pushkinskomu domu ” (1921):

IlymxRH! TaMnyio cboôoay 

IlejiM MU Bocjieji Te6e!
/(alt Haw pyxy b nenoro^y,

IToMorx B HeMoA 6opb6e!̂ ^

However, i f  B lok appealed to  Pushkin fo r sp iritua l help in  the dark period o f 
the f ir s t  years o f the Soviet régime, Tsvetaeva claimed Pushkin to  be the 

leader o f some sort o f anarchistic community.

Such an image o f Pushkin comes across in  the s ix th  poem o f the 

cycle ’S tikh i k Pushkinu”. I t  is  modelled on the poem o f Charles W olfe ’’The 

Burial o f S ir John Moore a fte r Corunna ” (which was translated in to  Russian 
in  1825 by Ivan Kozlov). Once again (as in  the poem ’Vstrecha s Pushkinym”) 

Tsvetaeva uses a rom antic allusion to  Napoleon, although ind irectly : the 

B ritish  commander S ir John Moore was k ille d  at Corunna at 1808 ib  the 

beginning o f the Peninsular War w ith  Napoleon. The solemn and heroic 

atmosphere o f the orig ina l is  preserved by Tsvetaeva but the whole situation 

is depicted in  a more dramatic tone as some sort o f ritu a l. I t  is  worth 

comparing the tw o poems in  order to  establish the s trik in g  differences:

’’Tsvetaeva's le tte rs to  Salomeia Gal/pern” , Vestnik russkogo 

khristianskogo dvizheniia, 129, Paris, 1979, p.l82.

Aleksandr Blok, Stikhotvoreniiat Poemy, Tashkent. 1986, p.417.
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Not a dram 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 la id  him down,
From the fie ld  o f his fame fresh and gory;

We carved not a line, and we raised not a stone,

But we le ft him alone w ith  his glory.

(Charles W olfe)

Her, 6hji Ôapaban nepe^ CMyrnuM nojiKOM,

Kor^a MU bojka^  xopoHMJin:

To sy 6 u  n a p ë B U  n a ji M epTB biM  neB n o M  

I lo u e T H y io  4 p o 6 b buboamjih.

[...]

Koro X  9TO Tax — tohho Bopu Bopà 

npncTpejieHHoro — buho chjiii?

HsMeHHMKa? HeT. C npoxo^Horo 4Bopa —
YtiueMiuero Mysca Pocchh. (S88, 1, pp.280-81)

Facts taken by Tsvetaeva from  Veresaev’s book merge in  the cycle w ith  

several poetic trad itions. Thus, on one hand, the image o f the chattering 

teeth o f the Tsar has the de fin ite  im p rin t o f Baroque poetics w ith  its  taste 

fo r anatom ically revolting details and shock tactics. On the other hand, i t  

has a trace o f the Romantic tra d itio n  o f a ghost who threatens the liv ing : 

the Tsar in  Tsvetaeva’s poem is frightened o f the dead poet. Taking in to  

account the m ilita ry  atmosphere o f poem 6, one can feel — like  a shadow on 

the background — the suggestive presence o f the situa tion  depicted in  

Zhukovskii’s poem ’Nochnoi sm otr

B ABenajxnaTb uacoB no HouaM 

Ms rpo6a BcraeT GapaGanmnK;

M x o jiM T  OH B sa ji n B nepe.21,

M Gbex OH npO B opH O  r p e n o r y .

M B TeM H bix  r p o G a x  6 a p a 6 a n  

M o iy ru y x ) ÔyAnr n e x o r y :

BcraioT MOJiojmu erepn.

55 The New Oxford Book o f  English Verse 1250-1950  ̂ London, 1974, pp.579-80.
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BcraioT crapNKH rpenajiepu,

BcraioT N3-noA pyccKiix cneroD,

C pOCKOUIHUX nOJieft NTaJIMftCKMX,

BcracT c a^pRxaHCKXx creneA,
C roproqxx necKoe IlaaecTHHu.

I t  is  also w orth m entioning tha t Tsvetaeva follow ed Pushkin’s steps in  

bring ing out an im portant sociological issue raised by Pushkin in  "Tsygany": 

poverty provides a favourable condition fo r individual freedom. Tsvetaeva 

herself emphasised her poverty and expressed her condemnation fo r people 

obsessed w ith  th e ir goods in  her poem "Khvala bogatym" (1922):

14 sacHM, y n p e j iR B  s a p a n e ,

H t o  M eat ifH oA  n  t o 6 ox> — m r j ih !

Mt o  c e ô ü  npR U H C Jim o k  p eaH M ,

Mto qecTHÔ Moe wecro b MHpe:

IIo ji koaecakm Bcex MSJimuecTB:

C tos ypoAOB, KajicK, ropbaxux...

14 sacHM, c KoaoKosbHoA Kpuum 

06i>iiBamo: juoÔjikj ÔoraTux!

[...]

3a NX TaAHbi — Bcerjia c napouHUM!
3a MX c r p a c T H  — Bcerjia c  p a c c u a u i u M !

3a H a M s a H H u e  m m  h o m m ,

(H neayioT m nb iO T  HacMSbHo!) [...I (Tsvetaeva 1990, pp.308-09)

Tsvetaeva had a vision o f a free community based on the rapport and 

accord o f w ill powers, as expressed in  her gypsy poems and in  the story 

"K hlystovki" (the re lig ious aspect is  pa rticu la rly highlighted in  the la tte r: 

the flage llan t sect lives, in  Tsvetaeva’s portrayal, as a naturally free society 

accepting God's w ill as its  own). Taking th is  in to  account, one can be 

dismayed by the manner in  which Peter the Great and Pushkin appear to  be 

the closest o f a llies in  poem 2 o f the cycle.

Poem 2 has the t it le  "Petr i Pushkin" and i t  emphasises the sp iritua l 

lin k  between Peter the Great's reform s and Pushkin's work. Such kinship

Russkie poety, Antologiia v chetyrekh tomakh. Tom pervyi, Moscow, 1965, 
pp.283-84.
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between these tw o figures looks odd from  the po int o f view o f Tsvetaeva’s 

p o litica l declarations as expressed In her early poetry. Thus In 1920 

Tsvetaeva wrote a poem "Petru", In  which she condemned Peter the Great as 

father o f the October Revolution In Russia. (See the discussion o f th is  po in t 

in  chapter 6.) Yet In the cycle "S tikh i k Pushkinu", Peter the Great Is 

portrayed as a remarkable patron o f culture:

[...]
M Jiae 6u  ewy no sarpuBKy 
KypqasoMy (crpMUb ne ocrpNUb!):
— H.2|N-Ka, chMOK, na noObiBxy 
B CBOX) a<̂ pHKaHCKyx) .ANUb!

rijiuBN — HN o6 qeu ne neqajibcn!
Man, ecTb B napyca xowy jjyrb!

CocKyuMiubCH — Tax BopouaJlcH,

A Hex — xoiub N jiBepb nosa6yj|b!

npNKaa: ae^HHue TyManu
IIoKKHyB — sa nnjiNK) naAb
OOcjieaoBaTb NcapxNe crpanu 

M BNpuiaMN HaM OHNcaTb. — [...] (S88, 1, p.276)

Such a change In Tsvetaeva’s a ttitude  can be explained by taking Into 

account several factors which would be responsible fo r the new approach to  

Peter the Great.

F irs t o f a ll, Tsvetaeva was dealing w ith  the p o rtra it (or set o f 

characteristics) o f Peter the Great suggested already In Pushkin’s story "Arap 

Petra Vellkogo". In  th is  respect, one can po in t to  an analogy between 

Pushkin’s description o f the relationship o f Peter the Great and Ibragim  and 

Tsvetaeva’s presentation o f Peter the Great’s a ttitude  to  Pushkin. A special 

emphasis Is put by Tsvetaeva on the sp iritua l kinship o f the tw o men, as 

w e ll as on th e ir devotion to  the transform ation o f Russia. However, 

Pushkin’s idea had been developed in  the same way In Merezhkovskii’s 

famous essay "Pushkln".^^ (mentioned earlier In th is  chapter). I t  Is Im portant 

to  bear In mind In  th is  respect th a t Tsvetaeva claimed tha t Merezhkovskii 

had a tremendous Influence on the development o f Russian

57 D. Merezhkovskii, Vechnye sputniki, Pushkin, St Petersburg, 1906.
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lite ra tu re .^  Secondly, the sty liza tion  which Tsvetaeva used in  the poem to  

recreate Peter the Great's speech was modelled on the novel by A. N. Tolstoi 

Petr Pervyi which Tsvetaeva read ju s t before w ritin g  the cycle on Pushkin.®^ 

A ll these aspects need fu rthe r investigation. Meanwhile, i t  seems more 

appropriate to  focus analysis on an aspect which has been completely 

neglected in  re la tion to  th is  cycle.

The most s trik in g  feature o f the poem "Petr i Pushkin" is  the way 

Tsvetaeva deals w ith  the question o f the re lationship between state power 

and lite ra ture . In  spite o f the fact tha t Tsvetaeva claimed tha t a rt should be 

independent from  any p o litica l involvement (th is  po int 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 o f Pushkin's work. Moreover, Tsvetaeva claims in  th is  poem 

tha t she inherited the same m ission to  transform  Russian culture:

. [...] 3aroBop paenux.

H EOT, He cnpocHCb noBiiTyx,
TnraHTOBa xpecTHMKa npaBuyx 

riexpoB ynacse^oBaji Ayx.

M mar, n cBeTJieAmn* m3 cbctjiux 

B3FJIH4i komm noHbiHe CBexjia... 
riocjiejiHMJI — nocwepTHU# — 0eccMepTHUit 
I1o4apoK PoccHM — Hexpa. (S88, 1, p.277)

Tsvetaeva's genealogical tree' lies in  line w ith  the m entality formed in  the 

Baroque culture: the idea o f movement, dynamism is converted here in to  a 

principle o f p o litica l anthropology. From th is  po in t o f view, Eurasian ideas 

had some impact on Tsvetaeva, who saw the in e v ita b ility  o f the revolutionary 

process in  Russia.

Moreover, one can argue tha t the whole cycle is permeated w ith  ideas 

which were shaped in  Baroque culture. I t  has a feeling o f what can be called 

a guided culture due to  its  v iv id ly  expressed m oralizing tone. Baroque

Tsvetaeva wrote to  Teskovâ in  connection w ith  the Nobel prize in  1933: 

"[...] MepexKOBCKNft anoxa KOHita anoxn, h BJiMHHxe ero m b Poccmm m 

sarpanimeik HeconsMepNMO c EyuMHUM [...] ". (PAT, p.l06)

In  a le tte r to  Teskovâ o f 1931 Tsvetaeva called To lsto i's novel remarkable. 
(PAT, p.89)
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lite ra tu re  articulated the a rt o f liv ing . Just as every Baroque w rite r

considered behaviour to  be the central problem, Tsvetaeva focused her

a ttention on the ru ie o f tw o Tsars: Peter the Great and Nicholas the F irst.

She demonstrates the a b iiity  o f Peter the Great to  channel the force which

represented human beings, ra tiona lly contrasting his way o f ru iing  to  tha t o f 

a Tsar w ithou t such mathematical vision — Nicholas the firs t:

Y *  OH 6u eepTJiHBoro — b crpyHKy 

He cra ji 6u! [...]

nOHHB, UTO HM UeHOlt, HN OeMSOft —

To* A^pmkn, — napb-rpaMOTe*
PemNJi 6m: „OTHMHe Ji — nensop 

Tbomx a$pMKaHCKMX cTpacre*".

[...]

Ymc oh 6m c to 6ok> — nojia^NJi!

3a HenpMHyMweHHM* hokjioh

PasMcajiOBaHHMft — HxKOJiaeM,
noMcajiOBaHHM* 6m — nerpoM! (S88, 1, pp.275-76)

In  other words, Tsvetaeva portrays an ideal re lationship between an educated 

monarch and a poet. Tsvetaeva introduces in to  the cycle a concept which she 

calles "a conspiracy o f equals" ("zagovor ravnykh") which suggests the 

inclusion o f Tsvetaeva herself in to  the pact. This precisely represents the 

baroque idea o f dynamic guidance. As José Maravall describes in  his book on 

Spanish baroque, individuals "had to  be guided in  a way tha t was technically 

adequate (according to  the estim ations o f the seventeenth century m oralist 
o r poiitician".*®  Foilow ing the log ic o f Tsvetaeva’s modei, the creative 

impulse o f Peter the Great was developed by Pushkin and through Pushkin’s 

work — by Tsvetaeva herseif. She claims tha t the lig h t o f Peter the Great’s 

eyes is  present in  her own look ("H mar, n cBeTJieAmM* ms CBeTJiMX 

/B s fjih ji, komm noHMHe CBeTJia..”— S88, 1, p.277). Tsvetaeva’s depiction o f 

Peter the Great somewhow overshadows the essentiai fact o f Baroque 

culture. "The a rt and lite ra tu re  o f the baroque, which frequently declared 

themselves on the side o f the a rtis t's  and w rite r’s freedom o r o f freedom in  

the tastes o f the public where the w ork was to  be received,

José Antonio Maravall, Culture o f  the Baroque, Analysis o f  a H istorica l 

Structure^ tr . by Terry Cochran, Manchester, 1986, p.68.
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nonetheless came nnder the Influence o r even the mandate o f the rulers, who 

granted subsidies, guided appeal toward a certain taste, or (should the case 

arise) prohib ited certain w o r k s ' T h a t  was precisely the case w ith  Peter the 

Great and his reform s, but i t  was also true about Tsvetaeva herself. A fte r 

a ll, she strongly critic ised  Mandel^stam's book Sham vremeni and was 

opposed to  the w ork o f Adamovich, fo r example, who, in  her view, was not 

a real craftsman. Even her condemnation o f Briusov in  the essay "Geroi 

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 p o litica l trends o f the tim e, but in  the cycle "S tikhi 

k Pushkinu" she raises the question o f the favourable p o litica l atmosphere 

fo r an a rtis t and w rite r. Perhaps aim ing at the p o litica l regime in  Soviet 

Russia she s t ill believed in  the p o ss ib ility  o f a resurrection o f the cultura l 

atmosphere created by Peter the Great in  the name o f national rebirth? That 

p o ss ib ility  certainly should not be dismissed, taking in to  account Tsvetaeva's 

p a trio tic  poems (such as "Cheliuskintsy! ", "Stikhi k synu " or "Luchina "). 

Tsvetaeva certainly argued w ith  the fo llow ers o f what one can call "free " a rt 

in  the aristocra tic sense. The Russian aristocracy in  Paris even in  the 1930s 

was s t ill suspicious o f the concept o f professionalism  in  lite ra ture. This 

issue takes us back to  Peter the Great's reform s and Pushkin's struggle w ith  
the tra d ition a l aristocra tic po in t o f view th a t w ritin g  should be performed

fo r pleasure not fo r earnings. In  th is  respect poem 3 in  Tsvetaeva's cycle — 

"Stanok" — can be perceived as some sort o f p o litica l declaration. Tsvetaeva's 

letters o f th is  period are permeated w ith  the unwillingness to  compromise 

w ith  established taste. Thus, fo r instance, in  February 1931 she characterized 

her situation:

Moe rope c o xp y^ ica iom N M N  b  t o m ,  u t o  b  h c  4 0 X o :K y . Cyjib6a

MOMx K H u r . E c B K H ft xoueT 1. nonpoiiie 2. noDecejieit 3.

noHapiUHeH. (PAT, p. 87)

Nonetheless, Tsvetaeva was consciously orientated towards a certain 

dynamism in  cu ltu ra l development which w ould allow  her works to  be 

understood in  the future. Thus, in  a le ttte r o f January 1931 she expressed her 

conviction o f being discovered later. (Ib id.)

“  Ib id ., p.72.
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The other interesting aspect o f the cycle is the usage o f Christian 

m ythological language in  re la tion to  Pushkin. This is due to  Tsvetaeva’s 

attem pt to  promote the idea o f holiness in  the same manner as i t  was used 
by Russian tsars and especially by Peter the Great. One o f the great 

m anifestations o f Baroque culture was the concept o f mastering oneself 

which led to  dom ination o f the surrounding w orld : "1 am master o f m yself 

as o f the universe" ( C o r n e i l l e ) P e te r  the Great’s life  is a v iv id  example o f 

the realization o f th is  princip le. The whole s tring  o f images displaying his 

holiness is  based on the analogy betwen the Apostle Peter and Peter the 

Emperor.^* The idea o f the holiness o f Peter the Great is  expressed by 

Tsvetaeva in  the fo llow ing  lines:

rnraHT, ornycTMBuiM nniiTy,

noMuaji — no seMJie h jih  H a ji?  (S88, 2, p.276)

Taking in to  account the trad itiona l perception o f Peter the Great by 

his contemporaries and fo llow ers in  the lig h t o f the m ythological meanings 

o f the Apostle Peter, one can extract tw o key images in  re lation to  his 

deeds. One is the ’stone ” linked to  the meaning o f the name. This is 

particu la rly evident in  the w riting s o f Feofan Prokopovich who compared 

Peter the Great to  the Apostle Peter as the rock on which the future 

bu ild ing w ill be f o u n d e d . I n  th is  respect i t  is  interesting to  observe how 

Tsvetaeva’s analogy between Peter the Great and Pushkin derives from  the 

same sem iotic language: Puskin’s work is perceived by her as a rock on 

which the new Russian lite ra tu re  is founded. I t  is  not a coincidence, 

therefore, tha t she o rig ina lly  gave a d iffe ren t t it le  to  her cycle — "Pamiatnik 

P u s h k in a " .J u s t  as Peter the Great is  presented in  Russian culture (and in  

Pushkin’s own w ritings, in  particular) as the creator-demiurge, the sculptor 

who transform ed Russia, Pushkin is  portrayed by Tsvetaeva as the creator o f 

Russsian lite ra ture. To extend the suggestion to  the orig inal t it le  analogy.

62 Ib id ., p.60.

This po in t is  analysed in  detail in : Ju. M. Lotman and B. A. Uspenskli, 

"Echoes o f the Notion "Moscow as the Third Rome” in  Peter the Great’s 

Ideology ”, The Semiotics o f  Russian Culture, Ann Arbor, M ichigan, 1984, 

pp.60-63.

Ib id ., p.62.

** Marina Tsvetaeva, Mot Pashkin, Moscow, 1967, p.203.
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one can argne tha t Tsvetaeva’s perception o f the stone monument in  re lation 

to  Pushkin was o f a d iffe ren t nature: i t  should be perceived as a foundation, 

as a rock fo r the whole process o f the "bu ild ing" o f Russian culture.

The second im portant issue concerning Peter the Great is  the fact tha t 

he began to  be ascribed not only h isto rica l qualities as founder and builder, 

but also m ythological tra its  o f protector and defender. From th is  po in t o f 

view, i t  is  revealing to  see Tsvetaeva’s "m istake" in  the te x t o f poem 2; 

there is a wrong reference to  Pushkin's long poem "Poltava", instead o f 

"Mednyi vsadnik". In  the context o f g lo rify ing  stanzas about Peter the Great, 

"Poltava" stands out a a code-signal o f the protective and defending 

qualities o f the Russian emperor. Furthermore, I would argue tha t imagery 

o f Pushkin is subordinated on the semantic level to  tha t o f Peter the Great. 

There is  a whole chain o f images which form  what can be called m ilita ry  

lexicon: "Kax M3 nyiUKN — flyiuKMHUM", "IlymKMH — d p o jiM  n y jie M e ra " ,  

"IlyiUKNH — nufi Eaaropo^iHoe — xax 6panb [...]", etc. In  the last example i t  

is necessary to  po in t out th a t Tsvetaeva revived the archaic meaning o f the 

word b ran / which stood fo r battle. Therefore, Tsvetaeva used Pushkin's name 

not only fo r h igh ligh ting  the whole idea o f the battle  between the mundane 

and the sp iritua l (which formed an im portant m o tif o f her own work), but 

also argued her own rig h t as an a rtis t to  reshape the course o f Russian 

lite ra tu re  as the great innovator o f the poetic language. Those features 

related to  holiness Tsvetaeva extended to  the poet (in  general) and to  herself 

in  particular. In  th is  respect tw o images taken from  the Gospel play an 

im portant role in  Tsvetaeva's cycle: sa lt and lig h t.

In  Matthew's gospel, C hrist said to  his disciples: "You are the sa lt o f 

the earth ; but i f  sa lt has lo s t its  taste, how shall its  saltness be restored? 

I t  is  no longer good fo r anything except to  be thrown out - and trodden 

under fo o t by men".^^ Tsvetaeva illu s tra ted  th is  po int by applying i t  in  a 

d iffe ren t situa tion to  the perception o f Pushkin in  the tw entieth century 

(especially in  Soviet Russia, where the cu lt o f Pushkin was promoted fo r 

p o litica l reasons):

KpNTNK — h6j1, HUTHK “  DTOp :̂
0- „rjie Mce nyiincNHCKoe (espbu)

TyBCTBO Mepu?" 'lyB C TB o  — Mopa 

IlosaÔ iiiJ iN  o  rpaHMT

66 "The New Testament", The Holy Bible, Catholic Edition, London, 1966, p.4.
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Ebiomerocji? To t, cojieHulk

nyuiKiiH — B p o jiii JieKCMKona? (S88. 1. p.273)

This stanza contains a near s e lf-p o rtra it o f Tsvetaeva herse lf, lin k in g  her 

C hris tian  name to  marine themes as w e ll as to  Pushkin's poem ” K m oriu" 

(chapter 5 deals w ith  th is  issue in  d e ta il). Thus, in  her poem "K to  sozdan iz  

k a m n i a ' (1920) Tsvetaeva w rote  about herse lf as fo llo w s :

[...]
CKBosb Kajuoe cepjme, ckbo31> Ksmuiue cexM 

npo6beTCü Moe CBoeBOJibe.

MeHü — BHjiMiub KyjipH OecnyxHbie oxm ? —

SeMHOK) He cjiejiaeiub cojibio.

/IpoÔHCb o rpaHHXHue BaiuN KOJieua, 

f l  c KaawoA bojihoA — BocKpecan!

/la  sjipaBcxByex nena — Becejian nena —

BbicoKafl nena MopcKan! (S84, 1, p.l39)

In  Tsvetaeva's cycle the adjective kurchavyi applied to  Pushkin also stands 

ou t as an ideogram denoting free s p ir it:

H 4aB 6bi ewy no 3arpHBKy

KypuaBOMy (cxpnub ne ocxpnub!) [...] (S88, 1, p.276)

Taking in to  account Tsvetaeva's clear d is tin c tio n  between the sp iritu a l 

(which is  usually expressed in  dynamic categories) and the vu lgar o r

commonplace (w hich is  sym bolised in  s ta tic  no tions), i t  is  im po rtan t to  

emphasize the d ifference in  Tsvetaeva's usage o f the words "salt" and

"salty". She obviously protested in  her poetry against the m erging o f the 

tw o d iffe re n t meanings o f the  w ord. Thus, in  term s o f C hris tian  imagery, 

sa lt represents the sp iritu a l essence o f the w orld . Such usage corrresponds 

to  Tsvetaeva's poetic  code. However, she clearly d istinguishes i t  from  the 

vulgar usage o f th is  image in  re la tio n  to  som ething saucy: thus the English 

expression "spicy s to ry" is  equivalent to  the Russian "solenyi anekdot ".

The second image from  the B ib le  — " lig h t " — is  p a rticu la rly  im portan t 

in  the cycle. I t  is  emphasized by Tsvetaeva w ith  the help o f tau to logy: "m 

CBexjieAiiiMft h3 cBexnux, /  B 3rjiH ji, kohm noHhme ceexjia". Tsvetaeva's device 

derives from  the same passage in  M atthew 's gospel (verse 5) as w e ll as the

image "salt ". Addressing his d iscip les, C h ris t to ld  them :
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You are the lig h t o f the w orld. A  c ity  set on a h iil cannot be 

hid. Nor do men lig h t a lamp and put i t  under a bushel, but 

on a stand, and i t  gives lig h t to  a ll in  the house. Let your 

lig h t so shine before men, tha t they may see your good 

works and give glory to  your Father who Is in  heaven.

Bearing in  m ind th a t the passages which fo llo w  the above Gospel extract are 

devoted to  the idea o f reconciliation, one can in te rp re t Tsvetaeva's 

characterization o f Pushkin as Peter the Great's last g ift to  Russia in  terms 

o f C hristian concepts. Thus C hrist advised the disciples: "So i f  you are 

o ffe ring  your g ift at the a lta r, and there remember tha t your brother has 
something against you, leave your g ift there before the a lta r and go; f ir s t be 

reconciled to  your brother, and then come and o ffe r your gift".*®  This 

passage offers an ins igh t in to  Tsvetaeva's cycle. In  line w ith  th is  passage, 

Tsvetaeva promoted the idea o f the reconcilia tion o f tw o Russias (o ld and 
new) and o f the lite ra ry  and p o litica l camps in  the émigré community in  

Paris. And from  th is  po in t o f view her reference to  Pushkin's "Poltava" is 
extremely s ign ifican t because i t  depicts Peter the Great as a person who 

forgave his enemies:

IlHpyeT riexp. M ropa, h sicen,

M cjiaeu noaon ssop ero.

M napCKM# nap e ro  npexpacen. 

ripN  KAMKax BoftcKa cBoero,

B uiaxpe cBoew oh yromaer 
Cbomx Boxjieit, Boauelt qyacax,
M cjiaBHbix naeuHMKOB aacxaex,

M sa yqaxeae* cbomx
3asj|paBHu)t xyÔoK noauMaex. (Pushkin, 2, p.l22)

I t  is  also im portant to  po in t out tha t in  1931 Tsvetaeva wrote an essay 

which has several C hristian connotations — "Iskusstvo pri svete sovesti ". 

Tsvetaeva chose the ro le o f disciple in  the sense tha t she wanted to  remind 

her contemporaries about the Last Judgement and eternal sp iritua l values. 

The autobiographical element is also fe lt in  the last poem o f Tsvetaeva's 

cycle, in  which the form  o f the negation (used in  the passages from  the

67 Ib id .

“  Ib id .
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Bible mentioned above) sounds p a r t ic u la r ly  powerful. Tsvetaeva's message to  

c ritic s  and hypocrites is: "He oOpexaTb na nocaeanH* MpaK". Her sympathies 

fo r the d iffe ren t camps o f Russian p o litica l life  in  Paris were overcome by

the idea o f merging the serving o f God and Russia as impiemented by Peter

the Great. As Lotman and Uspenskii have observed, "Peter regarded prayer in  

its e lf in  iso la tion  from  "service" as hypocrisy; he fe lt tha t the service o f the 

state was the only true form  o f prayer".*’  There is a certain element o f 

Eurasianism in  Tsvetaeva's be lie f in  such reconciliation. ( I t  is  not a

coincidence, therefore, tha t she called her husband "sOvest' Evraziistva".) In  

terms o f lite ra ry  vision, Tsvetaeva endows Pushkin w ith  the role o f peacemaker.

Finally, i t  is  im portant to  mention one o f Tsvetaeva's last poems —

"Kogda ia gliazhu na letiashchle lis t4 a . . " (1936) — in  which the theme o f

the poet's tragic life  is  h ighlighted once again. Its  Pushkinian subtext has 

not been w ell documented. Nevertheless, the theme o f autumn derives from

Pushkin's poems related to  the theme o f death and loneliness. However, the

main source o f insp ira tion fo r Tsvetaeva was undoubtedly Pushkin's poem "la  

perezhil svoi zhelan^ia..." (1821), in  which he meditated on the fina l

denouement o f his life . Thus the last tw o stanzas o f Pushkin's poem read:

Ilo ji ÔypnMM cy4b6u xcecroKoft 

Yenji nseTyiiuift MoA seneu;
TKhby neuajibHuA, OAMHOK**,

M JKjiy: npaaeT jim moA Koneu?

Tax, noajtHHM xjia.noM nopaxennbiA,
Kax 6ypx cjiumeH siimhhA cdnct,

O4 MH na eerxe oGnaacennoA

TpeneuieT sanos^ajibiA jihct. (Pushkin, 1, p.232)

However, allusion to  Pushkin's poem is translated by Tsvetaeva in to  the 

language o f post-Symbolism. Her poem "Kogda la gliuzhu na letiashchle 

lis t^ ia  "is  a variation on Pushkin's theme.

I f  in  Pushkin's poem the lyrica l hero was w aiting fo r the end o f his 

life , Tsvetaeva's narration sounds rather reassuring;

Korjia n  ra n xy  na aem uixe jixcTbn,

CjieTaioiiiMe na 6yjibURHbiA Topeu.

*’  Lotman and Uspenskii, op.cit., p.S9.
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C M e T a e M u e  — k e k  x y ^ o x H M K a  KM CTbio,

KapTHHy KOHvanmero HaKoneq,

SI Ayuaxy ( y *  H iiKOM y ne no n p a e y

H n  C Tan  M O *, h m  e e c b  m o *  sa jiyM M N B bi* B M a),

Mt o  ^B C TB eH H o x e a T U * ,  p eu iH T eab H O  p jc a B U *

Oj»MH T aK O * JiNCT H a BepiUMHe — saObiT. (S84, 1, p.335)

The s trik in g  difference between the tw o poems lies in  the fact tha t, unlike 

Pushkin, Tsvetaeva uses only tw o verbs (”raH *y" and ’’̂ yMaio”), replacing the 

verbality o f Pushkin's language w ith  an abundance o f particip les. This device 

was very common in  the poetics o f Symbolism and post-Symbolism, and in  

th is  particu la r poem by Tsvetaeva i t  reinforces the sense o f w ithdrawal. In  

other words, the narrative space is somehow four-dim ensional: there is an 

allusion to  God as creator o f life  (presented, here as an a rtis t); to  Pushkin's 

te x t and life  from  which Tsvetaeva derived her own model o f the poet’s life ; 
to  the society which does not accept a ly ric  heroine-poet any more; and to  

rea lity  which is  reduced metonym ically to  the last leaf on the tree. Also 

Tsvetaeva's rhyming o f "Topen" — "HaKOHen" echoes Pushkin's "Beneu" — 

"Konen ", although her rhyme is  more suggestive: i t  brings out the image o f 
the poet's path (which usually symbolises his fate). Pushkin's image o f the 

wreath evokes the laurel wreath: "nBeTymn* m o *  Benen ", whereas Tsvetaeva's 

in terpretation brings to  m ind the trag ic imagery associated w ith  Christ's 

crown o f thorns ("TepnoBbi* Benen"). That is  why, in  the penultim ate line, 

the adjective describing the noun " le a f is  "rusty through-and-through" 

("peuiMTeJibHO pacaBbi*") which gives the idea o f suffering as being out o f 

tim e and longing fo r the end. This is  pa rticu la rly fe lt in  the tautological ly 

sounding line "KapTHHy K O H v a io m e ro  HaKonen". The ita lic iz in g  o f the 

partic ip le  "konchaiushchego " and the placing the word "nakonets" at the end 

o f the stanza as a rhyme underline the significance o f its  semantics. 

However, Tsvetaeva's characterization o f herself as pensive (" m o *  ssuyM U R B bi*  

bra") is  an allusion to  Pushkin's "Pir vo vremia chumy ". Thus, in  the essay 

"Iskusstvo p ri svete sovesti ", Tsveteva claims tha t 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 o f 

Pushkin created by some o f her contemporaries:

[..] — BbiJi R Apyro* nyiuKRH.
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— Aa: nyiiiKMH BajibCKHraMOBOlt ssmyhmnBocTn. (CB>imeHHiiK 

yxo;»iiT. npe^ce^iaTeab ocTaexc^i, norpyxeHHuft b rjiyOoKyio 

sajiyuqMBocTb.) (S84. 2, p.381)

Taking in to  account Tsvetaeva's h ighly symbolic usage o f the word 

"pxaeu it", one can trace the lin k  in  the poem "Kogda ia gliuzhu na 

letiashchle lis t4 a ..." w ith  the theme o f martyrdom. Thus, in  poem 14 o f the 

cycle "S tikh i k Bloku" Tsvetaeva characterizes the graveyard as "nauiexHa^, 

pacaea î Twun," and links i t  to  the forthcom ing Last Judgement and the 

poet's im m orta lity  (S84, 1, p.78).
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CHAPTER 3

The Cnldnf myth and Tavetaevm a Interpretation of Pnahldn'a love for
Natal^la Goncharova.

The ro le o f the scalptnral myth in  Pushkin's w ork has been thoroughly
studied by Jakobson and by Schultz.  ̂ These scholars have shown how 

Pushkin was preoccupied w ith  th is  myth, h ighlighted his fa m ilia rity

w ith  its  many European lite ra ry  versions and traced his own d istinctive

application o f it .  A lthough the development o f th is  myth in  

tw entieth-century Russian poetry as a whole has not yet been investigated, 

some essays on Aleksandr Blok, fo r example, po in t in  th is  direction. *

Jakobson's pioneering e ffo rts  to  trace Pushkin's personal sculptural myth in  

the poetry o f Akhmatova, Annenskii and others have led to  more substantial 

studies o f th is  subject in  recent years. ̂  In  particular, i t  is  necessary to  

emphasise the importance o f the book by Ospovat and Timenchik on the 

reassessment o f Pushkin's image o f the monument o f Peter the Great in  

la ter Russian lite ra tu re  and art.^ But disappointingly lit t le  has been done

 ̂ R. Jakobson, Pushkin and H is Sculptural Myth, The Hague, Paris, 1975; 

R. Schultz, Puschkin und die Knidos-Sage, Munich, 1985.

* See, fo r example, Z. G. M ints, "B lok . r.ussidi jjfmVolimn” , Aleksandr 

Blok, Novye materialy i  issledovaniia, Kniga i, Literatumoe Nasledstvo, 92, 1, 

Moscow, 1980, pp.98-172; V. V. Ivanov, "K  issledovaniiu poetiki Bloka CShagi 

Komandora')", Russian Poetics, Proceedings o f  the International Colloquium, 

ed. T.Eekman et al, Columbus, Ohio, 1983, pp.169-94.

 ̂ See, fo r example: Z.G. M ints, "B lok i Pushkin", Uchenye zapiski Tartuskogo 

gosudarstvennogo universiteta, 306, Trudy po russkoi 1 slavianskoi filo lo g ii, 

21, Tartu, 1973, pp.135-296; R.D. Timenchik, "Akhmatova i Pushkin. Zametki k 

teme", Uchenye zapiski Latviiskogo gosudarstvennogo universiteta, 215, 

Pushkinskii sbomik, 2, Riga, 1974, pp.32-55; E. G. MeKnlkova, M. V. Bezrodnyi, 

V. M.Papemyi, "Mednyi Vsadnik v kontekste skuKptum oi s im volik i romana 

Andrei a Belogo Peterburg**, Uchenye zapiski Tartuskogo gosudarstvennogo 

universiteta, 680, A. Blok i  ego okruzhenie, Blokovskii sbomik, 6, Tartu, 

1985, pp.85-92.

* A.L.O spovat, R .D .Tim enchik, **Pechal^nu povest^ sokhranit^..." Ob avtore i  

chitateliakh 'Mednogo vsadnika**, Moscow, 1987.
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about the other direction taken by Schultz — the pinpointing o f the 

connection between the sculptural myth in  Russian tw entie th century poetry 

and the ancient legend o f Cnidus (together w ith  its  la te r versions) in  

European lite ra ture .  ̂ Moreover, th is  aspect o f Tsvetaeva's poetry has been 

alm ost untouched by scholars.  ̂ Meanwhile, the study o f sculptural and 

demoniac imagery in  Tsvetaeva's w ork provides evidence tha t she was 

acquainted w ith  the Cnidus m yth and was aware o f its  significance fo r Pushkin.

1. Tfvetaevm'i m e  plaj Kamennyl angel", the Cnldna nqrth and Pnahldn'a 
acnlptnral Imagea.

Schultz describes the myth o f the separation o f men from  women by 

supernatural forces; th is  derives from  the Cnidus legend o f the evil power 

exerted by the statue o f Venus. Schultz shows how Pushkin was preoccupied 

w ith  medieval lite ra ry  versions o f th is  myth, and how the antithesis between 

the V irg in  Mary and Eve became established in  his poetry.^ In  Tsvetaeva's 

poetry th is  antithesis predominated at the end o f the 1910s and the 

beginning o f the 1920s.  ̂ In  her lyrics o f th a t tim e we also come across
V   ■ '.... '     ■ - .........

Z .G .M in ts , "O nekotorykh neomifologicheskikh* tekstakh v tvorchestve 

russkikh sim volistov", Uchenye zapiski Tartuskogo gosudarstvennogo 

universiteta, 459, Tvorchestvo A, A. Bloka i  russkaia kuUtura X X  veka, 

Blokovskii sbomik, 3, Tartu, 1979, pp.76-120; O.Ronen, "A  Functional 

Technique o f M yth Transform ation in  Twentieth Century Russian Lyrical 

Poetry” , Myth in  Literature, Columbus, Ohio, 1985, pp.110-23.

 ̂Except in  an artic le : Jerzy Faryno, *Tz zametok po poetike Tsvetaevoi” , Marina 

Cvetaeva. Studien und materialien, Wiener Slawistischer Almanach, Sonderband, 

3, Vienna, 1981, pp.29-47.

 ̂ See Schultz, op .cit, pp.55-59.

^ See A. A. Saakiants, Marina Tsvetaeva: Stranitsy zhizni i  tvorchestva. (1910-1922), 

Moscow, 1986, pp.228-29, 292. (Though Saakiants ta lks about a "Psyche-Eve” 

juxtaposition in  Tsvetaeva's lyrics, its  functional and semantic role seems to  

recall Pushkin's antithesis). I t  is  interesting to  po in t out tha t Tsvetaeva's book 

V e rs ty ll was once title d  Mater^-Versta (see Saakiants, p.327). Saakiants fa ils  to  

mention tha t Tsvetaeva's depiction o f the V irg in  Mary as a protector o f soldiers 

derives from  the Christian medieval tra d ition . This function o f the V irg in  Mary 

seems to  be particu larly im portant fo r Tsvetaeva because her book reveals the 

author's sympathies w ith  the W hite Army: part o f Versty I I  was la te r included in  

Tsvetaeva's cycle "Lebedinyi stan " dedicated to  the W hite Army.
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a qaite persistent Juxtaposition, o f stone figures o r scuip ture-iike characters 

and a persona who is  trag ica lly  in  love w ith  them.^ But the most obvious 

kinship between Tsvetaeva's sculptural imagery and late versions o f the 
Cnidus myth can be shown by a comparison o f her play "Kamennyi angel" 

(Neizdannoe, pp.135-201) w ith  some related German works. This play was 

w ritte n  in  the summer o f 1919 a t the tim e o f Tsvetaeva's preoccupation w ith  

Vakhtangov's theatrica l group, and o f her in fa tua tion w ith  the actress Sof^ia 

G oilide i. The factual background used in  th is  play was. revealed by Tsvetaeva 

many years later, in  her "Povest^ o Sonechke" w ritte n  in  1936 (S88, 2, 

pp.120-251). In  th is  autobiographical work she describes Sonechka's tragic 

love fo r the actor lu ra  Z. (Zavadskii), whose extraordinary beauty led to  

many broken hearts. Her p o rtra it o f Zavadskii is  merciless. I t  is  permeated 

w ith  the characteristics o f an ido l, a statue w ithou t a soul:

Becb OH 6UJI — SMaHann^ co6cTBeHHolt xpacoTU I...] Bce-Taxa 

TpareAMH, Kor^a nano — jiyuuiee b TeOe n KpacoTa — rjiaBHoe 

B Te6e [...]

Oh caif 6btJt — $aiypa [...I Bce b new 6ujio or anrejia, KpoMe 

cjioB M nocrynKOB, cjiOBa a jiesa. (S88, 2, pp.167-68)

N ot surprisingly, Tsvetaeva compared him  w ith  Natal4 a Goncharova 

when she ta lks about Pavel A ntokol^skii's love fo r him (Ib id ., p.l66): she 

analyses the evil power o f beauty in  the essay "Natal4a Goncharova" w ritte n  

seven years earlier. Taking th is  fu rther, i t  would be useful to  po in t out tha t in  

Tsvetaeva's poetic code these tw o characters are o f the same nature. To emphasise 

the demoniac nature o f th is  "stony" beauty, Tsvetaeva (in "Povest^ o Sonechke") 

makes Zavadskii u tte r the word devil' in  the most enchanting way (Ib id ., p.l68). 

She also admits th a t her play "Kamennyi angel " was addressed to  him; therefore, 

w hile analysing it ,  one should not fo rget its  biographical background, 
which may be o f some help in  understanding its  m ythological aspects.

The play "Kamennyi angel " was published fo r the f ir s t  tim e in  the 

collection o f previously unpublished w ork by the poet, Marina Tsvetaeva: 

Neizdannoe» Stikhi, Teatr, Proza. (Paris, 1976). I t  contains a dedication to  

G oilidei: "Coneuxe PoaaHjiefl — IKenumne — AxTpnce — IlB eTxy — TepoMHe"

 ̂ See such poems as "Kto sozdan iz  kamnia, kto  sozdan iz  g l i n y . " N a  

bednost/ brennuiu moiu . ", "Yam odevat^sia bylo len4. ", "Rytsar^

angelopodobnyi...".
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(Neizdannoe, p.139). Its  setting was meant to  be a German town on the rive r 

Rhine in  the sixteenth century. The whole orienta tion o f th is  verse play can 
be explained by tw o factors: on the one hand, Tsvetaeva at the tim e was 

preoccupied w ith  German Romantic lite ra ture  (in  1919 she wrote a special 

essay ”0  CHermanii*', which may be taken as a homage to  Novalis, Heine, 

H ôlderlin  and (3oethe; the naming o f Sonechka as Flower is an obvious 

allusion to  Novalis’ image o f the Blue Flower); on the other hand, some 

structura l elements o f the p lo t used in  ’’Kamennyi angel ” are very s im ila r to  

those which appear in  German versions o f the Cnidus myth. Schultz, ta lk ing 

about German Romanticism, features the Tannhâuser legend as one o f the 
versions o f the myth.*® Its  most v iv id  embodiments were Heine’s poem and 

Wagner’s opera.** In  Tsvetaeva’s play, as in  these German versions, Venus has 

been transform ed in to  an evil goddess settled on a mountain. In  the version 

o f Achim von Am im  — in  his novel Papessa Joanna — the usual statue o f 

Venus is replaced by tha t o f Apollo. Tsvetaeva uses a very s im ila r idea in 

her play -  the statue o f an extremely handsome Angel. (The idea o f the male 

statue used in  the poetry o f Pushkin and Biok was in  Tsvetaeva’s mind too. 

She was w ell acquainted w ith  the legend o f Don Juan, which Schultz calls 

the Iberian version o f the Cnidus myth.*^)Tsvetaeva combined syntheticaiiy 

the structura l elements o f several versions o f the Cnidus myth. The essential 

elements o f her play unmistakably repeat them. These elements are (w ith 

Tsvetaeva’s usage) ;

(a) Juxtaposition o f a young innocent person (Aurora) and her protagonist 

(Venus);

(b) love fo r a statue;

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

*® Schultz, p.34-37.

** Heine was one o f Tsvetaeva’s favourite poets. The particu lar in terest in  

Heine can be traced in  Tsvetaeva’s use o f epigraphs from  his works. Thus, 

she used Heine’s words about the incom patib ility  o f the theatre and the 

poet in  the in troduction to  her play ’’Feniks” (see: Marina Tsvetaeva, Teatr, 

Moscow, 1988, p.360). The play was w ritte n  at the same period as ’’Kamennyi 

angei” . For more on Heine’s infiuence upon Tsvetaeva’s work see Simon 

Karlinsky, Marina Tsvetayeva: The woman, her world, and her poetry, 

Cambridge, 1985, pp.l2, 27, 144-45.

*̂  Schultz, op. c it., p.33.
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(d) a tem ptation (provocation);

(e) a false wedding in  a temple;

(f) metamorphosis o f a statue ( it  becomes alive);

(g) exertion o f supernatural forces over a human being;

(h) antithesis o f Venus and the V irg in  Mary;

(i) the treaty m o tif;

(j) requita l;

(k) the V irg in  Mary as a Protector; her Assumption in to  Heaven;

(I) tw o meetings w ith  the statue;

(m) tw o invita tions;

Tsvetaeva's play contains a synthetic m ixture o f d iffe ren t versions o f 

the Cnidus myth. Thus, fo r example, she uses some details which refer to  

Heine's Tannhâuser: in  her play, the V irg in  has imprisoned wicked Venus in  

the mountain fo r etern ity — we leam the same from  Heine's poem. In  

"Kamennyi angel " we also come across a mediator. Amour (Eros), who takes 

the side o f evil Venus; w hile  disguising h im self as the Angel he wears 
Mercury's sandals. Schultz has pointed out some examples o f early Christian 

legends in  which an evil Mercury appears.** Traces o f the Cnidus myth can 

be found in  works by a ll the major Romantics: Heine, Hoffmann, Goethe, 

K linger.** But the insp ira tion fo r Tsvetaeva's play was a performance o f 

M aeterlinck's play staged by actors o f Vakhtangov's Third Group — and in  

particu la r by Zavadskii. This fact was mentioned in  A. Saakiants's book on 

Tsvetaeva,*^ though Saakiants completely misunderstands the role o f 

M aeterlinck's play, and o f its  characters, in  Tsvetaeva's p lo t.

Saakiants claims tha t the idea o f Tsvetaeva's play derived from  "Le 

M iracle de St Antoine" (by Maeterlinck) and tha t the statue-likeness o f St

Antony (he hardly speaks; i t  is  not possible to  s h ift him by physical means)

is transformed by Tsvetaeva in to  the stone-likeness, im m ob ility  o f

** Compare w ith  Schultz's table, ib id ., p. 31.

** H einrich Heine, Der Tannhâuser, Die B ibliothek deutscher Klassiker in  60

Banden, 36, Munich and Vienna, 1982, p.270.

** Schultz, op.cit., p.18.

** Ib id ., pp.35-36.; see also on K linger: M. P. Alekseev, Pushkin i  mirovaia 

literatura, Leningrad, 1987, pp.502-42.

*̂  A. A. Saakiants, op.cit., p.l77.
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the A n g e l T h i s  explanation does not approach the essence o f Tsvetaeva's 

p lo t. Nor can one agree w ith  Saakiants’s statement concerning the fina l 

words o f the play spoken by the V irg in  Mary to  Aurora:

TeO^ He ocraBHM 

Mem TeifHux n sawx —

Ha obaauHoft caase 

Tenepb t b o M menax.

O, ÔejiHue ax>j|M!

— Hex, pyx H e aoftiaJl! —

Oh noMHNT, OH anÔNT,

Oh awex xebH b  Pa#. (Neizdannoe, p.200)

The scholar claims tha t the phrase quoted above contradicts 

Tsvetaeva's rebelliousness and theomachy and th a t probably is why Tsvetaeva 

fo rgo t her own play; her poetic memory sim ply deleted the unsuccessful 

ending o f "Kamennyi angel".*®

However, Tsvetaeva's description o f the play and its  background in  

"Povest^ o Sonechke" does not show tha t the poet fo rgo t her play: on the 

contrary, i t  provides us w ith  a deep ins igh t in to  its  p lo t. In  the memoirs 

mentioned above she wrote the fo llow ing  about Zavadskii whom Tsvetaeva 

ide n tified  as the stone angel:

JSiry MOH nbeca (nponaBuian) „KaMeHHH# Anrea": KaMennu# 

anrea na aepenencKo# naoiiiajiM, ms-sa KOToporo HenecTu 
GpocaioT meHNXoB, menu — ifyme#, b c h  aioCoBb — b o o  a»6oBb, 

M9-3a KOToporo Bce TonaaMCb, TpaBMaacb, nocTpnraaMCb, a o h  

cTOHa. Xopouio, UTO Ta Texpajib nponaaa, xax me yxonaa, 

oxpaBxaacb, nocxparaacb — xax xe... Ero  xenb b  m o m x  (h na 

MONx!) cxNxax K Coneuxe... (S88, 2, P.168)

Tsvetaeva's comments quoted above po in t to  the main idea o f her 

play: to  create an image o f an evil force disguised as an angel. The aim o f 

th is  stone creature was to  separate people in  love. Tsvetaeva's claim  tha t the 

very shadow o f the stone angel could be fe lt In  her poems devoted to  

Sonechka proves th a t the kernel o f the Cnidus myth formed an im portant

Ib id .. pp.177-78. 

"  Ib id ., p.181.
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le itm o tif o f Tsvetaeva’s work in  general. Moreover, such a personal 

in terpreta tion o f a statue (mentioned above) has nothing to  do w ith  

M aeterlinck's play "Le M iracle de St Antoine", in  which St Antony is  an 

active character, who could command dead Mme Ortans to  resurrect. 

E .E tkind, in  his analysis o f Maeterlinck's play, discovered tha t its  p lo t 

repeats in  many ways one o f Maupassant's stories. The main emphasis o f 

M aeterlink's play is  not on the character o f St Antony, but on the ugly and 

hypocritical relationships between people in  bourgeois society. Et kind claims 

tha t th is  is  an "anti-bourgeois sa tirica l comedy".^®

Tsvetaeva's play does not have such a meaning, although i t  contains 

some satirica l features, particu larly concerning the protagonists Venus and 

Mercury. Its  main idea focuses on the demoniac powers exerted over 

innocent Aurora by wicked Venus as w eil as by the statue its e lf. I t  is 

im portant to  po int out some fu rthe r details o f Tsvetaeva's concept o f stone 

evil, taken from  the memoirs about Sonechka. In  the second part, title d  

"Volodia" and devoted to  the actor V lad im ir Alekseev (a friend o f both 

G oilidei and Tsvetaeva), she unexpectedly reveals tha t he was the Stone 

Angel. Moreover, in  her prose Tsvetaeva came to  th is  conclusion, due to  the 

sudden discovery tha t Voiodia had blond hair:

B Kaxyio-To MiiHyry, si — xax saeeca c mas!

— A A nre ji-To  6ujih — b u , Bojio^euKa!

[...]

B o jio a^! /]a UTO xce o to  raxoe? /la  bu  xce coBceM ne uepnuit?

Bu ace — pycuft! (S88, 2, pp.229-30)

A ll the details mentioned above (as w ell as receiving a ring from  the Stone 

Angel ide n tified  by Tsvetaeva as Volodia) should not be taken ou t o f th e ir 

context: the second part o f the story describes the author's parting w ith  

Sonechka, whose preference was fo r iove given to  a man rather than to  a 

woman:

SI 3Hajia, MTO MU 4 0 JIXHU ÔUJIM paccraTbC5i. Ecjim 6u si 6ujia 

MyacnMHOit — 3To Oujia 6u cauan cqacTJiMBan JiioOoBb — a t^k 

MU HeasbeacHo jiojiacnu 6ujim  paccraTbca, h6o JiioOoBb ko une 

HeasÔeacHO noMemaaa 6u e* — a y ace Memajia — jno6aTb

E. G. E tkind, "M eterlink", Is to riia  zapadnoevropeiskogo teatra, 1871-1918, 5, 

Moscow, 1970, pp.146-47.
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jipyroro, ecer^a 6biBUiero 6u TeHbio [...I (Ib id., p.239)

Another im portant tw is t in  'Tovest^ o Sonechke” is Tsvetaeva's 

confession tha t her departure from  Sonechka was a fn ifllm e n t o f God's w ill 

in  accordance w ith  the divine p lo t (scenario). (S88, 2, p.239) Therefore, one 

can certa in ly see th a t the ending o f the play "Kamennyi angel” was not a 

mistake (as Saakiants suggests), but tha t i t  was closely related to  the poet's 

perception o f herself as the V irg in  Mary -  which can be traced in  her lyrics 
o f th is  period.^^ In  "Povest^ o Sonechke” Tsvetaeva employs the same model 

o f the love triang le  she uses in  "Kamennyi angel” as w e ll as allusions to  

Pushkin's lit t le  tragedy "Kamennyi gost^” (which fa lls  in to  the category o f 

works in  which the Iberian version o f the Cnidus myth is  developed). Thus, 

ta lk ing  to  Sonechka about a fountain in  fro n t o f the house in  which Pushkin 

read his "Boris Godunov” to  Nashchokin, * Tsvetaeva expressed her clear 

preference fo r Don Juan. (S88, 2, p.l98.)

Studying Tsvetaeva's work in  another d irection brings the realisation 

tha t the Cnidus myth leads us d irectly to  related works by Pushkin. I t  has 
been noted by Karlinsky, fo r example, tha t Tsvetaeva's play "M etel^” (w ritten  

at the same period as "Kamennyi angel”) can be associated w ith  Pushkin's 

"Pikovaia dama” . As Schultz suggests in  his book, th is  story was related to  

the m ost recent versions o f the Cnidus myth in  European lite ra tu re  -  

especially to  Le Diable amoareax o f Jacques Cazotte. The book was in  

Pushkin's lib ra ry -  in  French and in  Russian. The novel was republished in  

Russian in  1915 in  the periodical Sevemye zapiski^ to  which Tsvetaeva 

contributed at the tim e. References to  i t  can be found in  the poetry o f 

Kuzmin, to  whom she fe lt some a ffin ity  at the time.^^ I t  is  also very like ly  

tha t she knew Khodasevich's 1915 a rtic le  on Pushkin's Petersburg tales, in  

which he discussed the m o tif o f the struggle between people and demoniac 

forces in  Pushkin's work. She was also inspired by Briusov's novel Ognennyi 

angei in  which he trie d  to  im ita te  the atmosphere o f the German M iddle 

Ages (th is  brings to  mind Tsvetaeva's "Kamennyi angel”). Briusov's novel dealt

See, fo r example, the poems "Sem^ mechei pronzali serdtse " (Tsvetaeva 

1990, p.169) and "Syn” (S88, 1, p .ll4 ).

See Kuzmin's poem "Venetsiia" (1915) ; he also translated poems fo r the 

publication o f Cazotte's novel in  Severnye zapiski. On the relationship 

between Tsvetaeva and Kuzmin, see Karlinsky, op. c it., pp.55-57; and 

Tsvetaeva's essay "Nezdeshnil vecher " discussed in  chapter 4 o f th is  work.
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w ith  the demoniac exertion o f power over people, and was certainly one o f 

the factors which helped Tsvetaeva to  develop a strong in terest in  th is  

to p ic /^  Moreover, i t  had become one o f the major themes in  her poetry. 

That is  why she trie d  to  in te rp re t Pushkin's own life  through those aspects 

which had m ythological roots -  especially in  the Cnidus legend (to  use 
Schultz's words).

No doubt Tsvetaeva realised the significance o f demoniac sculptures 

and forces in  Pushkin's poetry, though she does not speak about i t  d irectly . 

In  her cycle "S tlkh l k Pushkinu " (1931) she suggests th a t Pushkin cannot be 

perceived as a monument, and tha t h is character is anti-scu lp tura l. In  the 

same cycle she makes a deliberate factual m istake when m entioning Tsar 

N ikola i's censorship o f the poet's "Poltava": i t  had been mentioned in  

Veresaev's book (used by Tsvetaeva as a biographical source) tha t the Tsar 

was reading "Mednyi vsadnik". Obviously such an image o f the evil ido l was 

not suitable fo r the a rtis tic  concept o f Tsvetaeva's cycle in  which she 

established the sp iritu a l kinship o f Peter the Great and Pushkin. The role o f 

the monument o f Peter the Great in  Pushkin's poem is  also in  one respect 

s im ila r to  the destructive function o f Tsvetaeva's stone angel. But the 

closest lin k  can certainly be traced between her play and Pushkin's 

"Kamennyi gost^ ".

As in  Pushkin's play, Tsvetaeva's heroine continues to  love the statue. 

The image o f Amour in  "Kamennyi angel " is  o f the same nature as Pushkin's 

Don Juan, though additiona lly one m ight 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 particu la rly  relevant 

when one takes in to  account tha t a t the tim e o f w ritin g  "Kamennyi angel" 

Tsvetaeva was interested in  the idea o f w ritin g  a play about playing cards - 

"Chervonnyi valet". Even the end o f Tsvetaeva's play "Kamennyi angel" can be

** V. Briusov, "Ognennyi angel ", Izbrannaia proza, Moscow, 1986, pp. 291-94. 

In  1925 Tsvetaeva w rote about th is  novel in  her essay "Geroi Truda": „C t r x n  

Epiocona n  Jix>6NJia c 16 a. no 17a. — crpacTHoA r  xpaTKoR amOoBwo. [...I 

Eoabuie ace c t r x o b  ero — r  ora aïoÔOBb acRBer r  noHune — ero „OrHeHHoro 

Anreaa", T o r a a  — R B saiiucae r  b  RcnoanenRR, Hboine Toabxo b  saMucae, b  

saifucae r  b  BocnoMRnanRR, „OmeHHoro Anreaa" — b  neocyuiecTBaeHRR." 

(Marina Tsvetaeva, Izbrannaia proza v dvukh tomakh, 1, New York, 1979, p.l76.)

A. S. Pushkin, "Pikovaia dama" in: Pushkin, 3, p.l89.
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seen as a variant o f the words spoken by the yonng priest about the dead 

countess tha t the Angel o f Death had possessed her. There is  s im ila r ending a 

in  Tsvetaeva's te x t in  the fin a l words o f the V irg in  Mary quoted above.

We can now summarise some o f the features common to  the works o f 

Tsvetaeva and Pushkin which are related to  the Cnidus myth. Both poets 

seem to  be preoccupied w ith  the idea o f an evil force which exerts its  

power over people. Sometimes th is  evil force is  embodied in  sculptures; at 

other tim es i t  is  linked to  the gods' interference in  human life , o r people 

appear to  su ffe r o r even die through th e ir involvement w ith  god like  

creatures. More often we see the m o tif o f divine beauty related to  human 

tragedy. Apart from  the works mentioned above, we can easily fin d  traces o f 

th is  m o tif in  the lyrica l passages o f both poets. The most obvious version 

o f the Cnidus myth in  Pushkin's poetry, as was pointed out by Schultz, is  

the poem "Z h ll na svete ry tsa r/ bednyi The character depicted in  the 

poem is obssessed by both sp iritua l and human love fo r the V irg in  Mary, 

which makes him unable to  love anyone else:

IlyTemecTByii b XeneBy,
Ha Aopore y Kpecra 

Bnjieji OH Mapioo Jieay,

Marepb rocnojia Xpacra.

C TO# nopu, cropeB jiyuiox).
Oh Ha xeHumH ne ciioxpea,
M jio rpo6a hn c ojihoio

MoJiBNTb cjioBa He xoxea. (Pushkin, 1, p.447)

I t  is  in teresting tha t Tsvetaeva moulded the love situa tion  in  poems 

associated w ith  Sergei E fron ("Na kortike  svoem Marina ... " and in  the cycle 

"Georgii ") in  the same shape.

The same aspect o f love is  revealed in  another Pushkin poem, 

"Madonna": the hero proclaims his love to  a p o rtra it o f the Madonna and to  

its  human embodiment. (Pushkin, 1, p.475.) Pushkin scholars have linked th is  

poem to  Goncharova. However, the influence o f d iffe ren t versions o f the 

Cnidus myth and its  lite ra ry  derivatives on th is  poem has been overlooked. 

This can also be said about the poem "Kogda v ob^iatiia  m oi...", and about

** Schultz, op. c it., pp. 59-61.
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the fa c t tha t Pushkin associated his marriage w ith  bad o m e n s w h a t  is 

more im portant, soon a fte r his marriage he wrote such trag ic poems as 
"Besy” o r "Ne dai mne Bog so iti s uma...". Jakobson has also noted tha t

most o f the sculptural images in  Pushkin's poetry appeared a fte r his

marriage. This feature, o f course, cannot be explained one-sidedly. O ther 

scholars have noted tha t one more myth predominated in  his poetry in  the 

1830s. I t  can be called the 'shade* myth. I t  consists o f certain meetings o f a 

ly ric  hero (presumably the poet him self) w ith  the shades o f dead poets such 

as Ovid, Dante, Byron and others. One should especially mention the shade 

o f Pushkin's friend  DeKvig, whose death had a great impact on Pushkin's 

a rtis tic  vision. In  the poem "Chem chashche prazdnnet L itse i..." (1831) the

poet predicted his early encounter w ith  his dead friend:

H  ifH M T c n , o u e p e A b  s a  ifH o g ,

SoBCT iieHii MO# /lesbBiir ifNabiil,
I...)

Ty^a, B Toany Tene* poAHUx

HaBeK OT Mac yrexurn* reH N N . (Pushkin, 1, p.504)

Boris Gasparov has studied the development o f the shade' myth in  

Pushkin's poetry and come to  the conclusion th a t eventually "a part o f the 

myth o f tw o poets has been fused w ith  the image o f an angelic, heavenly 

female creature, represented very frequently in  Pushkin's poetry o f 1826-1830 

w ith  regard to  such prototypes as E. Karamzina, E. Ushakova, A. Olenina and 

Goncharova; hence the theme o f a fa ta l and insp irational encounter w ith  a 

female shade (and, as a branch o f the same theme, w ith  a mermaid) which 

influenced a substantial part o f Pushkin's œuvre o f the period 1826-1836."^^ 

For the f ir s t tim e, Gasparov has discovered the coherence o f tw o d iffe ren t 

myths coexisting in  Pushkin's poetry. Meanwhile, Marina Tsvetaeva should be

See V. Veresaev, Zhizn^ Pushkinat Moscow, 1936, p.l21 ; also: Zhizn^

Pushkina, Perepiska, Vospominaniia. Dnevnikit ed. V .V . Kunin, Moscow, 1987, 

volume 2, p.381.

R. Jakobson, Pushkin and H is Sculptural mjrth, Paris, 1975, pp.27-28, 44.

B. Gasparov, "Encounter o f Two Poets in  the Desert: Pu&kin's M yth", Myth 

in  Literature^ ed. A. Kodjak, e t al., Columbus, Ohio, 1985, p.l47.
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mentioned together w ith  Khodasevich^’  as one o f the pioneers in  exploring 

Pushkin's mythology.

In  her own poetry we can see the same m o tif o f the fa ta l beauty or 

involvement w ith  angel-like creatures. But more persistently she uses the 

patterns o f myth in  which gods o r supernatural forces interfere w ith  the 

love o f human beings. For example, in  the cycle "Razluka", devoted to  her 

husband in  1921, she proclaims tha t "the gods are Jealous o f the m ortal ones' 

love", th a t "Zeus' heart is  insatiable"; in  the cycle "Khvala A frod ite " (1921) 

she calls the goddess o f love "a Devi 1-lady" and asks "T ill when must one 

obey you, armless stone?"; in  the cycle "Dvoe " (1924) she deals d irectly  w ith  

couples from  myth and w orld  lite ra tu re  who have been fa ta lly  separated (she 

transposed th is  s itua tion  to  her re lationship w ith  Pasternak); in  the poem 

Naiada (1928) she declares tha t there is always a th ird  person in  between 

two peopie in  love.^° I t  is  interesting tha t she used the water nymph as a 

symbol o f evil: as mentioned above, the image o f a mermaid appeared in  

Pushkin's poetry w ith  the same function.

2. Mythological and myth-creating aspects of Tsvetaeva's essay "Natal̂ la 
Goncharova**.

The description o f Pushkin's w ife  given by Tsvetaeva in  the chapter "Dve 

GJoncharovy" is very s im ila r to  the characterization o f the stone angel in  the 

play which we mentioned above. In  the description only one feature 
predominates -  her beauty: "MOJio^an ^eDyuiKa, xpacannua [...], coeceM H3 

C K asK H ", " P o H u a p o B a , xax K p a c a s H u a  — n p o c T o  K p a c a s M u a  — TO JibK o , ne 6 b u ia

See V. F. Khodasevich, "Peterburgskie Povesti Pushkina", in  his Stat^i o 

russkoi poezii, Petersburg, 1922.

See, fo r example, Tsvetaeva's poem "Naiada" (S84, 1, pp287-289). I t  is 

interesting tha t Tsvetaeva displaced a Naiad from  being a nymph o f the 

stream o r spring in to  being part o f the ocean - like  the Nereids. (Though in  

accordance w ith  some trad itions the Naiads were regarded as part o f the 

race o f Ocean — see, fo r example: Pierre G rim ai, The Dictionary O f Classical 

Mythology, O xford, 1987, p.301.) In  Jerzy Faryno's a rtic le  "Stikhotvorenie 

Tsvetaevoi Prokrast^sia' " {Wiener Slawistischer Almanach, 20, Vienna, 1987, 

pp.89-113) there is  an interesting observation tha t in  Tsvetaeva's poetry ocean 

usually is contrasted to  sea and rivers, in  the sense tha t the ocean is 

perceived by her as a dead place, w ith  stagnant water, unlike flow ing rivers.
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qecTOjnoÔNBO#", *ToHqapoea sa IlyiiiKHHa Buiiuia 6es jiioÔb n , no paBHo^tyiim» 
KpacaBnnu' (S88, 2» pp.53-55). Analysing her m otive in  marrying Pushkin, 

Tsvetaeva called i t  the action o f a do ll (ib id .). But the main explanation o f 

th is  marriage as described by Tsvetaeva is  related to  fate. That is  why she 

declares tha t people such as Goncharova are too ls o f fate. Moreover 

Tsvetaeva suggests In the essay "Natal4a Goncharova" tha t Pushkin was 

aware o f the fa ta l meaning o f his choice. This s itua tion  is  linked in  the 

essay to  m ythological analogies. For instance, she compares the poet's w ife  

to  Helen o f Troy:

„Tax n ocraneTCB: neBunna^, OeccnoBecnan — Enena — xyxjia, 
opy^ne cyjibGu." (S88, 2, p. 59).

I t  Is quite im portant to  note tha t in  her analysis o f Pushkin's 

marriage Tsvetaeva exploited the same m ythological pattern she had used in  

the poem "Naiada " ( w ritte n  earlier):

Ysnaio TeÔii, ra ji,

Kax T e 6 B  h n  s o b n :

B ifope — TxaHb, b rope — bsfjüu» —
B e q H u g  T p e T N g  b  jik) 5 b n !

[...]

Ysnaio T e Ô n , 6 n c  

[...]

Ysna» Tedn, ciiepTb,
Kax T e 6 n  h n  s o b n  

[...] (S84, 1, pp.288-89)

Tsvetaeva describes Pushkin's w ife  in  the same vein in  the essay "Natal4a 

Goncharova":

[...] ToHuapoBa ne npNUNHa, a noBoji cuepTN IlymxNHa, c 

xoabiGeuN npe^HauepTaHHoA. (S 88, 2, p.58)

PoHuapoBy, He jnodNBiiiyio, oh bshn yace c /laHTscoM in dem 

Kauf, TO ecTb c coÔcTBeHHO# cMepruo. (Ib id ., p60)

In  the same a rtic le  Tsvetaeva explains the prediction about the poet's 

death which she has taken from  Veresaev's book Pushkin v zhizni (which, 

together w ith  Shchegolev's book, was Tsvetaeva's main biographical source as
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pointed out in  chapter 2); a gypsy fo rtu n e -te lle r to ld  Pushkin tha t he would 

be k ille d  by a blond man on a w hite horse. I t  is  known tha t Pushkin had a 

fear o f blond men. However, today we can see deeper m otifs fo r the poet's 

phobia than a gypsy's predictions. In  the above-mentioned book by Schultz 

and in  Ospovat’s a rtic le  ”  V liublennyi bes. Zamysel i ego transform atsiia v 

tvorchestve Pushkina 1821-1831 g.g i t  has already been established that 

Pushkin was greatly influenced in  his work and everyday behaviour by 

Cazotte's book Le Diable amoareax. Though Tsvetaeva was not aware o f the

significance o f th is  novel fo r Pushkin, she trie d  to  analyse the poet's life  in

its  lig h t. This becomes particu la rly apparent in  connection w ith  the myth 

about the blond man. In  the Russian translation o f Cazotte's novel — 

Vliablennyi bes — one o f the main characters is the devil, disguised as the 

beautifui woman Biondetta (i.e. transform ation in to  Russian o f blonde-tête). 

As shown above, the blond image o f the devil appeared in  Tsvetaeva's work 

as w e ll. Moreover, Cazotte's devil was meant to  destroy Alvar; he was 

transformed in to  a person possessed, a too l in  the hands o f the Devii, who 

used him  in  order to  bring destruction to  everything.^^ We can compare th is  

w ith  Tsvetaeva's description o f Goncharova as “ a too l o f Fate", "a do ll". In 

her long poem "Poema kontsa", w ritte n  in  1924, there is a s im ila r

atmosphere in  which two characters are possessed by evil forces:

Be^b uiaxMaTHue sice neuiKMi

H KTO-TO nrpaeT b nac. (S84, 2, p. 383)

The other im portant aspect o f Tsvetaeva's in terpretation reveals her 

awareness o f the s ign ifican t role which the shade' myth played in  the

European tra d itio n  and especially in  Pushkin's own poetry. As suggested by 

Gasparov and Senderovich®^ in  th e ir work on th is  subject, Pushkin's ly ric  

hero acquires his divine power and insp iration from  the encounter w ith  the 

shades o f poets (fo r example, Ovid o r Derzhavin). In  Tsvetaeva's own 1913 

poem "Vstrecha s Pushkinym " her meeting w ith  Pushkin's ghost has the same 

semantic and functional meaning. (This was discussed in  chapter 2.) In  order to

Pashkin: Issledovaniia i  materialy^ 13, Leningrad, 1989, pp.l75—200.

J. Cazotte, "Vliublennyi bes ", translated in to  Russian by N. Vai^man, 

Sevemye zapiski, 1915, 10, p.95.

B. Gasparov, op.cit.; S. Senderovich, "On Pushkin's Mythology: The Shade 

Myth", Alexander Pashkin. Symposiam II ,  Coiumbus, Ohio, 1980, pp.103-15.
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dim inish Pushkin's w ife , Tsvetaeva in  the essay "Natal4a Goncharova" 

deprived Goncharova o f such divine sight, ca lling  Pushkin him self a liv in g  

ghost:

„riepBaii poMaHTNuecKan Kpacasima Haumx aneit" ne Oonaacb 

npNspaKOB. npMspaK nyniKMHa (xHBoro ns acMBUx, CTpacrnoro 

Rs crpacTHux — npuspax apana.O crpauien. Ho ona ero ne 

yBRjieaa, a ne yBR^eaa ero, noroiiy u to  flymKRH snaji, uto ne 

yBRART. Ha npRSpax Hyacnu — ne re our. Maao na nero 

caifux orpoMHUx, cauux naTaJibe-roHuapoBCKRX raas. (S88, 2,

p.60)

In  Tsvetaeva's in terpreta tion Goncharova's life  is divided in to  tw o 

parts: being a goddess w ith  Pushkin, and being an ordinary human being in  

her second marriage. This approach to  the poet's w ife  was already strongly 

fe lt In Tsvetaeva's early w ork — in  the poem "Schastie i l l  grust^..." (1916). 

Both her poem and the essay were to  a large extent influenced by 

Shchegolev's Dael^ i  smert^ Pushkina. (This po in t was discussed in  chapter 2.)

Like Shchegolev, Tsvetaeva w rites about Goncharova's refusal to  move 

to  Boldlno 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 lis ten ing." However, such a 

representation o f her in  Tsvetaeva's essay is  biased. In  V. Veresaev's Pushkin 

V zhiznit which Tsvetaeva knew well, we come across a depiction o f the 

same fa c t w ith  the difference tha t these words were o rig ina lly  addressed to  

Boratynskii who wanted to  read his new work to  Pushkin in  the presence o f 

NataKia Nikolaevna. Both scholars express a very low  regard fo r 

Goncharova's sp iritu a l and human qualities. In teresting ly they do not 

mention tha t she was a pious Christian. Meanwhile, Tsvetaeva created the 

concept o f the pagan couple in  re la tion to  Pushkin's marriage.

The characterisation o f Pushkin's love fo r Goncharova given by 

Tsvetaeva fits  her own m ythological concept o f the evil side o f beauty. On 

the one hand i t  seems to  recall the play "Kamennyi angel" mentioned above. 

On the other hand, Tsvetaeva's persistent comparison o f Goncharova w ith

34 V. Veresaev, Pushkin v zhizn it Moscow, 1927, 3, p.68.

About Goncharova's deep re lig ions feelings see: M. A. Dementiev and 

I . M. Obodovskaia, Natal^ia Nikolaevna Goncharova, Moscow, 1987.
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Helen brings new lig h t to  th is  m ythological pattern. Calling the poet's w ife  

an Instrum ent o f fate, Tsvetaeva recreates the same tra d itio n  which was 

applied to  Helen in  many la te r versions o f the orig ina l myth. Thus, one 

tra d itio n  claims th a t Hera fashioned a cloud th a t looked exactly like  Helen. 

Another version o f th is  legend says th a t Zeus h im se lf sent a phantom Helen 

to  Troy to  provoke a war.^^ This idea supports Tsvetaeva's concept o f the 

tw o images o f Goncharova: one is  a beautifu l d o ll, a puppet used by fate o r 

by the gods, w hile the other reveals a good w ife , an ordinary human being. 

(In  Homer's Odysseyt  which was used by Tsvetaeva as a model fo r her own 

tragedies, Helen, a fte r returning to  Sparta at Menelaus' side, was the 

example, o f a ll the domestic virtues.) In  the poem "Punsh i po lnoch/ 

Punsh i — Pushkin" composed by Tsvetaeva long before the essay, a 
c loud-like  incarnation o f the poet's w ife  appears in  the shape o f the hollow  

foam o f the ba ll dress in  the dusty m irror.^^ Another metaphor used by 

Tsvetaeva in  connection w ith  Goncharova -  "naked beauty which smites 

everyone like  a dword" -  recalls the s im ila r e ffect o f Helen's beauty on 

people. I t  is  known, fo r example, th a t Menelaus ran at her w ith  a raised 

sword, intending to  k ill Helen, but she displayed herself half-naked, and the 

sword fe ll from  his hand. Tsvetaeva suggests tha t Pushkin had been sm itten 

by such a sword. (S88, 2, p.57)

I t  has been pointed out by A. K roth tha t in  spite o f the dominant 

antithesis o f love/poetry', Tsvetaeva is  convinced tha t poetry grows out o f 

love.^^ So, in  "NataKia Goncharova" we come across the statement tha t a ll 

personifications o f Pushkin are Joined in to  one -  the poet. (Ib id.) Tsvetaeva 

also portrays Pushkin's marriage as a sober choice (in  the sense tha t he was 
aware o f his possible death by it)  in  the lig h t o f her own m ythological

The D ictionary o f  Classical Mythology^ op. c it., p.l86.

See on th is  subject the in troduction by Rose Lafoy to  her transla tion o f 

Tsvetaeva's "Ariadna " in to  French — Marina Tsvétaeva, Ariane, tr . Rose Lafoy, 

Clerm ont-Ferrand, 1981, pp. 194-96.

Marina Tsvetaeva, "Punsh i polnoch^. Punsh i — Pushkin...", Izbrannye 

proizvedeniia, Moscow-Leningrad, 1965, pp.22-23.

A .K ro th , "Toward a New Perspective on Marina Tsvetaeva's Poetic W orld” , 

Marina Cvetaeva, studien and materialien, Wiener Slawistischer Almanach, 3, 

Vienna, 1981, p.l9.
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model. This model was fu lly  expressed In her Poema kontsa'*» though the 

female-male rôles were reversed. The message o f the poem Is tha t love's end 

Is predestined and prescribed, fo r the Intentions o f the tw o partners d iffe r: 

he wants to  live and have a house, fam ily, and happiness, w hile  she loves 

and therefore wants to  d le .^  In  her thorough analysis o f th is  situa tion, 

Kroth suggests tha t, fo r the ly ric  heroine, death may be "the only means o f 

avoiding the end o f love, o f prolonging I t  and Im m orta lizing It".^^  Tsvetaeva 

displays the same approach In her essay characterizing Pushkin and 

Goncharova as a couple based on a force going In  a d iffe ren t d irection, a 

couple apart. I t  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 o f Tsvetaeva's 

m o tif o f statue-likeness and evil beauty. Thus, fo r example, she w rites In I t  

th a t a dog Is an Image o f the devil — w ith  sta tue-llke  motionless legs. In  

her childhood Tsvetaeva Imagined the devil ju s t s ittin g  on her ha lf-s ister's 

bed: "There was no m otion. He sat, 1 stood." A lso In th is  work we come 

across Tsvetaeva's com bination o f tw o versions o f the same m o tif: she 

admits tha t her French tu to r asked her to  replace the devil's name In the 

popular Russian saying (used when something Is lo s t) "D evil, devil, stop 

playing [w ith  I t l ,  now give I t  back to  me!" w ith  tha t o f St Antony o f Padua. 

This character recalls, o f course, Tsvetaeva's play "Kamennyi angel". In  

"Povest/ o Sonechke", w ritte n  one year a fte r the story "Chert", Tsvetaeva 

applies exactly the same words about motionlessness to  Zavadskll's 

performance as she applies to  the statue o f St Antony. The other Interesting 

aspect o f th is  Image In "C he rt" Is Tsvetaeva's merging o f a dog, a devil and a 

drowned man who appeared In her dream. The dream about the drowned man who 

said th a t he would marry her was Influenced by reading Pushkin's "Rusalka" 

and "U top lennlk"; a quotation from  the la tte r appears In  the story. One 

passage from  Tsvetaeva's story "Chert" In which she characterises the devil 

as a s p ir it who destroyed a ll her happy love a ffa irs — by In s tillin g  cold 

analysis and pride In her (In order to  make Tsvetaeva a poet but not a loved 

woman) — pow erfu lly recalls Pushkin's poem "Demon". In  Tsvetaeva's work 

encounters w ith  the devil were a secret from  others, associated w ith  a 

longing fo r something unknown; these meetings led to  her obtaining special

"  Ibid.. p.l8. 

"  Ibid.
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knowledge about the w orld and developing such qualities as pride, irony, 

egocentrism and the feeling o f being exceptiona l/^

Thus, Tsvetaeva's Judgement o f Pushkin's love fo r Goncharova is 

heavily dependent on her own m ythological pattern which had deep roots in  

Greek mythology and the Cnidus myth. She mentions, among the d iffe ren t 

personifications o f Pushkin, th a t he was the creator o f "Gavriiliada". This 

aspect o f his personality allows Tsvetaeva to  establish a certain kinship 

w ith  the poet. Khodasevich, fo r whom Tsvetaeva had a very high regard, 

describes the very nature o f love depicted in  "G avriiiiada" as highly re lig ious 

despite the frivo lous features o f th is  work. In  Tsvetaeva's own poetry there 

is  to  some extent an analogy to  Pushkin's work — see her cycle "Magdalina" 

(1923). To take th is  po in t fu rth e r I would like  to  bring a new dimension in to  

the comparison o f the poetical systems o f the tw o poets. Both o f them had 

a tendency to  deify a chosen partner in  th e ir a rt, using m ythological models, 

but also to  regard th e ir love as a sacrifice to  th e ir god o r goddess. In  order 

to  support th is  one can refer, fo r example, to  Tsvetaeva's attem pt to  

recreate a Pushkinian m o tif from  "Boris Godunov ", th is  attem pt being 

related to  the love o f D m itrii the Im poster fo r Marina Mnishek, in  the cycle 

"Marina " (1921). Tsvetaeva's description o f Mnishek's eyelashes can be 

compared to  the cu rta in -like  eyelashes o f Pushkin's w ife  in  the essay 

"NataKia Goncharova". I t  seems tha t Tsvetaeva re-creates Pushkin's 

mythopoetical image o f the beautifu l woman. She depicts Natal 4a 

Goncharova w ith  alm ost shut eyes — w ith  cu rta in -like  eyelashes — creating a 

contrast w ith  Pushkin who married her w ith  w ide open eyes. (588, 2, p.56.) 

Such a comparison was undoubtedly taken by Tsvetaeva from  Pushkin's own 

poetical code-system. Thus, fo r example, in  his poems beautifu l women are 

compared to  statues o r to  the Madonna, or to  goddesses: furtherm ore, th e ir

A ll these can be compared to  Pushkin's words :

Torjia KaKoJt-TO saoÔHU# renaît 
Cran Taltno nasemaTi» iienn. 
neqaabHU Ôujin naum Bcrpeua;
Ero yaufixa, uyAHult nsranji,
Ero nsBMTesbHue peua
BuNDasH B Âyuiy xsa jinu ll n ji. (Pushkin, 1, p.296)
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depiction in  Pushkin’s poetry is part o f the same m o tif o f eternity. This was 

pointed out in  the study by B. Gasparov and I.Papemo^^. These scholars also 

note th a t the s ign ifican t features o f the images related to  th is  m o tif are the 

bowed head and lowered eyes. The theme o f e tern ity is  juxtaposed in  

Pushkin's poetry to  the theme o f life  fu ll o f passions, emotions, 

changeability. (This was thoroughly analysed by the above-mentioned 

scholars.)

Furthermore the embodiment o f e tern ity in  Pushkin's poetical code is 

the angel, and the m o tif o f changeable life  is  represented by the demon. 

This aspect fu lly  explains the poet's preoccupation w ith  the image o f the 

demon in  love (which appeared in  his drawings as w ell). In  the 

above-mentioned story "C hert", the mythopoetical model is the same: God is 

associated w ith  distance and cold, the Devil w ith  love, passion and 

co-existence. Gasparov and Papemo observe tha t images o f etern ity are 

associated in  Pushkin's work w ith  indifference, cold and distance, while 

demoniac features are related to  storms, instan t death and passion. This 

aspect o f Pushkin's poetry was the most crucial fo r Tsvetaeva. She deals 

d irectly w ith  i t  in  her works "M oi Pushkin" and "Pushkin i Pugachev " (which 

are discussed in  chapters 5 and 6 respectively).

On the one hand, Tsvetaeva was interested in  the structura l m o tif o f 

Pushkin's poetry described above, using i t  fo r her approach to  his life  and 

a rt (in  the content o f th is  chapter — in  re la tion to  Goncharova). On the 

other hand, she trie d  to  f i t  the image o f Goncharova in to  her own 

mythopoetical code. As is  known from  Tsvetaeva's le tte rs to  her friends, in  

1923-26 she worked intensively on her trilo g y  "Ariadna " — "Fedra " — "Elena". 

In  connection w ith  th is  w ork she studied several books o f Greek mythology 

and read a h isto ry o f the Trojan war. In  a le tte r to  A. Bakhrakh o f 

28.08.1923 she inform s him about her in ten tion  to  read about the Trojan war 

and Helen in  a b ig volume o f Greek mythology in  G e r m a n I n  another 

le tte r (o f 28.11.1927 — to  A.Teskovâ) Tsvetaeva mentions Helen again, giving 

her a description s im ila r to  the image o f Natal4 a Goncharova: both o f them 

were labelled by Tsvetaeva as dolls. (PAT, p.l58) Interesting ly enough,

B. Gasparov and I. Papemo, "K opisaniiu m otivnoi struktury lir ik i 

Pushkina", Ras5^an Romanticism. Studies in  the poetic codes, ed. 

N. Â. N ilsson, Stockholm, 1979, pp.9-44.

Marina Tsvetaeva, "Pis^ma A. Bakhrakhu ", Mosty, Berlin, 6, 1961, p.322.
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Tsvetaeva never w rote the th ird  part o f her trilo g y  ("Elena"); I t  seems that 

she fu lly  realised the Image o f Helen only w ith  reference to  her vision o f 

Goncharova. M .L. Gasparov In his analysis o f Tsvetaeva’s "Poema vozdukha" 

suggests a quite capacious metaphor fo r Tsvetaeva's poetic universe: the 

structure o f the w orld  In her poetry can be visualised In the shape o f a 

horse shoe. Moreover, I t  functions like  a magnet: on one pole there Is the 

apotheosis o f the s p ir it (represented by such characters In her works as the 

poet, Ip p o lit, Georgll etc.), w hile on the other pole Is the apotheosis o f 

beauty and passion (Aphrodite, Phaedra, Helen, Goncharova etc.); on top o f 

th is  * magnet’ Is God, In whom everything Is completed and joined together. 

The easiest way fo r the tw o forces’ Is fo r them to  jo in  together on the 

broken part o f the circle  -  In spite o f physical separation — but th is

attem pt ends In death and tragedy.^* Such a mythopoetlcal model may be

partly ju s tifie d  by Tsvetaeva’s own description o f Pushkin and Goncharova as 

two forces going In d iffe ren t directions. (The term  force Its e lf Is not the 

only example In Tsvetaeva’s work o f an attem pt to  apply sc ien tific , 

e lectrica l’ Images to  the description o f human beings.) More Im portant Is 
tha t such dualism appears In Tsvetaeva’s poetic w orld w ith in  an Individual, 

too, (as mentioned by Gasparov), though such a fascinating poetic model can 

hardly explain Tsvetaeva’s ju s tifica tio n  o f a trag ic union o f th is  kind. We 

should not forget her claim  tha t Pushkin’s marriage was as b r illia n t as his 

life . I t  seems tha t the m ythological analogies exploited by Tsvetaeva In 

connection w ith  Pushkin’s marriage prove her adm iration fo r Pushkin's

personal life  as a piece o f a rt, text and symbol. So her perception o f his 

life  was predetermined by the mythological background.

I t  Is also notable tha t Tsvetaeva re lied on the studies o f Pushkin 

w ritte n  by Veresaev, Shchegolev, Brlusov and Khodasevlch. However, th e ir 

scope excluded the very Im portant (especially In re la tion to  the transform ation 

o f the Cnidus myth In Pushkin’s poetry) love In his life  fo r K. Soban^skala. 

Her evil character and beauty became the object o f discussion In the 

scholarly work o f Jakobson and Akhmatova. They w rote about I t  la ter than 

Tsvetaeva did, and th e ir study o f Pushkin’s poetic mythology a ll but 

completed work In th is  direction.

M. L. Gasparov, ’’ Poema vozdukha’ Mariny Tsvetaevol: opyt in te rp re ta ts li.’’, 

Uchenye zapiski Tartuskogo gosudarstvennogo universiteta, 576, Trudy po 

znakovym sistemam^ 15, Tartu, 1982, p.l28.
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CHAPTER 4

Myth-creating aspecta of Tsvetaeva's essays "Isknsstvo prl svete sovesti and
"Nezdeshnii vecher".

In  the essays w ritte n  by Tsvetaeva in  the nineteen th irtie s  i t  is  

possible to  trace a persistent attem pt by the poet to  create a myth about 

Pushkin. Her application o f th is  myth can be found in  her own convictions 

about aesthetics and in  her life . The most essential work fo r understanding 

Tsvetaeva's approach, not only to  rea lity  but also to  Pushkin, is her last 

prose w ork "Pushkin i Pugachev". In  th is  essay she ju s tifie s  the rig h t o f a 

poet to  re-create rea lity  in  his works. Moreover, she prefers a rtis tic  tru th  to  

rea lity, a rt to  document. She analyses the experience o f Pushkin who knew 

the archive documents on Pugachev, and in  spite o f the facts available 

created a d iffe ren t image o f the peasants' tsar in  his prose. Her 

in terpretation o f Pushkin's work reveals the fact tha t Tsvetaeva was 

seriously interested in  the poetics o f Romanticism. Furthermore she wants 

to  establish herself as a poet whose a rt has deep roots in  Pushkinlan 

tra d itio n . Meanwhile Tsvetaeva's approach to  his works is strongly 

influenced by the culture o f Symbolism and Post-Symbolism.

The m o tif o f a feast w ith  friends played a s ign ificant role in

Pushkin's poetry. I t  occurs most often in  his poems dedicated to  the

anniversary o f the lycée, which are usually dated 19 October. (The lycée was

opened on th is  date, and its  f ir s t  graduates always celebrated its

anniversary.) In  the poem w ritte n  on 19 October 1825 "19 oktiabria ", the 

happy occasion is  transform ed in to  a gloomy event; many o f the brotherhood 

are m issing, and Pushkin h im se lf was away from  his friends, in  exile. The 

poet meditates upon the in e v ita b ility  o f death:

riMpygTe ate, noxa eme m u  TyT!

Ybu, Ham Kpyr uac ot uacy peaeeT;
Kto b rpo6e cnnr, kto aanbHuft cMporeeT;
Cyabba ranaiiT, mu Bnueu; ann beryr;
HeBMaHMO CKJIOHHHCb N xjiaaeH,
Mu bAHSKMCH K Hauajiy cBoeuy... (Pushkin, 1, p.3S7)
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In  the poem o f 1827 a new aspect o f th is  m o tif is  brought to  life  in  

the last line. The poet wishes his friends to  have God's help In the "gloomy 

abysses o f th is  world*’. This image already anticipates Pushkin's "F ir vo 

vremia chumy " in  which gloomy abyss appears again. This tim e i t  f its  in to  

the framework o f a d iffe ren t myth.

This second myth is related to  Pushkin's theomachist poetry. For 

example, in  the poem "G ero i" and in  the dramatic piece "P ir vo vremia 

chum y", a human being challenges God by s triv in g  to  surpass him self, to  

overcome the fear o f death, to  conquer the elements. I t  is not a coincidence 

tha t the poem "Geroi" and the hymn in  honour o f the plague from  Pushkin's 

play were translated in to  French by Tsvetaeva, as w ell as being mentioned by 

her in  essays and le tters. The central figure depicted in  Pushkin's poem is 

Napoleon, who vis ited  people infected w ith  plague. The poem is  w ritte n  in  

the form  o f dialogue: i t  is an argument between a poet and a h istorian. The 

m em oirist strongly denies tha t Napoleon cheered up dying people by 

overcoming his fear o f death as a consequence o f the v is its . But a rtis tic  

tru th  is appreciated much more by the poet:

TbMbI HMSKMX HCTMH MHe jOpOOKe 

Hac D03Bumax)ii|iift o6uan...
OcTasb repoio cepane! *1to axe

Oh OyAer 6es nero? Tnpan!.. (Pushkin, 1, p.487)

This statement from  Pushkin's poem is  quoted tw ice by Tsvetaeva in  

her essay "Pushkin i Pugachev", in  which she claims tha t th is  approach to  

rea lity  is  the fundamental princip le o f Pushkin's poetics. Tsvetaeva applies i t  

to  her analysis o f Pugachev (a character from  Pushkin's "Kapitanskaia 

dochka"). She concludes th a t "despite the tru th " (Tsvetaeva's words) which 

Pushkin leam t from  archive documents, he created his own noble image o f 

the people's tsar. However, Tsvetaeva's reference to  the poem appeares in  the 

essay in  a s lig h tly  transform ed way: in  Pushkin's version the poet says " /  

prefer...” (ita lic s  mine -  A .S .), w hile Tsvetaeva uses the more generalised 

form  we. This s lig h t correction o f Pushkin's te x t brings a new meaning to  

her in terpreta tion — Tsvetaeva gives the poet's statement the status o f a 

universal law, the human tendency to  idealise rea lity. (For a fu rthe r 

discussion o f th is  po int, see the chapter on the essay "Pushkin i Pugachev " )

I t  has already been noted by Pushkin scholars tha t in  the 1830s
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Pushkin's image o f the hero took on an increasingly humane face. The 

element o f sacrifice fo r the sake o f others was becoming essential fo r the 
poet's depiction o f the heroic. ̂

This im portant evolution o f Pushkin's views — from  a sheer 

fascination w ith  heroic behaviour to  praise o f human sacrifice — is 

overshadowed in  Tsvetaeva's essays by her prevailing in terest in  the 

theomachist aspects o f his poetry.

Tsvetaeva shared Pushkin's fascination w ith  Napoleon. In  her teens she 

put a p o rtra it o f the la tte r in  an alcove — to  the dismay o f her father. She 

was also greatly inspired by gypsy characters in  Pushkin's long poem 

"Tsygany". In  th is  poem the central figure Aleko th inks o f h im self as God; 

he concludes from  his experience o f life  tha t every individual is  able to  

discover freedom w ith in  him self. This theme was more e xp lic itly  expressed 

in  the poem "Poetu" (1830), which appealed not only to  Tsvetaeva bu t also 

to  many Symbolists and post-Sym bolists, whose interest in  human freedom 

and heroism was very much enriched by Nietzsche's theories. Pushkin's words 

from  the poem "Poetu "

Tu napbt 9RHDH oann. /lopororo cdoOoahoII 

Mjim, Kyjia naeueT reCü cBoboanu* yu,

YcoBepmeHCTByü naoau aioOiiMux ayu,

He TpeOyü narpaji sa nojiBnr (Saaropoanuft.

Ohm b caMOM TeOe. Tu c a u  CBo* buciumA cya [...]

(Pushkin, 1, p.474)

were obviously on her m ind when she wrote the essay "Iskusstvo p ri svete 

sovesti ". Thus she claims tha t every poet is  a servant o f ideas o r the 

elements. Occasionally, in  Tsvetaeva's view, Russian lite ra tu re  was dominated 

by ideological and moral issues. This tendency led to  misunderstanding o f 

Pushkin by the next generations o f Russian w rite rs:

B 9TOU 3THUeCKOM HOaXOae (TpebOBaHMH MaeÜHOCTM, TO eCTb 

BucoTU, c nNcaTean) Moacex 6uxb bch pasraaxa

HenoHüTHoro na nepBU# Bsrana npeanoureHMH aennuocrux 

roaoB Haacona — IlyiuKMHy, ecjiM He ^BHo-besuaeJtHouy, to

 ̂ See, fo r instance: lu . M.Lotman, V shkole poeticheskogo slova. Pushkin. 

Lermontov. G o g o l1988, pp.20-21.
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lienee nBHo-MjieltHoiiy, yen Hajicon, h npeanoMTeHMa 

noKOJieHxn npejibuymero HeKpacoea-rpasiejiaHMHa npocTo 

HeKpacoBj. (S88, 2, p.391)

Pushkin's a rtis tic  and personal independence from  the p o litica l forces o f his 

day (expressed in  the poem "Poetu") was especially im portant fo r Tsvetaeva’s 

own credo. In  a ll her works related o r devoted to  Pushkin she strongly 

defends her rig h t to  be p o litic a lly  independent, and she uses Pushkin's name 

as a symbol o f freedom in  her arguments w ith  p o litica l opponents. For 

example, in  her poem o f 1935 "Dvukh stanov ne boets .. " (S88, 1, pp.312-13) 

she proclaim s tha t she is not a sold ier o f e ither o f the tw o p o litica l camps 

(in  real terms she wanted to  emphasise tha t she was neither p ro - nor 

ant/-Soviet). A t the end o f the poem there is  a reference to  Pushkin's poem 

"Poetu", bu t Tsvetaeva takes exception to  Pushkin's comparison o f a poet to  

a tsar:

— Tu napb: 3RHBN 0 4 MH... (Ho y nape* — najioxcHiin 

MiiHyTa.) Eoi—  o4 XH. T o t — b nycxore Hebec. (S88, 1, p.313)

Tsvetaeva's persistent analogy o f the poet w ith  God^ contains an im portant 

clue to  her a rtis tic  system. U nlike Pushkin, who could w rite  only 

occasionally about the facts o f rea lity  as cu ltu ra l modes, Tsvetaeva makes 

the poet not only the creator o f his own universe but also its  main 

component. In  her poetic system, therefore, he lives in  a d iffe ren t spatial 

dimension which can be called caltarologic. The facts o f his life  he 

describes are carefully selected and arranged in  the te x t in  such a way as to  

create an e xp lic it semantic paradigm. This is a feature o f the poetics o f 

Russian Symbolism as a whole, and sign ifies the main difference between 

Russian Realism o f the nineteenth century and avant-garde literature.^

Thus, fo r example, Pushkin's a rt inclines towards the language o f 

referentia l genres (diary, autobiography, etc), w hile Tsvetaeva's te x t is a 

paradigm o f metamorphoses in  which spatial relations are transformed in to  

temporal ones: the fact o f the poet's life  is  presented in  the te x t as an 

analogy o f a cu ltura l archetype. From th is  po in t o f view Tsvetaeva's 

in terpretation o f Pushkin's image o f the feast is  particu larly in teresting and

 ̂ See such poems as "Bog", "Kogda zhe Gospodin", "Uchenik", "S m oria", etc. 

 ̂ See on th is  po int Jerzy Faryno, " Deshifrovka", Russian Literature, 27, 1989,

pp.1-68.
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illus tra tes w ell the statement mentioned above.

In  the essay "Iskusstvo prl svete sovesti" Tsvetaeva explains her 

poetics clearly fo r the f ir s t tim e. Some o f the title s  o f the shorter chapters

in  her essay, such as 'Nebo poeta', *Tochka zreniia*, and Travda poetov’,

reveal her Intention to  promote her analogy between God and the Poet: both 

are creators o f th e ir own Universe and both represent its  sp iritua l content. 

Futhermore, her chapter Pushkin 1 VaKsingam' again discusses the 

theom achistic aspect o f Pushkin's poetry in  the lig h t o f her own concept o f 

the poet.

Tsvetaeva focuses her attention on tw o songs from  Pushkin's play: one 

is sung by Mary, the other by Walsingham. In  accordance w ith  

N. V. Iakovlev's analysis o f th is  work, the tw o songs are orig ina l -  they are

s ign ifican tly  d iffe ren t from  J. W ilson's "The C ity  o f the Plague", which

inspired Pushkin's lit t le  tragedy.^ The names o f the tw o lovers appearing in  

the f ir s t  song — Jenny and Edmond — are not mentioned in  W ilson's song at 

a ll. Iakovlev suggests tha t Pushkin took the name Jenny from  Robert Bums' 

poem "The Cotters" Saturday Night". Pushkin could have read the poem either 

in  the orig ina l o r in  Ivan Kozlov's Russian transla tion. Tsvetaeva sees in  

Mary's song a "Romantic" poem about eternal love, and she thereby indicates 

tha t Pushkin was fascinated by the subject o f ideal love and by the m o tif o f 

fid e lity  a fte r death. (One o f the poems which she chose to  translate in to  

French was a poem composed by Pushkin in  the same vein — "Zaklinanie 
Though Pushkin may have used Bums' poetry to  create a couleur locale 

e ffect in  his play, he intended to  create dramatic scenes (as he called his 

fou r plays). In  other words he wanted to  convey in  his play the universal 

aspects o f 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 particu la r archetype. In  the lig h t o f th is , i t  is  interesting to  re fer to  

Tsvetaeva's recollection o f the poetic toumament organised by Briusov in  1911 

(see her essay "(Seroi truda" w ritte n  in  1925): young poets were invited to  

compose a poem using as theme the last tw o lines from  Mary's song. ("Ho 

3jiMOHjia He saCyjieT /  /IxenHM AECKe b nebecax."") Tsvetaeva admits tha t she 

did not even know whether Edmond was male or female. Follow ing a 

d iffe ren t Romantic tra d itio n  (which derives from  Heine's " They loved each

* N. V. Iakovlev, "Ob Istochnikakh «Pira vo vremia chumy>", Pushkinskii 

sbomik, pamiati prof. S. A. Vengerova, Pushkinist, 4, Moscow, 1922, pp.92-132.
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other") Tsvetaeva creates an opposite s itua tion  in  a poem about the trag ic 

im poss ib ility  o f a union o f tw o people in  love, even in  Heaven (a theme 

which developed in to  a major m o tif in  her poetry):

[...]
Hh sjiecb, HN Taw — HMrjie ne najio ecrpeuM,

M He AJisi BCTpeq npocneMCH m u  b paio! ^

Also Tsvetaeva's indifference to  the sex o f th is  character reveals her own 

androgynous tendencies, which have already been discussed by many scholars 

interested in  the application o f psychoanalytical sk ills  to  textual 

interpretation.^

Viacheslav Ivanov saw in  Pushkin's tw o songs a Juxtaposition o f 

d iffe ren t ideologies: C hristian (Mary) and -pagan (Walsingham). Tsvetaeva 

defined them as Love and Plague, which is close to  Ivanov’s po int o f view 

(she regarded him as her teacher at the beginning o f her poetic career), 

though she considered Walsingham's hymn to  be the essence o f the whole 

play. In  her own translation o f Walsingham's song, its  pagan aspects are 

especially in tensified  — 'Plague* is referred to  as a Daughter o f H ell and as 

Black Death, more frigh ten ing than W inter. Its  image was thus transformed 

by Tsvetaeva in to  a new deity. Merezhkovskii suggested tha t th is  hymn was 
inspired by Dionysus.^

Tsvetaeva's in terpretation o f "P ir vo vremia chumy " continues in  

princip le the approach taken by Merezhkovskii in  his book Vechnye sputniki 

(1910). A lthough there is no mention in  her essay o f the word 'Dionysian' i t  

is suggested by Tsvetaeva's de fin ition  o f Walsingham's song as 

anti-Apollonian. (S88, 2, p.381.)

Tsvetaeva continues in  th is  essay (w ritte n  in  autumn 1931) the same 

semantic paradigm which is  manifested in  her cycle o f poems "Stikhi k 

Pushkinu " (summer 1931). In  her approach to  Pushkin one can feel an attem pt

 ̂ Tsvetaeva talks about the com petition and cites her poem in  the essay 

"Geroi Truda", in ; Marina Tsvetaeva, Izbrannaia proza v dvukh tomakh, New 

York, 1979, vol. 1, pp.190-92.

 ̂ See, fo r example, Véronique Lossky, Marina Tsvetaeva^ Un Itinéraire  

Poétique, Paris, 1987, pp.228-29.

 ̂ D. Merezhkovskii, Vechnye sputniki, St Petersburg, 1910.
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to  translate Pushkin's w ritin g s  in to  the language o f avant-garde lite ra ture  

she used herself. Thus, fo r example, her assertion tha t Pushkin can be 

ide n tified  w ith  Walsingham him self (because the la tte r appears to  be a poet 

in  the play), and tha t the song in  honour o f the plague is  a s lip  o f the 

tongue o f the lyrica l poet (Ib id.) reveals Tsvetaeva’s perception o f the author 

o f "P ir vo vremia chumy" as a ly ric  poet. Pasternak, whom Tsvetaeva called 

her brother in  poetry, characterised the new a rt in  "Okhrannaia gramota" 

(1929) in  the fo llo w in g  way: **[...] McxyccTBo HasuBaaocb TparejiHeft. Tax n 

cjiejtyeT ewy HasueaTbcn. TparejiM^ nasueajiacb „Bji2uhmhp ManKoecKHil". 
Sarjiasbe cKpusajio renNajibHo npocroe OTxpuTbe, uto nooT ne aoTop, ho — 

npe^MeT jimpmkh, o t nepBoro jiMua obpamaioiiieilcA k Mupy.

In  the same vein Tsvetaeva ta lks about Pushkin as the subject o f his 

own tragedy claim ing tha t there is another Pushkin — the Pushkin o f 

Walsingham's pensiveness (S88, 2, p.381). We can compare th is  statement to  

her admission in  a le tte r to  lashchenko (July 1922): c b o io  aB T o6norpa(|> iiK >

n iiiiiy  qepes j i p y m x  Therefore, Tsvetaeva’s in terpreta tion o f th is  play

not only reveals to  us her perception o f Pushkin’s character but also 

provides us w ith  her vision o f herself as a poet. She gave the situation 

described by Pushkin the status o f a myth related to  the Dionysian and 
Adonisian cults:

B new Kou^yncTBo necHN BajibcimraMa? [...]

Kou^hctbo He B TOM, UTo MU, CO CTpaxa n oTuanHMH, bo 

BpeMH MyMU — niipyeM (Tax actm, co cTpaxa, CMeioTcn), a b 

TOM, UTO MU B uecHe — anoree Jlnpa — yaxe yTpaTXJiM CTpax, 
UTO MU M3 xapu .aeaaeM — nxp, ms xapu jiejiaeu ;%ap, uto He 
B cTpaxe EojRbeM pacTBop^eMcn, a e 6jia:ReHCTBe 

yHMHTOMceHMH. (S88, 2, p.379)

This claim  made by Tsvetaeva conveys her a ttitude  to  the feast: she sees i t  

as a cu lt, a ritu a l which we perform. By using the word we she makes 

readers o f her essay and Pushkin’s te x t (including herself) participants in  a 

ritu a l. The ritu a lis tic  elements o f Pushkin’s play are pinpointed by Tsvetaeva 

in  the next paragraph, where she states tha t Pushkin uses the name

^ B. Pasternak, Vozdashnye pa tit Moscow, 1982, p.264.

’  See Tsvetaeva’s le tte r to  lashchenko o f 6 July 1922 in : L.Fleishman, 

R. Hughes, O . Raevsky-Hughes, eds, Russkii Berlin. Î92M923, Paris, 1983, p.l58.
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(Walsingham) throughout the whole play only three tim es, as i f  i t  is a 

sacred name from  an incantation.

R itual was at the centre o f Symbolist cu lture because o f its  attem pt 

to  subordinate life  and social behaviour to  the te x t. By creating metatext, 

Symboiists and th e ir fo llow ers regarded life  in  a sem iotical way, and in  th is  

respect r itu a l as an established genre o f sociai behaviour was fo r them an 

ideal model. In  ritu a lis tic  behaviour we see sp iritu a l beliefs brought in to  

action. One o f the programmatic declarations o f Russian Symboiism can be 

found in  Bal^mont's poem "Budem kak solntse" (1901)*®, in  which iife  

proclaimed its e lf the embodiment o f a dream. Tsvetaeva had a high regard 

fo r BaKmont and in  many ways im ita ted his eccentric otherwordly behaviour. 

In  her memories o f BaKmont she describes several meetings w ith  him as 

being r i tuais performed by them both: fo r  example, the smoking o f 

BaKmont's pipe in  1919 — the horrendous year o f hunger and cold w in te r — in  

his Moscow fla t — was transformed in  Tsvetaeva's im agination in to  

American Indian pipe smoking; she claims every meal w ith  BaKmont to  be a 

feast. (S88, 2, p.292.) In  the essay "Nezdeshnii vecher" we witness the same 

approach: an ordinary gathering fo r a poetry reading turns out to  be the last 

feast o f the o ld  w orld (as Tsvetaeva puts it) . Throughout her essay she 

persistentiy underlines tha t th is  feast was the last one to  take place in  the 

last year o f the o ld  c iv iliza tion : "The last poems were being read on the last 

bearskin rugs by the last fireplaces." Tsvetaeva's comparison o f th is  evening 

to  Pushkin's "P ir vo vremia chumy" has several im plications.

F irs t o f a ll, i t  f its  in to  the framework o f the most crucial myth o f 

Russian lite ra tu re  — the Petersburg myth. This had been revived and 

reinforced in  Symbolist cuiture, and there have been many studies devoted to  

th is  top ic.** Its  main features derive from  the prediction o f Avdot4a 

Lopukhina "IleTepCypry 6wTb nycry” , and they include the apocalyptic feeling 

tha t a great catastrophe w ili s trike  the c ity . Nineteenth-century Slavophiles such 

as Konstantin Aksakov, fo r example, would underline the evii nature o f the c ity

*° K. Bailm ent, Izbrannoe, Moscow, 1980, p.l49.

** N. P. Antsiferov, ByK i  m if  Peterburga, Petersburg, 1924; Semiotika goroda i  

gorodskoi kul^tury, Peterburg, Uchenye zapiski Tartuskogo gosudarstvennogo 

universiteta, 664, Trudy po znakovym sistemam, 18, Tartu, 1984; L. Doigopolov, 

Na rubezhe vekov, Leningrad, 1985, pp.lSO-95.; A. L.Ospovat, R. D. Timenchik, 

‘'Pechal^nu povest^ sokhranit^,,,'^Ob avtore i  cbitateliakh 'Mednogo vsadnika\ 

Moscow, 1985.
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because o f Its  creation by Peter the Great. They accused Peter the Great o f 

being the an ti-C hris t, and saw his reforms as destructive fo r Russia. The 

echo o f such beliefs can be traced in  D m itrii Merezhkovskii's novel 

A n tikh ris t (Petr i  Aleksei) (1905) which had a great impact on Russian 

Symbolism. Tsvetaeva herself had a high regard fo r Merezhkovskii; in  her 

poem "Petru" w ritte n  in  1920 the same a ttitude  to  Peter the Great is 

revealed:

[...]
Tbi no4 KOTeji KKUiiimfft o to t

CaM noĵ noNCMJ: yrneA!

PojioHaqajibHMK — rw — CoeeTOB,
PeBHiiTejib accaMOnelt! (Tsvetaeva 1990, p.l82)

In  the lig h t o f the cycle "Lebedinyi stan", we can see in  Tsvetaeva's 

reference to  "P ir vo vremÿa chumy" in  "Nezdeshnii vecher" her perception o f 

the Russian revolution o f 1917 as a disaster o f the same nature as the 

Plague. In  th is  context the location fo r the last poetic feast chosen by 

Tsvetaeva is extremely s ign ificant. Tsvetaeva’s preference fo r the old name 

o f the c ity  Petersburg (which was renamed Petrograd in  1914) also indicates 

her orienta tion towards the Petersburg myth. (This myth was prevalent in  

Russian lite ra ry  tra d itio n  going back to  Karamzin, Pushkin, and Gogol/  and 

continued its  life  in  the w ork o f Blok, Belyi and Akhmatova.)

The essay "Nezdeshnii vecher" is a homage to  M ikha il Kuzmin, and 

ind irectly  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 fo r tw o reasons. She wrongly considered Kuzmin to  be a close 

friend o f Akhmatova (see her le tte r to  Anna Teskovd w ritte n  o f March 1936 

— PAT, p.l37) and — what is more im portant — she ta lks at the end o f her 

essay about the suicidal character o f the poets o f her generation, who 

included (in addition to  herself) Esenin, Gumilev and Akhmatova. In  the 

in troduction to  Akhmatova's book Vecher (which Tsvetaeva knew w ell), 

Kuzmin ta lks about the young generation o f Symbolists such as Akhmatova, 

MandeKshtam and Tsvetaeva in  the lig h t o f a tra d itio n  which existed in  

Alexandria. He points out tha t 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 o f th is  society in  Alexandria and a group o f young poets such
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as Mandel^shtam, Akhmatova and Tsvetaeva. Also he proclaims that poets 

more than anyone should have a keen memory o f love and eyes opened wide 

to  see the sweet, joyfu l and at the same time sad world — in  order to  feast 

the ir eyes upon i t  and drink every moment o f i t  fo r  the last time.*^ 

Tsvetaeva's description was inspired to  a large extent by these words o f 

Kuzmin. Two words — bliss  and last — permeate her essay which finishes 

w ith  the statement:

M KaK 6u HM nobexjiajiH sjieuiHKe yrpa k eeuepa, m xax 6u 

no-pasHowy — BcencTopMuecKN mjih ÔecmyMHo — m u , 
yqacTHMKM Toro Hesjieimiero neuepa, hm yuMpajiM — nocjiejiHMM 

seyqaHfieM H a u m x  ycr 6ujio h Ôy^er:

M  sB yxoD  HeÔ ec sau eH H T b  n e  m o f j im  

Eft CKjr^Hbie necHM s e u j i i i .  (S88, 2, p.ll9)

Therefore, the poets' gathering m ight have been seen by Tsvetaeva in  the 

ligh t o f the rituals o f the Alexandrian society.

Zinaida Shakhovskaia, who knew Tsvetaeva in  Paris, has suggested that 
the poet's life  had very strong r itu a lis tic  elements.^^ Tsvetaeva was 

determined to  create such an impression (Ariadna Efron also persistently 

underlines the importance o f Tsvetaeava's representation o f herself as the 

poet in  her book O Marine Tsvetaevoi^*), as well as to  extract semiotically 

s ignificant features o f Pushkin's behaviourial patterns, in  order to  

reconstruct them in  her own life . Thus her identification o f Pushkin w ith  

the character o f the play is profoundly suggestive: Walsingham performs a 

ritua l condemned by the priest, but his song helps Pushkin to  avoid 

self-destruction. (In  accordance w ith  Tsvetaeva's comment i t  is Walsingham 

who saved Pushkin from the Plague due to  the fact that the la tte r escaped 

being a victim  o f elements w ith in  himself and escaped in to  the song). 

Tsvetaeva's logic which is revealed in  her analysis o f the play leads to  a 

functional analogy between poetic creation (in th is  particular case i t  is a 

hymn) and a sermon. Tsvetaeva states that while one remains a poet there is 

no destruction fo r oneself because everything returns one in to  the eiement

M. Kuzmin, "Vstuplenie", in: Anna Akhmatova, Vecher, St Petersburg, 1912. 

Z. Shakhovskaia, Otrazheniia» Paris, 1975, pp.160-68.

A. Efron, O Marine Tsvetaevol, Moscow, 1989, pp.95, 200-01.
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o f the elements — the word (S88, 2, p.381). Pasternak's inventive image o f 

poetry as the element o f  the elements was entwined in  Tsvetaeva’s mentality 

w ith  the bib lical treatment o f the word. (Tsvetaeva was particularly 

interested in  the gospel o f St John, who tried  to  bring Christian teaching 

in to line w ith  the Greek trad ition . In  his Gospel, Word corresponds to  the 

Greek notion Logos.)

The other important aspect o f Tsvetaeva's approach to  th is  play is the 

fact tha t she perceives the feast as an event taking piace in  mythological 

time. In  other words, she talks about i t  in  terms o f 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 w ith  the two 

la tte r details mentioned by Tsvetaeva. Pushkin ends his tragedy at the point 

when Walsingham sits at the table seized by gloomy thoughts. As fo r 

Tsvetaeva, she again develops th is situation in to  a ritua l, in  which she 

features three phases. Northrop Frye considers myth to be the verbal 
im ita tion  o f r i tu a l.F o llo w in g  his point o f view, one can easily establish an 

analogy between Tsvetaeva's interpretation o f the play and the myth o f the 

dying god. F irs tly , i t  becomes clear that she relates Pushkin's p lo t to  myth 

by placing i t  in a world p rio r to  ordinary time. Secondly, she sees in i t  a 

certain cyclical pattern: " HofiOpb. 1830. Eojiahho. Cto ojihh roji nasaji. Cto 

ojiMH ro ji cnycTfi." (S88, 2, p.380), "AHOHUMHoe: IlpejtcejiaTejib, ot Koxoporo 

Bemb npHoGpexaer acyxKyio cospeMeHHocxb: eme pojmeft’* (Ibid., p.379). 

Third ly, she links the feast w ith  the myth o f the dying god: "Bejib nocjie 

THifHa Tywe HMKaxoro Bora He Gujio." (Ibid.) I f  we accept the link  o f the 

feast w ith  Dionysian myth (in line w ith  the trad ition  claiming that he was 

the Lord o f souls who introduced the be lie f in  im m orta lity in to Greece) 

we can understand Tsvetaeva's persistent claims that Pushkin received 

im m orta lity through the hymn. I t  is  necessary to  explain the roots o f th is 

belief held by Tsvetaeva. The opinion that Dionysus introduced belie f in 

im m ortality was expressed by E. Rohde in  his book Psyche, given to  

Tsvetaeva by her friend Mark Slonim; there are several references to  i t  in 

her correspondence w ith  friends. The book Psyche: Seelencult and

Unsterblichkeitsglaube der Griechen was known to  her (most probably in

Northrop Frye, Anatomy o f  Criticism , Princeton, 1973, p.ll3.
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German) as early as 1924.^  ̂ Today Rohde's po in t o f view is considered by 

classicists to  be unfounded. Nevertheless, among the mystics Dionysus was 

associated w ith  the Nether world, especially in  the doctrines o f the Orphies, 

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 o f her publications about her mother "Samofrakiiskaia pobeda".^^

In  the lig h t o f the Orphic trad ition  we can see why Tsvetaeva made 

such a forceful point out o f the presence o f a song in a play: — .QHBHbie

.aejia! I...] BanbCNuraM IlyiUKiiHa o t  Tywu cuacaer — b oecmo", “IloKa tm  

no3T, Te6e rxOejiH b cthxmm Her I...]" (S88, 2, pp.381-81). We can feel in 

these comments a certain kinship w ith  Orpheus himself, whose music had an 

irresistib le  ab ility  to  constrain the rocks and trees and to  overcome the 

powers o f darkness. Tsvetaeva’s play "Krysolov” (1925) was partly composed 

in accordance w ith  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 d irectly linked to  the Orpheus myth, 

although Tsvetaeva did not identify Pushkin openly w ith  him. I t  seems that 

th is analogy Is assumed because Tsvetaeva persistently established kinship 

between her favourite poets and Orpheus. Thus, fo r instance, in the cycle 

devoted to  Blok one poem suggests the obvious comparison between Blok 

and Orpheus; in  a le tte r to  Teskovà (o f 15.01.1927) she writes that Rilke is 

the German Orpheus who resurrected th is  time  in  Germany (PAT, p.48), and 

in a le tte r to  Rilke (o f 12.05.1926) there Is an established bond between Blok, 

Pushkin and Orpheus:

[...) riyuiKMH, E jiok  II — qToObi CKasaxb pasoM — Op<|>elt — 

HMKorjia He Moxcex yifepexb, nocKOJibxy oh ywHpaex MMenno 

xenepb (oeuHo!).*®

In  th is  le tte r to  Rilke Tsvetaeva compares her con flic t w ith  some o f her 

critics to  the myth about Orpheus and animals. The image o f the

Marina Tsvetaeva, Izbrannye pis*ma, Paris, 1972, p.78; Erwin Rohde, Psyche: 

Seelenkult und Unsterblichkeitsglaube der Griechen, 2 volumes, Tübingen, 

1907.

A. Efron, "Samofrakiiskaia pobeda", O Marine Tsvetaevoi, op. cit., pp.224-32.

®̂ "Dykhanie l ir ik i.  Iz perepiski R.-M.Rll^ke, M. Tsvetaevol i B. Pastemaka 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 Glttck's 

opera Orfeo ed Earidice found some response in  the ir poetry. (This matter 

certainiy requires a special study.) However, i t  is most like ly tha t here 

Tsvetaeva was developing some o f the ideas and views o f 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 cycie "Viacheslavu Ivanovu” (S88, 1, pp.114-16) im itates the story from 

the Gospel depicting Jesus drawing on the sandy beach o f the Sea o f Galilee 

near the boat o f his disciples. The whole cycle is  permeated w ith  analogies 

to  St John's description o f ' 39 Tsvetaeva's cycle is w ritten

in the style o f the Christianised reenactment o f the Jewish Passover on the 

night o f Holy Saturday. This was the feast o f the Christian redemption 

effected by the Passion and Resurrection o f Christ in  combination, viewed as 

a singie act. In  Ivanov's system o f imagery a special role was played by 

the cu lt o f  Dionysus, who was regarded by the poet as the god o f death and 

resurrection. According to Ivanov's ideas, Dionysus was considered to  be the 

prototype o f 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, fo r  example, V ladim ir Soloviev promoted the cu it 

o f the V irg in Mary which in  his poetry merges w ith  the love o f a woman in 

a Sophiological ligh t. In  the poetry o f Ivanov there is a presentation o f 

mystical love which combines a Dionysiac essence w ith  Christian aspects. 

This gave a new dimension in  his poetic universe to  the image o f Dionysus: 

he was perceived by Ivanov not simply as a god o f wine and mysticai 

ecstasy but ai so as a god o f suffering and sacrifice. For example, in "Cor 

Ardens" we come across the transformation o f sinfu i Dionysiac passion into 

Christian mystery.^^ I t  is important to  bear th is  in  mind when taiking about 

Tsvetaeva's treatment o f Orpheus: she embarked upon Ivanov's path to  merge 

Dionysiac and Christian elements in  her poetic imagery.

"The Gospel According to  John", The H oly Bible, The New Testament, 

London, 1966, pp.86-101.

E.G.James, Seasonal Feasts and Festivals, London, 1961, p.208.

See on th is issue P. Davidson, The poetic imagination o f  Vyacheslav 
Ivanov. A Russian Symbolist's perception o f  Dante, Cambridge, 1989, 

pp.100-34.
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However, Ivanov's image o f Dionysus is repiaced in Tsvetaeva’s poetic 

code by the figure o f the suffering singer — Orpheus. She also used th is 

image as the archetypal poet. For instance, Pushkin in the play Pir vo 

vremia chumy” him self sings his hymn (see above Tsvetaeva’s identification 

o f Pushkin w ith  Walsingham); in the cycle o f 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 w ritings between poet and singer}^ Tsvetaeva’s 

interest in  Orpheus was orig inally inspired by her friend V ladim ir Ni lender, 

who published (at the tim e o f his infatuation w ith  Tsvetaeva in  1910) his 

translations o f Heraclitus’ Fragments (this book was in  her possession fo r 

many years and is now in the Tsvetaeva archive together w ith  her numerous 

marginalia). He was a translator o f Orphic verses too. Later Tsvetaeva wrote 

about him in  the essay "Zhivoe o zhivom” :

06 Op<l>ee ü  enepeue, yuiaMM jtymn, a He rojioeu, ycjiumana 

OT uejioBCKa, KOToporo — kuk xorjia peiuMJia — nepBoro 

jiK>6nAa [...] (P, p.235)

In  1921 Tsvetaeva applied th is  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 le tte r to  E.O.Voloshina Tsvetaeva’s daughter A lia wrote: 

”Mu c MapNHoft UMTaeM MM^ojiormo [...] A Op()>eft noxosic na EjioKa: 

3Kajio6Huft, KaMHH xporaiomMft".̂ ^

There are two important aspects o f Tsvetaeva’s approach to  Orpheus. 

F irst o f a ll, his image represents Tsvetaeva's poetic synthesis o f 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 o f th is  tendency is particularly strik ing: in  one o f the poems 

there is an analogy between Orpheus and Blok, while in  other poems themes 

o f resurrection and Easter prevail. Secondly, she is preoccupied in  her 

w ritings w ith  the mythological aspect o f poetry. This outlook provides her

I.Smirnov, Khudozhestvennyi smysl i  evoliutsiia poeticheskikh sistem^ 

Moscow, 1977, p.58.

Quoted from: V ik to riia  Shveitser, Byt i  hytie Mariny Tsvetaevoit Paris, 

1988, p.237.
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w ith  the opportunity to  create poetry independent both po litica lly  and 

nationally. (At least that was Tsvetaeva's firm  intention — see the poem 

"Dvukh stanov ne boets" mentioned above). W ith  th is  view i t  is 

understandable why Tsvetaeva called any poetic work translation. In  one o f 

her letters to  Rilke she proclaims that poetic art is translation from your 

native language in to  another one and that Orpheus destroys nationality or 

expands i t  to  such an extent that a ll poets (those who are alive and those 

who are dead) f i t  in to its  f r a m e w o r k . H e r  interest in  Orpheus as the 

archetypal poet was reinforced in her work by Rilke's "Sonnets to  Orpheus". 

However, i t  would be appropriate to  accept 1. Rakusha's po int o f view, which 

claims that Tsvetaeva was using mystical and religious images not Just to  

stylise her favourite poets but fo r her own religious stylisation 

(samostilizatsiia) as well.^^ She wanted to  promote the ideal o f a poet 

suggested by the Symbolists as a preacher or spiritual leader. In  th is  sense 

Tsvetaeva's interpretation o f Pushkin's play is used in the pursuit o f th is 

idea. In  accordance w ith  her a rtis tic  logic, a poet by replacing an orthodox 

priest in  th is  play provides others w ith  mysticai guidance o f the same kind 

as offered by the followers o f the Orphic or Dionysian trad ition . We should 

not forget that her discourse on Pushkin's te x t is the part o f the essay in 

which Tsvetaeva proclaims poems to  be prayers to all gods at once. 
Following Ivanov's idea tha t sin leads to  suffering, death and resurrection, 

she claims that a ll her Russian w ritings are sinfu l, though enchantment, the 

conquest o f the elements, and death as a payment fo r  historical oblivion are 

necessary features o f the poetic mode created in  her works. She perceived 

Pushkin's play as a myth, the framework o f which can be applied to the life  

o f Tsvetaeva and o f her contemporaries — see the 1936 essay "Nezdeshnii 

vecher".

Before analysing "Nezdeshnii vecher" i t  should be mentioned that 

Tsvetaeva persistently overlooks several po litica l implications o f Pushkin's 

poetry. In  her own life  (as already noted by Rakusha) Tsvetaeva was a 

b r illia n t analyst o f the historical situation, but w ith  a few exceptions she 

chose in  her w ritings to  w ithdraw herself from  it .  Unlike Pushkin, who 

associated himself w ith  the historical events o f his time and was interested 

to  a great extent in Russian history (as shown in  many o f his poetic

See 1.Rakusha, "Nad-natsional^nost^ poeta: Tsvetaeva i Ril^ke", Odna Hi 

dve russkikh literatary?, Lausanne, 1981, pp.35-36.

Ib id ., p.36.
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accounts), Tsvetaeva tried  to  perform the role o f a priest on the ba ttle -fie ld . 

This role was given by her to  Rilke, whom she compares to  Maiakovskii in 

the essay "Poet i vremia" (1932) claiming tha t Rilke is just as essential to  

our tim e as a priest on the ba ttle -fie ld  — to  pray fo r some here and some 

there, fo r the enlightenment o f the liv ing and fo r  the forgiveness o f the dead. 

(S88, 2, p.371.) She argues tha t the most contemporary poems are those which 

contain eternal themes in  addition to characterising the present. In  

Tsvetaeva’s view, the eternal context makes them relevant at any time. To 

prove th is  point Tsvetaeva refers to  Pushkin's lyric  "K moriu" — w ith  its  

shades o f Napoleon and Byron against the eternal background o f the Ocean.

Tsvetaeva’s strong orientation towards myth provides her w ith  a 

perspective which allows her to  value only the apocalyptic aspects o f the 

present moment. Perhaps th is  outlook derives partly from the fact that 

the decadence in Russian culture survived fo r much longer than has yet been 

suggested by scholars — because o f 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 o f dead 

souls. The Nether region was located in  Russia: "Ha PycM 6biBan — t o t  ceeT 

Ha 3TOM /  3pea [...] ” (S88, 1, p.261.) Maybe the Orphic and Dionysian themes 

in  the poetry o f Tsvetaeva and her contemporaries were manifestations o f 

the more significant myth in  which Russia is turned in to hell, the Nether 

world. Apart from the social aspects o f th is  idea there were some 

mythological allusions, too. Thus Voloshin, in  creating the poetic image o f 

Kimmeriia, claimed that the shores o f the Crimea s t i l l  witness Odysseus 

calling fo r  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 ” w ritten  after the f ir s t  Russian revolution Viacheslav Ivanov depicts 

the transformation o f the Dionysian orgy in to  a vision o f dead bodies all 

over the city. Almost in  the same way Gumilev conveys his vision o f 

Petrograd in  "Zabludivshiisia tramvai ” (1918). Tsvetaeva creates a portra it o f 

her contemporaries in  Petrograd in  1916 using Pushkin’s theme from "P ir vo 

vremia chumy". The fina l scene in her essay "Nezdeshnii vecher ” (1936) recalls 

Ivanov’s poem (mentioned above) as well.

Nevertheless, the main reason why Tsvetaeva used Pushkin’s tex t fo r 

describing her own experience in 1916 lies in the philosophical background o f 

"P ir vo vremia chumy ”. Lotman discusses th is  play in  the same vein as did
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Tsvetaeva, and draws the conclnsion that Walsingham challenges the plague 

to fight because he has conquered his fear of It. In  Lotman's view, "IlpejicejiaTejib 

ÔopeTCü c i^Moft norpyxeHMeM b Gesy^epaRHyn cso6o;iy, a CsBmeHHNK

— npH SU B O M  K H paB C TB eH H O * OTBeTCTBeHHOCTN . Ho CBOÔO^a M OTBeTCTBeHHOCTb

— A Be HepaajiejibHue CTOpoHU ejiMHoro, m [...] 6opb6a BpsuMebnux repoeB 

32iKaHUffBaeTC  ̂ ne rnbenbio oAHoro H3 hh x , a HpemcTBeHHUM hx 

npNMMpeHMeM".^  ̂ This point Is strongly denied by Tsvetaeva: she proclaims 

Pushkin a genius fo r not creating any counterbalance to  Walsingham's hymn. 

(S88, 2, p.379) She understands that the song o f Walsingham Is the most 

blasphemeous act In the play — khala na Boga — but she shows In her essay 

tha t I t  was not Walsingham but Pushkin him self who overcame his fears and 

became master o f his fate. In  th is Tsvetaeva's approach to  Pushkin Is very 

consistent In the essay "NataKla Goncharova'', w ritten  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 w ith  d ignity (this point was discussed 

In detail In chapter 3) and soberly — In order that the predictions would 

become true. For Tsvetaeva I t  was the most crucial feature o f Pushkin's life .

In  her analysis o f the play she claims tha t 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 con flic t which cannot 

be resolved, and therefore there Is no possib ility  o f the Interpenetration o f 

two antagonistic philosophies suggested by Lotman. On the other hand, 

Tsvetaeva treats I t  as a tragic myth In the Dionysian form described In 

Nietzsche's The B irth  o f  Tragedy and Tw ilight o f  the Idols. In order to  

prove th is  link  I t  would be useful to  compare Nietzsche's statements w ith  

sim ilar ones In Tsvetaeva's commentary to  "Pir vo vremia chumy". For 

example, Nietzsche characterises the concept o f tragic  as Dionysian: “ The 

affirm ation o f life , even In Its  most unfam iliar and severe problems, the w ill 

to  life , enjoying Its own Inexhaustibility In the sacrifice o f Its highest type

— that Is what I called Dionysian, tha t Is what I divined as the bridge to  a 

psychology o f the tragic  poet. Not In order to  get rid  o f te rror and pity, not 

to  purify from a dangerous passion by Its vehement discharge (It was thus

Lotman, op. c it., p.25.
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that A ris to tle  misunderstood It); but, beyond te rro r and pity, to realise in  

fact the eternal delight o f becoming, that delight which even involves in 

its e lf the joy  o f  annihilating.'*^^ Tsvetaeva describes the feelings o f those 

present at Walsingham's feast and o f readers w ith  almost the same words: 

[...] He B crpaxe EoacbeM pacTBopneMCH, a b 6naxeHCTBe ynHMToxceuHH" 
(S88, 2, p.379), "EjiasiceHCTBo nojiHO* otauuh ctmxhm, 6y^b to JhoGoBb, Myna — mjim 

Kax MX eme soByx" (Ibid., p.380). Placing the main con flic t outside the text, 

Tsvetaeva not only makes Pushkin himself a hero o f the tragedy, but gives 

her opinion that every reader o f the play faces a choice: accept God's w ill or 

challenge it .  In  some ways Tsvetaeva, as we can see in her interpretation o f 

Pushkin, made a path-breaking lin k  between Nietzsche's philosophy and 

Russian existentialism (her friendship w ith  Derdiaev, Gertsyk and Shestov 

indicates her interest in  th is  fie ld). Pushkin became fo r Tsvetaeva an 

example o f a person whose biographical background allowed her to  create a 

hero o f a type who could subordinate his life  to  his w ill.  Moreover, i t  

became important fo r  Tsvetaeva not Just to  look at his life  as a model fo r 

her own poetic fate  but also to use his principle as a symbol o f the writer's 

independence in the heavily po litic ised atmosphere o f the twentieth century. 

Tsvetaeva's preoccupation w ith  individual freedom Is in  line w ith  what we 

today identify  as Existentialism. I t  would be useful to  outline some o f the 

main features o f th is  movement in  order to  prove that Tsvetaeva perceived 

Pushkin's life  and work in  the lig h t o f existentia lis t concepts.

F irst o f all, a ll the philosophers who belong to  this trad ition 

emphasise that a ll human beings should choose and act. One o f the ir main 

points Is the "claim that man I...] is open to  a future which he determines 
by his choices and actions; he is free".^^ In  the ir view, man makes himself 

what he is by his choices, choices o f way o f life . Secondly, Existentialism 

highlighted human behaviour in  so-called lim it  situations such as death, 

struggle, g u ilt etc. And most o f all i t  stressed the importance o f individual 

freedom and aversion to  conformism and whatever impairs human freedom.

A ll the existentia lis t notions listed above can be found in  Tsvetaeva's 

essay "Nezdeshnii vecher". Thus, describing a party o f fe llow  poets in

Friedrich Nietzsche, The B irth  o f  Tragedy o r Hellenism and Pessimism, tr . 

Wm. A. Haussmann, London, 1910, p.l93.

The New Encyclopaedia Britannica, Volume 4, London, 1989, p.631.

Ib id., p.632.
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Petersburg in  1916, Tsvetaeva writes that i t  took place at the beginning o f 

January —‘nauajio nocjiejiHero ro^a craporo MHpa*’, “ Paarap boAhu. TeMHue 

CMJiu** (S88, 2, p.ll8 ). Despite these events, those present tha t evening were 

concerned only w ith  poetry. In  Tsvetaeva's view, th is  poetry reading was 

equivalent to  a po litica l act, a protest against the course o f h is to ry , a 

proclamation o f the individual's freedom to  choose his own way o f life . The 

price o f the po litica l oblivion chosen was high; as Tsvetaeva admitted, later 

on Akhmatova lost everyone, Gumilev paid w ith  his life  fo r th is  act (as did 

Esenin and Kannegiser); as fo r Kuzmin, Akhmatova and Tsvetaeva herself, 

they became prisoners inside themselves fo r  life . The allusion to Pushkin's 

"Pir vo vremia chumy " in  the last passage o f Tsvetaeva's essay is quite 

significant:

3 a B T p a  A x k ia T O B a  r e p ^ J ia  B c e x , T yM M JieB  —

Ho c e ro ^ H B  B e u e p  6 u j i H am !

Hup ' BO BpeMH MyMbi? /Ja. Ho xe nnpoBajiM — b h h o m  m 

p o s a M H , M U  ace — ÔecnjioTHo, uy;iecHo, K a x  uncTue AyxM — 

yace npMspaxa An^a — cJioBaMx: s b y k o m  c j io b  m acMBOft K p o B b io  

uyBCTB. (Ibid.)

I f  we read these words in  the context o f Pushkin's te x t as suggested 

by Tsvetaeva, we could reveal her message to  readers: the most valuable 

th ing fo r the author is personal freedom which gives him the righ t to  make 

an independent choice. I t  is  remarkable that at the same time Shestov wrote 

a book which was fu ll o f the same pathos o f freedom. I t  was perceived by 

Berdiaev as part o f the struggle "npoTHB BnacTH „o6mero*‘ na.a uenoBeuecKo* 
3RH3Huo".^  ̂ Earlier in  the essay Tsvetaeva mentions the fact that at th is 

evening she read a poem devoted to  her beloved Germany, which in the 

circumstances could have been regarded as extremely unpatriotic and 

immoral. Yet such ethical voluntarism was also a significant feature o f the 

existentialists. Undoubtedly, Pushkin's play "Pir vo vremia chumy " was most 

appealing to  the existentia lis tica lly minded Tsvetaeva. As Lotman has 

pointed out, Pushkin subdued the theomachistic m o tif o f Wilson's play and 

the theme o f rebellion against the power o f the Plague (portrayed by

Léon Chestov, Kierkegaard et la philosophie existentie lht Paris, 1936.

Nikolai Berdiaev, "Lev Shestov i Kirkegor", in  his Tipy religioznoi mysli v 

Rossii, Sobrattie sochinettii» 3, Paris, 1989, p.398.



-  145 -

Pushkin as a universal force):

Becejibe nnpa — 6yHT. Ho 6yHT otot JiMiub KocBenno 

HanpaDJien npoTMs Eora, ocHOBHoft ero CMbicji — nenpHSHaHiie 

BJiacTH 'lyMU, CyHT npoTMB CTpaxa.

However, the passage discussed above can also be approached from a 

diffe rent angle. I f  we try  to  decipher Tsvetaeva's mythoiogical codes, our 

understanding o f the tex t can be greatly enriched. F irst o f a ll, the episode 

o f the feast, which in  Tsvetaeva's essay took place in  w inter, can be seen as 

the archetype o f w in ter prevaient in  Russian post-Symbolism and associated 

w ith  the theme o f a dying God. A fte r all the very theme o f the feast in 

Pushkin's and Tsvetaeva's work could be linked in  accordance w ith  European 

cultural trad ition  to  the Eucharist. In  the context o f the Russian cuitural 

trad ition , historicai events are often interpreted by writers in  mythoiogicai 

terms, which are usually taken from Greek o r Christian mythology. In  1916 

Tsvetaeva created most o f her poems about Aleksandr Blok who was forced 
to  die betrayed but who wouid shortiy resurrect; in  1916 Biok was s t i l l  alive. 

Nonetheless, in  1941 Tsvetaeva was asked by L id iia  Chukovskaia how she 

could possibly have foreseen Blok's death in  1916. The poet's reply was that 

Blok's own poems were fu ll o f  such predictions.^^

Tsvetaeva's words above on Blok tempt us to  apply the same approach 

to  her own essay. The le itm o tif o f the essay "And all o f 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 in to the text 

a very im portant feeling o f the lyrical depiction o f events. Elegy as a genre 

conveys an author's discourse upon his own fate, or represents a song o f 

lamentation, especially fo r the dead. In  th is sense Tsvetaeva's attempt to 

recreate th is  genre in  prose echoes Pushkin's poems related to  the m o tif o f 

the feast when he grieves fo r his friends who have died. Again as in 

Pushkin's poems we see Tsvetaeva's presentiment o f her own death. (As seen 

above, she links Pushkin's life  cycie w ith  her own: fo r example, making a 

point tha t the plague occurred again — a hundred and one years after

In.Lotman, "Tipologicheskaia kharakteristika realizma pozdnego Pushkina", 

op. cit., p.l44.

Lid iia Chukovskaia, "Predsmertie", in: Marina Tsvetaeva, Stikhotvoreniia I 

poemy v p ia ti tomakh, New York, 3, 1980, pp.394-416.



-  146 -

Pushkin's symbolic description o f the cholera outbreak in Russia.) Secondly, 

bearing in  mind Tsvetaeva's poetic techniques, and especially her 

preoccupation w ith  the etymological explorations o f words, we can try  to  

reveal a ll the hidden subtexts o f the essay.

Thus, in  the essay "Iskusstvo pri svete sovesti ", Tsvetaeva exploits all 

the meanings o f the word plagae, including one which was already forgotten 

by her contemporaries — "divine punishment". In  Russian the t i t le  o f 

Pushkin's play "Pir vo vremia chumy" became used in the twentieth century 

as a figurative idiomatic expression fo r  describing a joyfu l gathering at a 

time o f social d is t r e s s T s v e ta e v a  pinpoints th is  idiom in her essay 

"Nezdeshnii vecher". Furthermore, being much more concerned than Pushkin 

w ith  word etymology, Tsvetaeva merges in  the essay the words p ir  (feast) 

and upoenie (rapture). In her essay "Nezdeshnii vecher" Tsvetaeva describes 

the gathering o f poets as a feast being transformed in to  rapture. The key 

words o f her description o f the poetry recital are bliss and divine sounds. 

O rig inally the Russian word upoenie derived from the the word p it^  (to 

drink), which also forms the stem fo r the word pir. However, in the essay 

Tsvetaeva emphasises that she and her fe llow-poets celebrated not w ith  

wine and roses, but w ith  the sound o f  words and the liv ing  blood o f  

emotions izvukom slov i  zhivoiu krov^iu chuvstv) contrasting divine sounds 

to  boring mundane songs (she borrows these expressions from Lermontov's 

poem "Angel"). Pushkin mentions not roses, but the g irl-rose  (" i devy-rozy 

p^em dykhanV’); the la tte r image most probably derives from the symbolic 

Christian association between roses and the V irg in Mary. Meanwhile, 

Tsvetaeva's image is related to  the theme o f martyrdom because in Christian 

mythology the red rose symbolizes the martyr's blood. Thus, Tsvetaeva 

evokes the image o f red blood when she claims that the feast was 

celebrated w ith  the liv ing blood o f passions. (Ibid., p.118.)

The fina l passage o f Tsvetaeva's essay seems to  paraphrase a Greek 

description o f a race liv ing  in  the North (beyond the Black Sea), called 

Hyperboreans by the Greeks. Tsvetaeva's portrayal o f the poets in 

"Nezdeshnii vecher" recalls the story about the Hyperboreans in Karamzin's 

Is to riia  gosudarstva rossiiskogo (volume 1, chapter 1). Karamzin claimed 

northern Russia to  be the land inhabited by th is people. This myth was 

revived by the Acmeists themselves, whose periodical was given the t it le

34 N. M. Shanskii, Opyt etimologicheskogo slovaria, Moscow, 1987, p.105.
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Giperborei. Vasili! Gippius, fo r example, recalls the Friday gatherings at the 

periodical's editoria l o ffice in  his poem ‘Po piatnitsam v “ Giperboree” ', in 

which he calls i t  “ a bloom o f literary roses” irastsvet literatum ykh  roz). 

Among those who attended these gatherings Gippius highlighted Lozlnskii, 

Gumilev, Akhmatova and Mandel^shtam. I t  is important to  bear in mind that 

Tsvetaeva associated these poets w ith  Kuzmin (like  many o f her 

contemporaries she saw links between the Acmeists and Kuzmin — th is  view 

was expressed, fo r instance, by Zhirmunskii in  his article Preodolevshie 

simvolizm That is why she fe lt the presence o f Akhmatova and Gumilev at 

the party when they were in  fact not there.

The atmosphere o f the evening, which is described in  "Nezdeshnii

vecher" as inspiring, ecstatic, etc., can be fu lly  assessed only against the

background o f Katamzins paraphrase o f ' 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 b liss fu lly  fo r several centuries, and

when they satisfy the ir th irs t fo r life  throw themselves into the sea

Bearing in  mind Tsvetaeva's tendency to  transform temporal categories into

spatial ones, we can see how th is principle was realised in the t it le  given to

the essay — "Nezdeshnii vecher " . On the one hand, th is  t it le  echoes that o f

Kuzmin's collection o f poems Nezdeshnie vechera. On the other hand, 
there are further textual links w ith  the Greek legend mentioned above. I t

seems tha t Tsvetaeva extends her etymological explorations at the literary

level: she traces the orig in  o f the literary m o tif related to  feast back to

Karamzin's description o f the Greek legend about the Hyperboreans.

Therefore, Tsvetaeva creates a correspondence between the real event o f

January 1916 and the last feast o f the Hyperboreans. I t  Is mentioned in

Karamzin's book tha t they died ind ifferently when life  had lost its  charm fo r

V asilii Gippius, "Po piatnitsam v "Giperboree " ", in: Anna Akhmatova, 

V p ia ti knigakh, I I I ,  Desiatye gody, Compiled and annotated by 

R.D.Timenchik and K.M.Polivanov; w ith  an afterword by R.D.Timenchik, 

Moscow, 1989, pp.80-82.

N. M. Karamzin, Is to riia  Gosudarstva Rossiiskogo, 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, Grimai also describes the Hyperboreans’ trad ition  o f committing 

suicide: ’’When the old people considered that they had had a good life  they 

threw themselves joyously in to  the sea from a high c l i f f  w ith  the ir heads 

garlanded w ith  flowers and found a happy end in  the waves” . That is why 

Lermontov’s words are used by Tsvetaeva at the end o f ’’Nezdeshnii vecher ” 

in  order to  introduce the theme o f d is illusion w ith  life ; i t  f its  exactly into 

the framework o f the myth about the Hyperboreans.

Taking in to  consideration a ll the observations mentioned above, we 

can outline one major feature o f Tsvetaeva’s a rtis tic  vision: all the events o f 

real life  take place in two spatial dimensions, viz. temporal and 

mythological. Following the Symbolists’ philosophical division o f the world 

in to the mundane (false, in  the ir view) and the divine (real) world, she 

opposes existence to  being. Also Tsvetaeva's essay can be seen in  some ways 

as a po litica l statement: as an act o f unwillingness on her part and on the

part o f her fe llow  poets to  give up the ir freedom and independence. Blok’s

article ’’In te lligentsila  1 revoliutsiia ” reflected upon the division o f the 

Russian inte lligentsia caused by the ir attitude to the revolution. As to 

Tsvetaeva, she persistently proclaimed her sympathy w ith  the vanishing race 
o f Russian aristocrats whom she perceived somehow in an idealised way — 

modelling them on Pushkin’s contemporaries (the Decembrists and the heroes 

o f the war o f 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 o f Russian aristocrats (more accurately, aristocrats in 

Tsvetaeva’s sense should be called in te liigentsiia ) is the ir 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 o f 

view that was not correct. To c la rify  her idealised image o f the Russian 

aristocracy i t  would be useful to  recall some notes from  Tsvetaeva’s diary 

devoted to  the death o f Prince Stakhovich, who commited suicide by hanging 

himself. Tsvetaeva outlines the ab ility  o f th is  type o f person to die in  a 

noble manner as heroic; she even chose I French (the f ir s t  language o f the 

Russian aristocracy) to  express it: "Pas de savoir vivre sans savoir mourir. I l

Pierre Grimai, The Dictionary o f  Classical Mythology^ tr .

A. R. Maxwell-Hyslop, Oxford, 1987, p.221.
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n’y a pas que le savoir vivre, Ü 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 o f Pushkin and the Russian heroes o f the 

Napoleonic wars (fo r example, in her poem "Geroiam dvenadtsatogo goda" — 

Neizdannoe, pp.23-24), and in  her w ritings devoted to  W hite army officers. 

I t  is no coincidence that in  one o f the stanzas o f her poem "Novogodniaia 

CD" there is a parallel between Dei^vig and Pushkin touching the ir glasses at 

the feast and Tsvetaeva (the assumed lyric  hero o f the poem) touching her 

glass w ith  White army officers in  Prague in  1922 (most o f whom later 

formed the Eurasian organisation). The m o tif o f the feast in  her poetry, 

therefore, brings together d ifferent generations o f the same tribe functioning 

as a kind o f baptism ritua l. Traditionally, too, feasts were occasionally used 

by many illegal po litica l or masonic societies as rituals fo r accepting new 

members. Thus, Tsvetaeva’s reference to Pushkin in  ’Novogodniaia (1) ” and 

"Nezdeshnii vecher" establishes not only a cultural trad ition  between two 

generations o f the Russian inte lligentsia but also a po litica i 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 o f Pushkin’s death at the beginning o f her 

autobiographical essay "Mol Pushkin ”. In  her essay "Nezdeshnii vecher” the 

deaths o f Gumilev, Esenin and Kannegiser should all be regarded in the 

context o f Tsvetaeva’s ideas mentioned above. In  other words, she considers 

the denial o f the Soviet régime and resistance to  i t  as a heroic deed, a 

moral duty, which should be performed by true Russians who belong to  

Russian cuiture either by orig in  or by the ir devotion to  it .  V ladim ir Veidle 

highlighted the fo llow ing events in  Russian cultural history claiming that 

Blok’s death was an omen: w ith in  three weeks o f i t  Gumilev was k illed  as a 

po litica l enemy o f the state; th is act represented the murder o f a poetry 

disagreeable to  the Russian revolution. In  Veidie’s view, Esenin’s suicide 

symbolised the death o f the revolutionary dream — however impossible that 

seemed — o f the Russian peasantry betrayed by the revolution o f 1917.̂ ® 

Tsvetaeva’s historical perception was identical to  Veldle’s. Her mention o f

38 V. Veidle, O poetakh i  poezii^ Paris, 1973, p.l4.
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the Peter and Paul fortress in  relation to herself and to  Akhmatova and 

Kuzmin proves th is point. She calls the ir imprisonment w ith in  themselves 

**noxH9HeHHoe saKJiioueHNe b caMMX ce6^, e OTO* Kpenocrx" (at the end o f 

"Nezdeshnii vecher”). This fortress in  St Petersburg was well known as a 

prison fo r po litica l prisoners. Therefore, the withdrawal from politica l life  

and from  publishing in  Soviet Russia by Kuzmin, Tsvetaeva and Akhmatova 

was seen by Tsvetaeva as noble acts o f “ passive” resistance to  the regime. 

Also, in the lig h t o f Tsvetaeva's modelling o f a heroic type o f Russian 

character, i t  does not look surprising that in  “Nezdeshnii vecher” Kuzmin was 

described as drinking tea in  the same manner as André Chenier. She claims 

that "TaK B KoHCbepxepan ns ojiob^ hoM KpyxKn nna HaHMyacecTBeHHeAiuM# 

no3T An^ipeft III en be I...]” (S88, 2, p.l07.) A ll the details o f th is description 

are s tric tly  chosen by Tsvetaeva in  order to  create a portra it w ith  a very 

significant semantic meaning. In  the poem "Novogodniaia” mentioned above, 

the participants in  the W hite army party drink champagne from lead cups 

too. Tsvetaeva always linked the White army movement w ith  the events o f 

the royalists' resistance in  the Vendée. (Inscribing, fo r instance, a book o f 

her verses to  M irsk ii, she w rote: “ Ha naM^iTb o nauieit Banjiee” .)

There is one more reference to  Pushkin's tex t in  "Nezdeshnii vecher", 

which is again linked to  the m o tif o f rebellion. A t the beginning o f the 

essay Tsvetaeva creates a visual impression o f Kuzmin: his eyes were shining 

like tw o planets in  a snowstorm. The description o f the storm dominates 

the introduction. Later in the tex t Tsvetaeva claims that all o f those present 

that evening vanished in th is  snowstorm, underlining its  significance in the 

story as a fatal force. Tsvetaeva's description o f the storm and those eyes 

could be regarded to  some extent as a paraphrase o f Pushkin's "Kapitanskaüa 

dochka", chapter 2, entitled “ Vozhatyi” . In  Pushkin's story Grinev thinks o f a 

fierce snowstorm as an animate object. Tsvetaeva goes further, comparing i t  

to  “ a spinning top” or to  “ a child going round and round'*. (S88, 2, p.l06.) 

Pushkin's image o f the snowstorm 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". I t  is useful to  compare the two texts:

[...]
Cmji Haw Her KpyxMTbCB aoae;
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KoJiOKOJibtiHK Djipyr yuoJiK;

Kohm crajiM Mto tem b nojie?" —

„K to  MX 3Haex? nenb MJib bojik?“ ("Besy", Pushkin, l,p.476)

[...] Bjipyr yBMAea ^  u to -to  uepnoe. £...] Hmiumk cteji

BCMaxpMBETbCfi. „A 6oF SHacT, ÔapMH, — CKasaji OH, cajiHCb Ha 

CBoe MecTo, — bos hc bos, aepeBo He aepeBO, a KaxceTCH, uto  

uieBeaMTCH. /]ojimchu 6birb, mam bojik, njih qeaoBex".

("Kapitanskaia dochka", Pushkin, 3, p.238)

As N. K.Gei has pointed out, the snowstorm  in  Pushkin's w ritings 

(including Povesti Belkina) represents chaos, the uncontrolled elements. 

Moreover, the scholar outlines the metaphysical conflic t between man and 

chaos, between life  and death, as very prevalent in Pushkin's work.^^

Therefore, Tsvetaeva's understanding o f i t  is correct -  although, in her 

French version o f Pushkin's Besy, th is con flic t is expressed in  the

hyperbolised juxtaposition o f inhuman forces and a human heart. Thus, in 

"Nezdeshnii vecher", the Russian revolution is shown to be part o f th is

uncontrolled chaos; historical con flic t is perceived by Tsvetaeva at the

metaphysical level, too.

Another strik ing  reference to  the chapter “ Vozhatyi" is Kuzmin's

portra it in  "Nezdeshnii vecher". The significant portrayal o f 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 w ith  

Kuzmin. This is not a coincidence. I t  was mentioned above that the

beginning o f Tsvetaeva's essay contains a concealed reference to 

"Kapitanskaia dochka". In  Pushkin's story Grinev's f irs t  impression o f

Pugachev is devilish. Grinev remembered seeing f irs t  a black beard and two 

sparkling eyes. Tsvetaeva's encounter w ith  Kuzmin is an obvious repetition 

o f the same situation.

Moreover, Tsvetaeva's hyperbolised description o f Kuzmin's eyes is 

linked to  fo lk  tradition. In  Slav fo lk  stories there was a tendency to  merge

heretics w ith  vampires and demons. Some stories to ld  o f the eyes o f

39 N. K. Gei, Proza Pushkina, Moscow, 1989, pp.19-21.
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heretics which functioned like those o f fu lly-fledged vampires/^ (Afanasiev 

even claims that in Germany and Russia there was a belief that the open 

eyes o f a corpse can draw someone in to the grave.) In  connection w ith  th is 

trad ition  i t  would be useful to  recall the passage when Tsvetaeva, in 

’’Nezdeshnii vecher ”, talks o f the frightening look o f the bearded groom — in 

relation to  Kuzmin’s poem about Manon Lescaut (mentioned above). I f  we 

bear in  mind that Kuzmin’s poem was dedicated to  Nikolai Gumilev, then i t  

becomes clear why Tsvetaeva’s essay is permeated w ith  subtexts o f a 

po litica l nature: her mythologised images o f heretics f i t  the traditional fo lk  

description o f them as vampires. Therefore, w ritin g  about her fe llow  poets 

in 1936, Tsvetaeva persistently wanted to promote the image o f courageous 

counter-revolutionary rebels — heretics in the context o f the Soviet regime. 

That is why she commented on the poem menUoned above: Kaxoft b 3Tom

BocxMTMTejibHbilt, Bcero CTaporo Miipa — busob £...]” (S88, 2, p.l07). Somehow 

she associated all the virtues o f the Russian and French aristocracies w ith 

eighteenth century admiration fo r the combination o f moral principles and 

Baroque high style and outlook. Also Tsvetaeva was s t il l w riting  about the 

White army in a rather idealised manner in  the 1920s and 

th irties (such w ritings as ’Perekop ” and ’’S ib ir^ ” promised to be new 

Russian epic poems, but due to many unfortunate circumstances they 

remained unfinished). Tsvetaeva shared w ith  Kuzmin a fascination w ith  the 

Old Believers, who always perceived Russian historical development in an 

apocalyptic way. Therefore, she depicted the last feast w ith  him in a 

symbolic way, outlined i t ’s suicidai nature (see the refernce, above, to  the 

Hyperboreans). Applying i t  to  the context o f 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 the ir free w ill and die from plague joyously — 

as foliage indulges in  the rain. (S88, 2, p.380.) Therefore, images such as 

snowstomit rain, sea, and water as general elements are associated in 

Tsvetaeva’s a rtis tic  system not only w ith  chaos, but also w ith  the human 

origin. However, death in  Tsvetaeva’s view crowns the period o f moral and 

spiritual ascent. Thus real aristocrats abandoned the mundane world to 

mould the ir spiritual stoicism. Tsvetaeva’s reference to  Kuzmin's eyes as two 

burning diamonds, two mirrors o f the Underworld and

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 o f 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 fo r the precise meaning o f words, 

restoring not only c larity but also Pushkin's light-heartedness. His poem 

"Pushkin" can be seen as his se lf-portra it, and Tsvetaeva identified her 

image o f Pushkin (as she pointed out in "Nezdeshnii vecher ") w ith  Kuzmin's.

I t  is useful, therefore, to  recall Kuzmin's poem " Pushkin" in order to  

outline some aspects o f Tsvetaeva's perception o f Pushkin's personality:

Oh *mb! y Bcex .ayuia HeTJieHua,

H o  OH O COfieHHO X H B ëT !

Ejiau~oroBeftHo m ÔnaoKenno 

BxyuiaeM Bennoft srrshu Më^.

IlJieHHTejibHU M nojiHosByqnu,

TexyT po.miMbie cJioBa...

K a x  H auiH  B buyM K H  ^oK yuH bi 

M  HOBMsna x a x  n e  HOBa!

Ho B co B ep u ieH C T B a x jia jiH u lt  x a M e n b ,

Ero qepTU nejibSH saMKHyTb:

EexRT, ropH, jieTyqM# nnaMenb,

BsBOJiHOBaHHo B3.nbiMaH rpy.@b.

Oh — Rcpen M OH BecëJibift Majibiit,

HpopoK M crpacTHbiit qenoBex,

Ho B cMene qyBCTBa nebbiBajioft 

K OAHO* qepTe HanpaBJien 6er.

MocKBa H JiMK HeTpa noGeAHuA,

^epeBHH, Monapr m XCyan,

M  M paqHbiA T e p M a n . BcaAHHK M eA H u A  

M  n a m e  c o n n n e , n a m  T y w a n !

PoMaHTHK, KAaCCMK, cTapbiA, hobuA?

Oh — nyuiKHH, M deccMepxeH oh!

K qeMy tkc uiKonbHue okobu 

ToMy, KTo caM ce6e saxoH?^^

Tsvetaeva, like Kuzmin, highlighted the vo litive  aspects o f Pushkin's

M ikhail Kuzmin, Stikhi i  proza, Moscow, 1989, pp.97-98.
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personality and his ab ility  to  enjoy life  and suffering. That is why the 

merging o f the Kuzmin and Pushkin subtexts in  the essay "Nezdeshnii 

vecher" iliustrates very well Tsvetaeva’s preoccupation w ith  the Dionysian 

trad ition  as she embarked upon the moulding o f her own image as a poet.

Ms cTpaH, oTxyjga neT Bosepara,

Tepes roAa oh bpocHJi moct,

M ecjiM B HéM npMsnaeM ÔpaTa,

Oh He OÔH4 HTCH: oh npocT 

M OH aCMBOft. XCHBaH iiiyTKa 

IRhbht apancKHe ycra,

M CMeX, H 3BOH, H HpMÔayTKa 

Bjiexyr b buBajiue Mecra.

Tax nojioH rojioc mhjioA xhshm, '

TaxoFO npejiecTbio :rhbmm,

T to  cjiuuiMM MU B neuajibHoft rpiisHe 

/lUXaHbe CBeTJIUX HMeHMH.^^

Kuzmin wrote th is poem in 1921. Tsvetaeva recalled i t  in 1936. Her cycle 

"Stikhi k Pushkinu" which appeared in  1931 contains a sim ilar approach to 

Pushkin’s personality. I link  th is approach to  neo-Baroque tendencies in the 

poetics o f the Russian avant-garde. In  contrast to  the highly philosophical 

and religious trend in  Russian Symbolism, there is a certain 

ligh t heartedness which both Kuzmin and Tsvetaeva outlined as the most 
essential characteristic o f the poet. Commenting on Kuzmin’s poem 

"Pushkin" in  the essay "Nezdeshnii vecher ”, Tsvetaeva claims that her vision 

o f the poet coincides w ith  tha t o f Kuzmin:

„OTKpuBaio jiajibuie: IlyuiKMH — moM IlyuiKMH, TO. MTO Bcerjia 

roBopio o HéM h ". (S88, 2, p .ll7)

42 Ib id., p.98.
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CHAPTER S

Tsvetaeva's essay "Moi Pushkin in the light of her poetics. Tsvetaeva's 
model of the poet's fate based on Pushkin's iife.

Tsvetaeva’s essay "Moi Pushkin" was w ritten in  1937. I t  is one o f her last 

major works and crowns, together w ith  "Pushkin i Pugachev", the large 

corpus o f her works relating to  Pushkin. I t  is the most significant o f 

Tsvetaeva's autobiographical w ritings. W ritten at the end o f her literary 

career, i t  demonstrates very vividly her w riting  technique, which developed 

into mature post-Symbolist poetics. I t  is d iff ic u lt to define the technique 

more specifically, because so far Tsvetaeva’s poetics have not been well 

enough studied. However, in my view, the technique can be classified, in  a 

broad sense, as Futuristkf, despite the fact tha t Tsvetaeva did not identify 
herself w ith  any o f the poetic schools existing at her time. In some ways, 

the technique can also be called neo-Baroque. This w ill be demonstrated by 

my analysis o f Tsvetaeva’s interpretation o f Pushkin’s life  and w ritings as 

expressed in "Moi Pushkin ”.

1. Tsvetaeva's use of Pushkin's life for creating a model of the poetic fate.

The theme o f a personal fate was highlighted both in  the art o f Russian 

Futurism and in Baroque culture. Thus, fo r example, the Russian 

seventeenth-century tale "Povest^ o Gore-Zlochastii ” exposed personal fate 

as an embodiment o f the f ir s t  sin, the gu ilt o f the human race as a whole. 

The tale retells the Biblical story o f Adam and Eve, who procreated the 

whole race o f rebellious, disobedient people. And as a result:

M 3a TO Ha HMX Pocnoab Bor pasrHeeajicH,— 

nojioxMJi MX B HanacTK eejiKKHn, 

nonycTNJi na hhx cKopbu eejiHKMH I...] 

see CMRpmouM nac, HaxasyH 

M npHBojiH nac na cnacennuft nyxb.^

 ̂ Plamennoe slave. Proza i  poeziia Drevnei Rasi, Moscow, 1978, p.352.
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The same idea was conveyed in  several o f Tsvetaeva's works, and most 

viv id ly in  her long poem "Poema kontsa", when an allusion to  Eve is brought 

in to  the description o f doomed love (ch. 9). Another idea prevalent in 

Baroque art is the metaphorical perception o f life  as a game o f 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 o f the Baroque w rite r Belobotskii i t  is depicted 

exp lic itly  : "Illa xo if ne6o xomeui b sü tn , /  Mar tn  cKopo b ajie byjier"^. This 

metaphor was used in  "Poema kontsa" mentioned above:

Bejib uiaxiiaTHue ace oeiiiKN!

H KTo-To nrpaer b nac.

In  the essay "Moi Pushkin" we can trace the  same principles:

Pushkin's fa te  turns out to  be fo r  Tsvetaeva an em bodim ent o f  a personal 

and a poetic fate , and the  allusion to  l ife  as a chess game permeates the  

te x t (although i t  is expressed through the persistent contrasting o f  black  

and w h ite ). I . Smirnov has pinpointed the presence o f  the game aspect in  

both cu ltures, Russian Futurism  and Baroque, in  both o f w hich i t  functions  

as an im portant a rtis tic  device: " [...] nrpoBoe nauajio 6uno saneuaraeHO 

B pasHOO($pa9Hux HapyiueHNüx JiomKM SjipaBoro CMUcJia

A t the same tim e personal fate became an a rtis tic  device in

Post-Symboiist art, too. V ik to r Shklovskii wrote in  1922 about Akhmatova's 

book Anno Domini as fo llows: "TenoBeuecxan cyjibôa crajia xyjioacecTBeHHUM 

npneuoii".^ Furthermore, as has been discussed by many scholars w riting  

about post-Symbolism, the role o f the subject in  Russian Futurist poetry is 

anti-social. In  west European Baroque lite ra ture , th is  principle corresponds 

to  the depiction o f  madness used as a mask by such characters as Hamlet o r 

Don Quixote. Therefore, i t  is fru it fu l to  analyse Tsvetaeva's essay "M oi 

Pushkin" in  the lig h t o f Futurist and Baroque a rtis tic  concepts.

F irs t o f a il, i t  is  im portant to  point out Tsvetaeva's determination to

start the tex t w ith  the mention o f a mystery and Pushkin's duel:

 ̂ Quoted from: I.Smirnov, Khadozhestvennyi smysl i  evoliutsiia

poeticheskikh sistem, Moscow, 1977, p.l31.

* Ib id.

* V ik to r Shklovskii, GambargskH sdtet. Statut—Vospomlnaaila—Esse (1914- 

1933), Moscow, 1990, p.l43.
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B KpacHotl KOMHaTe 6uji raftHuft uiKa(|>.

Ho j o  TaüHoro uiKa<I>a 6faiJio Æpyroe, 6ujia KapTMHa b 

cnajibHe MarepM — „/ly3Jib“. (P, p.l7)

Tsvetaeva’s discourse on Pushkin's death brings in to  the tex t a 

significant image o f 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. I f  we go back to  her 
"Poema kontsa", w ritten  much earlier, th is  wound is inherited by the heroine 

o f the poem from Eve. Thus Tsvetaeva talks o f poets as punished rebels. As 

w ill be shown in analysis o f the essay below, Tsvetaeva makes a strong 

point out o f it ,  underlining Pushkin’s outrageous ness.

Secondly, Tsvetaeva talks about Pushkin in  terms o f his influence 

upon her personal life . Her own life  and childhood, in particular, are used in 

the te x t as a major a rtis tic  device. Meanwhile we can apply to  "Moi 

Pushkin" Khodasevich's words on Tsvetaeva's autobiographical essay "M at/ i 

muzyka”. He claims that in subject matter th is  is part o f an autobiography, 

but in  execution, in  the solution o f the tasks which the author had 

undoubtedly set up fo r herself, these are not memoirs, because in the 

foreground we have a psychological pattern which is o f interest in itse lf, 

w ithout regard to the historical and literary personality o f the memoirist.® 

This observation is extremely valuable in the lig h t o f 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 t i t le  given by Tsvetaeva to her essay on Pushkin — 

"Moi Pushkin". However, the result o f Tsvetaeva’s intention is different.

Tsvetaeva created a symbolic model, an emblem out o f Pushkin’s fate which 

is more in  line w ith  the Baroque æsthetic principle o f representation.

The other po int supporting a d e fin itio n  o f the psychological pattern  

created in  the essay as im personal, and its  links w ith  Baroque a rt, is the  

fact th a t Tsvetaeva refers to  herself as a part o f  a fam ily  group: "Hac 3tmm 

BbicTpenoM Bcex b xchbot pauMJiM" (P, p .l7). In  other w ords, treating  

Pushkin’s duel as myth she replaces Pushkin h im self by inserting  the

pronoun us. In  the essay "Nezdeshnii vecher ” Tsvetaeva characterises herself

as a surviving representative o f the last poetic aristocratic  movement in

® V. Khodasevich, "Knigi i liud i ”, Vozrozhdenie, Paris, 1935, N23592,4 April, 

p.3.
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Russia which had been destroyed by the October revolution. In the poem 

"Pokoien^iu s siren^iu ..." (from the cycle "Otsam", 1935) she makes the 

statement: "IloKoneHbe! nama!— npojiojixenbe sepKaji". Therefore,

Tsvetaeva's references in "Moi Pushkin" to us are not a coincidence, and 

indicate the existence o f the a rtis tic  persona in relation to  others. In  some 

ways i t  is possible to  say tha t in the literature o f Russian Futurism and o f 

Baroque, as well as in Tsvetaeva's w ritings, there is a principle o f social 

groups and families; th is principle was also reflected in architectural forms. 

Further, the image o f the m irro r was prevalent in  Baroque art because 

person and detail were considered to  be the embodiment o f the whole, 

universal reality.

I f  we apply a ll the main categories o f 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 fu lly  understood 

by treating Tsvetaeva's prose as merely autobiographical.

I t  is beyond the lim its  o f th is work to  analyse certain sim ilarities 

between the Baroque period and Russian Post-Symbolism. However, i t  would 

be useful to outline some o f them in  order to  shed ligh t on Tsvetaeva’s 

interpretation o f Pushkin's life . In the seventeenth century the a rtis t rarely 

possessed orig inality, although he had to  choose between alternatives. By 

contrast, Post-Symbolist artis ts appear to  be highly original and innovative 

in the ir formal expression. Meanwhile, the ir orientation towards high 

allusiveness and quotation resembles the referential character o f Baroque art. 

The s p ir it o f th is  age can be called p lura listic, in  spite o f the monistic 

perception o f life  expressed in belief in  either absolute tru th  or in  absolute 

monarchy by divine righ t. A rtis tic  systems o f the seventeenth century had an 

open and dynamic character. Thus fo r  example in architectural designs, 

patterns could be in fin ite ly  extended from  a fixed point.

The other important principle in Baroque art is persuasion. I t  aimed 

to make its  form o f 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 o f art. Therefore Baroque 

art focused its  attention on vivid images o f situations, real or surreal, 

rather than on history. A t the same time, the world was perceived by artists



-  159 -

o f th is  age as a system o f analogies. However, an a rtis t was in fu ll control 

over the realization o f effects and the creation o f certain emotional models 

or psychological patterns. In  music such patterns were called rhetorical 

figures.^ In  spite o f the different preconditions o f Baroque and Futurism, 

the ir a rtis tic  structures were based on the same principle: the m ixture o f 

items and ideograms. This was due to  the fact that these two movements 

transform temporal categories in to spatial ones. Smirnov characterises th is 

tendency as the overcoming o f  tim e. He has also pointed to the fact that 

the poets o f the Baroque and Futurism were convinced that i t  would be 

quite possible to  overcome physical time through speed, ruptures and 

revolution on the historical a x is / Thus, such categories as before and after 

replace each other in the art o f Baroque and Futurism: palindrome becomes 

the most common device, signifying the reverse o f time in  the spatial 

categories o f a text.

In  the lig h t o f the a rtis tic  principles discussed above, Tsvetaeva's 

reference to  Pushkin's duel at the beginning o f "Moi Pushkin" can be treated 

as a palindrome. For Tsvetaeva, Pushkin's death is not the end o f his life  in 

the spatial dimensions o f the text, because all the temporal categories are 

distorted. Tsvetaeva starts her essay w ith  the description o f Naumov's 

painting "DueK Pushkina", and later on she switches in to discussing real 

biographical details o f the poet's life . As was discussed above there is, fo r 

Baroque and Futurist art, a typical principle o f the replacement o f a rtis tic  

ideas, o r ideograms, and details o f the empiric world. Furthermore, the 

situation is transformed into a rhetorical figure:

C Tex nop, jia, c Tex nop, xax IlymKMHa na m o m x  rjiasax na

KapTMue Haywosa— ybnjin, exejiHeBHO, eacewacHo, nenpepuBHo 

ybKBaUN BCÔ MOÔ MJiajieHUeCTBO, .HeTCTBO, lOHOCTb,— f l 

noAejiMJia kinp na no3Ta —h Bcex, n Bu6pajia —no3Ta, b 

nojisauiMTHbie BwGpaaa no3Ta: sauiMUxaTb— no3Ta— o t  Bcex, 

KaK 6bl 3TH Bce HH Ô CBaJIHCb H HH HaSblBaJIHCb. (P, p.l8)

Further, Tsvetaeva ta lks about two other paintings in her parents'

house, which fo r her represent parts o f the same symbolic model o f the 

world. Apart from the painting "DueK 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.

 ̂ Smirnov, op. c it., p.l21.
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two more works: "lavlenle Khrista narodu" by A. Ivanov and a lesser known 

painting which Tsvetaeva calls ’’Tatary” :

/Isa yÔNËCTBa n oano ABJieHxe. M see rpx Oujim cTpauiHue, 
HenoH^THue, yrpoxatoiivfe, h KpemeHMe c HMKorjia ne

BH4eHHbIMM MépHblMN K yjip^B blM M  OpJIOHOCUMH TO^IblMM JIIO^lbMM 

M jieTbM M , TaK  sanojiHMBUiMMM p e K y , HTO Kan JIM B o ;iu  He  

o c T a jio c b , 6 u j io  He w e n e e  c x p a u iH o e  T e x  j iB y x , — m B ce ohm 

oTJiMnHo roTOBMJiM peO ëH K a K npe^ H asn an eH H O M y eM y  

C TpauiH O M y B e x y . (P, 18)

From the f ir s t  glance at the tex t I t  seems unclear why Tsvetaeva 

passionately promotes her idea about the necessity to  protect the poet from 

others. In  the context o f the essay we can deduce that by others Tsvetaeva 

meant philistines, bureaucrats and so on, who are called in  Pushkin's own 

poetry chem^. Tsvetaeva's semantic definitions o f black and white w ill be 

discussed below. Meanwhile, in  the lig h t o f the f irs t  paragraphs o f the essay 

In which Tsvetaeva etymologically links such words as chem^, chemoe delà 
and chemyi, we can see that there is a certain mythological mode or

rhetorical figure. Describing Naumov's painting, Tsvetaeva transforms 

Pushkin's duel in to  a symbol:

[ . . .  ]  H a 6 e jiM 3 H e  c n e r a  c o B e p m a e rc H  u e p n o e  ; ie j io :

BeuHo nepHoe aeno yÔMAcTBa nooxa — nepHbio. (P, p.lB)

As was pointed out above, Tsvetaeva persistently uses the Baroque 

metaphor that " life  is a chess game". The black colour here stands fo r the 

dark forces o f being.

I t  is important to  note Tsvetaeva’s merging o f three paintings as the 

realization o f the common Baroque principle o f linking ideas or notions 

from different spheres. I t  is not Just paronomasia, which Karlinsky considers 

to  be one o f Tsvetaeva's main a rtis tic  devices.^ His point may be argued by 

saying that Tsvetaeva's intention was not mere pun-making, but a search fo r 

d ifferent analogies fo r the notion o f the heterogeneous world. As mentioned 

above, Tsvetaeva had a monistic approach to  the world, unlike the dualistic 

perception o f the Symbolists. Contrasts and differences, in  Tsvetaeva's view.

® Simon Karlinsky, Marina Cvetaeva. Her L ife  and A rt, Berkeley and Los 

Angeles, 1966, pp. 143-53.
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are notions o f mundane life  which, upon a person's death, Is transformed 

Into the universal divine principle. In  Baroque poetics there was an a rtis tic  

principle called w it  (ostroumle); the a rtis t appreciated d iffic u lt, obscurely 

expressed aspects o f  life , o r absolutes, the understanding o f which requires 

e ffo rt. As can be seen In the essay "Mol Pushkin", Tsvetaeva on the one 

hand tries to  create a subtle lin k  between three paintings which she 

remembers from her childhood. On the other hand, she forces her readers to  

uncover a ll the disguised and hidden meanings o f such a combination.

Tsvetaeva mastered the Baroque principle o f illas ion  to  perfection. 

This makes her tex t particularly allusive and dense. Moreover, she pursues 

the device o f "optical Illusion", aiming at those readers who understand all 

the subtexts. Thus, analysing "Mol 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 fo llow ing 

way: "OGpasyii siiGaeMy, xsoÔpaaceHxe x jiesHS nojiuNH^Jixcb OapouHowy 

„npxHUxny ocrpoyiiNJi" — HeoxciijiaiiHOMy n nopaxeaioiiieiyiy coueraHiuo 

npejicraBJieHKfl, co cKpurofl AXAaxTMKo* mjih cnMpMTyaaxcTMuecKXM 

SHaueHxeif^ I t  seems that Tsvetaeva Intended to  promote the analogy 
between the poet and God (Pushkin and Christ In the f ir s t  part o f the text; 

later Pushkin Is compeu'ed to  the Creator), extending fo r example the 

Baroque musical concept o f the divine chorus which the a rtis t 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 o f the poems 

o f th is  cycle Tsvetaeva created her po rtra it o f  Blok as bogochelovek, who 

celebrates resurrection after his physical death:

MëpTBU* aexuiT neneu
H BOCKpeceube npasAnyer. (S88, 68)

There are many more analogies between Blok and Christ In the cycle. 

Tsvetaeva's perception o f B lok was based on his own Imagery, Inspired by 

V ladim ir Soloviev's teaching on Divine Wisdom and Christ. Tsvetaeva clearly 

saw Blok's life  as the embodiment o f Soloviev's teaching, which can be

 ̂ A. A. Morozov, "Emblematlka baroko v literature 1 Iskusstve petrovskogo 

vremenl ", Probiemy literatam ogo razvitiia  v Rossii pervoi tre ti XVIJI veka, 

Leningrad, 1974, p.l84.
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reduced to  the fo llow ing principle:

MenoBeqecTBo j io j ix c h o  He t o j i l k o  n p K H M u a n  Ojiaro^aTb n 

HCTHHy, jiaH H yio  b o  Xpncre, h o  h ocymecTBJum o T y

6narojiaTb n NCTHHy e CBoe# coOcTBeHHO# n NCTopNqecKog

However, Tsvetaeva's personal myth about Blok is extended, and in  

"Moi Pushkin" i t  is applied to  Pushkin and to  herself. I t  Is especially

im portant while analysing th is  essay to  bear in  mind what is im plied by 

Tsvetaeva's reference to  the painting "Tatary". The image o f Tatars, entwined 

w ith  the author's discourse on the poet's fate, is  a key image in  Tsvetaeva's

vision o f the world and her own place in  it .

In  order to  c la rify  Tsvetaeva's outlook I t  would be useful to  recall

a few passages about Pushkin from Blok's "O naznachenii poeta " as well as

his poetic cycle "Na pole Kullkovom". Tsvetaeva's attitude to  the historical 

development o f Russia was occasionally influenced by Blok's poetic 

mythology. Thus, in  the cycle about the Battle o f Kulikovo, Blok embarked

on an event crucial fo r  Russian history because i t  was suitable fo r his

mythopoetic model. Blok transformed temporal categories in to  spatial ones. 

In order tha t the situation could be applied to  the present moment:

H, K seifjie CKaoHMBimicb roaoBoio,
PoBopRT MHe Apyr: "OcrpR CBO* weu,

H t o 6  H e s a p o k f ÔRTbCH C TSTapBO K),

3a CBHToe jieao MëpTBbiii aeub!"

[  ... ]

OuHTb Haji nojien KysNKOBbni 
Bsouuia R pacTouRJiacb uraa,
H, caoBHO oCaaKoif cypoBUM, 

rpHJiyiiiRA JieHb saBOJiOKJia

Tsvetaeva created her own mythologized pattern which was partly 

based on the conceptions o f Blok (and ind irectly o f Soloviev). Blok foresaw 

the forthcoming revolution as a mystical expression o f Tatar forces In

Quoted from: Nikolai Berdiaev, "Osnovnaia ideia VI. Solovieva", Sobranie 

sodiineniit vol.3, 1989, p.211.

Aleksandr Blok, Stikbotvoreniia, Poem/, Tashkent, 1986, p.270, p.272.
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Russian history. However, he understood its  barbaric aspect as a necessity, 

believing that destruction o f the old c iv ilisa tion would be followed by the 
future creation o f a new one. Tsvetaeva’s vision o f the revolution coincides 

w ith  Blok's view, up to  the point when she identifies revolutionary forces 

w ith  the Tatars. Thus, in her own cycle "Khanskii polon" (1921) she writes;

rpa4 MOlt B KpODH,

Tpŷ Hb 6e@ Kpecra,—

YcblHOBM,
MaTepb-BepcTa!

[...]

XaH MOft— MaMaA,

Xae6 MoH— Tocxa.

K crapoMy b paB, 

rianepTb-BepcTa!

[...]

He BCKonHiub— ne ciueiub!

A ceji — He neHHft!

O4 MH Te6e BcajiHMK 

Ho HpaBy — MaMaft!

PacKocaa rnycb,

BopoBCKaH a a jio H b ...
— 9x, PoAMHa-Pycb,

HepacKaHHHuB KOHb! (S88, 1, pp.167-68)

Tsvetaeva's cycle (quoted above) was w ritten  in 1921 and undoubtedly 

expressed her attitude to the Soviet regime. Her cycle "Lebedinyl stan " was 

w ritten  almost at the same time. The la tte r can be called a poetic 

monument to  the W hite army movement. In  the lig h t o f Tsvetaeva's critical 

views o f Soviet reality (which were expressed not only in  her poetry but 

also in  her prose, fo r example "Moi sluzhby ", "Cherdachnoe ", "Zemnye 

primety ", "VoKnyi proezd") one can decipher imagery related to Tatars in  her 

works as a reference to  Bolsheviks and, even more broadly, to  all types o f 

bureaucrats, philistines and tyrants. Blok in relation to  Pushkin extended the 

traditional image o f chem^ to  characterising Soviet bureaucrats who restrict 

the poet's free expression and intend to  use art as an ideological weapon:
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IlycKait x e  ocTeperyTC« o t  xy^^uieft k j im ^ k h  x e  qMHOBHHKM, 

KOTOpbie coÔMpaioTC^ HanpaBJiiiTb no3 3Mio no KaKMM-xo 

coÔcxseHHUM pycjiaM, nocnran na eé xaftnyio cBoÔoay m 

npen^TCTBy^ eft BunojiH^xb eë xaHHCXBeHHoe HasHaneHMe

Blok talked not only about Pushkin's death but to a larger extent 

about the death o f Russian culture. Characterising Pushkin’s times as the 

only cultural epoch o f the last century Blok unambiguously aimed his 

accusatory speech at people who occupied the literary scene after Pushkin: 

Belinskii, Pisarev and the ir followers. Blok perceived the figures o f the 

Russian democrats as more dangerous than Pushkin’s censor Benkendorf. This 

attitude had its  roots in  the ideas o f Dostoevski! and Soloviev. Blok’s views 

found the ir echo in  Tsvetaeva’s essays ’’Zhivoe o zhivom” and ”Dom u 

starogo Pi mena”. Depicting pre-revolutionary life  in  Russia and the cultural 

atmosphere at the beginning o f the century, Tsvetaeva in  her 

autobiographical essay ”Dom u starogo PI mena ” characterised dying culture 

as Pushkin’s culture:

He DupoxaeHNe aeBMwecxBa (CeccMepxnoro), a Bbipoxaenne 

nejiolt Kyjibxypu, oxKpuBuieHcn IlyuiKHHUM m aoKaxMBuieAcn 

AO nocjieAHero JiNCXKa ACBMqecKoro ABopmicKoro ajibÔoMa. (P, 

p.146)

In  the essay ’Zhivoe o zhivom ” Tsvetaeva refers to  Voloshin's vision 

o f historical events, a vision linked w ith  some mystical beliefs (although 

the ir source m ight appear to  be different from that o f Blok’s concepts):

M BKpaAUMBo, noqxM paAyncb, xax AoÔpuit KOJiAyn Aexnw, 

KapXHHy sa KapxMHoft — b o o  pyccxyio peBOJiionHK) na n^ixb 

Jiex BnepëA: xeppop, rpaxAancKafi Boftna, paccxpejiu,

sacxaBU, BanAe^, osBepenne, noxep^i jiMxa, pacRpenoinennue 

AyXM CXNXHH, KpOBb, KpOBb, KpOBb ... (P, p.257)

As we shall see from our further analysis o f "Moi Pushkin ”, there is a 

certain a ffin ity  between Tsvetaeva's views and Blok’s ideas, expressed in his 

”0  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

Aleksandr Blok, ”0  naznachenii poeta”, Sobranie sochinenii v vos^mi 

tomakh, Moscow — Leningrad, 1960-65, 6, p.l67.
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Pushkin" had s ligh tly  d ifferent po litica l implications and targets. (This w ill 

be discussed beiow.)

The paintings chosen by Tsvetaeva fo r discussion in  "Moi Pushkin" are 

very important, especially because Tsvetaeva lim ited her scope o f discourse 

to  Just three canvases. (Anastasia Tsvetaeva claims that there were a great 

number o f paintings in  th e ir house, and the s itting  room was fu ll o f 

paintings by the ir m o t h e r . A l l  these works play a significant structural 

role in  the essay: they contain elements o f the same theme. This theme can 

be called "the poet's fate" and i t  permeated the whole text.

I t  is worth mentioning how Tsvetaeva creates the effect o f a triptych: 

Ivanov's painting depicting Jesus Christ appears to  be in the middle o f the 

discourse, and central to  the context o f the essay. In some ways the other 

two paintings o f the trip tych formed in the tex t represent West and East. 

Tsvetaeva, being a person o f universal outlook, demonstrated how different 

cultures have anti-human aspects: they are united in  the context o f the 

essay in  the act o f murder. I t  is interesting that Tsvetaeva characterised 

witnesses o f Christ's appearance in  the same vein; they are depicted in 

te rrify ing  tones in  the passage quoted earlier. Tsvetaeva tries to  expose the 

people who are not Christians in the reai sense o f the name i f  they are able 

to  commit murder. This idea o f true and false notions is conveyed in 

Tsvetaeva's usage o f white and black in  the tex t which deliberately destroys 
any orthodox and conform ist preconceptions.^^ Murderers are depicted 

wearing white gowns, and Pushkin's negritude is reflected positively:

IlyuiKiiH 6uji Herp. [... ] y flyuiKHHa 6 u j ih  b o j io c u  eeepx h  

ryôhi Hapyacy, h uëpHue, c c m h m m m  ÔejixaMH, xax y menxa, 
raasa, — uépHbie Bonpexn ^BHo* cBeTJiorjiasocxM ero 

MHorouHoieHHUx nopxpeTOB. (P, pp.18-19)

Tsvetaeva's footnote states that Pushkin had fa ir hair and biue eyes. 

Thus Tsvetaeva's po rtra it o f Pushkin obviously has a semiotic function. This 

becomes more evident when Tsvetaeva estabiishes a link  between all Russian 

poets based on the ir negritude. I t  is not a po rtra it but an ideogram:

A. Tsvetaeva "Komi i plody ", Zvezda, 1978, 4, p.l88.

For an analysis o f colours in  Tsvetaeva's w ritings see: L. V. Zubova, 

Poeziia Mariny Tsvetaevoi. Lingvisticheskii aspekt, Leningrad, 1989, pp.110-89
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PyccKMA no3 T — Herp, no3 T — nerp, m noara— yÔMJiM. [ . . . ]

Kaxoft no3T hs 6udiiihx h cymMX H e  Herp, m Kaxoro no3 Ta—

He y6 xJiM? (S88, p.19)

Moreover, Tsvetaeva mythologises the negro-like appearance o f a poet 

which manifests rebelliousness in  her w ritings. On several occasions she

compares herself to  a b la c k a m o o r . I n  the essay ”Mat^ 1 muzyka" Tsvetaeva

created her se lf-porta it as a reflection in  the piano:

M BOT, c caMoro TëMHoro ana, xaëT na Menn xpyrnoe 

HHTMJieTHee nuTaneoe anno, 6 es ecHxoft yauÔxH, posoeoe 

jiaxe cKDosb uepHoxy— epojie nerpa, oxyHyxoro b aapio, Man 

po3u — B uepHxabHbift npya. Ponab 6 ua mohm nepBUM 

sepxaaoM, m nepBoe Moë, cBoero axua, ocosHaHxe 6 uao

cxBosb qepHoxy, nepeBeaeHxeM ero na qepHoxy, xax na hsux

XëMHblft, HO BHHXHblft. (P, pp. 79-80)

Tsvetaeva applies the Ideogram poet-negro  to  herself and to  other 

fellow-poets w ith  whom she fe lt a ffin ity . (She compared Pasternak, fo r 

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 in to the sunrise. 

This image appeared in  one o f her early poems, and was later used in her 

essay "Moi Pushkin":

A xaM B nojiHX neoOospMMbix 

Cjiyaxa HeÔecHouy uapio —

MyryHHbift npaBuyx MÔparxMOB 

3a%ër sapx). (P, p.24)

[ . . . ] .a o  „/Iy3JiM" HayMOBa 6buia sapn, m , m s  n e ë  Bbipacxan, b  

Heë  yxoAH, eë  n aeuaM N  paccexan, xax naoBeii — pexy,—

Akhmatova recalled th a t Tsvetaeva, a fte r her re tu rn  to  Moscow in  1939, 

used to  Id e n tify  he rse lf w ith  a "h o rrib le  l it t le  blackam oor": „Ceftqac, xoraa 

oHa BepHyjiacb b cboio MocxBy xaxoft xopojieBoft h yxe HaBcer^a (ne xax, xax 

xa, c xox. OHa JiioÔMJia c c 6 h  cpaBHNBaxb, x.e. c apanuoHXOM m oÔesbHHXoft b 

^pannyscxoM njiaxbe, x.e. décolleté grande gorge), MHe xoqexcH 6es npocxo 

6es JiereH4 bi BcnoMHNXb 3XM /Jb3 jh h * \  — Anna Akhmatova, Sochineniia, 3, 
Paris, 1983, p. 152.
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'lëpHM# qeaoBCK euuie Bcex n qepnee Bcex— c HaKJioHéHHoü 

rojioBoA R uuiBnoft b pyxe.

[...ITo , RTO BeRHo, noA AORuêM R noji cHeroM,— o, xax 

Ü BRRgr 3TR HarpyRceHHue cHeroii naeqR, BceuR poccrHcxrmr 

CHeraifR HarpyaceHHue r ocRamiHue a^pRxancxRe naeqRf
— naeqawR b sapio rrr b iieTeai>... (P, p.l9)

The combination o f tw o images — the negro and sunrise — is  based on

the merging o f two colours: pink and black. This merging in  Tsvetaeva's

a rtis tic  system is  evocative and highly significant. L. V. Zubova in  her

exhaustive survey o f colours in  Tsvetaeva's poetry gives several
interpretations o f the poet's use o f red. Thus Zubova claims that there is

a certain hierarchic system o f colours manifested in  the symbolic meaning

o f Tsvetaeva's poetry. In  th is  system "w hite" stands fo r in it ia l emptiness

representing readiness to  start life ; "red" means dynamic life  leading to  the

end o f  life  through "burning out"; "black" expresses exhaustion as a result

o f dynamic life  and, at the same time, the state o f readiness to  reach the

absolute after catharsis; and spiritual being, o r the absolute, is conveyed by

"azure".^^ In  th is  system, Tsvetaeva preferred black to  white, because in  her

symbolic language i t  was closer to  the colour o f  the spiritual absolute. ( I t

is interesting, as Zubova points out, tha t in  early works o f Russian fo lk lore

the colours black and blue were indistinguishable. This syncretic fusion o f

colours find  its  reflection in  Tsvetaeva's cycle "Stikhi k Pushkinu" in  which

she ta lks about Pushkin's forehead as being bluer than olives. — S88, 1,

p.274.) Thus in  the poem "Buzina" the transformation o f colours from green

to  red and subsequently to  black corresponds to  the system described above.

Zubova comes to  the conclusion tha t while "w h ite " represents in  

Tsvetaeva's poetic world indifference, or passioniessness, "black” symbolises 

passion as well as saffering}^  This becomes particularly evident when 

Tsvetaeva in  her essay "Moi Pushkin" ta lks about her own tim e as 

symboiicaiiy Juxtaposing the colours black and white.

I t  seems tha t Tsvetaeva intended not only to  employ the Baroque 

principle o f w it in  th is  essay but also to  create a certain metaphor o f her 

own time, which she characterised as a te rrify ing  epoch ("strashnyi vek").

Zubova, op. c it., p.l87. 

Ib id , pp.117, 122.
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Her perception o f the period that was marked by the consequences o f the 

October revolution in  Russia was close to  Soloviev’s vision o f new history  

(influenced by Dostoevskii). Berdiaev wrote about Soloviev:

rioji KoneK 3KH3HH Bji. CojioBbéD nHiuer reHMajibHeftuiee cnoë 

npoMSBejieHMe "floBecTb 0 6  aHTKxpMcre”. B aroft noBecTH 

HCTopMHecKan nepcneKTMBa Mcuesaer, cTMpaioTCH rpauM Meowy 

AByMJi MNpaMM M Bcé upejicTaBJiAeTc^ B anoKajiMnTMMecKOM 

cBere. [ . . . ]  OÔpas aHTMxpHcra npe;icTaBJiJieTCA CojioBbëBy 

KaK oôpas (|>MJiaHTpona, uejioBeKOJiioÔua, ocymecTBHTea^ 

comiajiMSMa, Bceobmero MKpa h cuacTb^i ueaoBeuecTBa.HepTa, 

pOJlCTBeHH2LH C BeJINKKM HHKBMSMTOpOM #OCTOeBCKOrO. 

Bji.CojioBbêB bn;imt napacraHMe sjia noji bhjiom ;io6 pa. ana, 

coÔJiasHjnoiiiero 4 o6 poM. BjiacTb oKOHuarejibHo nepexo^iHT

K aHTMxpMcry.^®

In  the essay ”Moi Pushkin” Tsvetaeva’s use o f black and white conveys 

her reflections upon the modem historical situation. Soloviev’s ideas were 

translated in the essay in to  the language o f art. Tsvetaeva sk ilfu lly  

demonstrates how chem^ can disguise its  evilness (in  the tex t Tatars wear 

white gowns), while poets like Pushkin, fo r example, m ight seem to  look 

black, o r devilish, in  spite o f the ir tru ly  divine character.

A lmost 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 w ith  Aieksandr Gladkov:

In  order to  exist evil must masquerade as good. The pretence 

alone makes i t  immoral. [... 3 even the Nazis have to dress 

up the blackest o f crimes — racism — in various arguments 

about its  benefits to  the German people.

So fa r th is feature has not been noticed by Soviet scholars w riting  on 

’Moi Pushkin ”. Despite its  usefulness, Zubova’s system o f meanings fo r the 

different colours used by Tsvetaeva has its  lim its  when applied directly to 

the texts. I t  can be argued tha t the interpretation o f colours used in a text

N. Berdiaev, ’’Osnovnaia ideia V I. Solovieva”, op. c it., p.212.

Alexander Gladkov, Meetings w ith Pasternak, tr . Max Hayward, London, 

1977, p.73.
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shoald derive from  the analysis o f a ll the Images to  which they are linked 

In the text.

Bearing In mind Tsvetaeva's usage o f Ivanov's painting "lavlenle 

Khrista narodn" we can extend the suggested analogy between the poet and 

Christ to  the description o f Pushkin's monument submerged Into the sunrise. 

I t  can be Interpreted as an allusion to  the Gospel statement that Jesus Is 

the lig h t o f  the world.

In  the extract from "Mat^ 1 muzyka" cited above, th is  Image is 

reinforced by the comparison o f the poet's reflection In the piano not only 

to  the Pushkin monument bu t also to  a rose In an "Inky pond". The la tte r 

Image Is quite significant because I t  links the symbolic usage o f the colour 

pink not only to  the m o tif o f  the dream but also to  the theme o f holiness. 

Pink Is perceived by Tsvetaeva as a transparent colour exemplifying lig h t 

Itse lf. In  the poetry o f the Symbolists, the Image o f the rose played a 

sign ificant role. Thus In Blok's poem "Dvenadsat^" we come across Jesus 

Christ wearing a wreath o f white roses. This Image was Inspired by the 

Western Catholic trad ition  o f depicting Christ. In  the poetry o f Andrei Belyi 

th is  Image was linked to  the anthroposophlcal cu lt o f the Roslcruclans.

However, In Tsvetaeva's case, I t  most probably derives from the 

Catholic association o f the flower w ith  the V irg in  Mary, who Is called "the 

rose w ithou t 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, fo r Instance, her 

autobiographical story "Chert".) In  Ita lian  painting the V irg in  Is represented 

under the t it le  Santa Marla 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 o f the m a r t y r ) . T a k in g  Into account both Zubova's 

association o f black w ith  the theme o f suffering and the Catholic symbolic 

meaning o f the red rose, the aforegoing observations may be summarised.

See the survey o f rose Imagery In Russian Symbolism In Lena Szilàrd and 

Peter Barta,"Dantov kod msskogo slmvollzma". Stadia Slavica Academiae 

Scientiarum Hangaricae, 35, Budapest, 1989, pp.61-95.

** James Hall, Dictionary o f  Subjects and Symbols in  A rt, London, 1974,

p.268.
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Thus a strong lin k  between Tsvetaeva's description o f Pushkin's 

monument submerged in to  the sunrise and Naumov's painting "Duel/ 

Pushkina" suggests tha t Tsvetaeva established a certain archetype o f the 

poet-m artyr modelled on Pushkin's life . Therefore Tsvetaeva wants us to  

believe (in  "Moi Pushkin") tha t she accepted the poet's destiny as tragic 

from  the very beginning. The rhetorical model prevails in  the text, d istorting 

the factual background in  Tsvetaeva's essays (as was pointed out by her 

sister Anastasiia Tsvetaeva^^). Marina Tsvetaeva's recollections o f her own 

childhood were influenced by the concept she created o f the tragic life  o f a 

poet. Tsvetaeva's friends pointed out many times that she forced th is  point, 

constantly ta lk ing about misunderstanding by friends and about loneliness. 

Some o f Tsvetaeva's contemporaries believed tha t she sought isolation by 

creating enemies and displaying her po litica l independence. (Thus, many saw 

her attacks on the leading Parisian émigré c r it ic  Adamovich, as well as her 

openly expressed support fo r Malakovskii, as provocative.)^^

The other important aspect fo r  the interpretation o f Tsvetaeva's usage 

o f the colour black derives from  her vision o f  the poet as an outcast from  

society. Thus in  a poem dedicated to  Akhmatova in  1921, Tsvetaeva called her 

favourite poet "chemoknizhnitsa" (an adept o f black magic). The poem was 

w ritten  after the execution o f Gumilev, and had obvious po litica l 

implications. Also, metonymically transform ing the appearance o f Pushkin's 

monument in to  the poet himself, Tsvetaeva Imposed on th is  image the model 

o f the Devil featured In her essay "Chert ". This image represents the world 

o f passions and o f unorthodox beliefs in  Tsvetaeva's imagery, and in the 

essay "Chert" i t  is  associated w ith  Pushkin's "Utoplennik", which she cites 

in  relation to  her dream:

Maiia! Mue ceroAKA cHNjmcb... yronjieHHNKH... Eyjiro ohn

Anastasiia Tsvetaeva, op. c it. (note 13), pp.187-193.

This aspect o f Tsvetaeva's behaviour has been well surveyed by V. Lossky, 

S. Karlinsky and I. Kudrova. See: Véronique Lossky, Marina Tsvetaeva v zhizni 

(Neizdannjre vospominaniia sovremennikoy)^ 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  blografil Mariny Tsvetaevoi "), Marina Cvetaeva, Stadien and 

Materialien, Wiener Siawistischer Almanach, Sonderband, 3, Vienna, 1981, 

pp.129-59.
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M6H^ B3^jiM Ha pyKy H HecJiH wepes pexy, a t o t  rjiaBHUft 

yTonjieHHHK. m h6 cKasaji: „Mbi c ToÔoft Korjia-HMÔyiib

nOXCeHHMCH, M epT  B03bMH!*' (P, p.87)

Pushkin's poem was based on fo lk lore Images, which was Indicated by 

the subtitle  " prostonarodnala skazka". Tsvetaeva knew Russian fo lk lo re and 

Slav mythology very well (her long poems "Tsar^-devltsa" and "Molodets" 

were w ritten  In the style o f Russian fo lk  art). In  Slav fo lk  belief, there are 

two types o f demons: some o f them are demons from b irth , while others 

were turned Into demons (after drowning, commltlng suicide, being damned 
by the ir parents, and so on). Moreover, In many regions o f Russia, heretics 

were seen as devils or sorcerers who become vampires after the ir death. In 

some Christian legends (derived from apocryphal literature) God appears to 

be floating In the a ir and Satan lives In the sea.^*

In  a po litica l 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 o f the 1920s and the beginning o f the 1930s (while 

working on the long poems "Perekop" and "Slblr^"); at the same time she 

had some sympathies fo r the Eurasian movement and fo r fellow-poets living 

In Soviet Russia, such as Malakovskii and Pasternak (which was unthinkable 
fo r many émigrés In Paris).

Nevertheless, there were reasons fo r Tsvetaeva's belief In her destiny 

as an outcast. For example. Simon Karlinsky has pointed out that some o f 

the editors o f leading émigré publications could not understand Symbolist 

and post-Symbollst art. Editors o f Sovremennye zapiski and Poslednie 

novosti, like the majority o f the pre revolutionary radicalised Intelligentsia, 

were more In tune w ith  realistic and accessible literature than w ith  the 

Idiosyncratic w riting  o f Tsvetaeva. As Karlinsky puts It, "the ir cultural roots 

were the same as Lenin's and Trotsky's : the radical u tilita rian ism  o f the 

nineteenth century, as represented by Belinsky and Chernyshevsky. While 

these men o f the February revolution would not dream o f censoring 

literature like Lenin or being as abusive and dictatoria l toward established 

writers as Trotsky, they were nonetheless raised on some o f the same 

attitudes: art and literature had to  be simple, realistic, up lifting  and

See: V. M. Mokienko, Obrazy russkoi rechi, Leningrad, 1986, pp.170-89; Felix 

J.Olnas, Essays on Rassian Folklore and Mythology, Columbus, Ohio, 1984, 
pp.121-30.
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continue narrowly defined 'progressive* traditions

Tsvetaeva's editors, such as Ig o r ' Demidov and V ladim ir Rudnev, 

edited her prose to  such an extent tha t a number o f passages were deleted 

and some o f them were unrecognisable. When Tsvetaeva's essay "Iskusstvo 

pri svete sovesti" appeared in  Sovremennje zapiski^ i t  had been cut to  ha lf 

its  orig inal length. ( I t  is worth mentioning tha t Nabokov was also forced to  

delete a chapter from  his novel Dar in  which he portrayed the radicals' idol 

Chemyshevskii in  a satirical vein.) Tsvetaeva uses Pushkin's w ritings in  

order to  promote the idea o f  freedom from  such censorship (fo r 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 fo r w riting  poetry in  Soviet Russia, as well 

as in  Paris where Tsvetaeva lived at the time, was not favourable. In  some 
ways i t  was sim ilar to  the situation o f the second ha lf o f  the nineteenth 

century in  Russia, when prose w ritin g  prevailed. However Tsvetaeva wrote to  

Khodasevich in  1934:

Her, uajio ONcaTb ctm xn . Heabs^ aarb hm xcmshm, hh 

BnuuMKaM, hh „OpHj»HcaM", hh BceiA h rax aaaenw — 3Toro 

TopHcecTDa: sacTaBHTb nooTa oOoltTHCb Oes cthxob , cjieaaTb 

H9 no3Ta—uposaHxa, hs nposaHKa— noKoüHHxa. Baw (Haif!) 
jiaHo B pyxH UTO TO, uero mu He BOpane hh BupoHHTb, hh 

nepeaoacHTb b jspyrne pyxH (xoTopux— Hex)...

The tragedy o f Tsvataeva's situation had been noticed already by 

M irsk ii in  1926:

The verse she wrote in  1920-1923 is largely experimental. To 

the Russian student i t  is  particularly interesting fo r  the 

clever and creative way in  which she made use o f the 

example o f Russian fo lk  poetry. From th is  school she has 

emerged a new poet, the poet o f  a new era in  Russian 

poetry. This, o f  course, has cut her o f f  from  the sympathy o f 

the essentially Conservative (even when they are Socialist)

Karlinskii, op. c it., 1985, p.220.

Quoted from: I.Kudrova, "Plennyi lev (Marina Tsvetaeva, 1934 god) ", 

Zvezdia, 1989, 3, p.150.
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literary and journalistic émigré leaders, and w ith  the 

exception o f 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 o f

an émigré in to Russia. So in the present unfortunate state o f

things Russia is deprived o f the possib ility  o f reading one o f 

her greatest poets.^^

I t  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 i t  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 

o f the Great Soviet Encyclopedia fo r g lorify ing both the Romanov fam ily and 

naked rhythmic formalism. (In 1940 Kom elii' Zelinskii, w riting  a report on 

Tsvetaeva’s collection o f verse prepared fo r publication, again accused her o f 

formalism.) I t  has also to  be taken into account that the economic crises o f

the 1930s in Western Europe contributed to misery in the literary world.

In  the article ’’Iskusstvo pri svete sovesti ”, w ritten  in 1931, Tsvetaeva 

argued that in spite o f the fact that all other professions are more 

important than that o f the poet — from  both the social and human point o f 
view — i t  was impossible fo r her to  give up poetry, which had its  secret 

mission and aim and could not be judged in any pragmatic way:

IloceMy, ecjiN xoneuib cjiyxMTb Eory mjim jik>4 .um, Booôme 

xoneiub cjiyxHTb, aeaaTb aeao 4 o6 pa, nocTynaH b Apmhk> 

CnaceHH^ mjim emë Ky;»a-HM6 yAb — m Opocb c t k x h , (S88, 2, 

p.406).

I t  is Important to  underline that Tsvetaeva perceived poetry as 

something derived from darkness ichernota) or unrefined elements. As in the 

passage about her own reflection in  the piano (mentioned above), where 

Tsvetaeva talks about the translation o f her s e lf in to dark but 

understandable language, in  the essay ’’Iskusstvo pri svete sovesti ” she 

claims that Pushkin was greatly inspired by the elements, but could resist 

the ir destructive force by creating a song. She identifies Pushkin w ith  the 

genius who can be driven by passion and inspiration and at the same time 

can express his w ill power through creative work:

D. S. M irsky, Unœllected writings on Russian literature, Modem Russian 

Literature and Culture, Studies and Texts, volume 13, Berkeley, 1989, p.219.
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FeHHft: BbicuiaLH CTeneHb nojieepxeHHocTM naHTiiio — pas,

ynpaea c  s tm m  HaHmeM—jiea. B u c m & A  cTenenb jiyuieeHoft 

paStflTOCTM n DUCIUafl— COÔpaHHOCTH. BuClUcLfl — 

CTpâ iaTeJIbHOCTM H BblCUl&A — aeACTBeHHOCTH. [ ... ] reHHfl 

6es BOJiH Her, h o  emê Ôoabuie Her, emë Menbuie ecTb— 6es 

HaifTMH. (S88, 2, pp.377-78)

Partly, th is  statement derives from the mode created by Pushkin 

him self in  the poem "Poet". Nevertheless Tsvetaeva takes th is point much 

further and lays particular emphasis on the w ill power o f the creator. (This 

w ill be discussed in  more detail further on in  th is chapter.) in  the article 

"Poet o k ritike " (published in  1926) she calls the poet's private life  a draft

copy (chemovik) and his creative work a fa ir  copy (belovik, chistovik).

Moreover, Tsvetaeva claims that everything is allowed fo r the poet in his 

private life , but nothing in his poems.

In Tsvetaeva's model o f the poet's life , the creator is in  a position to 

master his own life  and transform i t  in to  art. Thus, in "Moi Pushkin " 

Tsvetaeva moves away from the traditional analogy between the poet and 

Christ (which was common in the culture o f Symbolism and Post-Symbolism) 

and pinpoints Pushkin's last act o f w ill as a creative mode:

— H e r, Hex, H e r, t u  TOJibKO npeacxaBb ce6e!— roBopHJia

Maxb, coBepineHHo ne npejicraBJinn ce6e 3Toro rtr, —

cMeprejibHO paHennuit, b  cnery, a ne oxKasajicn ox BucxpeJia! 

npMuejiHJicH, nonaji h  emë cam ce6e CKasaji: ôpaBo!— x o h o m  

xaKoro BocxnmeHMH, KaxMM eft, xpHcxManKe, ecxecxBenno 6bi: 

„CMepxejibHO paneHHbift, b  xpoBH, a npocxHJi e p a ry !"

O xm Bupnyji nncxojiex, npoxnuyji p y x y ,— 3 x h m , co b c c m m

HaMM, HBHo BosBpamaH riymKHHa b  ero pojinyio A ^pnxy

MecxM H cxpacxM, M He noaospeBaa, xaxoft y p o x — ecjiM ne

MecxN, xax cxpacxH— na b o o  XMSHb aaëx qexwpexjiexHeft, ejie 

rpaMoxHoft MHe. (P, 18)

This aspect o f Pushkin's duel was already discussed before Tsvetaeva, 

by V ladim ir Soloviev in the essay "Sud4)a Pushkina" (1897). In fact, some o f 

Soloviev's statements about Pushkin's fate stand so ciose to Tsvetaeva’s 

essay that there is the possib ility  o f Tsvetaeva's dependence on his article.

Thus, Soloviev sees, as the main source fo r the creativity o f genius.
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powerful passions which the la tte r transforms in to  his art:

CNJibHaji nyDCTDeHHocTb ecTb Marepuan reHMü. Kax 

MexaHMuecKoe jiBNxceHMe nepexojiMT d TenaoTy, a Tenaora - b 

CBeT, Tax ayxoBHaB aneprn^ TBopqecTBa b cBoeu 

aellcTBXTeabHoif ünaeniiM (a nop^xe Bpeiienx nan nponecca) 
ecTb npeBpamcHMe hhsudix anepra# uyscraenHo# ay ma. M xax 

Â M  npoasBeaena^ cm jum oto caera neoGxoaaiio caabHoe 

pasaarae TeoaoTU, Tax a aucoxaa cxeneHb ayxoanoro 

TBopnecraa (no saxony saeiuneJI, seMHo# acasna) 
npeaooaaraeT caabnoe pasaarae nyacraennux cTpacxell. 
Bucuiee nponaaenae renan rpeôyex ne aceraaiunero 

6eccxpacxan, a oxonuaxeabnoro npeojojreHM B  Moryueft 
cxpacxHocxa, xopacecxaa naa nex) a pemaxeabHbie Mowenxw.

Soloviev'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 o f the poet's passionate character. In  th is  sense Tsvetaeva's 

images o f darkness» the elements» the draft copy» the blackamoor or gypsy 

appearance in  relation to  creativity represent the same aspect. (See the 

discussion below o f Tsvetaeva's interpretation o f  Pushkin's "K moriu".) In  

her own life  Tsvetaeva forcefu lly promoted th is  principle in  her essays and 

public statements. Georgii Adamovich, one o f the leading opponents o f 

Tsvetaeva in  Paris in  the 1930s, characterised th is  feature reinforced in 

Tsvetaeva's w ritings and behaviour as "her demonstrative superpoeticness" 
idemonstrativnaia averkhpoetichnost^ On a different occasion, when 

Tsvetaeva tried  to  impose the same image o f  the poet on émigré c ritics , 

Adamovich had to  reply to  Tsvetaeva that i t  is impossible to  live constantly 

at a temperature o f 39 degrees.®®

Tsvetaeva's understanding o f the poet's genius is not only based on 

Pushkin's life  but has to  a great extent been orientated toward the patterns 

o f behaviour and the tactics used by the Russian Futurists. In  the essay 

"Poet o kritike", fo r  example, she develops Pushkin's idea about the poet's

V. S. Soloviev, Literatumaia kritika» Moscow, 1990, pp.162-83.

G. Adamovich, "Iz zapisnoi knizhki ", Novosel^e, 39-41, New York, 1949, 

p.l46.

®® Kudrova, "Polgoda v Parizhe ", op. c it. (ref.23), p.lS2.
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freedom from dependence on his earnings, conveyed in  "Razgovor 

knigoprodavtsa s poetom" (1824), to  the Justification o f self-advertising 

taking shape in  scandais and polemics:

Tax, JMUHO p e x jia ifo ll 6pesry^, pyKonneuy — BneiiepHoiiy 

N sjiecb— ifac iirraôy ManxoBCKoro. K o rjia  y MaüKOBCKoro Her 

^ener, oh ycrpannaeT ouepe^Hyx) cencamiio („UNCTKa nooTos,

pesxa nooTecc", AifepNXH, np J . M jiy r na cxanjiaji h necyr

jeHbFN. MaHKODCKOMy, xax ÔoubmoMy noory, hh ao xe a jiu  hn 

AO xyau. Ueny ce6e oh snaer cau. Ho ao Aener— eecbbia. H 
ero caifopexaabia, xiieHHo rpyÔocTwo csoeA, xyAa uxuie 

nonyraes, uaprum ex x rape&ia JIopAa EaNpona, xax 

RSBecTHO— B ACHbrax He HyxcAaBmerocH. (IP, 1, p.233)

Tsvetaeva's references to  Pushkin's w ritings in  the article "Poet o 

kritike", which was published in  1926 in  Blagonamerennyi, and which had 

scandalous implications, are quite significant: they show Tsvetaeva's

intention to  promote the new art through a deliberate attempt to  break w ith  

the established aesthetic tastes o f the Russian literary m ilieu in  the Paris o f 

the 1920s and 1930s. Tsvetaeva applied Pushkin's term chern^ to  a ll critics  
who did not understand the new art (this was considered by Tsvetaeva to  be

the ir professional failure). In  fact, in  "Poet o k ritike " Tsvetaeva wrongly

called Pushkin's poem "Poet i chem^" while referring to  his poem o f 1828 

"Poet 1 tolpa". Obviously, Pushkin's poem was misused by Tsvetaeva. While 

Pushkin's "Poet 1 tolpa" proclaims —

He AJLH xcNTeJtcxoro BOJmeHbH,

He AJiH xopucTN, He a m  6ntb,

M u poACAenu auh  BAOXHOBenbH,

/IAH SByxoB caaAXNX n uoantb. (Pushkin, 1, p.436)

— Tsvetaeva's article "Poet o k rit ike " w ith  its  appendix "Tsvetnik" was used 

fo r po litica l, personal and strategic reasons. F irst o f all, i t  was the 

intention o f Tsvetaeva to  provoke a scandal on the verge o f  the appearance 

o f the new periodical Versty (Tsvetaeva and M irsk ii were among its  editors).

As Tsvetaeva confessed in  a le tte r to  Anna Teskovd o f 8 June 1926, she was

satisfied w ith  the outcome o f her article:

CraTbH Hanxcana npocro [ . . . ] ,  qxTanacb oua npeABSHTo. [ . . . I

Tpusjix ueHH: C. RÔaohobcxxH, OcoprxH, AAauoBxq (nnpoqeu.
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yMepeHHo, BTaftne cosHaDa  ̂ mok> npaeoTy) m ... IleTp CTpyee, 
3a6uB Ha ceKyH.oy m KapHJiJia m HMKOJian HxKOJiaeBHqa. Hm  

OAHoro rojioca b  sam m j. 51 Bnojine ŷ noBJieTBopena. (IP 1, 
p.452)

The far-reaching aims o f Tsvetaeva's publication o f the article caused 

a ricochet effect among émigré w riters. Tsvetaeva went after the scalps o f a 

wide variety o f critics  including not only lu l i i  Aikhenval'^d and (îeorgii 

Adamovich but also such celebrated literary figures as Zinaida Gippius and 

Ivan Bunin. Gippius was attacked by Tsvetaeva fo r fa iling  to appreciate 

Pasternak, and Bunin fo r his h os tility  to  Blok and Esenin. As a 

result o f Tsvetaeva’s open condemnation o f the Parisian literary 

establishment, there followed a large number o f articles in defence o f 

Tsvetaeva's opponents, lablonovskii, fo r instance, published a rebuttal o f 

Tsvetaeva's accusations against him in the sarcastic article "V khalate ". 

Struve qualified Tsvetaeva's w ritings as pointless and incomprehensible. 

Gippius tried to  organise a campaign against Tsvetaeva and M irsk ii and 
against the ir journal Versty.

Taking in to  account M irskii's  views and the fact that most o f the 

editors and contributors to  Versty were Eurasians, i t  is not suprising that 

Gippius perceived th is  periodical as a Bolshevik plot. In fact, even Berdiaev, 

who broke his long-lasting friendship w ith  Gippius fo r her aggressive 

attacks on Versty, warned in his own article published in 1927 in Put'’'(N28) o f the 

dangers o f the Eurasian movement. (By th is  time the Eurasians had 

published a complete po litica l and ideological programme fo r the ir group.) 

Berdiaev recognised its  po litica l realism which brought Eurasians to an 

understanding o f the h istorically irreversible character o f the Russian 

October revolution. A t the same tim e Berdiaev characterised the ir ideology 

as monistic, contradicting the principles o f moral pathos and dualism 

expressed in Christianity. As Berdiaev pointed out, the most dangerous 

aspect o f the Eurasian mentality is the fact tha t i t  w ill be always based on 

the category o f necessity rather than individual freedom:

[ . . .  ]  yTonM uecK H A  OTaxMSM eB pasH ftn cB  npH B O jiffT  m x  k  t o ü  

x e  Jio^KHoft M onacH oA  M ^ee, u t o  M jieoK paTM uecK oe  

ro c y ^ a p c T B O  a o jisr h o  b s h t l  n a  c e 6 n  o p ra n n s a u H io  Bceft

Kudrova, ibid.
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XH3H M , T .e . o p raH H sa iiM io  Bceft K y jib T y p u , M biuiJieHH^, 

T B o p q e c T B a , o p raH H sa iiM io  h j iy m  qejioB C M ecK H x, m to  ecTb  

ro c y jia p c T B a , K O T o p o e  tioHMMaer ce6fi K 3k U epK O B b  h 

saM C H iieT  l^epK O B b. EBpaaH ftcK aiB  K jie o K p a T M ^  T o x e  Moxer 

no)K e;iaTb o p ra H M s o B a rb  csepxy j iM T e p a x y p y , x a x  3 t o
32

nuTajiacb cjiejiaTb xjieoxpaTHA xoMMyHMCTMMecxafl.

I t  seems that Tsvetaeva herself began to realise the ideocratic 

character o f the movement w ith  which her name was associated (due to her 

personal involvement w ith  its  members) as well as the diversity o f her own 

situation. This is particulariy fe lt in the poem "Dvukh stanov ne boets" 

which she wrote in 1935:

/Inyx cTanoB ne 6oeu, a — ecjix rocTb cjiyqattHbill —

To r o c T b — xax b r j i o x x e  x o c T b ,  r o c T b  —

x a x  B nojiMexxe rB 0 3 4 b .

Eujia MHe rojioBa ^ana— no neft crynajiM 

B ABa MOJiora: o^hmx — xopucTb k nponxx — sjiocTb.

(see, 1, p.312)

While Tsvetaeva proclaimed the freedom o f the artis t, especially in 

her attempts to  revive the traditions o f Pushkin in  poetry, she maintained 
some sympathy fo r Eurasianism, and the idea o f "symphonic” man found 

expression in her own w ritings. This is apparent not only in  Tsvetaeva's 

long folklore-based poems and tragedies but also to some extent in her 

search fo r  a new identity in  the poetry a fter 1917.̂  ̂ As well as utopian

Berdiaev, "Utopicheskii etatizm evraziitsev” , op. c it., p.663.

A crucial po in t in  Tsvetaeva's poetic evolution was her encounter w ith  

Blok's poem "Dvenadtsat^” . In  accordance w ith  Ariadna Efron's recollections, 

Tsvetaeva fe lt  both shocked and ashamed a fte r reading i t :  „(PeHOMeH

,,/lBeHaanaTH" ne Toabxo noxpjic  eë, ho b neM-xo ochobhom xBopqecxH 

ycxbuxa, M 3a ceÔH, m 3a nexoxopbix ee coBpeMeHHMXoB-noaxoB. 06  3Xom 

MHoro H pe3Xo roBopHJiocb B xoft ee. Ejioxy nocBHiuennoft npose, b 

qacxHocxM o xom, qxo „EajiaraHqMx", ocxaBJieuHbiit Ejioxom 3a npe^ejiaMx 

PeBoannMH, HMeuHo b PeBoaioanio nocayxMa, nycxb HejnoJiroBequbiM, ho 

yÔexcxmeM— mhofnm noaxaM, HaqunaLH c nee caMoft, cos^iaBUieit b xy nopy 

nxxji M3HiUHbix He no anoxe nbec...". Ariadna E fron , O Marine Tsvetaevoi. 

Vospominaniia docheri, Moscow, 1989, p.92.
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traces in  the group images portrayed by Tsvetaeva — fo r example, the Old 

Believers in ’’Khlystovki", o r the gypsies in  "Moi Pushkin" — Tsvetaeva 

created parallels between Pushkin's friendship w ith  the Decembrists and her 

own involvement w ith  the Prague circle o f Eurasians (which chiefly consisted 

o f W hite army officers). (This a ffin ity  was expressed in the poem 

"Novogodniaia 1" w ritten  in  1921). In  fact, th is  perception o f Pushkin as *a 

man o f a group’ was prevalent in  the views o f the Russian Slavophiles, and 

later i t  recurred in  the w ritings o f Annenskii (who claimed that Pushkin 

introduced the cu lt o f friendship in to Russian poetry), and o f Rozanov (who 

promoted a Mozartian image o f Pushkin, showing him as a party-goer most 

o f the t i m e ) I t  is also significant that Tsvetaeva inserted a quotation 

from Pushkin's poem "Arion" as an epigraph to  the last chapter o f her essay 

about Voloshin — "Zhivoe o zhivom ". In  "Arion " Pushkin created the image 

o f a poet who, on the one hand, has withdrawn from involvement in  politics 

and whose role is just to  sing to the crew o f the boat. On the other hand, 

the person described in  "Arion" is the last survivor o f a group w ith  certain 

po litica l inclinations. In Pushkin scholarship th is  poem has been linked to 

the poet's loyalty to  the Decembrist movement.

Tsvetaeva's attempt to  propagate Pushkin's image o f a pure art" type 
o f poet derives from her one-sided approach to Pushkin. In some ways the 

image o f such a poet in her w ritings seems to  be modelled more on 

Voloshin than on Pushkin. The dominant characteristic o f Voloshin, 

accentuated by Tsvetaeva in  "Zhivoe o zhivom ", is his compassion and ab ility  

to  unite antinomies:

Maxca BojiouiMHa b PeeojiioiiHio jiaM AByMM cnoeaMH: oh

cnacaji Kpacnux o r 6ejiux n 6ejiux o t  xpacnux I... ]. 3Haio 

eme, mto ero cthxm «Marpoc" xoahjim b npaBMrejibCTBeHHUx 

jmcTOBKax Ha o6omx <l>poHTax, M3 nero buboji, nro ero 

MaTpoc 6biJi He KpacHuit MaTpoc m ne bejiuft Marpoc, a 

MopCKOtt MaTpoc, nepHOMopcKMft Marpoc. [ ... 3

He nojiMTMnecKMe ybexACHMji, a MMpoybeoweHHOcTb, He 

MHpOBOSSpeHRe, a MHpOXBOpneCTBO. MM(|)OTBOpneCTBO — 

MRpoTBOpMecTBO, M, B nocjie.aHMe ro.aw cBoelt mcmshh m JiMpu,

I.Annenskii, Pushkin i  Tsarskoe selo, St Petersburg, 1899; V.V.Rozanov 

"Zametka o Pushkine ", M ir  iskusstva, 13-14, 1899, pp.1-10.

Berdiaev, op. c it. (ref.32), p.663.
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MipoTBopqecTBO— TBopeHMe MMpa sanoBo. (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 o f Pushkins "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 w ritings in the " le ft"  periodicals, 

and at the same time she continued to praise the White army and the 

Russian royal fam ily (at the end o f the 1920s and the beginning o f the 1930s 

she worked on the long poems "Perekop" and "Sibir^", which unfortunately 
remained unfinished fo r several non-literary reasons).

However, in  "Moi Pushkin" Tsvetaeva leaves aside all the po litica l 

problems o f her time and focuses her attention on the fact that Pushkin was 

a poet. She transforms his personal situation in to a rhetorical one, 

extending i t  to  all poets. This rhetorical figure is expressed in Tsvetaeva's 

formula "to  defend the poet against everyone" (see the quotation earlier in 

this chapter). Tsvetaeva's attitude to  Pushkin stands very close to that o f 

Veresaev, who saw a gap between Pushkin's life  and his w ritings. Veresaev's 

approach was reflected in the choice o f t it le  fo r the collection o f his essays 

on Pushkin — V dvukh planakh?^ As discussed above, Tsvetaeva divided the 

poet's life  in to the "d ra ft copy" and the "clean copy". In spite o f 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 o f information about his life  and outlook. In  other words, the 

mythopoetical aspect is prevalent in  Tsvetaeva's interpretations o f Pushkin's 
life .

The mythopoetical aspect o f Tsvetaeva's essay "Moi Pushkin " 

mentioned above can be explained by the poetics o f the Russian Futurists 

and even more by the poetical language o f Boris Pasternak whose poetry

Pushkin's philosophical and historical views are well studied in  the 

fo llow ing 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.

V. Veresaev, V dvukh planakh: Stat^i o Pushkine, Moscow, 1929.
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influenced Tsvetaeva in many ways. (This was especially fe lt, for instance, by 

Tsvetaeva's main opponent Adamovich.̂ ^) The main feature of Pasternak's 

dealings with the texts o f other authors has been highlighted by Jerzy 

Faryno in his book PoetSka Pasternaka, The most valuable observation (from 

the point o f 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: 

"D cayqae üacrepHaKa cymecreyeT xax pas yjtsoeHxe BocnpxHXMaiomero 

cyCtexTa, xoififyHXxauxii c MXpoBuif Texcrou npoxexaeT ne nenocpejicTBeHHO 

,jaxp-R", a „MMp-MMp'% rjie „Mxp aspecaT", ecrecTDeHHo MosceT cuxTaTbCJi 
JKBOÜHXXOM Aeao, ojinaxo, b to u , uto, yjiBaxBaii smpecara,
nacTepHaxoBCXM# cranoBiiTCii ne na nosxmno BocnpxHxiiaiomero rexcr, a 
Ha nosxqxK) BocnpHHXiiaioiiiero b iixpe xouinyHMKaTMBHyK} caryanmo. He 

TexcT, a axr KOMMjrHMKamiM HBuneTCH Mxpoonpeaeamomek e^xHxue* 
nacrepHaxoBcxo# nosTxxx

The principle pinpointed by Faryno as the major feature o f Pasternak's 

poetics was applied by Tsvetaeva in  "Moi Pushkin". Using Faryno's words, we 

may re fer to  the situations taken from  Pushkin's life  and w ritings, and 

discussed by Tsvetaeva in  the essay, as communicative situations. However, 
i f  we employ the terminology o f 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 o f revenge, o r passion (Tsvetaeva perceives Pushkin's last desire 

to  shoot his enemy as the perfect embodiment o f his passionate character);

2. A lesson o f measurement (Tsvetaeva makes a communicative situation  out 

o f her childhood games which supposedly involved Pushkin's monument —

naifHTHHK HyrnxxHa 6uji qeab x npe^ea nporyaxx [...];

riaifiiTHNX IlyiiixxHa 6ua x ifOH nepnan npocTpaHCTBeHHax 

uepa [...],

^  Georgii Adamovich, "Pamiati Poplavskogo", Poslednie novosti, 5320, Paris, 

17 October 1937 p.2; Id., **PosIe Rossii. (Novye stikh i Mariny Tsvetaevoi)", 

ibid., 2647, 21 June 1928, p.3.

Jerzy Faryno, Poetika Pasternaka CPutevye zapiski** — *'Okhrannaia 

gramotaVt Wiener Slawistischer Almanach^ Sonderband» 32, Vienna, 1989, p.45.
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IlaMJiTHiiK IlyuiKMHa 6 u ji — oÔHxoji, TaKoe x e  ^jeHcTByiomee 

JIHltO ^leTCKOlt XH3HH, KaK pOHJIb

riaM^THHK riyuiKHHa 6 u ji H Moelt nepBoft BCTpeMeft c qepHUM 

M ÔeJibiM

riaM^THHK üyuiKHHa 6 faiJi N Moelt nepBoA BCTpeweA c mmcjiom 

[...];

IlaMHTHHK nyuiKHHa 6u ji n MoeA nëpBoA BCTpeqeA c 

MarepiiajioM

riepBbiA ypoK «iMCJia, nepBuA ypoK MacuiTaôa, nepBuA ypoK 

MarepHajia, nepBuA ypoK HepapxMM, nepBuA ypoK mmcjim

(P, pp.19-21)

Tsvetaeva exploits d ifferent situations which Involve Pushkin's 

monument In order to expose all the possible meanings. (In fact, fo llow ing 

the experiments o f the Russian Futurists and expanding the borders o f 

literature, she applies purely lingu istic  techniques o f etymological search to 

sculpture.) Also, the Idea o f the monument coming alive (one o f the 

passages o f 'Mol Pushkin” te lls  about the v is it o f Pushkin's son to the ir 

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 o f sculptural Imagery, one can 

easily read In the described situation a subtext related to the Cnidus myth 

(see chapter 3 o f th is work). Therefore, I t  suggests the tragic m o tif o f the 

Im possib ility o f love (In a triv ia l sense) — “ Tax m y M e n ^  6biJi c b o A 

KoManjiop” (P, p.26). Besides the points mentioned above, such a polysémie 

treatment o f the monument In Tsvetaeva's essay brings to  mind Adelaida 

Gertsyk’s article "Iz mlra detsklkh Igr” .̂ ® (Tsvetaeva praised Gertsyk's work 

In the essay "Zhivoe o zhivom".)

The most significant aspect o f Gertsyk's article (and o f her w ritings 

as a whole) lies In the mythopoetic reconstruction o f the world. In 

Tsvetaeva's w ritings the same mechanism Is used as an a rtis tic  device, 

(îertsyk brings together all the spiritual spheres o f life  which contain an 

element o f creativity (which can be reduced to communication) — such as

A. Gertsyk, "Iz mlra detsklkh I g r ", Russkaia shkola, St Petersburg, 1906, 3, 

pp.31—45.



-  183 -

play, myth, ritua l, relig ion and fa ith . Gertsyk exposed the very mechanism o f 

mythopoetry which was later developed in Tsvetaeva’s "Moi Pushkin":

KaK? KasRjioe c j io b o ,  KsoR^a^ ÔyKoa HMeioT t o j i b k o  o.ano 

onpe^ejiëHHoe snaueHMe? M HMuero jip y ro ro  nejibs^ noH^Tb h 

nponecTb d h m x ?  [ . . . ]  M Hey^oBJieTBopenna^ si nanMHajia 

niiTaTb no-CBoeMy, „coqHH«Tb“ no KHMre, npnÔaBJi^^ HOBue 

nepTbi H AexajiH.^^

In  the same manner as Tsvetaeva talks about her childhood, Gertsyk 

comes up w ith  her own system o f semiotic cypher : she identifies algebraic 

symbols w ith  certain h istoric events or figures. As Gertsyk admitted, her 

perception o f the surrounding world had r itu a lis tic  implications:

BcnoMNHan [...] AeTCKxe npeAcraBJieHHA, si BMxy, u t o  see o h h  

HMejiM B ocHOBe cjiyualt, c rpeM iiiiiM ltc ii HaATM ce6e caHKUHio m 

craTb saKOHOM. 3 t o  6u jia  noTpebnocTb ynop^uouMBarb sRMSHb, 

jiaxb  oKpysicaiomeMy nyjiecnue o6i>JicHeHH^i, UTMTb HenoHHTHyio 

HespMMyio cMJiy m npMHMMaxb o t  nee npMKasaHM^i...

nepeA 40M0M Tfmyaacb ^JiKHHan xonojieBan ajiJie^i; Bce 

jiepeBbü ÔbiJiM 04MHaK0B0 oKonanu m no^cxpM^ReHU. He 

BblHOCA HeOCMfalCJieHHOft CMMMeXpMM H O^HOOÔpaSHA, MU 

BbUeJIMJIM Cpe^M 3 XMX 4epeBbeB 04H0, KOTOpOe BJiaCTBOBaJIO 

H a 4  B C e M M .^ ^

Tsvetaeva's references to the alley, trees and a cu lt object (in th is 

instance, a monument to  Pushkin) make her tex t very sim ilar to  that o f 

Gertsyk. However, there is an important difference between them. Tsvetaeva’s 

tex t is more dense and complicated, due to  her attempt to  translate 

Pushkin’s life  and w ritings not only in to  a new pagan ritual,^® but also into

Quoted from: Maksimilian Voloshin, L ik i tvorchestva, Leningrad, 1988, 

p.498.

Ib id , p.SOO.

Thus, Tsvetaeva claim s th a t the monument was a de ity  d iffe re n t from  a ll 

others: „naM^XHMK IlyuiKHHa si Jiiobfiaa sa nepnoxy — obpaxnyio GejiMsne 

Hauinx 4 0 MauiHMX Goroa."; and „ H auixx Goroa MHoraa, xoxb pejiKO, h o  

nepecxaaji^jiH . HauiHX Goroa, no4 P o *4 ecxao h Hacxy, xpnnKoA oGMaxMaajiM. 

9xoro 3Re m u jim  40jR4fi m cyiunnn aexpa. 3xox acerjia c x o ^ j i . "  (P, p.22)
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the langoage o f Tsvetaeva's own text. In  other words, Tsvetaeva's role as a 

narrator is more complex: she Is not only a receiver o f Pushkin's text, she 

is a creator o f her own semiotic space as well as a messenger. Moreover, i t  

suggests the rôle o f an ideal reader who would be in  a position to  perceive 

a il its  meanings. This opportunity lies beyond Tsvetaeva's lim its  as an 

author. The tragic con flic t between the creative act (expressed in  a play) and 

the rea lity w ill be discussed further in  the analysis o f Tsvetaeva's 

interpretation in  the same essay o f "K moriu".

2. Tivetaeva's Interpretation of the love theme In Pnahkln'a writings and his 
poem "K morin".

I t  has been illustra ted above tha t Tsvetaeva's approach to  Pushkin's 

life  and w ritings was subordinated to  her attempt to  symbolise Pushkin's 

image and mark out a model o f the poet's fate. Tsvetaeva's treatment o f 

Pushkin's personality was not highly innovative, in  the sense tha t i t  was 

based on the experience o f the Symbolists who worked out a mechanism to  

emblematise the ir famous predecessors — especially Dante. Andrei Belyi 

characterised the mode o f liv ing  provided by Dante as "p u t/ soznanlia", while 

Briusov defined i t  as a "norm o f a poet's be h a v io u r 'T s v e ta e v a  fo llows 

B riUSOVS path In dealing w ith  Pushkin's biography: she denies tha t the 

psychological -biographical course can be applied to  a poet's life , and 

replaces i t  w ith  a mythopoetical modus operandi and emblematising. This 

attitude derives from  the outlook o f  such Symbolists as Andrei Belyi. He 

proclaimed creative art as an alternative to  creative iiving.^^ Tsvetaeva wrote 

w ith  great sympathy about Bely's creative liv ing in  her essay "Plennyi dukh ".

Like Belyi, Tsvetaeva used her own biography as an a rtis tic  device, and 

she selectively made use o f i t  in  parts o f her w ritings. In  relation to  

Pushkin, Tsvetaeva demonstrated the same selectivity. Thus, she overlooked 

the social and po litica l reasons fo r Pushkin's dandyism, branding i t  as the 

standard rebellious mode o f the poet's behaviour. Her dismissive remark on

^  See: L. Szilârd, P.Barta, op.cit., p.65; P. Davidson, The poetic imagination 

o f  Vyacheslav Ivanov^ Cambridge, 1989, pp.72-99.

Belyi juxtaposed Dante and St Francis o f Assisi in  relation to  these two 
forms o f creativity. — A. Belyi, Tragediia tvorchestva, Dostoevskii i  Tolstoi^ 

Moscow, 1911, pp.37-38.
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Evgenil Onegin illustrates the same symbolizing tendency;

Hnue M3 MOMX coBpeMenHMKOB ycMOTpejiH b  ..EBrenHH 

OnerMHe" 6jiMCTaTeabHyio myTxy, nouTH caxMpy. MoaceT 6biTb, 

OHM M npaBbi [...]

E u t ? (^Ebir pyccKoro ABopnHCTBa b  nepBo# nojioBMHe X IX  

BeKa“ . ) HyxHo Mce, mtoCm jiio;im 6mjim KaK-HMÔy^b ojieTu. (P, 

p.3S)

In  the second part o f "Moi Pushkin" Tsvetaeva continues to  create a 
type o f passionate hero based on Pushkin's works. In her approach Tsvetaeva 

merges Pushkin's life  and w ritings in  order to  outline a mode which to 

some extent can be called the ‘life  o f genius', to ld  as a story to  others or, 

using Belyi's words, an example o f the word o f genius as a word perceived 

in experience.*^ The latter gives us a key to  the internal structure o f 

Tsvetaeva's narrative in  "Moi Pushkin ". Using Pushkin's texts she extracts 

from them a number o f rhetorical figures and modes and projects them upon 

her own experience (itse lf set against the background o f Pushkin's life ). This 

can be seen as an attempt to  bring back in to  literature Baroque ideas o f 

rhetorical figures which were intended to move the audience and to  make 

the perceiver o f the work o f 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 o f Pushkin's own 

personality, is w ill power. Thus, as noted earlier, Pushkin's fir in g  o f the 

shot in the duel represents fo r Tsvetaeva an expression o f w ill power, which 

helped Pushkin to  transform his own life  in to  a masterpiece. Tsvetaeva’s 

discussion o f Aleko and Tat4 ana in "Moi Pushkin" highlights the same tra it. 

In  line w ith  Tsvetaeva’s interpretation o f the love story in Evgenii Onegin, i t  

was Tat4 ana who in itia ted the whole situation:

B TOM-TO M BCe 4CJIO 6bIJIO, WTO OH ee He JIK>6mJI, M TOJIbKO

noTOMy oHa e ro  — ra x , h xojibKO Anfi t o f o  e ro , a He

jipyroro,B  jnoÔOBb BUÔpajia, w to  Braftne anajia, w to  oh ee He 

CMOMcex JHOÔMXb I...] Y Jiio^eit c 3xmm pokobum  ; ia p o M

HecwacxHoft — ê MHOJiMWHoit — Bceg na ce6n BSHxoft— jiio6bm —

npHMo reniiM na nenoaxojiHiuMe npejiMexu. (P, p.33)

46 Ib id.
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Tsvetaeva talks in  the same vein about Pushkin himself in  her essay 

'Natal4 a Goncharova" (see chapter 3 o f th is work). Nonetheless, such a view 

contradicts the many-faceted image o f the poet created by Pushkin. Thus, in 

the poem "Ekho", Pushkin convincingly depicted the process o f the poet's 

inspiration. In  th is poem and in many others (fo r example, "Prorok", "19 

oktiabria", and "O sen/") Pushkin demonstrated that creative freedom is not 

freedom o f w ill, due to  its  passive nature: a poet perceives the world as 

something given to  him from above in  moments o f inspiration. In th is sense 

Pushkin was the ideal poet open to  a ll aspects o f reality. I f  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 o f the ir poetry. As V ladim ir Soloviev mentioned in his article 

"Znachenie poezii v stikhotvoreniiakh Pushkina" (1899), Pushkin did not have 

such a dominant aspect in  his personality: "OchobhoÜ oTJiimMTejibHUit 

npHSHaK oToft no33HH — ee cBoÔoja o t  bcakoH npe.aB3AToft TenjieHiiMH m o t  

BCflKOA npeTeH 3M M ."^^

Although Tsvetaeva understood the two aspects o f creativity which 

require passive perception and determined craftsmanship (she devoted 

a lengthy discourse to  th is  in her essay "Iskusstvo pri svete sovesti"), she 

strongly emphasised the active element in  a creator. Tsvetaeva’s words about 

Tat4ana Larina, cited above, can be treated as a self-characterisation. In 
"Moi Pushkin" Tsvetaeva claims that she followed in Tat4ana's footsteps by 

setting the course o f her relationships, and she saw the scene o f the last 

meeting between Onegin and Tat4ana as a lesson in courage, pride, loyalty, 

fate and solitude: „YpoK CMejiocTN. YpoK rop^ocTM. YpoK BepnocTH. YpoK 

cy4 b6bi. YpoK o,AHHOuecTBa" (P, p.33). So once again we see Tsvetaeva's 

attempt to  transform an episode in Pushkin's work in to  a rhetorical figure: 

Tsvetaeva claims that “ xor^a, e ca^y, Taxb^ma sacxbuia cxaxyeft". In the ligh t 

o f Tsvetaeva's allusion to Evgenii Onegin i t  would be interesting to refer to 

her self-characterisation in a le tte r to  Salomeia Gal/pern o f 22 March 1927:

Mnjiain CaJiOMeü, xoxMxe pasrajixy — nojiy-xparejiMH, BameA m 

Moeft? Bac Bcerjia 0y,gyx jno6nxb cjiaôue, no ecxecxeennoMy 

saxony xnroxennn cnJibHbix — x cJiaÔUM m cjiabbix —x 

cHJibHUM. riocjiejiHee notre cas, b nac Miqyx m Ô yjyx Mcxaxb 

onopu. Cnjia x cHJie—pe^naJlmee wy.ao m na nero

Solov^ev, op.cit., p.226.
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paCCHMTUDaTb HeJIb3A.

C jia C o c T b , TO ecT b : MYTbE, M H o ro o Ô p asM e , c o s e p a a T e jib H o c T b  

M H e B 03M 0X H 0C T b  C aaÔ O CTb KaK yCJIOBHOCTb,

KOHewHo, c a a ô o c T b — K aK, M o x e x  6 u T b , c n a a  b  A p y r n x  M M p a x ,

HO B  3TO M , aïOÔNMOM BaM H M HCaioGHMOM MHOK), KOH6WHO —

caaÔ o cT b : H e yM en n e  (n e x o T e H H e !) xcxTb. B n a c  jiio6ht 3KM3HB. 

/laJRe BO

Tsvetaeva's model o f a pair in love was extended to Pushkin when, in 
the essay "Natal 4  a Goncharova", she stated that Pushkin represented 

everything, while Goncharova personified n il. („Oh xotcji nyjib, n6o caM 6bui 

Bce.“ — S88, 2, p.58) Tsvetaeva’s comments on Goncharova’s melancholic 

character f i t  her mythopoetic mode, cited above, where she sees passivity as 

the opposite to  passion. Tsvetaeva’s emphasis on w illpower and vo lition 

stands out even in  her interpretation o f Pushkin’s poem "Pora, moi drug, 

pora... ’’.

Bearing in mind Tsvetaeva’s assertion that fo r her Pushkin’s monument 

represented a lesson in thought, and relating i t  to the theme o f willpower, 

love and personal fate, certain links w ith  the trad ition  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 o f descent and ascent. E liis , one o f 

Tsvetaeva’s teachers, to  whom she devoted her long poem "Charodei ”, 
described the poetic fate o f Dante thus:

O t cosHaHMH 6jim3octm BeuHoro ocyoKjieHHH .ao nocjie.aHMx 

BbicoT baarojaTHoro carhhrh  c Tbopuom aeacRT nyTb 

BOCXORCJieHRH /lUHTe, UyTb BeUHblft, HeR3MeHHeMUfl, 

npog.aeHHbift HeKor.aa KaK cTesH oajieHRH coBepuieHHelluiHM r3 

HyxoB R Bceft BceaeHHoft, aexauiRft b byaymeM nocae 

BonaomeHRH Eora CTeseio BosBpaTa h npRMRpeuRH c 

Co3jiaTeaeM, aexauiRft o^rhukobo nepea Bceft BceaeHHoA,

"Iz pisem Mariny Tsvetaevoi k Salomee Andronnikovoi-Gal/pern ”, Vestnik 

rasskogo khristianskogo dvizheniia, Paris, 138, 1983, p.170.

See note 53 in chapter 2.
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BceMM 4yxaMM h jiyiuaMH, nepeji KaxjiuM h3 Hac.*°

The vision o f Dante expressed by E llis  was a commonplace among the 

Symbolists. We come across the same views on Dante — whose fate was an 

emblem o f the path taken by any Symbolist poet — in the works o f Ivanov, 

Belyi and Briusov. The Russian Symbolist movement was permeated w ith  the 

anthroposophic ideology, which proclaimed three types o f pathway fo r the 

ordained; one o f them advanced a method o f in itia tin g  w illpow er and 

thought. In  the lig h t o f these teachings I t  becomes clearer how Tsvetaeva 

applied to  Pushkin the principles developed by her predecessors. In 

particular, Tsvetaeva's description o f Pushkin's monument can be compared 

to  her interpretation o f his poem "K moriu " (th is w ill be discussed below). 

Tsvetaeva's own "Poema vozdukha" embarks upon the aspect o f ascent, and In 

some ways Tsvetaeva's interpretation o f Pushkin's "K moriu" hinges on her 

own model which appeared in her poem and which derived from Symbolist 

concepts. As Dante was fo r  earlier Symbolists an embodiment o f spiritual 

arlstocratism, Pushkin symbolised fo r Tsvetaeva the same principle in  the 

same way. That is why Tsvetaeva overlooked Pushkin's preoccupation w ith  

the position o f the aristocracy in  Russia. These ideas became irrelevant fo r 

w riters o f her generation.

As was pointed out earlier, the image that Tsvetaeva had o f Pushkin, 

based on the emphasising o f Pushkin's negritude, was developed in to  a 

special theme o f blackness. In  the second part o f "Moi Pushkin" Tsvetaeva 

mentions characters from Pushkin's w ritings such as Peter the Great, 

Pugachev, Vurdalak and Napoleon. A ll o f them merge in to  one theme in 

Tsvetaeva's discourse — evil. This theme is interpreted by Tsvetaeva in  a very 

unorthodox way, and i t  is also linked to  the love theme.

The theme o f evil is  related in  Tsvetaeva's w ritings to  the m o tif o f 

individaaJism  and rebelliousness. As we shall see further in  our analysis, 

love represents, in  Tsvetaeva's view, an embodiment o f one's w illpow er ( it  

can be fe lt even in  the remark in the le tte r to  Salomeia Gal/pern, quoted

E llis , "U ch ite l/ very", Trudy i  dni, Petrograd, 7, 1914, p.66. The allusion to 

E llis  seems to be appropriate even in the ligh t o f Tsvetaeva's reference to 

her own poetic description o f Pushkin’s monument in "Charodei". The image 

o f the black monument which " l i t  the sunrise" in honour o f the Divine Tsar 

may well be influenced by E llis's teachings related to  mystic experience and 

Symbolist cultural orientations.
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above, aboat a g if t  o f edinolichnoi love). A lthough th is  mode m ight seem to  

be rom antic, Tsvetaeva's poetics and a rtis tic  vision are very d iffe ren t from  

those o f the w rite rs  o f the period o f Romanticism. I t  appears to  be more 

fru itfu l to  look a t i t  from  the po in t o f view  o f a d iffe ren t tra d itio n : 

Tsvetaeva's perception o f the Greek philosophical tra d itio n  o f Heraclitus and 

Plato — partly  ind irect — through the culture o f the Russian Symbolists who 

absorbed ancient a rt to  a large extent.

Thus, Tsvetaeva's eth ical model (and subsequently her system o f 

colours) has an o rig in  in  Plato's theory o f Forms and Ideas. In  the view o f 

Plato, change is  evil and rest is  divine. This doctrine was summarised in  the 

Laws: "Any change whatever, except the change o f an evil th ing, is  the 

gravest o f a ll the treacherous dangers tha t can befall a th ing — whether i t  

is  now a change o f season, o r o f w ind, o r o f the d ie t o f the body, o r o f the 

character o f the soul " . On the one hand, Tsvetaeva establishes an ideal 

w orld  in  her poetry which gets d istorted when im itated. (This idea is  very 

evident in  the works o f Plato). In  the "Poema lestn itsy " Tsvetaeva reminds 

her readers about the orig ina l pu rity  o f the divine design:

Mu, c peuecjiauH, uu, c saBojiauH,
*Ito MU cjiejiajiH c paeu, OTjiaHHUu
Hau? Horn nepBU# n nepBU# jiom,

iT o  MU c.aeJiajiM c nepeuu jmeu? (S84, 1, p.398)

Tsvetaeva examines Pushkin's poem "K m oriu" in  her essay "M oi 
Pushkin " in  the same vein. I t  seems to  be s ign ifican t tha t Tsvetaeva ta lks 

about her childhood perception o f the poem because in  European culture a 

child 's vis ion o f the w orld Is considered to  be closer to  the orig ina l created 

by God. (Thus, fo r instance, Heraclitus in  one o f his fragments suggests tha t 

a ll the Ephesians ought to  hang themselves and leave the c ity  to  be ruled by 

infants; in  the Enlightenm ent the idea o f 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 m oriu", and, in

the fin a l words o f the essay she makes a po in t tha t the sea as a free

element was in  her view identical to  poetry:

H — 6ojibme cxax^: ÔesrpauoTHOCTb Moero ujiajteH^iecKoro 

OTO^MecTDJieHKB CTMXMH CO CTHxaMM oKasajiacb —

Translated from  the Greek by K.R. Popper in  his The Open Society and its

Enemies^ volume 1, The Spell o f  Plato, London, 1989, p.37.
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npospenneM: „CBoGo^Haf: cthxh^** oKasajiacb CTMxaMH, a ne 

MOpeM, CTHXaMM, TO CCTb e^MHCTBeHHOft CTMXMeft, C KOTOpoA 

He npouiaioTCii — HHKorjia. (P, p.S7)

In  spite o f  Tsvetaeva's claim  th a t her in te rpre ta tion  o f "K m oriu " was 

inspired by her childhood perception o f  the poem, one should look in to  

another aspect o f i t ,  in  particu la r Pasternak's influence on Tsvetaeva's 

poetry. I t  seems very like ly  tha t Pasternak's cycle "Tema s varia ts ilam i" has 

something to  do w ith  i t ,  especially i f  one bears in  m ind Tsvetaeva's 

reference to  th is  cycle in  "M oi Pushkin " :

K Mopto 6ujio: Mope + JUoboBb k neMy flyuiKHHa, Mope + 

n 0 3 T , JBe C T H X M H , O K O T O p U X  TUK HesaÔBeHHo — Eopnc

nacrepHax:

CTMXMH C B 060A H 0A  CTMXMM 

C C B 0 6 0 4 H 0 A  cTMXMeA c T M x a , —

onycTKB NJiN no4pa3yMee TpeTbfo m ejiHHCTBeHHyio: 

jiMpMuecKyx). (P, p.S6)

In  Pasternak's cycle the poet in  the act o f creation is iden tifie d  w ith  

God. The whole structure o f the cycle has very notable s im ila ritie s  w ith  

some b ib lica l t e x t s . H o w e v e r ,  th is  idea derives from  a more ancient 

tra d itio n  introduced in to  European cu lture by Plato. One o f the dominant 

points o f  Plato's theory o f  Form and Ideas suggests tha t a ll products o f 

human a rt are only copies o f  'natura l' sensible th ings. Therefore, the a rtis t 

produces only copies o f d ivine Forms, in  o ther words — copies o f copies, 

tw ice removed from  rea lity  and correspondingly less true. Plato established 

an opposition between nature and a rt in  its  correspondence to  the 

opposition o f tru th  and fa ls ity , o f  rea lity  and appearance, o f orig ina l and 

man-made th ings. According to  Plato, the opposition is analogous to  the 

antinomy which exists between the objects o f  rational knowledge and those 

o f delusive opinion, between the products o f divine a rt and human a rt. That 

is why Tsvetaeva's farewell to  the sea depicted in  the essay can be fu lly  

understood only in  conjunction w ith  Plato's ideas discussed above.

There is a trace o f Plato's ideas (conveyed in  particu la r in  Timaeus) in

See: Jerzy Faryno, "Pushkin in  Pasternak's Tema s varia tsilam i’ ", Slavonic 

and East European Review, 69, 1991, 3, pp.418-57.
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Tsvetaeva's m ythological model o f the w orld as w e ll as in  her poetics. Like 

Plato, Tsvetaeva was preoccupied w ith  a search fo r the etym ological o rig in  

o f words. Plato's poetics is  w ell known fo r the persistent usage o f the 

synonymous am plitude o f words derived from  the same semantic stem. In  

Timaeus, fo r example, Plato's semantic structure o f the te x t manifests 

"npMHnnn ejiifHoJt oBeprMllHolk cyÔcraHKMN uKcao-cmtcso-cjioBo*'?^ Plato 

attaches the whole word structure o f the te x t to  the key words derived from  

the stem lo y / le y .  Subsequently, Plato's a rtis tic  device re flects his be lie f 

tha t every semantic paradigm can be traced to  its  orig ina l 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.

However, Tsvetaeva extends Plato's device to  the sem iotic level. Thus, 

in  "M oi Pushkin" she w rites:

H o m' 40 w/lyoan" HayMoea ecTb ceoe 40-BocnoMMHaHne, 

npe4 0 K*BocnoMHHaHne. (P, p.l9)

Moreover, in  the recollections o f Count V olkonskii, Tsvetaeva had a 

habit o f re la ting details o f everyday life  to  the higher rea lity  which 

corresponds to  Plato's teaching on Forms and Ideas:

04Hajc4U Bu im e Hanncaan, u to  HpasNTCB B ail, xax si Gucrpo 

OT nenpMBTHUX BonpocoB 6uTa nepexoacy x cBepxamaHeHHUii

^  N .I.G rigorieva  "Poetika slova. Paradoksy platonovskogo Timeiai dialog 

i gimn", Poetika drevnegrecheskoi Uteratury, ed. by S. S. Averintsev, Moscow, 

1981, p.6B.

^  Tsvetaeva characterises Pasternak's poetic style in  terms which can be 

applied to  her own a rtis tic  manner: „M Biiecre c Ten, ero Ooaee ueii 
xoro-axOo HyacHO BcxpbiTb. (Hoosmb Yiiucaob.)" ("Svetovoi liven i", S8 8 , 2, 

p.331), ,3 u  — nepenncxa HacrepHaxa c ero reHxeii." (From a le tte r to  

Pasternak w ritte n  in  February 1923, S8 8 , 2, p.478). I t  is  also interesting to  

note th a t Count V olkonskii emphasised Tsvetaeva's tendency to  give a 

special meaning to  some sounds and phonetical un its: „Baii HpaBXTCB axo 

uepe4 0 BaHxe H n P ,  h O h M  — snaio", 61M b Hapxace, bu auiax b Hpare. 

SI 3Hax>, — Bau x xyx HpaBxxcü uepe4 0 BaHxe f l  x P, x npeo6 aa4 aHxe A, ho 

X TyT He MOH Bxna." (in : Kn. Sergei Volkonskii Byt i  bytie. Iz  proshlogo, 

ttastoiashchego, vechnogo, Paris, 1978, p p .V II-V III).
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Donpocaif ÔUTMü. C..J I I omhio, Bu kok- to CKasajiH, «ito 

ooqRHmiR ce6e jieBRS: „M ieux vaut être qu'avoir". Bu npaeu. 

,»Avoir** 3TO — ÔhiTb\ „Ê tre ‘* — 3To Ôhtrie.**^^

Tsvetaeva's paradigm 'Pushkin — Blok — Rilke — Orpheus’ which stands 

out in  her poetic system (see chapter 4 o f th is  work) has an analogy in  

Plato's concept o f crea tiv ity  and the Demiurge's ro le in  it .  Follow ing Plato, 

Tsvetaeva perceives every a rtis t as an embodiment o f the C reator— 

Demiurge. This is  pa rticu la rly noticeable in  her a ttitude  towards Pasternak:

HcnoBeAUBaioTc^i ne cBHuieHHRKy, a Eory. IdcnoBejiyiocb (ne 

Kax>cb, a Boc-Kaacjiaio!) He Bau, a jiyxy  b Bac. Oh Gosbuie Bac 

— R He Taxoe eme cnumaji!

(From a le tte r to  Pasternak w ritte n  in  February 1923, S8 8 , 2, p.477)

Tsvetaeva also revived Plato's idea about the masculine nature o f 

creative force. In  a long poem "Na krasnom kone " her Genius appears to  be 

male — i t  is  a ride r on a red steed. In  the lig h t o f Plato's concept, 

suggesting tha t the Demiurge created gods o f a fie ry  nature, i t  becomes 

clear why the whole range o f red colours (from  pink to  negritude) is so 

prevalent in  Tsvetaeva's poetry (especially in  re la tion to  the image o f the 

poet). According to  Timaeus the Universe was created as a resu lt o f realised 

masculine force, and the whole plenitude o f the orig inated cosmos was 

"BUSBaHO jiJiH cauoJI Jiyume# rcrshr cksoM csoBa TBOpnmero Yua".^^ The 

same idea is conveyed, in  Tsvetaeva's view, in  Pushkin's "K m oriu". I t  is 

pa rticu la rly fe lt in  a passage from  "M oi Pushkin" where Tsvetaeva talks 

about Pushkin carrying the whole sea in  an egg (in ancient Greek cosmology 

the la tte r image was a symbol o f the Universe):

M BOT — BRjieHRe: IlymKRH, nepenocHiURü, npoHocHuiRit naji 
roaoBoH — Bce uope, KOTopoe eme r BuyrpR nero (to6ok> 
noun). Tax uto r BHyypR y Hero Bce rojiyôoe — tomho oh 

Becb B orpoMHOM neOa xpycTasbHou npoAOJibHou Hilne, 
KOTOpoe eme r b new (MopecBo.ii). (P, p.50)

Tsvetaeva's approach to  Pushkin's texts has certain s im ilia ritie s  w ith  

tha t o f Pasternak whose "Tema s variatsiiam i " she regarded highly. One o f

** Volkonskii, op.cit., p.XIV.

Quoted from: Poetika drevnegrechskoi Uteratury^ op. cit., p.62.
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the poems from  the cycle, "Oblako. Zvezdy. I sboku...", she claims to  be her 

favourite.®^ Moreover, Tsvetaeva inserts a quotation from  Pasternak’s cycle in  

her essay in  order to  c la rify  her own perception o f Pushkin's poem (see the 

quotation above).

Pasternak’s cycle recreates the same situa tion, Pushkin’s fareweli to  

the sea, although unlike Tsvetaeva’s image i t  serves as an extension o f the 

scene taken from  "Mednyi vsadnik However, Pasternak’s narration is 

complicated by the suggestion o f autobiographical details. Thus, fo r 

instance, young Pasternak was his father’s model fo r the charcoal drawing 

o f Pushkin on the Black Sea; and among his contemporaries he was known

fo r his resemblance to  Pushkin. Tsvetaeva seemed to  be aware o f the

autobiographical aspect o f Pasternak’s mythopoetical model which he

exploited in  the cycle "Tema s variatsliam P’. She closely linked Pasternak’s 

marine images w ith  Pushkin’s "K m oriu’’, and her a ttitude  towards them 

fo llow s the same pattern: i t  presents a clear contrast between the real sea 

and the poetic myth. To illu s tra te  th is  po int i t  would be useful to  refer to  
Tsvetaeva’s own words about Pasternak’s "Deviat^sot p iatyi god" and

Pushkin’s poem:

PI Bce-TaKH He pacKaneaiocb. „npMe;iaeTCH Bce — Jinuib je 6e  

He A@Ho". C 3THM, sa STMM exajia. PI mto xe? To, c mcm 

exajia h sa new: tboé c th x , T.e. npeoÔpaxeHHe Beuin. Ay pa h, 

MTO H HajieHJiacb yBHjicTb boo^mjo TBoe MOpe — saowHoe, 

Ha^oMHoe, BHeouHoe. „ripou ia ft, cBo6o;iHaH cthxm h!” (mom 10 

JieT> M „npMejiaeTCH Bce“ (mom rpM^maxb) — bo t Moe Mope. 

(From Tsvetaeva’s le tte r  o f  23 May 1926, to  Pasternak, S88, 2, 

p.485-86.)

Tenepb, TpHjmaxb c jimiuhmm Jiex cnycxH, BMxy: Moe k  Mopto 

6biJio — nyuiKMHCKaji rpy^b , n ro  exajia h  b nyuiKMHCKyio 

rpyjKb, c HanojieoHOM, c EaApoHOM, c iiiyMOM, h njiecKOM, h 

roBopoM BOJiH ero jyu iM , m ecTecTBCHHo, q jo  h  b 

CpejiMseMHOM Mope co cKajioit-JiHryuiKoft, a hotom m b 

TepHOM, a noTOM b ATJiaHTHnecKOM, stoH rpyjiH  — ne ysnajia.

( ”Moi Pushkin ”, P, pp.55-56)

In  a le tte r to  Pasternak o f 11 February 1923 she w rote: „Tenepb o KHMre 

BuaoTHyio. Cnanajia n aM JiioÔ M M eilü iM e neabHue ctmxm. Ao CTpacxM: 

"MaprapMxa ”, "ObaaKO. S n e s jib i. PI cboKy..." (S88, 2, p.482)
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Therefore, on the one hand, we come across the same approach taken 

by Tsvetaeva in  dealing w ith  Pushkin's and Pasternak's texts. On the other 

hand, using Pasternak's mythopoetic model, based on a comparison o f two 

elements (water and poetry), Tsvetaeva creates a certain type o f 'marine* 

personality which she freely applies to  Pushkin, Pasternak and herself as a 

poet. In  some ways th is  type o f a poet can be characterised as lyrica l and 

rom antic, although i t  is  entwined w ith  some elements which are more

typica l o f Baroque and avant-garde art:

n a c r e p H a K  % e —  A HHaM M xa a b j t x  s n e p T u x  b  c r o a  a o K T e it , 

n o a n n p a m u m x  a o 6  — M u c a N T e a ü .

Tax nenojiBHacHo nope — e caiiyio Gypio. (S84, p. 386)

In  a s im ila r manner Tsvetaeva describes Pushkin's monument,

iden tify ing  i t  w ith  Pushkin's "K m oriu":

M6o IlyuiKMH He naji necuanuif 6yabeapoM c t o h t , a naji 

TepHMM Mopeu. Haji Mopew cBoÔoanolk cmxiiM — nyiiuciiH 

CBOGo AHOJI CTMXUM. (P, p.23)

I t  is  in teresting tha t Tsvetaeva trie s  to  revive* the monument, seeing 

in  Pushkin a lyrica l poet open to  transform ations and interpretations, in  

comparison to  her d e fin itio n  o f some poets — such as Briusov and

M aiakovskii, fo r example — whom she characterises as “ marble**, static, 

liv in g  monuments, and so on. („CTaTKUHOCTb MaHKoecKoro o t  ero 

craTyapHocTM. /|a *e  t o t  GwcTpoHoron# ÔeryH o h  — upaMopHbiJt. [...]

MaHKOBCKHk — acMBog naMHTHMK." — 'Epos i lir ik a  sovremennoi Rossii ", S84, 

p. 387)

Jerzy Faryno, in  h is comprehensive analysis o f Pasternak's “Tema s 

varia tsilam i *, comes to  the conclusion tha t Pasternak establishes analogies 

between a ly ric  hero and the Creator, between Pasternak's poetic language 

and the Bible. (See re f.52.) In  Tsvetaeva's case, however, we should also look 

fo r links w ith  ancient Greek tra d ition . (Her own tragedies, “Ariadna" and 

“Fedra", illu s tra te  her preoccupation w ith  ancient Greek culture.) Thus, 

Tsvetaeva's description o f the seaside in  the long poem “S morla " (w ritten  in  

the form  o f a le tte r to  Pasternak and Rilke) resembles some aspects o f the 

poetics developed by Plato and A ris to tle . In  the poem Tsvetaeva concentrates 

her a ttention on playing w ith  pebbles, which leads her to  creating a game
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(w ith  a certain sem iotic significance); she hopes tha t her game w ill be 

joined by her addressee in  a telepathic, dream like  way. Child's play was at 

the centre o f the attention o f Greek philosophers, too. Plato’s Timaeus, fo r 

instance, ta lks about the transform ation and metamorphosis o f a ll kinds o f 

elements. Plato compares a philosopher who observes such transform ations 

to  a ch ild  at play:

M r p a ,  saôaea, jie T C K a n  iiiy T K a  — b o t ,  O K asb ieaeT c^ , K aKoe  

S H aqenne n p n jia e T  4>h j io c o <̂  y n e jy  m HCUHCJieHMio BM.aoB 

M aTepM M , nopo^R jiaeM bix  K a x 4 o A  CTHXM eft, n , M a jio  T o r o ,  o t o  

s a H fiT x e  oueHM BaeTCH h m  B c e ro  JiMuib x a x  n o r o u A  sa  

n p a B ^ o n o A o Ô H M M  m h(|)om .^^

Just as Timaeus establishes the difference between reason and myth, 

Tsvetaeva compares her vision o f the real sea w ith  the image created by 

Pushkin. Another analogy lies in  the fact tha t the sea in  ’’Moi Pushkin” 

seems to  be an a lte r ego o f the poet:

[ . . . ]  M o p e  — J ip y r , M o p e  — s o B y m e e  m ac^ym ee [ . . . ]  M o p e  

— BSaHMHOe, TO T ejIMHCTBeHHUft CJiyqaft BSaHMHOCTM — AO 

x p a e B  H u e p e s  M o p c x o H  x p a A  H a n o jin e H H u ft, a  He n ycT o A , x a x  

CMacTJiMBaH JUoGoBb. (P, p.56)

The crucial princip le o f avant-garde poetics, the iden tifica tion  o f the 

author’s creation w ith  the creator him self, bears a resemblance to  Plato’s 

concept o f the Demiurge who made everything around him self look like  him.

In  ’’Moi 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 — „ o h o  MaxcHMaabHo 

HeBbipajxeHO, OTTecneno BrjiyÔb cnrpyxTypbi, Tax u t o  m o s rh o  roBopHTb o 

cBoeoGpasHOM „MHHyc-jI “, [...], anpHuecxoe ü nacTepnaxoBcxoA no33MH — 

nycToA neuTp x o m h o h o b x h ,  x  xoTopoMy oGpauienu npe.AMeTbi (BeiUH,

S8 Grigorieva, Poetika drevnegrecheskoi Uteratury, op.cit., p.72.
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ABJieHHJi, ABHxeHRA) ,.BHeiiiHero MRpa“ .*  ̂ In  the same vein Tsvetaeva 

comments on Pasternak's and Pushkin's poetics:

KoMy Rce roBopRT JlacTepnaK? HacrepHaK roBopRT caM c 

C06010. /]aRce xoneTCfi cxasaTb npn caMOM ce6e. ("Epos i 
lirika sovremennoi Rossii", S84, 2, p.374)

riacrepHaK Becb na UHTaTejibCKOM coTBopuecTBe [...] 

HacrepHaK — nperBopeHHe npe^Mera b  ceôn; pacTBopenne 

npe^Mera b  ce6e. (S84, 2, p.375)

Ho K Mopio 6 b iJ io  eme m jiioÔoBb Mopj! k HymKRHy: Mope 

— 4pyr KOTopoe 6 o r t c h , u t o  OymKHH — saSy^ier, h

KOTOpoMy, KaK RCRBOMy, HymKMH oGemaer h  BHOBb oGemaer.

(P, p.56)

As mentioned above, Tsvetaeva ta lks in  the same manner as Pasternak 

about the "waves o f Pushkin’s soul", c la im ing th a t such an image o f 

the sea as created by Pushkin and herseif can ex is t only "ins ide" someone 

(P., p.56).

Both Pasternak and Tsvetaeva read Pushkin's te x t as an open w ork ’, 

and interpreted his term  "svobodnaia s tikh iia " in  the lig h t o f avant-garde 

poetics. The very t i t le  o f Pasternak's cycle — "Tema s variatsiiam i " — im plies 

th is ; Tsvetaeva's t i t le  "Moi Pushkin " is also suggestive. This aspect o f 

openness’ in  modem a rt has been thoroughly studied by Umberto Eco in  his 

book The Open Work. According to  his observations, the modern a rtis t 

subsumes openness " in to  a positive aspect o f h is production, recasting the 

w ork so as to  expose i t  to  the maximum possible opening".^^ Eco 

establishes in  his study the s ign ifican t difference between the ‘open’ w ork o f 

the avant-garde and what we m ight call ‘c lassical’ art. In  Eco's analysis o f 

Dante's theoretical statements and poetics we come across an im portant 

conclusion tha t a medieval te x t made available to  its  readers "a range o f 

r ig id ly  pre-established and ordained in terpre ta tive  solutions, and these never

Josip U2arevi6, "K  problème liricheskogo sub^ekta v lir ik e  Borisa 

Pasternaka ”, Poetika Pasternaka, Stadia filologiczne, zeszyt 31/12, Bydgoszcz, 

1990, p.26.

Umberto Eco, The Open Work, translated by Anna Cancogni, London, 1989, 

p.5.
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allow  the reader to  move outside the s tr ic t control o f the a u t h o r " . I n  

other words, "the reader can concentrate his a ttention on one sense rather 

than on another, in  the lim ite d  space [...], but he must always fo llow  rules 

tha t enta il a rig id  univocability. The meaning o f allegorical figures and 

emblems which the medieval reader is like ly  to  encounter is already 

presented by his encyclopedias, bestiaries and lapidiaries. Any symbolism is 

objectively defined and organised in to  a system” .̂ ^

The "openness” prevalent in  modem a rt appeared fo r the f irs t tim e in 

the "open form ” o f Baroque culture due to  the preoccupation o f Baroque 

a rtis ts  w ith  dynamic types o f expression:

Searching fo r k ine tic  excitement and illu so ry  effects leads to 

a s itua tion where the plastic mass in  the Baroque work o f 

a rt never allows a privileged, de fin itive , fron ta l view; rather 

i t  induces the spectator to  s h ift his position continuously in 

order to  see the work in  constantly new aspects, as i f  i t  

were in  a state o f perpetual transform ation.*^

Therefore, in  Baroque a rt fo r the f ir s t  tim e man opts out o f the 
canon o f authorised responses and perceives the w orld in  a flu id  state. That 

is why Baroque culture can be seen as the f ir s t clear m anifestation o f 

modem aesthetics and sensitiv ity.

I t  was pointed out earlier tha t Tsvetaeva’s poetics stands very close 

to  the principles o f Baroque art, although her in terest in  dynamic forms o f 

expression derives not only from  the Baroque tra d itio n  but also from  

Heraclitus whose Fragments she treasured very much.** The ‘k ine tic ’ approach 

found by Eco in  the a rt o f the Baroque and the avant-garde is applied by 

Tsvetaeva to  Pushkin’s poem ”K m oriu" which she tries to  put in to  d iffe ren t 

dimensional perspectives. She sees i t  as a potentia l mystery to  be solved;

* ' Ib id ., p.6.

*2 Ib id .

*^ Ib id ., p.7.

** Saakiants claims tha t Heraclitus’s book, translated by Tsvetaeva’s friend 

V lad im ir Ni lender, was among Tsvetaeva’s favourite books w ith  which she 

never parted. —A. Saakiants, "Vstrecha s knigoi d lia  menia radost^. Marina 

Tsvetaeva", Oni p ita li muzu. Kniga v zhizni i  tvorchestve pisatelei, Moscow, 

1986, p.201.
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thus, Tsvetaeva includes a whole chain o f  possible in terpretations o f 

Pushkin's image, fo r  example: „C Ace* K Mopto jipoGxaocb na rpasM*", „co 

crapuie* cecTpo* Baaepue* [ . . . ]  npenpamaaocb b  TavapcKNe T y # M  b

cxaay A c b j  h b  cxaay Monax**, „Hnuero spiiTeabHoro n npejiMeTuoro b  Moe&f 

K Mopto He 6uao, 6 u s n  luyuu  [...], S B y xN  c j io b , m — canoe raaBHoe — Tocxa: 

nyiuKHHCKoro npHSBaniiH n npomaniiJi*' (P, pp.5i-2). A ll the suggested 

p oss ib ilitie s , however, were surpassed by Tsvetaeva's conclusion th a t 

Pushkin's free element turned ou t to  be ly r ic  poetry.

In  some ways Tsvetaeva's statement can be Justified by taking in to  

account some personal details o f Pushkin's life  in  the Crimea which form  

the background o f his poem "K m oriu ". Byron's death in  1824 inspired several 

Russian poets: Pushkin w rote "K m oriu", K iukhe|/beker published a poem 

"Smert^ Bairona", Ryleev — "Na smert^ Bairona ". Pushkin's response to  

Byron's death was in  line w ith  the Russian poetic tra d ition : like  Viazem skii, 

Ryleev and many others Pushkin perceived i t  as a highly honourable subject fo r 

solemn poetry. He wrote to  Viazem skii: „Te6e rpycrno no EaMpone, a h Tax 

paji ero cifepTX, xax Bucoxoiiy npejiueTy AJiti noosux."^^ Despite th is  

a ttitude , Pushkin dismissed the attem pts o f h is fe llow  poets to  revive the 

genre o f ode in  re la tion to  Byron. H is own dedication to  Byron was closer

to  the genre o f elegy, although alm ost a t the same tim e Pushkin critic ised

Romantic elegiac poets in  his novel Evgenii Onegin. By th is  tim e Pushkin 

was seeking new applications fo r his lite ra ry  g ift, eager to  extend the 

boundaries o f ly ric  genres. As Tynianov argues, the lite ra ry  path o f a pure 

ly ric is t, as outlined by Kiukhel4)eker, by the m id 1820s had already become 

unacceptable fo r Pushkin:

[...] cMepTb oaerx* n nocaaHX* Guna Ann HyrnxxHa

noxasaTeaeii tofo , uto Jttipttxa  ^oaacHa ycTynxTb na BpeMH 

nepneHCTBo jipyrxii uMTepaTypHbiM ^opwaw: rpa reA titt,

KOMCAtiti, caTtrpe; npx6ax*aaacb nopa „Eopxca PojiyHOBa".^^

From th is  po in t o f view, Tsvetaeva was correct to  sense tha t

Pushkin's farewell symbolised a farew ell to  ly ric  poetry. However, her image 

o f Pushkin's poetic persona is  one-sided. As indicated by many scholars (fo r

Quoted from  In . N. Tynianov, Pushkin i  ego sovremenniki^ Moscow, 1969, 

p.l08.

“  Ibid., p.115.
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example Tynianov), Pushkin turned his a ttention from  ly ric  genres to 

dramatic a rt (a verse play in  particular). Tsvetaeva’s own plays fo llow  

Pushkin's tra d itio n  in  many ways, although th is  fact lies beyond the 

boundaries o f her essay "M oi Pushkin". Pushkin’s creativ ity was not lim ited 

to  lyrica l form s o f expression as was exaggeratedly claimed by Tsvetaeva in 

the essay. I t  was Pushkin h im self who wrote:

Haw n pM A TH o eu^ieTb n o s x a  b o  e c e x  c o c t o ^ h h b x  m 

NSMeHeHMAX e r o  x h b o A  TB O puecK oft .syiuM: h b  n eua jiM , h 

B p a jio c T M , M B n a p e H M ^ x  B o c r o p r a ,  m b  o t^ o x h o b c h k h  

q yB C T B , M B  lO B eH ajibH O M  H 6 ro .A O B aH H H , M B MajieHbKoft jo c a jie  

Ha CK jrworo cocejja... E jia ro ro B e io  n e p e ji cos^aHMeiyi (Daye r a ,

HO JIIOÔJIIO M OnMFpaMMbl... EcTb JIIOJtH, KOTOpUe He npM3HaiOT 

HHOÈ n093HM, KpOM6 BUCHpeHHOA...

Moreover, Pushkin’s "Oda grafu Khvostovu ” contains elements o f 

parody on the odes o f Ryleev and KiukheKbeker. Undermining and 

overlooking th is  sa tirica l trend in  Pushkin's a rt, Tsvetaeva recreates in  her 

essay the type o f a poet which matches Kiukhel'Tjeker’s ideal o f the solemn 

poet devoted to  the themes o f ‘high a rt' w ith  which Pushkin wanted to  break 
in  the 1820s. This type o f elevated poet was cultivated by the Symbolists 

and subsequently by Tsvetaeva herself.

Another interesting feature o f Tsvetaeva’s approach is the fact that 

she freely uses Pushkin’s te x t as an ‘open' w ork to  such an extent tha t she 

adopts and plays out the ro le o f the ly ric  hero o f the poem "K m oriu":

M , B H esanno  noB epnyB iuM C b k  n e M y  cnxHofi, n n u iy  o 6 ;io m k o m  

CKaJiu H a cKajie:

n p o u ia f t ,  CBOÔOJIH2LH c t h x h h I  

[ . . . ]  H  jo ji^ R H a  A o n w c a T b  4 0  b o u h u ,  b c b  .ao u M c aT b  j i o  b o j ih u ,  a  

BO Jina y x e  H ^ e r ,  m r  x a x  p a s  e m e  y c n e e a io  n o ^ n M c a T b C A :  

AjieKcawip Cepreeawv UyuiKHH [...] (P, p.55)

Tsvetaeva’s usage o f the situa tion suggested (in her own view) by 

Pushkin, and o f the word podpisa t^s ia  (to put one’s own signature) indicates 

tha t "M oi Pushkin" contains a certain mythopoetical model related to  

Tsvetaeva herseif rather than to  Pushkin.

As was pointed out above, Tsvetaeva’s mythopoetical model on the one 

hand derives from  Pushkin’s ”K m oriu ” and Pasternak's "Tema s variatsiiam i ”:

67 Ibid., p.llB.
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i t  is based on merging the sea (as an embodiment o f  the water eiement) 

w ith  poetry. On the other hand, i t  is  an expansion o f Tsvetaeva's modei o f 

her ly r ic  “ I ” which is iinked to  her C hristian name Marina. Etym ologically 

Tsvetaeva traced the o rig in  o f  her name to  tw o  Latin  stems mare (sea) and 

mori (death):

DbiHouieHHaji BO qpeee 

He MarepHHCKOM, a MopcKOM. C...3 

Tu CKajReiub: jiioOmji — Mopcxyio!

Mopcxan xanyjia — e u o p ^ !"  ("Dve pesni", S88, 1, p.l27)

K tO COSJiaH H3 XaMHA, KTO COS^an M3 rJIMHU,—

A cepeOpiocb h ceepKaio!

M ne je jio  — M3ueHa, une m ma  — MapMHa,

H — OpeHHafx nena Mopcxa^. [...]

— B KynejiH Mopcxoft xpeiuena — m b  nojiere

CBoeu — HenpecTaHHo pasOxra! ("Kto sozdan iz  kamnia... ",

S84, 1, p.139)

Yace He memento, a npocTo — Mope!

Saarpa, Korjta noMueM. ("Poema gory” , S84, 1, p.366)

in  th is  example Tsvetaeva makes a pun from  the Latin expression memento 

mori, freely iden tify ing  the Russian word Mope (sea) w ith  the Latin mori (death).

Bearing in  m ind the role o f  the water element in  the cosmogonic 

theories o f  ancient Greek mythology and C hristian theology, i t  is possible to  

see th a t Tsvetaeva confers her ly r ic  *T” w ith  w orid-creating power. 

Sometimes th is  ly ric  character stands out as a Creator independent o f God 

— like  the Egyptian goddess Nieth (whom the Greeks iden tified  w ith  th e ir 

Pallas Athene -  the great weaver who wove the w orld  w ith  her shuttle  as a 

woman weaves cloth.)^® According to  Plato’s account, N ieth was considered

N ieth played a part in  many cosmogonic myths. She was made a 

sky-goddess like  Nut and H ath ir, and she was proclaimed to  be mother o f 

the gods in  general and Ra in  particular. She was a warrior-goddess, and 

wore the crown o f the North w hile  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 th is  

inscrip tion : " I  am a ll th a t has been, th a t is, and tha t w il l  be. No m ortal has 

yet been able to  l i f t  the veil which covers me.” — See: New Larousse 

Encyclopedia o f  Mythology, in tr . Robert Graves, London, 1969, p.37.
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by the Greeks to  be both god and goddess, who created the Universe by 

u tte ring  words.®’  The la tte r image matches precisely Tsvetaeva’s 

androgynous character bestowed w ith  creative and magical powers.

In  addition to  my analogies suggested above, i t  is  w orth mentioning 

th a t there are some scholars — Faryno, fo r example — who trace some 

features o f Tsvetaeva’s ly ric  character to  Slav fo lk  tra d ition . Thus her 

se lf-id e n tifica tio n  w ith  the foam may have its  o rig in  in  the fo lk  ta le  about 

the creation o f the w orld  by God and the Devil, who emerged from  the 

foam. Nevertheless, whatever the o rig in  o f th is  ly ric  character, i t  always has 

the status o f the fundamental princip le o f existence, o f being -  concludes 

Faryno.^®

I t  is  suprising, however, tha t the functional ro le o f Tsvetaeva’s 

mythopoetic model in  her poetics (the ide n tifica tio n  o f her name w ith  the 

water element) has been overlooked by scholars. The significance o f th is  

iden tifica tio n  is  th a t i t  form s part o f an "open” work created by its  author 

(s im ila r to  the term  "em pty element" mentioned above in  re la tion to  

Pasternak). As an element, water has the a b ility  to  re flec t d iffe ren t images 

in  a m irro r-like  way. Tsvetaeva’s ly ric  heroine adopts the same ro le very 

frequently. I t  is  not a coincidence tha t Akhmatova augurally called Tsvetaeva 

her "double" and a "m ocking b ird " (in  the poem ’’Nevidimka, dvoinlk, 

peresmeshnik... ”), I t  also would be fru itfu l to  place Tsvetaeva’s mythopoetic 

model against the background o f the cosmogonic concepts related to  water 

in  ancient Greek philosophy:

Bojia ecTb npospauHOCTb n o^^opMseHHOcTb ojiHOBpeMeuHO. 
Kax yiiHuJt oNjioc pasanueu d ce6e m ToxcaecrneH, rax noaa 

oTUNUHa OT Bcero oxpyxcanmero, byjiyux b to  axe Bpewn 

abcojnoTHo npospauHoft h xax 6u Tew caifuif y see TepRU cboio 

rpanxny, ysce oToswecTBJiwicb c oxpyscamuMU. Qua — 

uojm^MxanMii orim, xoraa oh sanBexaex 6oaee xax iieuee 

XBepjiUMX o^pMaeuxHMx, oxxasuBancb ox ÔecnoxoftcxBa 

CBOXX xcxaHxft. [...] oua — cxiiBoa ÔecneuHocxx, HeBXHHOcxx,

Grigorieva, Poetika drevnegrecheskoi literatary, op. cit., p.94.

Jerzy Faryno, M ifologizm  i  teologizm Tsvetaevoi (,Magdalina" — 

„Tsar^-Devitsa'* — „PereaIochkiV, Wiener Slawistischer Almanach, Sonderband, 

18, Vienna, 1985, p.393.
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Ôespa^ocTHOCTM H OesropecTHOCTH yMHoro caMonpoüBJieHMA

noABMXHoro B ce6e noKOü bc^hoctm/^

In  Tsvetaeva's poetics there is a clear m anifestation o f the qualities 

o f water described above, which become particu la rly evident In her symbolic 

use o f the colour silver. In  the 1930s the most prevalent characteristic o f 

Tsvetaeva's w ritin g  becomes, probably, a dynamic image w ith in  a framework. 

Her se lf-descrip tion in  1938 illus tra tes  th is  po in t very w ell:

A KaK x o p o u io  ObiJio 6 u  — ecjiM  6u a XM Jia b EeJibFMH, x a x  

K o r a a -T o  sicnjia b M e x H H , M H p no ft xcnsHbK), K O T o p y »  ^  T a x  

oOoMcaio... ( , A  OH ,MHTeacHbift, HLnex 6 y p n . . ."  — BOX y x  He n p o  

M eHH c K a s an o , n erne: — Enaacen kxo nocexH Ji ce #  M n p  — B 

e r o  M M H yxu p o K O B u e ... box yac ne O jiaacen!!!) I...]

Tsvetaeva gives a symbolic meaning to  the colour silver, applying I t

e ither to  self-characterisation, or In the depiction o f other poet-slngers

(Blok, fo r example) o r to  the sea. In  the poem "K to sozdan Iz g llny..."

(quoted above) we came across the line "A  la serebrlus^ 1 sverkalu"; the 

description o f sea water in  "Moi Pushkin" appears to  fo llo w  the same 

pattern:

Si coxHy n CMOxpio: xenepb r  BHxy, mxo sa cxajioft JlarymKa

— eme Boaa, mhoxo, ueM ^ajibuie — xeM baeane#, h uxo

KOHwaexca ona 6eaoR bJiecxBine# WMHeewHo# uepxoio — xoro 

xe cepebpa, mxo see sxh xohkh na MajienbKMx BOJinax. (P, 

p.55)

In  Zubova's study of colours in Tsvetaeva’s poetry, the colour sliver

represents, on the one hand, dynamism, and, on the other, the idea of

withdrawal from life. I t  is opposed to the colours gold and red: 

„cepebpHHhi# — ceaoR nsex Bupaxaex b npoMSBejieHHAx UBexaeBoft Mjieio 

becuBexHocxif xax oxpemeniiH ox xmshm , h b sxom CMUcjie oh 

npoxMBonocxaBJieH BceM oxxenxaM xpacHoro".^^ 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.

From Tsvetaeva's le tte r to  Ariadna Berg o f 15.02.1938. — Pis^ma Mariny 

Tsvetaevoi k  Ariadne Berg 1934-1939, Paris, 1990, p.91.

Zubova, op.clt., p.l40.
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In  the lig h t o f the characteristics o f water discussed above, i t  

becomes ciearer why Tsvetaeva sees an advantage in  identify ing  her ly ric  “ I ” 

w ith  it .  M ost im portantly the aspect o f reflectiveness allows the ly ric  “ 1” to  

be dynamic and enter d iffe ren t a rtis tic  systems. This fle x ib ility  form s an 

essential eiement o f an "open" work. I t  is  pa rticu la rly relevant to  Tsvetaeva's 

prose w ritin g s  about other poets. A ll o f them contain an autobiographical 

element which reveals its e lf through the function  o f reflectiveness, o r 

m irroring . Thus i t  has been noticed by many scholars tha t Tsvetaeva's 

po rtra its  o f Belyi, o r Voloshin, can be taken fo r se lf-po rtra its . The 

"m irro rin g " princip le was already outlined by Tsvetaeva as early as 1913 in  

the poem "Vstrecha s Pushkinym" in  which she proudly declares tha t she 

loves her re flection  in  the m irro r, although th is  re flection  appeared to  have 

a background containing elements o f Pushkin's poetic w orld. To a large 

extent the same approach can be applied to  "M oi Pushkin". Thus, Pushkin's 

poem "K m oriu " was perceived by Tsvetaeva as an "open", communicative 

s itua tion  which she plays ou t in  her own life : as was pointed out earlier, 

she puts a signature o f Pushkin on the rock a fte r inscrib ing the f ir s t  line 

from  his poem "Proshchai, svobodnaia s tikh iia ".

In  terms o f the personal circumstances o f Tsvetaeva's life  the ritu a l 

o f her farew ell to  poetry in  the essay reflected the real s h ift from  poetry to  

prose w ritin g  which was due to  financial pressures. Tsvetaeva found th a t i t  

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 

le tte rs to  friends from  th is  period are fu ll o f complaints related to  the 

necessity to  w rite  prose rather than poetry. Besides her financial and 

personal problems there are some indications tha t Tsvetaeva experienced a 

cris is  in  her poetic career, although she very rarely admits it .  Thus, in  1935 

she w rote to  Teskovâ:

jiasHo y *e  suOiiTa ns Koae* nMcaHHü. PaasHoe — ner 

cTOJial...]. Ho eme rnasHeik: aro (dcü sd hmkomjt hc nyxHO, 

3to , b Jiynmeif cnynae, soeexcn „HeBpacTeHX^". Bex Men î — 

MHHOBaa. Ho o6 otom b Apyro* pas. (PAT, p.126-7)

Anna Akhmatova comments on Tsvetaeva's poetic cris is  in  one o f her 

diary notes in  1959 in  the fo llow ing  manner:

Mapmna yiiuia b saynb. Cm. „ Ilo 3 M a  Bos;%yxa". Eft crajio recHO
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B paMKax r io 3 3 HM. Ona do lph in -like , xax roBopMT y 

Ulexcnnpa Kjieonarpa 0 6  Ahtohmm. Eft Oujid Majio ojiHoft 

CTMXMM, ona yjiajiMaacb b apyryx) mjim Apyrwe/^

I t  is beyond the scope o f th is  work to  analyse a ll the reasons which 

led Tsvetaeva to  the “ escape” from  poetry, as Akhmatova puts it .  The 

relevance to  th is  work lies in  the fact tha t Tsvetaeva tries to match her 

personal s itua tion  w ith  tha t o f Pushkin. In  other words, in  “Moi Pushkin” 

Tsvetaeva applies the same method o f “ m irro ring ” to  her discussion o f 

Pushkin's "K m oriu” which is  prevalent in  her other autobiographical w riting . 

The theme o f being Pushkin's double appears also in  Tsvetaeva's essay "Mat/ 

i muzyka" in  which Tsvetaeva persuasively claims tha t her mother wanted to 

have a son, Alexander, instead o f her. Tsvetaeva follow ed her myth-making 

line in  prom oting th is  parallel in  several le tte rs and personal remarks. Thus, 

fo r instance, she wrote to  Ariadna Berg about being Alexander in  her 

sp iritua l and in te llectua l ego: „Mo5i Marb xoTejia cbina Ajiexcanjupa, po^MJiacb 

— HO c jiyuioft Ua m c rojioeoft!) cuna Ajiexcanjipa.

The very freedom which is fe lt in Tsvetaeva's approach to Pushkin's 
te x t was typical not only o f Tsvetaeva. I t  was worked out by the whole 

range o f w rite rs representing the Russian avant-garde. As early as 1910 the 
question o f the “ reading” and in terpretation o f lite ra ry texts was examined 

by Andrei Belyi, who outlined an im portant theoretical basis fo r the new art. 

I t  is  pa rticu la rly im portant to  po int out tha t Belyi urged w riters and readers 

to  look fo r “ suggestive” aspects o f any piece o f a rt in  order to  perceive i t  

in  a creative way:

[...] cTMxoTBopeHMe, BocnpMHHToe HaMM, TpeOyex onpejejieHHo 

Hauiero TBOpuecxoro OTHomeHMH, uto6u  saeepuiHTb cmmboji, 

KOTopuft JiHiub sarajiaH b cTHXOTBopeHMH, HO He .aan b 

onpeaeaeHHO xpMCTajiHSOBaHHOM oOpase.^^

Suggestiveness became a m ilestone in  the poetics o f the avant-garde, 

although to  a certain extent i t  was already prom inent in  the w ritings o f the

Anna Akhmatova, "Iz dnevnika ", V p ia ti knigakh, edited and compiled by 

R. D. Tlmenchik and K. M. Polivanov, [43, Posle vsego, Moscow, 1989, p.273.

Pis^ma Mariny Tsvetaevoi k Ariadne Berg, op.cit., p.82.

A .B elyi, "M agiia slov” , Simvolizm: sbomik statei, Moscow, 1910, p.426.
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period o f Romanticism. In  Russian poetry i t  was Zhukovskii who worked out 

the suggestive potentials o f Russian poetic language. Pushkin's poetics was 

s ign ifica n tly  d iffe ren t from  Zhukovskii s techniques. I t  inclined towards 

log ica lly clear, balanced and neutral forms o f expression; in  some ways 

Pushkin's poetry stands close to  the prosaic language o f Karamzin (which 

was known fo r its  precision and adequacy) as was pointed out by Tynianov:

Oh 6uji Ha caMoft eepuiMHe KyjibTypu xapaMSMHCKoro t o v h o fo  

cjoBa, TaM, r^e oto cjiobo BUSbiBajio peaKUHio. M, khk 

peaxnmo, IlyuiKMH bjihji b 3xy I...] xyjibxypy BpaawebHue eg 

MepTU, nouepnnyTue ms apxaMCTHHecKoro HanpaejieHH^.

Ho y IlyuiKMHa 3T0 Gujio BHyrpeHHeg, .j-paMuancKoft" BoRnoR 

C KapaM3MHH3MOM; BJiajie^ BCCMM JlOCTHMCeHHiIMM 

KapaMSNHMSMa, co6jiio.aaH npHHiiMuu Tounoro, ajeKBaxHoro 

cJioBa, OH BoeBaji npoTHB nocjie^biiueg KapaMSHHHSMa, npoTMB 

nepH<(>epMM KapaMSMHHCTCKoR Kyabxypbi, npoTMB ee cTaxMKM; 

<{>epMeHTOM ace, 6pouieHHbiM na 3xy xyjibxypy, ouMmennyio ox 

MaHbepKSMa, 3cxexHSMa, ManoA <|>opMbi, 6buiH npHHUMou 

BpaxjieÔHog Kyjibxypbi — apxaMCXHwecKog/^^

However, in  spite o f his tendency towards precision, Pushkin 

occasionally exploited the element o f suggestiveness in  his poems. Moreover, 

these particu lar poems attracted the attention o f the Russian Symbolists and 

post-Sym bolists. In  "M ol Pushkin", fo r example, Tsvetaeva focuses her mind 

on what she claims to  be her favourite word in  the poem "K  m oriu" 

— "votshche" ("in  vain"). For some reason, she interprets th is  word as "tuda" 

("over there") and turns i t  in to  the most suggestive key word in the whole 

poem. Tsvetaeva provides several associations triggered by th is  word in her 

attem pt to  reconstruct the "hidden symbol" (using Belyi's phrase) and take 

part in  re-creating Pushkin's text:

BoTUfe pBajiacb .ayma m o h !

Boxme — 3 x0  ry ja . Ky.aa? Ty.aa, Ky.aa m h. Ha xox Geper Okm, 

Kyjia «  HMKaK He Mory nonacxb [...]; Borme — 3x 0  b uyxjiyio 

ceMbio, rAe h  6yAy oana Ges Ach m caMan jnoGHMan jioub, c 

.apyroR Maxepbio h c jipyxMM MMeneM — Moxex Gbixb, Kaxn, a 

MOMcex Gbixb, Porne^a, a MOMcex GbiXb, cmh AJieKcaH.ap. (P, p.49)

77 Iu. 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 in to  French in 1936 (see 
chapter 1).

The opportun ity  to  develop d iffe ren t potentia l in terpretations provided 

by Pushkin’s w rit in g s  can be explained by the fac t tha t sometimes Pushkin's 

poetic w orld  appears to  be fa r from  s ta tic . As one scholar observes, 

„xy.ao%ecTBeHHhi* Mnp IlyiiiKMHa He CTaTHuen b CBoefi coBepuiennoft 

rapMOHMM, HO OoraT ckputumm noTeniiHHMM pasBHTH^."^^ Also Pushkin's 

evo lution was advancing towards broader ob jectiv ity , h is to ric ism  and 

sc ie n tif ic  open-mindedness. This was already fe lt  in  Evgenii Onegin and 

"Kapitanskaia dochka", in  which the author’s po in t o f  view is  by no means 

dominant, and i t  sh ifts  from  one perspective to  another. (This aspect w il l  be 

discussed more thoroughly in  the next chapter, devoted to  ’Kapitanskaia 

dochka”). In  his p ro se : w rit in g s  Pushkin included some documentary

material and created a narrator who d iffe rs  from  Pushkin him self; moreover, 

in  order to  avoid any au thorita tive  judgement such as is  usually passed to  

readers by the author, he chose the role o f  publisher in  some o f his stories 

(such as ’’Kapitanskaia dochka ”, Povesti Belkina, ’’D ubrovskii”). This fac t was 

largely overlooked by Tsvetaeva, who preferred to  id e n tify  an author entire ly 

w ith  h is w ritings .

Nevertheless, in  spite o f the presence o f semantic p lu ra lity  in  some o f 

Pushkin's texts, his works contain only the f ir s t degree o f openness, using 

Eco’s de fin ition . In  other words, they produce a univocal message, whereas 

in  Tsvetaeva’s case there is  a de fin ite  tendency to  expand and m u ltip ly  the 

possible meanings o f a given message. As we see in  ”Moi Pushkin” , 

Tsvetaeva perceives Pushkin’s w riting s as “ open” works, attem pting to 

demonstrate to  her readers tha t Pushkin's poem ”K m oriu” , fo r example, 

offers us not ju s t one story, one p lo t, but rather tries  to  a lert us to  the 

presence o f 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 tex t, a certain semi o tic  message) in to  the language o f the 

avant-garde. I t  comprises an inv ita tion  to  modem readers to  search fo r new 

plots and meanings embedded, in  Tsvetaeva’s view, in  Pushkin's works.

O. S. Muravieva, "Ob osobennostiakh poetiki pushkinskoi i ir ik i” , Pushkin. 

Issledovaniia i  materialy, X III, Leningrad, 1989, p.31.
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CHAPTER 6

Tsvetaeva*! mythopoetic! In Pushkin i Pugachey".

In  the course o f th is  analysis o f Tsvetaeva's works on Pushkin i t  has 

become evident tha t among the w rite rs o f her tim e she stood out as an 

in h e rito r o f the trad itions o f the Russian Symbolists, Her essay "Pushkin i 

Pugachev" crowns the whole body o f "Pushkiniana" created by Tsvetaeva and 

represents the most controversial issues o f Tsvetaeva's polemics w ith  her 

opponents. Once again Tsvetaeva uses Pushkin's w ork in  order to  promote 

her own mythopoetical principles and to  shed some lig h t on the p o litica l 

convictions she held in  1936. She also provides her readers w ith  an excellent 

analysis o f one o f the most im portant aspects o f Pushkin's novel — the role 

o f a rtis tic  tru th  in  his works.

Tsvetaeva's essay revives the crucial issue o f a rt and revolution, a 

dominant theme o f many Russian Symbolists since 1905. In  Tsvetaeva's case 

i t  has been extended to  the m atter o f the acceptance o f the in e v ita b ility  o f 

the course o f Russian h istory. Furthermore, the theories o f Ivanov and Belyi 

about the Dionysian nature o f the Russian revolution and the Slav character 

received th e ir a rtis tic  dénouement in  "Pushkin i Pugachev".

I t  has been pointed out by some scholars, and particu la rly by 

Z. G. M ints^, tha t the Symbolists tended to  understand revolution as 

something symbolic, and consequently they saw Symbolism as a new, 

revolutionary form  o f a rt. This view was characteristic o f Tsvetaeva as w ell. 

I t  comes across very d is tin c tly  in  Tsvetaeva's essay "Geroi truda " and in  her 

poetic cycle "S tikh i k Pushkinu" which she called "the most revolutionary o f 

a ll tim es". (See chapter 2 o f th is  work.)

However, the most im portant "Dionysian" aspect o f Tsvetaeva's

 ̂ Z. G. M ints, "Russkii sim volizm  i revo liu ts iia  1905-1907 godov*\ AI. Blok i  

revoiiatsiia 1905 goda, Uchenye zapiski Tartuskogo gosudarstvennogo 

aniversiteta 813, Biokovskii sbomik, 8, Tartu, 1988, pp.3-21.
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treatm ent o f revo lt is  rooted in  Nietzsche's philosophy and subsequently In

the outlook o f Ivanov as developed in  such works as "E lllnskaia re lig iia

stradalushchego boga", "R elig iia  D ionisa", "Nitsshe i D ionis" and "Dukhovnyi

lik  slavianstva". A  comparison o f some o f Tsvetaeva's remarks from  "Pushkin

i Pugachev" w ith  Ivanov's ideas can establish a certain a ffin ity  between

them. Thus, Ivanov characterises the Dionysian princip le  as the surpassing o f

oneself, a desire to  embrace ete rn ity and to  disappear in to  it ;  in  the a rtic le

"Dukhovnyi lik  slavianstva" he uses Leopardi's words "Tax cjiajtocrno

KpymeHbe b otom wope".^ In  the same vein Tsvetaeva ta lks about Pushkin
and Pugachev:

Bee Ceccifepimie jiNaaorii AocroescKoro ü  orjiaM sa 

npocTOjiyiiiHUll HesHaMeHMTU# raMHasMuecKM*

xpecTOMaTKuecKMlI jiaajior Ilyrauena c PpiiHeDuif, secb (xax 

eecb nyrauee n eecb IlymxxH), xj^yum# noji snxrpa^oM:

. EcTb ynoenxe d 6ok>

H OesjiHb: MpauHOJk na xpan...

B „nxpe BO DpeMü 'Qruu" IlyiuxHH nan sto — cxasaa, e  

„KanxTaHcxo* Aouxe" Ilym xNH nan sto — cAeaajt. (P, p.546)

Tsvetaeva traces the same desire to  experience pleasure from  danger 

in  Pushkin's conversation w ith  Nicholas the F irs t:

Ta ace XHTonanxfi crpacTHO* x onacnoA npaeĵ u: xoacjienx^ 

ÔesAHbi na xpa». B OTeevax PpxHeea mu nenpepUBHo cjiuuixm 

STy XHTonanxK), ecax ne ecer^a e xaÔxHere Monapxa 

sByuaBiiiyro, to  Bcer^a sByuaBiiiyio — Bi^Tpx IlymxxHa x yace,
BO BCÜXOM cjiynae, — na nosüx ero Terpa^eft. (P, p.546)

Furthermore, Tsvetaeva herself applies th is  princip le  to  her own life  — 

creating a certain mythopoetical model which was especially v iv id ly  

expressed in  her poem "Poet ":

[...] M eaw y Aa x h c t

Oh , jiaaee pasuaxHyBiiixcb c xoaoxoxbHX,

Kps)x BUMOpouxT... M6o nyxb xouev —
Ü03T0B nyrb. [...I (S88, 1, p.220)

 ̂ Viacheslav Ivanov, Sobranie sochineniit 4, Brussels, 1987, p.668.
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I t  Is also im portant to  po in t out tha t Tsvetaeva emphasises the 

Dionysian aspect o f the Slav character. This feature o f her outlook puts her 

closer to  the views o f Viacheslav Ivanov. Thus, in  the poem 

"Pereselentsami...** (1922) she characterises Russians in  the Dionysian vein:

BoaUbKlfH MCKpaMM 

CKBOSb BblOXCHblJt Mex—
Seesja poccnAcKaa:

IlpoTNBy Bcex! (S88, 1, p.l80)

The ending o f the poem cited above — "Mnp OeaocKaTepTHbiJI! /  Y *o  

Te6e!" represents an allusion to  Pushkin's "Mednyi vsadnlk". However, in  the 

context o f the poem i t  stands out as an embodiment o f the Slavophile revolt 

against the W esternising reform s o f Peter the Great which brought the 

revolution o f 1917 (th is  a ttitude  was already form ulated in  Tsvetaeva's poem 

"Petru " and la te r on i t  again dominated the programme o f the Eurasians).^ 

The characteristic o f the Slavs iden tified  by Ivanov sheds more lig h t on 

Tsvetaeva's perception o f Pushkin's Pugachev:

[...] repuano-poiiaHCKHe 6paTbn caaBmi BosABMraM CBoe 

AyxoBHoe H uyBCTBeHHoe CuTiie npeMuyuiecTBeHHo na uAee 

AnoaaoHOBo#, — n noTOMy napxT y hmx cTpoR, cBBsymum* 

icBTeacHue cuau sciisHeoÔMabHoro xaoca, — aaA m nopnaoK, 

KynaeHHbdi npHHyacACHKeM BHeimiMM h BHyrpeHHHM 

caMOorpaniiueHNeM. CaaBHne ace c nesanaunTHUx Bpeuen 

CbiaN BepHbiMii cayacHTeaniiM /InoHMca. To GespaccyAHo n 

onpoMeTUNBO pasnysAWBaaM ohr, to  BAOXHOBenno 

BucBoboacAaaR Bce acRBue cRau — r ne yiieaR noxou coôpaxb 

RX R yXpOTRTb [...I. McThlMR UOKaOHHRKaMR /(ROHRCa 6biaR 

OHR, — R noToicy cToab noxoac rx cxpacTHolt yAca na 

acepxBeHHyio Aoaio caMoro, RSBeuno oxAaiomerocH na 

pacxepsaHRe r noacpauRe, bora cBHuxenHux besyxRlt, 

cxpaAaiouiero bora oaaRHOB. *

Tsvetaeva's discourse on Russian h istory (marked by 

"pugachevshchina") has a s trik in g  a ffin ity  w ith  Ivanov's view. To c la rify ,

 ̂ See the reference to  M irsk ii in  the discussion o f th is  po in t in  chapter 5 

o f th is  work.

* Ivanov, op. cit., pp.668-69.
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some examples from  "Pushkin I Pugachev" fo llo w : using a quotation from  

"P ir VO vremia chumy" about the happiness th a t comes from  dangerous 

pleasures, Tsvetaeva concludes tha t Pushkin was deprived o f th is  experience:

dToro cuacTbü IlymKiiHy ne 6uao jiano. /lexaÔpbCKNft Ôynr 

6ae4 HeeT nepe4 sapesoM nyraueea. CenaTcxan njiomajib — 

nopMjtoK M BO nuR nop5i4Ka, Tor^a xax Ilym xiiH  roBopxT o

rxOejiN pajiM rxOeax m ee OaaaceHCTBe. (P, p.551)

r iy m x N H y  r  odüsana cB o e it CTpacTuo x  MnTesRHXxaM — xax 6 u  

OHM HN HaSMBajIMCb M HN O^eBaJIMCb. Ko BCHXO M y 

npe jinpN H TM K ) — a n m b  6b i 6 w io  o O p e u e n o . (P, p.554)

O t t o f o , MOMceT 6 u T b , Mbi T a x  I ly ra u e B y  h  n p e ^a e w c H , u t o  o t o  

— COH, KOTOpOMy Heab3H npOTMBMTbCH, COM, TO eCTb M U  B 

n o u H o it H eB oae n  n a  n o u H o *  C BoO o^e cn a . (P, p.558)

I t  is  im portant to  show in  the lig h t o f Tsvetaeva’s emphasis on the 

sacrific ia l aspect o f Russian revo lt tha t her in terest in  the W hite army 

movement and in  the fate o f the Tsar’s fam ily (which put her a t odds w ith  

1930s lite ra ry  circles) matches Ivanov’s perception o f the Slavs, and the 

Russians in  particular, as true Dionysians.

Tsvetaeva’s fascination w ith  Russian revo lt is  not something 

exceptional, and can be fu lly  understood in  the context o f the mythopoetical 

model o f devilry („MM$ o OecoBCTBe") which was created by the Symbolists 

as an extension o f the image o f devils in  Pushkin and Dostoevskii. I t  was 

particu la rly dominant, fo r example, in  Blok's "Dvenadsat^" and in  Voloshin's

poem "Severo-vostok".* Tsvetaeva quite rig h tly  sees the o rig in  o f th is  myth

in  "Kapitanskaia dochka", emphasising again and again the significance o f its  

main elements — wind, snowstorm, the theme o f  the Journey itema puti), 

devil imagery* Thus Tsvetaeva claims tha t Pugachev was fo r her a rhyming 

word fo r devil (P, p.544); also the image o f "vozhatyi" turns ou t to  be 

powerful, not ju s t in  her essay "Pushkin i Pugachev ”, but in  a ll o f her work 

(especially tha t o f the 1930s).

 ̂ See a very suggestive analysis o f th is  myth in  D. M. Magomedova, "B lok i 

Voloshin (Dve in te rp re ta ts ii m ifa o besovstve) ”, Uchenye zapisid Tartuskogo 
gosudarstvennogo universiteta, 917, Biokovskii sbom ik, 11, Tartu, 1990, 

pp.39-49.
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Taking in to  accoant Tsvetaeva’s revival o f the myth in  the essay, i t  becomes 

clear why she focused her a tten tion  solely on Pushkin's a ttitude towards Pugachev 

and highlighted th is  aspect in  the tit le . One o f the methods which Tsvetaeva 

applies to  Pushkin’s texts can be called "readdressing o f the reference from  

the character to  the au thor”. (This method has been described by Faryno in  

his w ork on Pasternak’s poetics.)^ In  other words, Tsvetaeva adopts the 

method o f applying the te x t o f one author to  another author, or to  herself, 

treating i t  in  a m ythological way — as a ritu a l which can be performed by 

anyone. The same technique appeared very openly in  Tsvetaeva’s essay ’’Moi 

Pushkin”, and certa in ly i t  cannot be ruled out in  our analysis o f "Pushkin i 

Pugachev”. The most s trik in g  ’rearrangement* o f Pushkin’s novel occurs in  

Tsvetaeva’s essay in  connection w ith  Pushkin and Grinev. F irs t o f a ll, 

Tsvetaeva’s perception o f the novel, which can be specified as a rt and 

revolt*, deletes* a ll the other characters not linked to  the con flic t:

B Moe# „KanMTaHCKO* Aouxe" ne 6buio xaniiTaHCKoft aoukm, 4 0  

Toro He Cujio, u to  n ceAuac f t npoHSHOiiiy 3 to  naseaHKe 

ifexaHMuecKM, xax 6u  d o^Ho cjiobo, Ôes BCHXoro xanxTana m 

6eso BCHXoft jioqxx. ToBOpx): „KanMTaHcxaH j^ouxa", a 4yMaio: 

„riyraqeB‘‘.

Bch „KanHTaHcxaH .soqxa" jijih  ifeHH cBojxjiacb n cbojihtch x 

oqHbiM BCTpeqau PpxHeBa c flyraqeBUM: b Merejib c BoxaTUM 

[...] (P, p.542)

Secondly, Tsvetaeva ‘forgets* th a t the ’real ” author o f the story is 

Grinev (Pushkin takes the ro le o f the publisher o f Grinev’s memoirs) and 

readresses the whole narrative from  the moment o f Pugachev’s appearance to  ^ 

Pushkin:

C HBJieHxeu Ha cueny riyraqena na nauinx rjiasax 

coBepuiaercH npeBpauieHxe TpxHeBa b flyuixxHa: BurecneHxe

 ̂ Thus, in his analysis of one of the episodes from D oktor Zhivago^ Faryno 
writes: „[...] conna^ieHxe irneHN h oTqecrna rpMboe^oBa m IlyiiiKMHa
„Ajiexauup CepreeBxq" nepeajipecoBUBaeT pe^epeumi» c nepconaxa na 
aBTOpa, T.e. c FpxGoejioBa na nyrnxxna. 3 to  cxcreuHLift flacTepHaxoBCKxft 
npxeif — OH xcxjDoqxTejibHo oTqerjixB b UojipaMcaTejibHoM Bapxanxx X3 „TeMbi c 
BapxanxHMx" [...]" — J. Faryno, "Kak Lenskii obemulsia Solov4m Razboinikom 
(Arkhepoetika "Doktora Zhivago ”. 3) ”, Pashkin i  Pasternak, Stadia Rassica 

Badapestinensia, 1, Budapest, 1991, pp.149-68.
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o C p a s a  jiB o p ü H C K o ro  Hejiopocjiü o ô p a s o ii  c a M o ro  ü y iiiK N H a . 

M a T p o * a H  Ha Hamax raasax npespaiiiaeTCH b  IlyiiiKHHa. [...] 
lIIecTHajmaTHaeTHiilt rpanee çyjiMT n jieJIcTDyeT, xax 

TpH^KaTMUiecTHaeTHHJI nyuiKNH. (P, p.550)

However, Tsvetaeva overlooks the fact th a t the narrative structure o f 

"Kapitanskaia dochka" suggests, in  fact, tw o Grinevs: Grinev's persona sp lits  

in to  a participant in  a ll the events and in to  the author o f the memoirs. This 

device o f making d iffe ren t spatial and tem poral dimensions coexist was a 

discovery o f Pushkin's. Unfortunately, the com plexity o f Pushkin's narrative 

structure in  the novel has been overlooked not only by many contemporaries 

(including Odoevskii) but also by a great number o f la te r readers and 

scholars. I t  Is notable th a t Tsvetaeva overlooks it ,  too. I t  leads her to  

perceive the story in  the wrong way because o f the im portant om ission o f 

what is  called the "dvugolosie " o f Grinev. This aspect o f Pushkin's work was 

outlined in  a very illum ina ting  study o f Pushkin's prose by Gei:

npOHCxojiNT neHTpasbHoe pasjieaeHNe neHTpasbHoA ^xrypu na 

codumAnyio c^epy n na o$epy paccxaauBaHMH, oÔaacTb 

noDecTBOBaTeabHo-nepcoHascHyio n o6aacrb noBecTBOBaTean n 

noBecTBOBaHXH Kax raxoBoro. [...I xaauoe coGurxe, xaaejiaH 

uoeecTBOBaTeabHaH nosxnxH pas.seaeHhi no epeMennoft 
BepTNxaan. Bce oto nosBoaner roBopxTb o jieyx xnocracnx 

rpHHesa. noBecTBOBaHxe N^er xax 6u na jieyx ypoBHHX.̂

Tsvetaeva is  preoccupied w ith  what can be called "Pushkin's universal 

humanism". In  accordance w ith  Gei's analysis, th is  is  the key element In 

Pushkin's poetics:

PaaBHoA cifucaoBoA xoHCTauToA n, uto ocoGeuHo Baamo aan  
nOHRMaHMil, XOHCTaHTOA XOHCrpyXTMBHOA, T.e.
oGtexTMBxpyK)meA peaabuuA CMbica npoxsBeaeHXH (na u to  
oGuuho yxasuBaeTCH, ho Gerao n HenocaeaoeareabHo), 
HBaHeTCH yHMBepcaabHoe r  xyjioacecTBeHHo nennocTHoe 
oGocHOBaHRe ho^srhho ueaoBeuecxRX oTHomeHRA, jiaace ecaa 
3TO oTHOuieHRe Meawy jibophhrhom, o^RuepoM 
npaBRTeabCTBeHHUx boAcx PpRHeBUif a Boacjieu xpecTbHHcxoA

 ̂ N. K. Gei, Proza Pushkina, Poetika povestvovaniia,^ Moscow, 1989, p.219.
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BollHU IlyraqeBUM.^

This 'hamanitarian* aspect o f Pushkin's novel could appeal to  Tsvetaeva 

because she herself trie d  to  play ou t the same behavioural pattern which 

was based on humanitarian rather than p o litica l grounds. Tsvetaeva, Voloshin 

and other representatives o f Symbolism and post-Symbollsm treated 

Pushkin's a rt as a source o f insp ira tion  and im ita tio n . Voloshin's a ttitude  

towards the revolution (which was highly praised in  Tsvetaeva's "Zhivoe o 

zhivom") was characterised by Dolgopolov as the a ttitude  o f the 

citizen-rom antic  (in  other words, poetic).^ Tsvetaeva observed the same 

'poetic ' transform ation o f h is to ry in  "Kapitanskaia dochka":

nymKMHCKM# nyrauen ecrb panocr noora na ncropNuecKoro 
nyraqena, pnnocr aapaKa na apxmn [...] (P, p. 565)

IlyuncNHCKHlk flyraqen ecrb nooTHuecKan DoabHocrb, xax can 
no9T ecTb nodTHqecKaq soabHocTb, na onure 
OTurpRsaiouiaflcn o r HannsqKBUx oGpason n Haensamiux 
oOpasnoB.dbid.)

However, in  Tsvetaeva's view, Pushkin owes his poetic vision o f revo lt 

to  the Russian people (narod)t )

IlyiiixNH nocrynna xax napoa: oh npanjiy xcnpaBxa, oh npasay 

o sjiojiee — saGuji [...]
H , BOO npaBjiy o new coxpanxB, xstHB xa Bcek npaojiu  

Toabxo nyraqeBcxyx) iiaaocTbt aaa naif apyroro Hyranesa, 

CBoero HyraqeBa, napoanoro Hyrauena, xoToporo iiu  uoxeu  

jDoGxTb: He ifoaceM ne moOxTb. (P, p.566)

In  some ways, th is  approach to  Pushkin's te x t can be Justified by the 

fact th a t Pushkin introduced a mythopoetical level to  the structure o f his 

novel. I t  is  especially evident in  the usage o f proverbs and fo lk  songs.

In  fact, Tsvetaeva's in terest in  Pushkin's novel is lim ite d  to  th is  

particu la r level. Tsvetaeva's perception o f "Kapitanskaia dochka" is  largely 

based on the suggestive nature o f proverbs and sayings which were exploited 

by Pushkin in  the story. Thus, fo r example, Tsvetaeva claims in  "Pushkin i 

Pugachev " tha t fo lk  language is the most expressive way to  communicate

* Ib id ., p.218.

* L. K. Dolgopolov, "Voloshin i  rnsskala Is to rila  (na materiale krym sklkh 

stikhov 1917-1921 godov)", Rasskaia literatara, 1987, 4, p.l69.
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w ith  another sp iritu a l re a lity  (ideal in  terms o f Tsvetaeva's poetic code) —

A BoaeaToro — noroeopKNl Kpyraan, xax ropox, caMOTxanan 

oxojibHan pe«ib najixBHoro ü6aoqxa no cepeÔpmioMy Ganjieqxy 

— Tosbxo noxpynnee! üoroBopxx, b xoropux ü nxqero ne 

noHMMaaa n nomiTb ne nbirajiacb, xpoiie Toro, qro oh 

roBopRT — o jipyroif: caiiou BaacHOii. 3 to  6ujia nepBan b 

ifoeH RCK3HR MHocxasaTeabHaH penb (h nocaejiHHH, une 

cyawieHHaH!) — o tom  cauoM — ApyrxMX caoBa&iii, 3TXMX
caoBaMK — o jp yro if, ra  peqb, o xoTopo# h . jiBajinaTb aer 
cnycTH:

IlooT — Msjiaaexa ssboant peqb. 
riooTa — aaaexo saBojiXT peqb... —

xax jiaaexo saBeaa — Boacaroro. (P, p.S41)

The a ttitude  to  fo lk  speech expressed by Tsvetaeva in  "Pushkin 

i Pugachev" and cited above is more typ ica l o f Russian modernists

(especially o f the Cubo-Puturists) than o f Pushkin. Tsvetaeva was herself 

renowned fo r using Russian fo lk  structures and archaisms abundantly in  her 

own a rt (in  particu la r in  such works as "Pereulochki", "Tsar^-Devitsa" and 

"M olodets"). Tsvetaeva's in ten tion  to  trea t Pugachev's language as some

sacred form  o f speech again puts her closer to  the Russian Futurists '

experiment w ith  transcendent language ("zaum^").

However, some o f the proverbs and fo lk  songs used by Pushkin in  

"Kapitanskaia dochka" do form  a chain o f what can be called key m i n i-p lo ts  

o r prototypes, which shed lig h t on the development o f events and characters 

in  the novel. Thus, fo r instance, SaveKich's words about Pugachev in  the very 

f ir s t  scene o f the story -  "either a w o lf o r a human " -  (the snowstorm in  

"Kapitanskaia dochka" repeats the situa tion  o f Pushkin's profound poem 

"Besy ") contain an im portant characterisation o f Pugachev, who showed both 

sides o f his personality in  the story. Tsvetaeva focuses her a ttention on 

them, too. Thus she provides her readers w ith  the lengthy discourse o f 

Pugachev's princip le  "kaznit^ tak kaznit^, pom ilovat^ tak pom ilovat^", 

emphasising the extreme nature o f h is love (which stands ou t as an opposite 

to  his cruelty in  Is to riia  Pagachevskogo banta). —

Becb IlyraueB „KanxTaHcxo# Aouxx" bsht n asm b



-  215 -

NCKJDoqMTejibHOM ju iü  flyra^eBa cayqae — jioôpa, b 

NCKJDoqNTeabHoif — jdoCbh. Bcex Ae Kasmo» a TeÔA mmjejto. (P, 
p.559)

Tsvetaeva also develops another suggestive aspect o f Pushkin's image, 

revealed In the characteristic given by SaveKich to  Pugachev — "a w o lf.  

Furthermore, she transform s i t  in to  an image from  Russian fa iry  tales:

riyiUKiiHCKHil riyraueB („KannTaHCKoit 4 0 ukn") ecrb 
ooGnpaTesbHU# pasÔoüHUK, mojioeji, uywax, 6 ec, ,jio 6 puit 

Monoj^eu", cepuA bosk Bcex cxasoK [...]. (P, p.567)

Here I t  would be in teresting to  discuss tw o points advanced by 

Tsvetaeva in  the statement quoted above:

F irs tly , Tsvetaeva's persistent usage o f the  word "vozhatyi " (a guide) 

in  her essay, together w ith  the conclusion th a t Pugachev is a w o lf from  fo lk  

tales, are linked to . the earlie r statement (in  the beginning o f "Pushkin i 

Pugachev " ) about the sacred nature o f his speech. One should not fo rget 

about Tsvetaeva's readdressing" to  herself the whole s itua tion  related to  

Grinev. The remarks by which Tsvetaeva reveals th is  po in t are scattered 

around the te x t, bu t the most im portant o f a ll is  her claim  tha t Pugachev's 

allegorical language {inoskazatel^naia rech^) is  the last allegorical ta lk  

which she is  to  hear in  accordance w ith  her destiny (P, p.541). This 'personal* 

touch in  Tsvetaeva's a ttitude  to  Pushkin's Pugachev brings us closer to  

understanding how Tsvetaeva links the p lo t from  "Kapitanskaia dochka " to  

her own mythopoetical model. Secondly, i t  would be fru itfu l to  examine 

Tsvetaeva's application o f Pushkin's theme o f fate (Pushkin provides us w ith  

an example in  "Kapitanskaia dochka") to  her own circumstances.

E. B. Korkina has conducted an in teresting study o f Tsvetaeva's long 

poems based on fo lk  tra d itio n , and has concluded th a t a ll o f them can be 

traced to  one p lo t (she calls i t  "lirich e sk ii siuzhet") which involves a trag ic 

union o f a human being w ith  the force o f the Devil. —

Bo Bcex noaiiax onncana ojina n ra  ace norpanauHan 

cMTyann  ̂ — npoTNBOcromme Caau n SCepTBu. Bcrpeua repoii 
(repoNHN) c HeseifHuif cymecreoM n crpeMaeHue k coiosy c 

HMif Bejier k paspymenmo ero shuhoctn k acasHU. [...]

Bcex repoeB npaTAraoaeT k cede — 4 0  noanoro caMosadoenaB
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n saÔDeHMü seMHoro AOJira — CTMXM#Haa CNJia, reMna^i, Hxqeu 

ne npocseTaemiaii n b 3tom  CMUcjie npoTMDonoaosKHaA Eory, 
BonaouieHuaH e çymecTse HHoro MHpa — Uapb-/leBMne. 
BcajiHMKe, HepHOKHHMiNne, Môaojme. PaspyuiMTeabHa^ a j i r  

XH3HII M jKymx qeaoBexa, caaa 3Ta TpeÔyer o t  nero 

HeqejioBeqecKNX *epTB, jiaBaii BsaMCH qyBCTBo npHMacTHocTM 

K MHOify -  Bucmeuy — MHpy.‘°

In  the lig h t o f Korkina's observation, i t  becomes clearer why 

Tsvetaeva pays such great attention to  tw o aspects o f Pushkin's novel — to  
the name "Vozhatyi" given to  Pugachev and to  the theme o f duty ("dolg"). 

She thus emphasises the "inhuman" nature o f Grinev's guide, claim ing tha t 

one is  enchanted by him . I t  is  also im portant to  bear in  m ind Tsvetaeva's 

device o f "readdressing" the situa tion  which she applies to  herself and to  

the readers o f her essay (treating Pushkin's te x t once again as an "open" 

work — see chapter 5 o f th is  w ork in  which th is  po in t is thoroughly 

discussed):

H ecjiM Mbi y%e sanapoBami IlyraueBUM Hs-sa Toro, mto oh — 

nyraueB, t o  e c T b  m kbo è  c r p a x ,  t o  e c r b  c M e p in u f t  c T p a x ,  

Ham AeTCKNg connu* cuepTHU* CTpax, t o  xax ace nau ne 

saqapoBaTbCü nu BABoAne n Bnoane, xoraa [...I 3 to t  nsBepr 
— eme M aio6iiT.

B IlyraqeBe IlymxMH Aaa cauoe crpamnoe ouapoBanxe: sjia, na 

MxnyTy CTaBmero AobpoM, bcx> cbok> cauocxjiy (sa a) 
nepexMHyBmero na Ao6po. flymxxn b  cBoeu flyraueBe Aaa nau 

nepaspemxMyx) sarajixy: saoAemmii — n micToro cepAna. (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 a rtic ie  which contained many acid accusations 

against Tsvetaeva fo r creating a cover up" fo r the NKVD activ ities o f her

E. B. Korkina, "Liricheskii siuzhet v foKklom ykh poemakh Mariny 

Tsvetaevoi ", Rasskaia /Iteratura, 1987, 4, pp.167-68.
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husband. The author o f the a rtic le  argues tha t th is  was reflected in  the 

essay "Pushkin i P uga che v".O ne  may not agree w ith  the tone o f the 

artic le , bu t i t  reassures us once more tha t Tsvetaeva's Pugachev is  a 

mythopoetical model taken from  the character created by Pushkin, and to  

some extent Tsvetaeva's essay contains an ins igh t in to  her own p o litica l 

mood a t the end o f the 1930s.

Undoubtedly, Tsvetaeva's images o f evil and the pure heart' have, on 

the one hand, some roots in  her own tolerance and loya lty to  her husband. 

On the other hand, autobiographical details seem to  Justify, in  Tsvetaeva's 

opinion, such a com bination in  Pushkin's work. I t  is  amazing to  see an 

in teresting match between Tsvetaeva's words on Pugachev and her comments 

on her husband's p o litica l crimes. One example comes from  Tsvetaeva's le tte r 

to  Ariadna Berg (o f 2.11.1937) — a fte r Efron's disappearance from  France due 

to  his crucial involvement in  the murder o f Reis:

nepeji co6oJt Bame cTporoe, oTxpuroe, cneaoe aim o, n 

roDopio Baw: uto  6u Bu o uoeM Myxe hm cJiuuiasM m hh 

«iHTajiN jiypHoro — ne eepbTe, kuk He eepMT oTOMy hm o4mh 

(xoTH 6u caMu* „npaBfcilt") ns ero — He TOJibKo shbbuimx, ho 

— BcrpeuaBUDix. 0 .«hh TaxoH lo ie He^anno cxasaji: — Ecjiii 6u  

C .H . ceftqac somea ko une b KOMnary — h  6u  He ToabKo 

obpajioBaacH, a 6es iiaaeftm ero conHeHKH c^eaaa 6u  Ann nero 

Bce, MTo Mor. O to  b  OToer na anoHMiuiyio craTbio b 

BospoaejieHKH).̂ ^

In  spite o f Tsvetaeva's denial o f any knowledge o f her husband's 

activ ities, the facts which we have in  our possession today contradict her 

profession o f ignorance. I t  seems tha t Tsvetaeva was applying the form ula 

created in  "Pushkin i Pugachev " :

„/|a, 3Hax>, 3Hax> Bce xax 6uao x xax Bce 6uao [...], ho aroro 

CBoero snaHMH — anaTb ne xouy, 3TOMy necBoeMy, uyacoMy 

3HaHNK> npoTMBonocraBamo ananae — cBoe. SI Jiyuuie anaio.

R ayquiee anaio:

A. A., "1937 god V zhizni Tsvetaevoi", Vestnik russkogo khristianskogo 

dvizheniia, 155, 1989, pp.137—48.

From letter N247, Pis^ma Mariny Tsvetaevoi k Ariadne Berg S934-i939,

Paris, 1990, p.77.
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TbIfU HN3KHX MCTMH HEM AOpOXCe
Hac B osD bim aioiiiM lI oGifan/* (P, p.565)

In  support o f her claim  Tsvetaeva refers to  Trediakovskii*s statement 

o f the poet's rig h t to  create a poetic transform ation o f re a iitj. However, 

when applied to  her husband, and to  the theme o f motheriand in  Tsvetaeva's 

art, th is  approach ieads us to  contradiction and confusion, especiaiiy i f  one 

fo llow s Ariadna Efron's advice on how to  read Tsvetaeva's texts. Thus, in  

her conversation w ith  Veronika Losskaia, E fron suggested tha t one has to  

lin k  every creation o f Tsvetaeva to  a biographical subtext: "HaAo snaTb 

nojiTeKCT, a to nnuero ne noftMeuib. Kaxuioe cxnxoTDOpeHMe xecno CDüsaHo c 

XCM3HU0, KpOBHO."̂ ®

Unfortunately, we do not have enough evidence today to  assess to  

what extent Tsvetaeva knew about the p o litica l activ ities o f her husband. 

However, we can say tha t she shared w ith  the Eurasians a strong fascination 

w ith  the Russian people inarod) and th e ir be lie f in  its  m issionary roie. That 

is  why, despite Tsvetaeva's condemnation o f S talin (expressed in  one o f the 

ie tte rs), we do not have any poems devoted to  the repression o r suffering o f 

Soviet citizens opposed to  the regime. Instead, Tsvetaeva produced poems 

such as "S tikh i k synu", "Luchina", "Rodina", and "Cheiiuskintsy ". This was 

partly due to  the fact tha t Tsvetaeva's a rt developed in  such a way tha t i t  

stood very close to  Russian Futurism  w ith  its  o p tim is tic  wavelength (in 

terms o f h isto rica l Judgement). As was mentioned earlier in  th is  analysis 

(see chapters 4 and 5), M irsk ii cited Tsvetaeva and Pasternak as poets o f 

active, life-asserting  a rt in  comparison w ith  the decadent tone o f Russian 

Parisian lite ra ture .

Nevertheless, th is  be lie f in  the fu ture o f Russia coexisted in  

Tsvetaeva's m ind w ith  a strong feeling o f d isiüusion w ith  the w orid  and 

culture to  which she belonged. The image o f the w orld  being diseased comes 

again from  the European Baroque, and supports the thesis tha t Tsvetaeva's 

a rt can be called neo-Baroque. Even Tsvetaeva's perception o f Catherine I I  in  

"Kapitanskaia dochka" bears a resembiance to  European Baroque a rtis ts  who 

claimed tha t the w orld  is  a stage:

K o H T p a c T  iie x e jiy  u e p H o x o ft f ly r a u e n a  h  e e  G ennsH oR , e r o  

XMBOCTbio H e e  BaxcHocxbio, e r o  B eceaoR  jio G p o x o R  x e e  —

Veronika Losskaia, Marina Tsvetaeva v zhizni, Tenafiy, 1989, p.204.
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CHMcxojiiiTeJibHoil, ero nyjuiqecTBOM n ee jtaiicTBOii ne Mor 
He OTBpaTMTb OT Hee jiexcKoro cepjina. ejiMHo-moÔMBoro n 
yace npMBepaceHHoro „3aoAeK>“.

Ha orneBOM $oHe HyraqeBa — noacapoB, rpaOeaceA, Mexejielt, 
KNÔNTOK, mpoB — 3Ta, B qeoHe h  jiyuierpeilKe, na cKaiiellKe, 
Meawy dchknx moctnkob m jincthkob, npejicraBaiuiacb Mne 
orpoifHoJk GeaoH puOoil, OeaophiOaqe#. (P, pp.554-55)

Tsvetaeva’s preference fo r Pugachev re flects the fac t tha t such Baroque 

topoi as the world apside down, world as hostelry, world as dynamic 

consistency form  an essential base fo r her a rtis tic  outlook. She chooses 

Pugachev as an embodiment o f the principles mentioned above. The whole 

chain o f images such as revo lt, fire s , snowstorms, carriages, and feasts is 

linked in  Tsvetaeva's description to  Pugachev, sim ply because the Baroque 

notion o f disharmony had a great im pact on her a rtis tic  vision. We could 

compare, fo r example, the words o f the Spanish Baroque w rite r C ritilo  — 

"th is  entire Universe Is composed o f contraries and is  harmonised by 

disharmonies"^^ — to  Tsvetaeva's mythopoetical model.

Tsvetaeva's fascination w ith  Pugachev has roots in  Baroque a rt w ith  

its  taste fo r bloody ruthlessness, violence and cruelty. However, i t  has 

merged in  "Pushkin i Pugachev" w ith  Tsvetaeva's mythopoetical model which 

appeared in  her poems in  fo lk  style. Taking in to  account our reference to  

Korkina's observation about the recurring theme o f the fa ta l union o f the 

v ic tim  w ith  an evil o r v io len t force (see reference 10 o f th is  chapter), i t  

becomes easier to  trace th is  p lo t in  Tsvetaeva's a ffirm ation  o f the love 

union o f Grinev/Pushkin and Pugachev:

BcTpeqa rpimeBa c HyraqeBUM — b Mexejib, sa ctosom, noji 
BMceaxue#, na jioOhoii iiecrre — ifeuraHHan Bcxpeqa cauoro 
nyiUKMHa c CaiiosBaniieif. (P, p. 551)

B „KannxaHCKoil joqxe" HyiUKiiH noji qapy HyraqeBa nojinaa n 
j|o nocjie^Heil cxpoxN iis-noj nee ne Bumeji. [...]

H  rsa B H o e  (o n a  jia n a ) b e ro  uarnaecKOÊ B H eum ocxM , b 

K o x o p y io  c p a s y  bjik>6iijich HymxMH. (P, pp.552-53)

Quoted from : José Antonio Maravall, Culture o f  the Baroque. Analysis o f  

a H istorica l Structure, Theory and H is to ry  o f  Literature, Volume 25, 

Manchester, 1986, p.l58.
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Tsvetaeva's claims are a d istorted picture o f Pushkin's tex t. She even 

shows Pugachev w ith  black eyes, though Pushkin does not specify the colour 

o f h is hero's eyes. A ll in  a ll, Tsvetaeva's recreation o f Pushkin's Pugachev 

stands ou t as a distorted, h ighly exaggerated and symbolised image which 

has experienced much transform ation. Thus, fo r instance, Tsvetaeva's 

attem pt to  make i t  more symbolic is  related not only to  the chain o f 

rom antic images linked to  Pugachev, but also transform s Pushkin's usage o f 

the w ord vozhatyi (a guide) in to  a symbol: In  "Pushkin 1 Pugachev" she 

persistently w rites i t  w ith  a capital le tte r (in the manner o f the French and 

Russian Symbolists). Thus, her image is  fa r from  tha t created by Pushkin. 

One may compare Pushkin's "neutral", re a lis tic  description o f Pugachev, 

emphasising the adventurous nature o f the character, w ith  the highly 

symbolised figure (based on h igh ligh ting  supernatural, magic aspects) created 

by Tsvetaeva. A  few examples can establish how Tsvetaeva's re-creation 

contradicts the orig ina l image:

R Bsraimya na nosarn n ynwea uepnyio Ôopojiy n jina 

cDepKaniioie raaaa. [...I

HapyacHOCTb ero noxasanacb Mne saueuaTesbHa: oh 6 ua aer 

copoxa, pocry cpejiHero, xyjiomae n UDipoKonaeu. B uepuoM 

6 opo4 e ero noxasusasacb npocejb: acMBue bosbume raasa rax 

H beraax. Jlxqo ero xueao Bupaaeeuxe jioBoabHo npxHTHoe, ho 

nayroBcxoe. Boaoca 6 biax oCcrpxaceHbi b xpyacox; na neu 6 bia 

obopBaHHM# apMHK X TXTapcKxe uiapoBapu. (Pushkin, 3, p.240)

HeoÔuxHOBeHHaH xapTxna une npe^icraBxaacb: sa CToaoM, 

HaxpbiTbm cxaTepTbX) x ycranoBaeHHUM uiTO<|>aMx x 
craxanaiix, Ilyrauen x ueaonex ^ecHTb xasaqxxx crapmxH 

cxaeax b uianxax x uBernux pybamxax, paaropHuennue 

BXHOif, c xpacHboxx poacaiix x 6 axcraiomxMX raasaiix. [...] 
riyraueB na nepBou iiecre cxjiea, oOaoxoTHCb x nojinxpax 

uepnyx) Ôopojiy cboxm mxpoxxu xyaaxoii. 'lepTU axqa ero, 

npaBxabHbie x jioBoabHo npxHTHue, ne xstHBanax Hxuero 

CBXpenoro. (Ib id ., p.277)

IlyraueB cMOTpea na Menn npxcraabHo, xspejixa npxu^pxBan 

aeBbrik raas c yAXBXTeabHuif BupaacenxeBi nayroBCTBa x 

HacMemaxBOCTX. (Ib id., p.278)



-  221 -

As we mentioned above, Tsvetaeva's perception o f Pugachev is  highly 

symbolised and focused around the one word guide' which is transformed 

in to  a symbol. From the very beginning o f the essay Tsvetaeva claims tha t 

th is  word always had a magic meaning fo r her:

EcTb MarnuecKue csoea, ifam qecKiie ene cMucsa [...] — 

caMosnaKH n caMocMUcsu, ne nysuaioiiQ iecii b pasyiie, a 

TOJibKo B cjiyxe , csoBa sBepHHoro, aeTCKoro, cnoBMaeHHoro 

ü3UKa.

[...]

TaKNM CSOBOM B IfOeft XCN3HK 6UJIO H OCTaJIOCb — BoacaTUit.

Ecjih 6u iie im , ceuNseTHmo, cpeax ceabuoro cna, cnpocnsn: 

„KaK HasuBaercA ra  Beuib, rae CasejibMU, n nopyuHK FpHneB,

N napnna ExaTepima Bropan?" — ü 6bi cpasy OTBeTnaa: 
wBoacaTW*M ceJlqac bcb „KannTaHCKan aouxa" a jih  u c h r  

ecTb — TO M HasuBaeTCA — rajc.
[...]

H  Koraa HesnaKOMuJI npeauex cxan k na if noaBMraxbCfl m 

Hepes aee MMHyxu cxaji qeaoBCKOM — h  yace snaaa, mxo sxo 

He ,j»o6pu* uenoBeK", xax nasBaji ero h m u b ik , a sMxo* 

MejioBex, cxpax-uejioBeK, t o t  nejioBCK.

[...]

Boacaxoro h  acaajia bcx> amsHb, bcx> cbok> orpoMHyio 

ceuMsexmoK) acxsHb. (P, p.540)

The very beginning o f "Pushkin and Pugachev" provides us, therefore, 

w ith  a ll the key images which help us to  understand the mythopoetical 

model applied by Tsvetaeva to  Pushkin's te x t. E arlier we mentioned 

Tsvetaeva's favourite device o f rearranging references o r "readdressing the 

situation* from  one person to  another. Tsvetaeva treats Pushkin's story as a 

myth which is  based on the central s itua tion  o f Grinev's meeting w ith  

Pugachev. In  terms o f 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 th a t Pushkin replaces Grinev in  his own story).

Taking in to  account Tsvetaeva's sem iotic language and imagery, i t  is 

possible to  unfold the whole meaning o f her essay, which is  not as 
controversial as i t  appears. As Korkina has pointed out, most o f Tsvetaeva's 

characters seek a union w ith  a supernatural figure o r force. This superhuman
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force destroys th e ir haman, m aterial shape and compensates fo r th is  

destruction w ith  the p o ss ib ility  o f entering another rea lity . In  the lig h t o f 

th is  mythopoetical model» Tsvetaeva's Image o f a guide and the number seven 

create a certain ritu a lis tic  background fo r the recreation o f Pushkin's myth. 

Many Tsvetaeva scholars have commented on her obsession w ith  death, 

pa rticu la rly v iv id ly  expressed In "Novogodnee", "Poema kontsa" and "Poema 

vozdukha". For many o f the characters created by Tsvetaeva, death Is 

desirable, helping the s p ir it to  be free and to  return to  Its  o rig in . This view 

goes back to  ancient Greek philosophy. In particu la r to  the Orphic tra d itio n . 

There Is no need here to  go In depth In to  Tsvetaeva's a rtis tic  model o f the 

w orld. Once again we need to  ou tline  the fa c t tha t Slav fo lk  tra d itio n  

merges In her essay w ith  andent Greek concepts. Thus, she mentions the 

number 7 In re la tion  not only to  her age bu t also to  the dream — "sredl 

sed^mogo sna" (P, p.540). ( I t  Is Interesting to  note tha t fu rthe r on In the 

te x t Tsvetaeva claims th a t she was s ix  years o ld  when she read Pushkin's 

story. — P, p.552) In  many m ythological trad itions the number 7 stands ou t 

as being magic; I t  helps to  enter d iffe ren t rea lities as w e ll as being an 

essential element fo r many ritua ls . Thus, alm ost In a ritu a lis tic  manner, 

Tsvetaeva states th a t she waited fo r her Guide a ll her life : "Boxcaroro ü 

xwana dcx> xcxsHb, bcx> cboio orpoio iyio ceiixjieTHioio xensHb" (P, p.540). (The 

number 7 plays a very Im portant role here, and In th is  function o f ensuring 
entry to  other worlds I t  appears In Tsvetaeva's very last poem "la  s to l 

nakryl na shesterykh". (S88, 1, pp.331-32.) In  the la tte r, Tsvetaeva calls herself 

"the seventh " )

Tsvetaeva's Pugachev resembles the very ancient Image o f the Guardian 

o f the Underworld — Charon (who took sp irits  to  the other side o f the rive r 

o f the dead). Charon Is represented In Greek mythology as an ugly o ld  man 

w ith  a grey beard wearing a tattered cloak; he behaved towards souls In  a 

despotic and bruta l way. Tsvetaeva h igh lights s im ila r aspects o f Charon's 

character In Pugachev. Furthermore, she merges the Greek archetype w ith  the 

Russian fo lk  character the w o lf, who performs a function s im ila r to  those o f 

Charon. (She calls Pugachev a w o lf o f fa iry  tales — P, p.567.) As always In 

Tsvetaeva's poetic system, her key words and Images tu rn  out to  have some 

lin g u is tic  links. Thus, I f  we take In to  account the etym ological o rig in  o f the 

word "volk ", then we can see th a t the word "guard" {vozhatyi) Is an 

explicated notion o f the word 'w o lf. One o f the possible orig ins o f the 

word Is traced to  the Slav stem "vel ". This stem appears In the verb
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’’vo lochlt^’*; from  the etym ological po in t o f view i t  means 'to  take away'. 

(There is  a certain analogy w ith  the Greek ianguage, in  which the s im iia r 

sounding verb "heiko" — "I am taking away" — appears.)^* A lso Tsvetaeva's 

vision o f Pushkin's Pugachev merges w ith  Egyptian tra d ition . (Tsvetaeva was 

very interested in  ancient mythology in  general; she leam t much from  her 

father's co llection o f Egyptian and Greek works o f art.^^) Thus in  Egyptian 

mythology there was a wolf-headed god Upuaut who sign ified  "he who opens 

the way".*^ Taking in to  consideration another aspect o f th is  god — the 

guidance o f the w arriors In to  enemy te rrito ry  — we can come closer to  

revealing the meaning o f th is  image in  terms o f Tsvetaeva's personal myth.

A t the tim e o f w ritin g  the essay, Tsvetaeva's m ind was very much 

focused on the idea o f going back to  Russia. In  the lig h t o f her in ten tion  to  

go back i t  is  understandabie why she emphasised Pugachev's function o f 

guiding in  such a prom inent way. On the one hand, ih e  Egyptian princip ie 

o f the w o if-god  who takes w arriors to  enemy te rrito ry  matches Tsvetaeva's 

description o f Pugachev. (She always opposed the Soviet regime as such, 

therefore i t  was enemy te rrito ry  fo r her.) On the other hand, she perceived 

Russia as not only her actual homeland but also as her sp iritua l homeland; 

reunion w ith  th is  type o f homeland is  achieved by death. (The model o f such 

a re turn ' is  described in  the most stra ightforw ard way in  "Poema kontsa" ) 

Besides, Tsvetaeva talked o f Russia in  the poem "Novogodnee " as a iand o f 

the dead. (In  th is  poem she w rote to  R ilke about Russia: „tot ceer na 3T0I1 

spea" — S88, 1, p.261.) From th is  po in t o f view, Tsvetaeva’s Pugachev 

resembles the w olf-god  once again — due to  the Egyptian tra d itio n  o f 

worshipping him  as a god o f the dead too. To conclude th is  aspect, one has 

to  state tha t "Pushkin i Pugachev" stands in  line  w ith  Tsvetaeva's tra d itio n  

o f recreating fo ik  ritu a i by 'recalling* the dead as guides in to  another

G. P. Tsyganenko, Etimologicheskii slovar^ russkogo iazyka^ Kiev, 1989, p.66.

Anastasiia Tsvetaeva recalls the fo llow ing : "Mapnua UMxajia aHTMUHyio 

jiHTepaTypy. Hurepec k He# no^BnacA He ToabKO Oaaroaapn oTuy. /|o  ee 

aecHTN aeT uysen ne 6biao, UH(l>aMN nac HanuHHaa uarb, n Mapnua 

MM^oaorne# oueub MHTepecoeaaacb." — Veronika Losskaia, op.cit., p.214.

In  prehistoric representations the w olf-god guides the warriors o f his 

trib e  in to  enemy te rrito ry . A  form er w arrior-god, he was also worshipped as 

the god o f the dead. —New Larousse Encyclopedia o f  Mythology, Introduction 

by Robert Graves, London, 1969, pp.25-27.
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reality. This device prevails in  such works as "Novogodnee", "Nezdeshnii 

vecher" and "Zhivoe o zhivom". I t  was one o f the reasons, too, why 

Tsvetaeva chose Pushkin's "Zaklinanie" fo r her French translation (see 
chapter 1 o f th is  work).

In  addition to  the points stated above, i t  seems im portant to  note 

tha t some lin g u is tic  theories lin k  the Russian word "volk" to  another word 

"volkhv" (meaning "w izard"). I have not come across such a lin k . However, i t  

is discussed in  Faryno's a rtic le  on D oktor Zhivago, In which he considers the 

image o f a "w o lf* to  be the double o f a poet.^® In  "Pushkin i Pugachev" such 

a parallel Is suggested by Tsvetaeva herself:

IlooT — MsjiajieKa sasoAMT peub. 

noara — jiajiexo sasojiiiT peub...—

Kax Aajiexo saeeaa — Bojcaroro. (P, p.541)

Furthermore, Tsvetaeva points out tha t th is  speech contains some 

sacred message re la ting to  her fina l moment o f life  and destiny, as w ell as 

claim ing tha t the image o f Vozhatyi appeared, fo r her, from  the "fa iry  tale 

o f her life  and being" (P, ib id .). Such an approach to  Pugachev reveals a very 

im portant feature o f Tsvetaeva's poetics which undoubtedly in  th is  case can 

be outlined as the poetics o f the avant-garde. This refers to  Tsvetaeva's 

regarding Pushkin's te x t as an event o r act which took place in  her personal 

life . This fact was called by Istvàn Nagy "an event-being ". By contrast w ith  

nineteenth-century art, in  Nagy's view we see in  the avant-garde paradigm 

"nepeMemeHNe axnenTa c «JcirswerBopvecrrfla" (npNMar xchshm naji MCKyccTBoii) 

na nprnopMTCT rexcra (xy.no9RecTBeHHoe cooGuienne nojiyuaer craxyc BTopo# 

peajibHocTK)".^’

Futhermore, Tsvetaeva Judges Pugachev in  the same term s, claim ing 

th a t speech, his orienta tion towards fo lk  culture (proverbs, fo lk  songs) 

brought him to  a trag ic end (see the quotation above). In  other words, 

Tsvetaeva establishes the dominance o f fo lk  culture, text in  Pugachev's life .

„B muoeBponeJkcKRX TpajMUM^x, b tom uHCJie n b cjiaBüHCKOM $ojibKJiope, 

BOJIK — HOCHTejib oco6og uy^pocTH, npejiBojtHxejib, BosxAb, csnsan c 

BOJlXOBaHMeM M OTMM CUMUM JieFKO CBASWBaeTCA M C nOdTMUeCKMM 

TBopuecTBOM." — J.Faryuo, op. c it., (note 6), p.l63.

I. Nagy, "B IO G R AFIIA -KU L^U RA -  TEKST (O "sdvlge" v rasskol 

kn l^tnrno l paradigme).” — Stadia Rassica Badapestinensia, op. c it., p.239.
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Sabseqaentlj, th is  statement leads to  an in teresting suggestion which 

Tsvetaeva had in  m ind when w ritin g  her essay. I t  seems th a t not only was 

Pushkin's te x t taken by Tsvetaeva as a behavioural model, but in  the same 

vein she Judges Pugachev who, in  her view, was using fo lk  songs and culture 

as a prototype fo r m odelling his own life  (see Tsvetaeva's comments quoted 

above about the te x t, speech which dominated his life ). When drawing a 

parallel between a poet and Vozhatyi, Tsvetaeva undoubtedly had in  m ind one 

particu la r episode from  "Kapitanskaia dochka": a t the most im portant 

m ilita ry  gathering Pugachev proposed to  sing a song, which contained a 

certain pattern o f his own fate:

H  Ha ceu-TO CTpauHOM BoeHuoii cosere peuieno 6uao mjith k 

OpenÔypry: ABnaceHxe aepsxoe, n KOTopoe uyrb 6uao He 

yseHuaJiocb ÔejtcTBeHHboi ycnexou! noxoA 6uji obtHBaen k 

saBTpaumeify A m .  ,Jfy, ÔpaTuu, — cxasaa flyraueB, — 

saTHHeif-xa na con rpHjiyuuiik moio juobNMyn necenxy. 

lyM axoB! Haunnaft!'* — Coce4 lioM saTHHya tohkm ii roaocxoM  

saynuBHyx) Cypaanxyio necmo, m Bce noaxBamaM xopou:

He uiyifH, uaTH seaenan ayCpoByiuxa,

He Mema# une, aoôpowy noaoany, aywy aywaTN.

Hto sayTpa une, ao6poiiy Moaoauy, b aonpoc xaT* 

Hepea rposnoro cyauo, cauoro nap*.
C...3
Hto BosroBopxT Haaeaca npaBocaaBHu# napb:
HcnoaaTb xe6e, aeTXHymxa, xpecrbHHcxx# cbui,

Ht o  ywea t u  BopoBaxb, yuea oxBex aepacaxb!

^  sa xo xeGn, aexxHymxa, ooacaayio 

CepeaH noaH xo p o u au x bucoxmmm,

Mto  aByuH ax croaOaux c nepexaaaxHo*.

HeBosMoacHO paccxasaxb, xaxoe aeAcxBxe npoxsBeaa na uenn  

sxa npocTOHapoanaH necHH npo Bxceaxuy, pacneBaeuan 

ax>abux, oOpeueHHUux Bxceaxne. H x  rposHue axua, cxpoftHue 

roaoca, ynuaoe Bupaacenxe, xoxopoe opxaaBaax ohx caoBau x 

6es Toro BUpasxxeabHuu, — Bcê noxpncaao uenn xaxxu -xo  

nxxTXuecxxu yacacou. (Pushkin, 3, p.278)

In  "Pushkin i Pugachev" there is  an ind irect reference to  the episode 

4ttot«d above. Tsvetaeva creates a certain anagram:
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BoacaTuJI bo idne pM<t>MOBaji c acap. Ily ra 'ie B  — c qepT m eme c 

qyMaKaMM, npo KOTOpux a  ojiHODpeMeHHo qxTaaa b CKaaxax 

noaeBoro. HyiiaKH OKaaajmcb Gecawa, ax qepBOHqw — 

rop^um ua yroabfiM a, npoacermaMa cBaxay [...]. Bce 3 to  — 

KOCTpoBM# acap, qepBOHnu, xyMan, nywax — caasaaocb b oaHo 

rposHoe caoBO: riy ra a , b oaHO TOMHoe Baaenae: BoacaTbiit. (P, 

p.544).

Tsvetaeva's link ing  o f Pngachev to  the word "chnmak" seems 

unexpected. However, i t  has a meaning s lm iia r to  the word "vozhatyi": in  

oiden days in  Ukraine i t  denoted a peasant who used to  transport and seli 

various item s (including food and g o o d s ).T h e re fo re , i t  stands ciose to  the 

word 'guide* in  the sense appiied by Tsvetaeva to  her image o f Vozhatyi who 

is  about to  take her to  another piace.

I f  we take in to  consideration the fac t th a t in  Pushkin's story i t  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 te x t o f Tsvetaeva's essay, and denotes a very im portant 

semantic code created by her in  "Pushkin i Pugachev". Thus, as pointed out 

above, Tsvetaeva ta lks 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 "P ir vo vremia chumy" (P, p.546). Therefore, a ll the words w ith  the 

stem "chum" o r sound "ch " which form  the anagram are iinked to  the theme 

o f su icide /vo iuntary death fo r the sake o f experiencing dangerous pleasures 

or, more broadly, to  the m o tif o f revoit: Pugachev, chert, punach. chumak i. 

Chumakov, chuma. kumach. chem vi. chara. chistota. AU these images are 

essentiai codes fo r Tsvetaeva's mythopoeticai model (described above by 

Korkina), in  accordance w ith  which the poet has to  sacrifice him self or to  

give h im se if up to  what Tsvetaeva caiis the eiements* force (chaos) in  order 

to  achieve the realm o f pure s p irit.

The mythopoeticai modei described above was already outlined by 
Tsvetaeva in  the essay "Iskusstvo p ri svete sovesti" and her "Poema kontsa".

I t  is  easy to  estabiish a ffin ity  between statements in  "Pushkin i Pugachev"

and the works mentioned above, i f  we see them in  the perspective o f

20 S .I. Ozhegov, Slovar^russkogo iazyka, Moscow, 1987, p.772.



-  227 -

Tsvetaeva's mythopoetics. Most o f her works have a recurring mythopoeticai 

pattern: a hero e ither faces the elements o r is  enchanted by a fa ta l force 

which brings him to  destruction and, subsequently, takes him in to  the realm 

o f pure s p ir it (an ideal w orld  where his potentia l is  fu lfille d ). This place o f 

reb irth  is  called by Tsvetaeva e ither *7aznr''" (as in  the poem "Na krasnom 

kone"), "nebesa" o r *'chistota'\ In  "Pushkin i Pugachev" in  order to  support 

her mythopoeticai model Tsvetaeva introduces a love theme (or enchantment 

element) between Pugachev and Grinev, readdressing i t  la te r to  Pushkin and 

herself. She calls one scene o f the story "a dreamed meeting between 

Pushkin and Pugachev", claim ing tha t Pushkin was seeking destruction by 
meeting w ith  chaos, revo lt etc. Tsvetaeva applies her model to  the 

in terpretation o f Pushkin's would-be motives fo r w ritin g  "Kapitanskaia 

dochka", even when she claims tha t he achieved pu rity  at the end o f his 

work:

no  OKOHuaHHii „K anuT aH C K O * jioukm" y nac o Hyrauese n e  

ocrajiocb hn ojinoit hnskoA nctmhu, ns Dceft tbm u hmsknx

NCTMH — HN OAHO*.

Hncto .

H ora uNCTOTa ecTb — noox. (P, p.568)

A very s im ila r ending had already appeared in  Tsvetaeva's essay 

"Nezdeshnii vecher " (see chapter 4 o f th is  work) where she portrayed her 

contemporaries in  the same Dionysian vein:

Hnp bo BpeMH HyMM? /fa. Ho xe nnpoBasN — bnhom h 

posawN, ifbi Nce — ÔecnaoxHo, qyjiecHO, ksk UMcxue Ayxn — 

ynce opMSpaxN ÀNjia — cnoBaiiN: SByxoM caob n xmboA KpoBbio 

uyBcxB. (P, p.276)

M KaK 6U HN noOeawajiN s^eiUHjre yxpa n neuepa, n Kax 6u 

no-pasHouy — BceNcxopNuecxN nsn Ôecu^MHO — m u , 

yuacxHNKN xoro Hes^euiHero Beuepa, hn yuNpasN — 

nocjiejiHNM SByuaHNeu Haumx ycx 6ujio n 6yjiex:

M SByKOB HeÔec sauenNXb ne mofjin 

EJk CKjrmtie necHN seujiN. (P, p.277)

Tsvetaeva makes the same type o f Sym bolist poet out o f Pushkin, 

using his poems about Napoleon and his story about Pugachev to  illus tra te
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her po in t. In  "Nezdeshnii vecher", Tsvetaeva states tha t the only duty one needs 

to  have is  "npaaaa ncero cyuiecTBa". However, Tsvetaeva's in terpretation o f 

Pushkin's would-be fascination w ith  Pugachev provides us w ith  the clues leading 

to  her own mythopoeticai v is ion o f the w orld  and the poet's role in  it .

In  accordance w ith  th is  vision, Tsvetaeva's heroine needs a guide who 

could take her to  the real destiny o r sp iritu a l realm (realised through death 

as, fo r instance, in  "Na krasnom kone", "Novogodnee", "Poema kontsa"). As 

observed recently by Aleksandrov, Tsvetaeva's a rt is  permeated w ith  elements 

o f the archaic form s o f lamentation and incantation. As Aleksandrov puts it ,  

— "saroBopHoe c jio d o " , OKasaeimicb b  nenrpe cRcreifu noaTNuecKoft p eu R  

llB e ra e B o J k , ne T o a b K o  c o x p a H ü e T  cBoe $yH K U R O H aabH oe s n a u e u R e , h o  r  

npeyiiHORcaeT ero.*^ Furthermore, he finds some elements o f laments (fo r 

example, be lie f in  the magical power o f words) in  Tsvetaeva's poetic speech. 

I t  is  also evident tha t Tsvetaeva makes a taboo o f some words: thus, in  

"Pushkin i Pugachev" there are only h ints about the real meaning o f the 

Vozhatyi s speech — instead o f the word "death " she uses indicative pronouns 

("o TOM caMOM", fo r example). This is  an im portant ins igh t provided by 

Tsvetaeva in  "Pushkin i Pugachev". A t the tim e o f its  w ritin g  Tsvetaeva was 

seriously considering return ing to  Russia, although she saw i t  as an 

im portant step in  her poetic fate not fo r p o litica l bu t rather fo r a rtis tic  

reasons. She iden tified  herself w ith  the poetry o f revolt, and her 

understanding o f Russian h istory was somehow close to  Blok's vis ion  o f 

revo lt as a cleansing force in  h istory. In  term s o f personal myth, Tsvetaeva 

sought her own death. I t  is  symbolic tha t in  her last card to  Teskovâ 

(w ritten  on the way to  Russia) Tsvetaeva wrote; „Tenepb He crpaumo. Tenepb 

yme cy^bOa" (PAT, p.185). Her own return to  Russia Tsvetaeva saw as 

necessary and inevitable, and the word Vozhatyi and the whole m editation on 

pugachevshchina were used by her in  a form  o f incantation and lament (upon 

her own death). Thus, Tsvetaeva promoted her true se lf in  her arguments 

w ith  émigré c ritic s  both about her husband and the Eurasian movement and 

about Russia being the only sp iritu a l motherland fo r a Russian w rite r in  

spite o f a ll the h isto rica l upheavals.

Tsvetaeva's analysis o f Pushkin's story h in ts a t her preoccupation w ith

V. In . Aleksandrov, FoUklorizm Mariny Tsvetaevoi (Stikhotvomaia poetika, 

zhanrovoe svoeobrazieit Avtoreferat d issertatsii na soiskanie uchenoi stepeni 

kandidata filo log lcheskikh nauk, Moscow, MGPI imenl V .I.Lenina, 1989, 

pp.6-7.
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her husband's pro-Soviet activ ities. In  Tsvetaeva's eyes Efron found him seif 

in  a situa tion  s im ila r to  th a t o f Grinev: his duty was to  serve the Russian 

monarchy, and yet he sympathises w ith  the revo lt. Once again we come 

across Tsvetaeva's attem pt to  merge heroes and poets in  the same manner as 

Merezhkovskii d id  in  his book Vechnje sputnlki (see chapters 2 and 4 

above). Tsvetaeva sympathises w ith  heroes' a b ility  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 

w ith  Pugachev. Her in terpretation o f the story reveals tha t she was 

profoundly influenced by Metzsche: in  Pushkin's characters and in  Pushkin 

h im self she sees most o f a ll a desire to  overcome the present state and to  

a tta in  a higher realm o f being.
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CONCLUSION

Tsvetaeva's w ritings on Pushkin and her references to  his work display 

her long-standing and consistent interest in  Pushkin. Her poem "Vstrecha s 

Pushkinym" was w ritte n  at the very beginning o f her career, and yet i t  

contains a ll the elements o f the "Pushkin's myth" which were developed in 

her work later on. Pushkin was a constant source o f insp iration fo r 

Tsvetaeva as she moulded her self-image. Tsvetaeva's approach to  Pushkin 

d iffe rs from  tha t o f the scholarly-m inded Briusov, Belyi or Khodasevich: she 

attempted to  create a myth about her kinship w ith  Pushkin w ith  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 th irtie s  - she referred to  i t  in  her essays and letters and translated 

a hymn from i t  in to  French. Pushkin's mode o f "pleasures through danger" 

was applied by Tsvetaeva to  herself and to  Petersburg poets in  the essay 

"Nezdeshnii vecher " w ritten  in  1931. Tsvetaeva's description o f the feast w ith  

her fe llow  poets resembles Pushkin's own poem w ritte n  on 19 October 1925. 

The essay also has elegiac features and was w ritte n  upon the death o f 
Kuzmin.

In  1936 the m o tif from  Pushkin's play was employed by Tsvetaeva 

fo r her analysis o f "Kapitanskaia dochka". In  her essay "Pushkin and 

Pugachev" she revealed herself as an avant-garde w rite r; she identifies 

Pushkin w ith  the narrator o f "Kapitanskaia dochka" and brings in to  play her 

own mythopoeticai concepts. Moreover, she applied the situation described 

by Pushkin to  her own life . In  1936 Tsvetaeva knew about the pro-Soviet 

activ ities o f her husband and she was considering returning to  Russia 

herself. In  th is  respect i t  can be noted that i f  in  "Pushkin and Pugachev" 

Tsvetaeva projects a strong be lie f in  Pushkin's form ula "to seek pleaj^sures 

through danger or death ", in  her translation from  "Pir vo vremia chumy " in to  

French Tsvetaeva inserts a question mark at the end o f Pushkin's line 

"ôeccMepTbM, M oxeT  ÔbiTb, sajior". This gesture indicates her doubts about 

returning to  Russia. I t  is also interesting to  observe how Tsvetaeva turned 

to  Pushkin in  1920 — w ritin g  a poem after a long silence due to  the death 

o f her second daughter; "Punsh i polnoch^. Punsh i — Pushkin" evokes 

Pushkin's poems about feast and the death o f his friends. Tsvetaeva referred
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to  Pushkin fo r insp iration in  order to  escape from  the unbearable rea lity  o f 

the times. A t the same tim e Tsvetaeva wrote her long poem "Na kreisnom 

kone" in  which she claimed tha t everything should be sacrificed to  the 
poet's own Genius.

Pushkin was particularly on Tsvetaeva's m ind in  the nineteen th irtie s . 

Tsvetaeva was concerned w ith  her self-im age as a great Russian poet. She 

linked Pushkin's life  to  the Orphic myth, declaring tha t every poet is a 

resurrected Orpheus. Like Vi aches lav Ivanov, Tsvetaeva combined Dionysian 

and Christian beliefs in  creating her own mythopoetry. Moreover, she 

vigorously developed the idea o f her kinship w ith  Pushkin. In  some ways she 

saw Pushkin as a desired existentia l projection or re flection o f herself in 

the ideal world, an icon, or her true self, which can only be realised through 

death. Thus, in  the essay "M at'' i muzyka ", she described her re flection 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 

o f situations from Pushkin’s life  and claimed tha t Pushkin mastered his own 

fate. In  the essay "Natal4 a Goncharova" Tsvetaeva openly admired how 

Pushkin died, emphasising tha t his marriage and his death were his own 

choice. Tsvetaeva's outlook, marked by the influence o f Nietzsche, is fe lt in 

her approach to  Pushkin. I t  also derives from  Merezhkovskii"s attem pt 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 fu rthe r and claimed tha t poets and heroes are 
beyond good and evil; they reach th is  state o f elevation by giving themselves 

to  the elements. Tsvetaeva gives Pushkin's Pugachev the role o f guide 

(Charon) who should take her in to  another world. In  "Mol Pushkin" th is  

w orld was identified  by Tsvetaeva as "votshche ". The word "votshche " comes 

from  Pushkin's poem "K m oriu " and in Tsvetaeva's poetic code i t  represents 

another rea lity in which she could become Pushkin's double. In  Tsvetaeva's 

translation o f th is  poem in to  French (achieved in 1936) the sea its e lf is 

called "the space o f spaces" and i t  symbolises fo r Tsvetaeva another — f if th  

— element: lyrica l poetry. Tsvetaeva's interpretation o f Pushkin's w ritings 

and her translations o f Pushkin's poems in to  French reveal a true 

avant-garde author who perceives Pushkin's poetry as an "open " work — open 

to  new interpretations and to  the process o f mutual creativity. That is why 

in "M oi Pushkin " she allowed herself to  im ita te  the signature o f the great 

poet whom she admired so fervently.
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