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Abstract

This thesis analyses Pushkin’s imagery of dreams and flying. Although the focus of 
my analysis is the work written in verse and the prose fiction, I also make reference to 
Pushkin’s non-fictional prose. For convenience of reference I include in my definition 
of ‘the imagery of flying’ all references to birds, such as the swan or eagle. In the first 
four chapters I examine four key thematic areas in the poetic works in which Pushkin 
uses this imagery: the nature of the poet and poetic inspiration (Chapter One); acts of 
remembrance (Chapter Two); Pushkin’s political views (Chapter Three); and relations 
between the sexes (Chapter Four). I establish that although Pushkin employs these 
areas of imagery in a wide variety of contexts there is a common objective in their use. 
He uses the imagery of dreams and flying in order to portray his characters -  for the 
most part male -  and political figures as weak, ineffectual or romantically inadequate. 
By contrast, when he applies these images to himself, this can be seen as an exercise of 
power and a declaration of his poetic independence. One of the greatest displays of this 
power is that he uses the same or similar language deliberately to undermine his own 
creations, the characters who are dependent on him for their very existence. In the final 
chapter I turn to an analysis of this imagery in the prose fiction. One of the 
consequences of Pushkin’s approach to prose is that he rarely allows himself to use this 
imagery which is so closely associated with poetry. However, on a number of 
occasions when he does use these images in the prose fiction he finally appears to 
question the power and independence of the poet.
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Note on Transliteration, Translation and 
References

All transliterations in this thesis are made according to the Library of Congress system 
without diacritic marks, except for names whose anglicized spelling is widespread and 
more familiar. These exceptions include the Russian rulers Peter (and not Petr), 
Catherine (Ekaterina), Paul (Pavel), Alexander (Aleksandr) and Nicholas (Nikolai); 
Mephistopheles (Mefistofil ) and Gretchen (Gretkhen) in ‘Stsena iz Fausta’ [1825]; 
Mary (Mariia), Gabriel (Gavriil) and Joseph (Iosif) in Gavriiliada; Mozart (Motsart) and 
Salieri (SaFeri) in Motsart iSal'eri; Walsingham (VaFsingam) in Pir vo vremia chumy\ 
Claudio (Klavdio) in Andzhela.

Quotation from Pushkin’s work is generally in Russian; where words and phrases 
are translated, the translations are my own.

The system of abbreviations used in the references in this thesis is included in the 
bibliography.



Introduction

PasyM HeMCTOiuMM b nonm TMM,
K3K fISbIK HBHCTOUIMM B .
Pushkin, in his article ‘Ob obiazannostiakh 
cheloveka. Sochinenie SiKvio Pelliko’ (XII, 
100)1

This thesis represents the first detailed study of the imagery of dreams and flying in 
Pushkin’s poetry (the lyric and narrative poems, dramatic works and Evgenii Onegin) 
and prose fiction. I aim to show that although this imagery varies extensively both in 
the way that it is employed and in its significance, one can detect a general trend in its 
use which gives this large and complex mass of images an element of cohesion. The 
greatest ‘beneficiary’ of this language is Pushkin himself. He consistently uses the 
images in order to assert his independence from other poets, political figures and even 
his own fictional creations. By contrast, the biggest ‘losers’ are those male characters to 
whom Pushkin applies this language: they are seen to be weak, ineffectual or 
romantically inadequate (women are, with few exceptions, peripheral characters in his 
work). They become victims of what Nabokov termed a ‘conspiracy of words’.̂  
However, this is very much a conspiracy carried out in the poetry. The imagery of 
dreams and flying scarcely occurs in the prose fiction. But on several significant 
occasions towards the end of his life when Pushkin does employ these motifs in the 
prose, the prose-writer appears to question the power of his alter ego, the poet.

In his examination of Pushkin’s lyric poetry, Bayley argues that the meaning of 
poems like ‘Prorok’ [1826] and Poet’ [1827], both of which contain striking images 
of the eagle, is not dependent on a generalized symbolic structure: ‘Inherently dramatic, 
each poem is complete in itself. To read it in the light of others will not extend or

 ̂ All quotations from Pushkin’s work are taken from the recently revised ‘Jubilee’ edition: A.S. 
Pushkin, Polnoe sobranie sochinenii v deviatnadtsati tomakh, ed. D.D. Blagoi and others, 19 vols, M., 
1994-97. The reference to poetic works comprises the number of the volume, page and line. If a 
volume contains two parts, the second book only will be indicated after the volume number following 
a full stop. References to variants of the final work and all prose works will include just the number of 
the volume and page. References to Evgenii Onegin comprise the number of the canto, stanza and line. 
 ̂The phrase occurs in Aleksandr Pushkin, Eugene Onegin: A Novel in Verse, translated from the 

Russian with a commentary by Vladimir Nabokov, Bollingen Series, 72, 2nd paperback edn, 2 vols, 
Princeton, 1990, III, p. 59; the second volume of this abridged edition of Nabokov’s commentary 
contains two parts which correspond to volumes two and three of the original hardback version. I will 
refer to part one as volume two, to part two as volume three.



modify its meaning’.̂  Bayley is right: it is not possible to assign a fixed meaning to any 
of Pushkin’s images, especially in the lyric poetry, since the significance of each is 
dependent on the specific context of the work in which it occurs. However, there is an 
overall, albeit loose, consistency in the use of the imagery of dreams and flying which 
relates to its meaning. Pushkin’s general objective in using this language unites these 
vastly differing groups of images: he wants to assert his independence as a poet, at least 
from the secular powers. Moreover, Pushkin himself deliberately establishes relations 
between his individual lyric poems and ‘external’ works. These can either be lyric 
poems composed by other poets, which Pushkin playfully echoes in his poetry, or 
other areas of his own œuvre. For example, there are distinct resonances of the image 
of the eagle suddenly roused from its sleep in ‘Poet’ in a number of other works. These 
reminiscences do not alter the specific value of the image in the lyric poem, but they do 
say something about Pushkin’s general perception of the poet.

That Pushkin should choose to use the imagery of dreams and flying is not in itself 
surprising. He was embracing an archetypal nexus which can be found in classical, 
European and Russian literature. For example, it occurs in the first stanza of 
Zhukovskii’s ‘Mechty. Pesnia’ [1812], his translation of Schiller’s Die Ideale’:

3 aH 6 M T3 K paH O  M3 MeHM7ia?
C MeHTaMM, paflOCTbK), TOCKOM 
K y a a  n o j i e j  cbom  y c jp eM M Jia?
H eyM O JiM M afl, h o c t o m E

Pushkin himself described a winged dream in his earliest surviving poem, ‘K Natal e’ 
[1813]:

COH JieHMGbIM, TOMHOOKOM 
O T T ie ia e T  n a  K pbiJiax.
(I, 6, 45-46)

The association persists throughout his work. For example, in the famous description 
of inspiration in ‘Osen\ (Otryvok)’ in 1833, he describes the ‘swarm’ of guests which 
is generated by his poetic ‘dream’:

ZIyuja CTecHfleTCfl 7inpMHecKMM BO^HeHbew,
Tpenemex m 3ByHHT, m mujbt, kbk  b o  c h b ,
IfeTlMTbCfl HaKOHBU CBOfiOflHbIM npOflBJlBHbeM —
M T y i  KO MH6 MflBT He3pMMblM pOM rOCTBM,
SHBKOMUbl aaBHM B, n^lO gbl MBMTbl MOBM.
(Ill, 321, 76-80)

3 John Bayley, Pushkin: A Comparative Commentary, Cambridge, 1971, pp. 144-45.
V.A. Zhukovskii, Sobranie sochinenii v chetyrekh tomakh, compiled by I.M. Semenko, 4 vols, M.- 

L., 1959-60, I, 1959, p. 146.
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In the early stages of his career, in the lyric poetry composed at the Lyceum, Pushkin 
employed this imagery predominantly to describe the poet and poetic inspiration. Even 
during this period the desire to distinguish himself -  in this case from his fellow poets -  
is reflected in the use of the imagery of dreams and flying. Pushkin viewed these motifs 
as weapons which he could wield in his light-hearted, even affectionate attacks on his 
peers, notably Derzhavin. By the time of his departure from the Lyceum, he stood at 
the centre of a protective and increasingly complex figurative structure. It was only 
when he left the Lyceum and started to experiment with new genres, such as the 
narrative poem, that he expanded the number of themes in which he used, in isolation 
or combination, these two areas of imagery. His characters, fictional or historical, 
would sometimes replace Pushkin at the heart of this paradigm. At the same time, he 
continued to examine the nature of the poet and the ‘poetic experience’, the mysterious 
moments when the onset of inspiration transforms the ordinary man into the artist. 
These two branches of his work proceeded to develop in parallel and using the same 
types of imagery, but to vastly different effect. The very images which promoted 
Pushkin as a strong and independent figure were used to describe weak or 
compromised (male) characters. In Evgenii Onegin, of course, the two branches of 
work came together. At this point Pushkin’s very presence illuminates his disdainful 
treatment of his creations.

1 will analyse the impact of this imagery in three specific areas which 1 will show to 
be thematically linked to the central theme of the poet and poetic inspiration: 
remembrance, political power, and ‘sexual power’ or relations between the sexes. The 
hypothesis which 1 will test is that the presence of the imagery of dreams or flying 
reflects Pushkin’s desire to perpetuate the discrimination between himself and his 
characters in these areas. One of the unlucky recipients of Pushkin’s discriminatory 
treatment is Lenskii, the mock ‘poet’ whose work will be forgotten, sometime political 
thinker and failed lover. He, more than any other, is a character against whom the vast 
negative potential of these images is unleashed.

Of these related areas, the theme of remembrance is linked most closely to the central 
issue of the poet. In his seminal essay published in 1926, Gershenzon drew attention to 
the relationship between remembrance and the imagery of dreams.^ The very title of 
Gershenzon’s essay, ‘lav" i son’, illustrates a fundamental problem encountered when 
describing dreams in Russian literature. Since son can mean ‘sleep’ as well as ‘dream’, 
it is not always possible to determine the precise meaning of the word. Gershenzon 
appears to elide the two meanings in the title, since in the essay he describes the process 
of going to sleep (zasnut'; son) and then the recollections of the dreamer. In this regard

 ̂ M.O. Gershenzon, ‘Son i iav'% in his Stat'i o Pushkine, M., 1926, pp. 60-68.
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he was guided by the material he was analysing. Pushkin himself does not always 
explicitly differentiate between the two states. For this reason, I do not rigidly limit the 
scope of my analysis to the imagery of dreams but will, when I feel that the inclusion 
elucidates the argument, extend my focus to include the imagery of sleep.

The definitional issue is made more complex by the presence of other words (or their 
verbal equivalents) which can mean ‘dream’ in Russian. Gershenzon makes no attempt 
to distinguish between these various words, which can be divided into three categories:

1. Son and snoviden'e (snovidenie), ‘dream’. When son means dream, it is virtually 
synonymous with snoviden'e.^
2. Mechta and mechtan'e (mechtanie). In her analysis of Pushkin’s use of mechta in 
Evgenii Onegin, Melchior de Wolff gives it the meanings ‘daydream’, ‘dream’, 
‘fancy’, ‘reverie’, ‘chimera’.  ̂There appears to be little difference between mechta and 
mechtan'e, although mechtan'e tends to describe the process of dreaming, as opposed 
to the content. Nabokov describes mechta, with its derivatives, as ‘the main heroine of 
the Russian romantic vocabulary’, ‘the hardest-working member of the romantic 
team’.8
3. Grezy. Although this means ‘day-dreams’ in contemporary Russian, in Pushkin’s 
poetry (the word does not occur in the prose) it is clear that these can take place at 
night.9

Pushkin can use each of these words in a figurative sense:

Mx )KM3Hb — pqa ropecTefi, rpeMqiya cjiaea — c o h .
'K drugu stikhotvortsu' [1814] (I, 22, 60)

M flHM TBOM nOTierOM CHOBMfleHba 
2Ia nOTlBTflT B CnaCTsTlMBOM TMliJMHe!

'Razluka' [1816] (II, 27, 12-13)

T o r f la  TOJinoM c  T iasypH ori BbicoTbi 
H a 710 )Ke P 03  KpblTiaibie MBHTbl.
BOTIUJeÔHMKM MOM COH o6BOpO)KM71M.
'Son. (Otryvok)' [1816] (I, 146, 190-92)

Jle raM  c  M eM iaHbeM  H azjo m hom ,
P a c n p a B fl tib ik m  KpbiJibi; <...>

'Mechtatel" [1815] (I, 95, 67-68)

H o BHOBb B yMB M06M CTBCHMTIMCb MpaMHbl rpe3b l, 
a  CTiafiOH) pyKOM MCKaTl TBÊfl BO MFTie...
'Vyzdorovlenie' [1818] (II, 55, 11-12)

 ̂Nabokov, Eugene Onegin, III, p. 421.
 ̂Melchior de Wolff, ‘Romanticism Unmasked: Lexical Irony in Aleksandr Pu§kin’s Evgenij Onegin", 

in Convention and Innovation in Literature, ed. Theo D'haen, Rainer Griibel and Helmut Lethen, 
Amsterdam and Philadelphia, 1989, pp. 235-52 (236).

 ̂Nabokov, Eugene Onegin, 11, p. 211.
 ̂For examples, see ‘Kniaziu A.M. Gorchakovu’ [1817] (1, 196,45-46) and ‘S portugaFskogo’ [1825] 

(11,396, 9-12).
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In this thesis I attach a number of appendices which contain statistical data and 
categories relating to the actual and figurative dreams in Pushkin’s work. The table in 
Appendix A lists the actual dreams which Pushkin describes in some detail -  for 
example, the dream of Ruslan or Tat iana. Although son is used in the majority of 
occasions, the table shows that each of the synonyms can also describe ‘real’ dreams, 
in the sense that they occur during actual sleep (to avoid unnecessary repetition, I will 
hereafter use the expression ‘real dream’ in this sense). I do not intend to study these 
real dreams. My definition of ‘imagery of dreams’ includes all other uses of these 
dream words. I will also include in my definition those reveries which take place during 
wakefulness, even when the distinction between the state of sleep and wakefulness is 
not clear. For example, when Onegin recalls Lenskii’s corpse and Tatiana sitting by 
her window (Eight: XXXVII: 1-14), the reader does not know whether the dreams 
{mechty; sny) (Eight: XXXVI: 3; 11) which introduce this act of remembrance are 
‘real’ or refer to Onegin’s immersion in thought when awake. An analysis of these 
dreams is especially important when I come to examine the theme of remembrance. 
Pushkin distinguishes between his own figurative dreams in which he reminisces and 
the waking reveries of his characters. Although both are oriented to the past, only 
Pushkin’s dreams result in a process of spiritual revival.

A related issue concerns the definition of ‘flying’. This will also be given a wide 
meaning. In addition to those expressions which are obviously related to flying, such 
as ‘soaring’, all relevant metonymical references (‘wing’) and collective terms (‘flock’, 
‘swarm’) are included within my definition. A significant area of this study is also 
devoted to the image of the bird, even if it is not depicted flying. For example, in the 
opening stanza of ‘Vospominaniia v Tsarskom Sele’ [1814] the young poet describes 
the moon ‘swimming’ in the silvery clouds ‘like a majestic swan’ (I, 60, 7-8). For the 
sake of convenient and brief reference, this image will be regarded as a ‘motif of 
flying’.

A very important aspect of my methodological approach in this thesis is that I do not 
limit my analysis to an examination of those occasions on which the imagery of 
dreaming and flying coincide. My objective is to show that Pushkin uses both areas of 
imagery to reveal the flaws in his characters and to enhance his own standing. The two 
branches of imagery merge -  for example in the description of the poet’s ‘winged 
dreams’ of inspiration in the early lyric poetry -  then move apart; but the occasional 
merging of the images recurs throughout Pushkin’s work. This is not a tightly-knit 
figurative construct but, to borrow the expression of Henry James, a ‘large, loose, 
baggy monster’. For example, the ‘winged dreams’ which inspire Pushkin at the 
Lyceum are related by the motif of flying to the image of the eagle. Pushkin uses this 
image in Ezerskii to describe the freedom of the poet. However, the eagle is an obvious 
and important symbol of Empire in Russia and therefore viewed by him as a potential
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threat to his poetic freedom. In another contrasting use, in Kapitanskaia dochka 
Pugachev tries to appropriate this image for himself by tattooing a double-headed eagle 
on his chest. The figurative edifice which I examine in this thesis is constructed from a 
series of contiguous, ‘rolling’ images which are, at times, very distantly related: 
Pushkin’s winged dreams appear to have little to do with the rebel’s tattoo (however, in 
the final chapter I will show that a link of sorts exists between the two). The branch of 
imagery which conspicuously lends itself to this sprawling figurative edifice relates to 
the motif of flying. As we will see, flying comes to dominate the focus of my study.

Studies of Pushkin’s imagery have tended to focus on individual works rather than 
on an overarching examination of the imagery throughout his work. Mednyi vsadnik 
has obviously generated a vast amount of critical analysis including examinations of its 
im a g e r y .  More specifically, David Bethea has described Peter’s horse as a ‘space
time’ image which endows its rider with an apocalyptic significance. 11 His study unites 
two themes which have been of particular interest to Pushkinists in recent years. Boris 
Gasparov has identified a number of eschatological themes and motifs in P u s h k in .  

There has also been a number of studies devoted to the ‘space-time’ theme, especially 
in Evgenii OneginA^ In more general terms, Vinogradov undertook a comprehensive

10 See, for example, A. Gerbstman, ‘O siuzhete i obrazakh “Mednogo vsadnika’” , RusL, 1963, 4, pp. 
77-88; Lillian J. Helle, ‘The City as Myth and Symbol in Alexander PuSkin’s “The Bronze 
Horseman’” , Scando-Slavica, 41, 1995, pp. 22-40; R.H. Morrison, ‘Colour and Tone in The Bronze 
Horseman’, Melbourne Slavonic Studies, 17, 1983, pp. 112-17; M. NoLman, ‘Sistema Pushkinskikh 
obrazov’, VL, 1971, 9, pp. 96-111; I.M. Toi bin, ‘Sistema obrazov v “Mednom vsadnike’” , Izvestiia 
AN SSSR. Seriia literatury i iazyka, 44, 1985, 3, pp. 225-32.
11 David M. Bethea, The Shape o f Apocalypse in Modern Russian Fiction, Princeton, 1989, pp. 49- 
52; —, ‘Remarks on the Horse as a Space-Time Image from the Golden to Silver Ages of Russian 
Literature’, in Cultural Mythologies o f Russian Modernism: From the Golden Age to the Silver Age, 
ed. Boris Gasparov and others, California Slavic Studies, 25, Berkeley, 1992, pp. 109-27; —, ‘The 
Role of the Eques in PuSkin’s Bronze Horseman', in Pukkin Today, ed. David M. Bethea, Bloomington 
and Indianapolis, 1993, pp. 99-118.

Boris Gasparov, ‘The Apocalypse Theme in PuSkin’s “Count Nulin’” , in Text and Context: Essays 
to Honor Nils Âke Nilsson, ed. Peter A1 berg Jensen and others, Stockholm Studies in Russian 
Literature, 23, Stockholm, 1987, pp. 16-25; —, ‘Literary Apocalypse: Eschatological Motifs in the 
Literary and Linguistic Polemic of 1815-1818’, in Issues in Russian Literature before 1917: Selected 
Papers of the Third World Congress for Soviet and East European Studies, ed. J. Douglas Clayton, 
Columbus, Ohio, 1989, pp. 11-34; —, ‘Apokalipticheskaia tema v pushkinskom “Grafe Nuline’” , 
Daugava, 151, 1990, pp. 102-07; —, Poeticheskii iazyk Pushkina kakfakt russkogo literaturnogo 
iazyka, WSIA Special Series, 27, Vienna, 1992.

V.S. Baevskii, ‘Struktura khudozhestvennogo vremeni v “Evgenii Onegine’” , Izvestiia AN SSSR. 
Seriia literatury i iazyka, 41, 1982, 3, pp. 207-18; —, ‘Vremia v “Evgenii Onegine’” , PIM, 11, 1983, 
pp. 115-30; —, ‘Khudozhestvennoe prostranstvo v “Evgenii Onegine’” , Izvestiia AN SSSR. Seriia 
literatury i iazyka, 44, 1985, 3, pp. 213-24; —, ‘Tematicheskaia kompozitsiia “Evgeniia Onegina” 
(Prirodai funktsii tematicheskikh povtorov)’, PIM, 13, 1989, pp. 33-44; S. Dalton-Brown, ‘Time, 
Space and Images*, in her Onegin, Critical Studies in Russian Literature, London, 1997, pp.
89-100; J. Douglas Clayton, "Evgenij Onegin: Symbolism of Time and Space’, RLJ, 35, 1981, 120, 
pp. 43-58; Richard F. Gustafson, ‘The Metaphor of the Seasons in Evgenij Onegin', SEEJ, 1, 1962, 
pp. 6-20; lu.M. Nikishov, ‘Khudozhestvennoe vremia v “Evgenii Onegine” A.S. Pushkina’, 
Eilologicheskie nauki, 1984, 5, pp. 9-15; V.E. Vatsuro, ‘Khudozhestvennoe prostranstvo v ""Evgenii 
Onegine'", Izvestiia AN SSSR. Seriia literatury i iazyka, 44, 1985, 3, pp. 213-24. See also A.V. 
Chicherin, ‘Obraz vremeni v lirike Pushkina’, in his Ritm obraza. Stilisticheskie problemy, M., 1973, 
pp. 224-35; Robert L. Jackson, ‘Space and the Journey. A Metaphor for All Times’, RL, 29, 1991, 
pp. 427-38; Lidiia Sazonova, ‘Ideia puti v drevnerusskoi literature’, RusL, 29, 1991, pp. 471-85.



11

analysis of aspects of Pushkin’s poetic phraseology in the early 1 9 4 0 s ; a  further 
study of Pushkin’s poetic phraseology was published in 1969.^^ This area has been 
supplemented by a useful article by Gasparov and Papemo,^^ as well as a number of 
articles on the subject of Pushkin’s use of metaphor and simileJ^ There is also an 
examination of Pushkin’s symbols and allegories by the late M.F. Murlanov.^^

There is a substantial body of work devoted to the analysis of the characters’ real 
dreams in Pushkin’s work. As I mentioned earlier, these dreams are not the focus of 
this thesis, but I have made use of these critical works. A number of critics have 
discussed Tatiana’s dream in Canto Five of Evgenii Onegin. They tend to concentrate 
on a specific aspect: the possible literary sources;!^ the folkloric elements;^® the 
significance of the dream according to a psychoanalytical or feminist interpretation;^ i or 
the role of dream in the structure of the n o v e l .^2  However, the remaining dreams have 
attracted substantially less critical attention. An informative and useful study is Caryl 
Emerson’s analysis of Grinev’s dream in Kapitanskaia dochka.'^  ̂ Gershenzon first

V.V. Vinogradov, ‘Puti i etapy razvitiia poeticheskoi frazeoiogii Pushkina’, in his Stil' Pushkina, 
M., 1941, pp. 120-270.

V.D. Levin, ed., Poeticheskaiafrazeologiia Pushkina, M., 1969. This contains the contributions of 
two commentators: A.D. Grigor'eva and N.N. Ivanova.

Boris Gasparov and I. Papemo, ‘K opisaniiu motivnoi struktury liriki Pushkina’, in Russian 
Romanticism: Studies in the Poetic Codes, ed. Nils Âke Nilsson, Stockholm Studies in Russian 
Literature, 10, Stockholm, 1979, pp. 9-44.

O.V. Borovaia, ‘Metafora v lirike Pushkina 1830-kh godov’, Vestnik Moskovskogo universiteta. 
Seriia filologii, 1978, 1, pp. 82-87; Sonia Ketchian, ‘Vehicles for Duality in Pushkin’s The Bronze 
Horseman: Similes and Period Lexicon’, Semiotica, 25, 1979, pp. 111-21; Carl R. Proffer, ‘The 
Similes of Pushkin and Lermontov’, RLT, 3, 1972, pp. 148-94; V.S. Solov'eva, ‘Sravneniia v 
romane A.S. Pushkina “Evgenii Onegin’” , Russkii iazyk v shkole, 1989, 3, pp. 73-78.

M.F. Mur'ianov, Iz simvolov i allegorii Pushkina, M., 1996.
V.M. Markovich, O mifologicheskom podtektste sna Tat'iany’, Boldinskie chteniia, Gor'kii, 1981, 

pp. 69-81 (no volume number is given to the issues of Boldinskie chteniia)-, Ralph E. Matlaw, ‘The 
Dream in Yevgeniy Onegin, with a Note on Gore ot um a\ SEER, 37, 1958-59, pp. 487-503; Riccardo 
Picchio, ‘Dante and J. Malfilâtre as Literary Sources of Tat’jana’s Erotic Dream (Notes on the Third 
Chapter of PuSkin’s Evgenij Onegin)', in Alexander Pukkin: A Symposium on the 175th Anniversary 
of His Birth, ed. Andrej Kodjak and Kiril Taranovsky, New York Slavonic Papers, 1, New York, 1976, 
pp. 42-55; this also appears in French as ‘Dante et Malfilâtre: Sources littéraires du rêve érotique de 
Tat’jana (A propos du troisième chapitre de Evgenij Onegin)', Etudes littéraires slavo-romanes, 3, 
1978, pp. 147-58; N.D. Tamarchenko, ‘Siuzhet sna Tat'iany i ego istochniki’, Boldinskie chteniia, 
Gor'kii, 1987, pp. 107-26.
20 O.N. Grechina,‘O fol'klorizme “Evgeniia Onegina’” , /o /^ /or, 18, 1978, pp. 32-36; Elena
F. Hellberg, ‘Kak v zerkale: gadanie i son Tat'iany’, Studia Slavica Finlandensia, 6, 1989, pp. 1-19; 
W.F. Ryan and Faith Wigzell, ‘Gullible Girls and Dreadful Dreams. Zhukovskii, Pushkin and Popular 
Divination’, SEER, 70, 1992, pp. 647-69.
21 J. Douglas Clayton, ‘Towards a Feminist Reading of Evgenii Onegin', CanSP, 29, 1987, pp. 255- 
65; Richard Gregg, ‘Tat'yana’sTw o Dreams: The Unwanted Spouse and the Demonic Lover’, SEER, 
48, 1970, pp. 492-505; Valda Nesaule, ‘Tatiana’s Dream in PuSkin’s Evgenij Onegin', Indiana Slavic 
Studies, 4, 1967, pp. 119-24; Daniel Rancour-Laferrière, ‘Puskin’s Still Unravished Bride: A 
Psychoanalytical Study of Tat’jana’s Dream’, RL, 25, 1989, pp. 215-58.
22 V.M. Markovich, ‘Son Tat'iany v poeticheskoi strukture “Evgeniia Onegina’” , in his I.S. Turgenev 
i russkii realisticheskii roman XIX veka (30-50e gody), L., 1982, pp. 7-24, reprinted in his Pushkin i 
Lermontov v istorii russkoi literatury. Stat'i raznykh let. P., 1997, pp. 8-29; N.A. Tarkhova, ‘Sny i 
probuzhdeniia V romane “Evgenii Onegm'", Boldinskie chteniia, Gor'kii, 1982, pp. 52-61.
23 Caryl Emerson, ‘Grinev’s Dream: The Captain’s Daughter and a Father’s Blessing’, SRev, 40, 
1981, pp. 60-76.
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drew attention to thematic elements common to five (out of at least twenty seven) of the 
dreams, a precedent followed in at least three subsequent examinations.^^ Pushkin’s 
dreams have also been discussed in two studies of nineteenth-century literature by 
Michael Katz.^^

Pushkinists, to whom I will make frequent reference, discuss aspects of Pushkin’s 
imagery of dreams and, to a lesser extent, the motif of flying; but this is either in the 
context of general, book-length studies, or as part of their analysis of a single work. 
For example, Katz discusses the use of mechta and son in Evgenii Onegin'^  ̂Clayton 
analyses the various types of dream in the novel, as well as briefly noting the 
relationship between dreams and inspirationM elchior de Wolff identifies Pushkin’s 
ironic use of the word mechta in Evgenii Onegin as a reflection of his turn against 
Russian Romanticism.^^ Caryl Emerson has also argued that the final confrontation 
between Evgenii and Tat iana is the product of Onegin’s fantasy or mechta.'^  ̂ I will 
discuss this interpretation in some detail in Chapter Four. There is a recent examination 
of the imagery of sleep and dreams in Russian Romantic literature, but with a heavy 
emphasis on the poetry of Zhukovskii.^® Beyond the context of Pushkin’s work, a 
brief, but useful analysis of the differences between son, mechta and grem occurs in 
Shaw’s study of the dreams in Dostoevskii’s Prestuplenieinakazanie.^^ The motif of 
flying in Pushkin’s work has generated a much smaller body of secondary literature. 
However, several commentators have discussed the general significance of the image of 
the bird in Pushkin’s work;^^ others have examined the specific image of the eagle,^^

M.O. Gershenzon, ‘Sny Pushkina’, Stat'i o Pushkine, pp. 99-111; Michael R. Katz, ‘Dreams in 
Pushkin’, California Slavic Studies, 11, 1980, pp. 71-103; Aleksei Remizov, ‘Moroznaia t ma’, in his 
Ogon' veshchei, M., 1989, pp. 144-50, reprinted as ‘Sny Pushkina’, RRe, 1993, 3, pp. 14-19; 
Ludmilla Turkevich, ‘PuSkin’s Dreams and their Aesthetic Function: A New Interpretation’, RLJ, 28, 
1974, 101, pp. 40-54.

Michael R. Katz, The Literary Ballad in Early Nineteenth-Century Russian Uterature, London, 
1976;—, ‘Pushkin’s “Dreams vs. Life’” , in his Dreams and the Unconscious in Nineteenth-Century 
Russian Fiction, Hanover and London, 1984, pp. 37-65.

Katz, ‘Dreams in Pushkin’, pp. 92-103.
J. Douglas Clayton, Ice and Flame: Aleksandr Pushkin’s ‘Eugene Onegin’, Toronto, Buffalo and 

London, 1985, pp. 183-84, 204 (footnotes 22, 23 and 25).
De Wolff, ‘Romanticism Unmasked: Lexical Irony in Aleksandr PuSkin’s Evgenij Onegin’.
Caryl Emerson, ‘Tatiana’, in A Plot o f Her Own: The Female Protagonist in Russian Literature, ed. 

Sona Stephan Hoisington, Studies in Russian Literature and Theory, Evanston, Illinois, 1995, pp. 6- 
20.

L.A. Khodanen, ‘Motivy i obrazy “sna” v poezii russkogo romantizma’, RS, 1997, 1, pp. 2-8; 
continued in RS, 1997, 2, pp. 47-51.

J. Thomas Shaw, ‘Raskol nikov’s Two Kinds of Dreams: “Son,” “Bred,” “Greza” versus “Mechta”’, 
in his Pushkin Poems and Other Studies, Collected Works, 2, Los Angeles, 1996, pp. 181-99.
32 Mur'ianov, Iz simvolov i allegorii Pushkina, pp. 11-49; Marina Novikova, ‘Ptichka’, in her 
Pushkinskii kosmos. lazycheskaia i khristianskaia traditsiia v tvorchestve Pushkina, Pushkin v XX  
veke, 1, M., 1995, pp. 255-74.
33 A. Il'ichev, ‘“Zachem krutitsia vetr v ovrage...”: Istochniki, poetika, kontseptsiia poeta i poezii’, 
VPK, 24, 1991, pp. 144-54.
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and the swan.^"  ̂In addition, Tsiavlovskaia has made some interesting observations 
about Pushkin’s drawings of birds in his manuscripts.^^

Pushkin uses this imagery in a wide variety of contexts. However, the four areas on 
which I focus relate to the nature of the poet and inspiration, remembrance, political and 
tyrannical power, and power between the sexes. I will not attempt to document all the 
critical work which has been carried out in these areas, each of which in itself 
represents a substantial topic. In particular, it is not possible to provide a synopsis of 
the voluminous secondary literature which examines the nature of the poet. Instead, in 
Chapter One I will make clear reference to those critical works which I have used. 
However, it is possible here to indicate those works which I have found useful in my 
examination of Pushkin’s imagery in the three remaining themes, with the obvious 
caveat that my selection of secondary literature relating to politics represents only a 
small proportion of the existing critical analysis on this subject.

In his study of Pushkin’s ‘lyric memory’, Michael Nay dan gives a synopsis of what 
he calls the ‘paucity of critical materials on the subject of memory in Puskin’s work’ 
M.L. Gofman delivered a monograph on Pushkin’s creative memory in 1928;^^ there 
have also been two studies of memory in Pushkin’s famous lyric, ‘K ***’ [I825J.38 
Naydan’s work is of particular interest because he concludes that words associated with 
dreaming or sleep belong to one of three basic layers of ‘memory code’ in Pushkin’s 
lyric poetry.39 In addition to these studies, Senderovich conducted a thorough analysis 
of the images used in ‘Vospominanie’ [1 9 2 8 ]."̂ ® More recently Stephanie Sandler 
analysed Pushkin’s act of remembrance in ‘...Vnov' ia posetil’ [1835]."^  ̂A related and 
productive area of study concerns the image of the shade. The seminal work on the 
topic was also carried out by Gershenzon.42 Both Gasparov and Senderovich have 
subsequently detected other paradigms or ‘myths’ in Pushkin based on this image.43

^4 Mur'ianov, Iz simvolov i allegorii Pushkina, pp. 50-54; G.L. Gumennaia, ‘Derzhavin v kontekste 
“Evgeniia Onegina’” , Boldinskie chteniia, Nizhnii Novgorod, 1995, pp. 57-64. See also Anna Lisa 
Crone, ‘Akhmatova and the Passing of the Swans: Horatian Tradition and Tsarskoe Selo’, in A Sense 
of Place: Tsarskoe Selo and its Poets, Papers from the 1989 Dartmouth Conference Dedicated to the 
Centennial o f Anna Akhmatova, ed. Lev Loseff and Barry Scherr, Columbus, Ohio, 1993, pp. 88-112.

T.G. Tsiavlovskaia, Risunki Pushkina, M., 1980, pp. 21-33; 110-11.
Michael M. Naydan, ‘Puskin’s Lyric Memory’, SEEJ, 28, 1984, pp. 1-14 (1).
M.L. Gofman, ‘Tvorcheskaia pamiat ’, in his Pushkin. Psikhologiia tvorchestva, Paris, 1928, pp. 

87-219.
Irene Masing-Delic, ‘Three Poems about two Meetings’, RL, 9, 1975, pp. 37-54; J.T. Shaw, 

‘Theme and Imagery in PuSkin’s “Ja pomnju ünidnoe mgnoven’e ’”, S B E f 14, 1970, pp. 135-44.
Naydan, ‘PuSkin’s Lyric Memory’, pp. 1-2.
S. Senderovich, Aleteiia. Elegiia Pushkina “Vospominanie ” i problemy ego poetiki, WSIA Special 

Series, 8, Vienna, 1982.
Stephanie Sandler, ‘Remembrance in Mikhailovskoe’, in Cultural M ythologies o f  Russian 

Modernism: Erom the Golden Age to the Silver Age, ed. Boris Gasparov and others, California Slavic 
Studies, 25, Berkeley, 1992, pp. 231-50.

M.O. Gershenzon, ‘Ten' Pushkina’, Stat'i o Pushkine, pp. 69-95.
Boris Gasparov, ‘Encounter of Two Poets in the Desert: PuSkin’s Myth’, in Myth in Literature, ed. 

Andrej Kodjak and others, Columbus, Ohio, 1985, pp. 124-53; S. Senderovich, ‘On Pu§kin’s
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By contrast, Pushkin’s political views have produced a considerable amount of 
critical analysis. There have, for example, been studies of Pushkin’s concept of 
' freedom’, a n d  'h i s t o r y h i s  relationship with the imperial regime,"^  ̂his portrayal 
of N a p o l e o n , 4 7  as well as a huge amount of material on his portrayal of Peter in 
Mednyi vsadnik, Poltava and other w o r k s . A  popular and, at times, sophisticated 
area of criticism consists in cracking the hidden ‘codes’ which Pushkin embedded in 
his work in order to give expression to his liberal sympathies. Lauren Leighton has 
been particularly active in this field.49 However, very few commentators have 
examined the relationship between his views and his imagery. The greatest contribution 
to this area has been Bethea’s analysis of the image of the horse which I referred to 
earlier. Stephanie Sandler has also written about the interaction of imagery and metrical 
form in ‘Andre Shen'e’ [1825].^®

While there have been no extensive studies of the role of the sexes and their relations 
across the whole of Pushkin’s work, a number of commentators have examined this 
question in single works or in a number of works which are closely related, such as the 
Southern poems,^^ and the Malen'kie tragedii.^^ Evgenii Onegin has generated a

Mythology; The Shade-Myth’, in Alexander Piùkin: A Symposium II, ed. Andrej Kodjak and others. 
New York University Slavic Papers, 3, Columbus, Ohio, 1980, pp. 103-16; —,’K rekonstruktsii 
poeticheskoi mifologii Pushkina (Fenomenologicheskii etiud)’, WSIA, 1, 1981, pp. 5-48.

Efim Etkind, ‘Svoboda i zakon. Zametki na temu “Pushkin i nasha sovremennost'”’, R U ,  35, 
1981, 120, pp. 1-23.
45 Jurij Striedter, ‘Poetic Genre and the Sense of History in Pushkin’, New Literary History, 8, 1977, 
pp. 295-309.
46 a .N . Arkhangel skii, ‘Poet i tsar . Pushkin: poeticheskii iazyk i politicheskaia ritorika’, RRe, 
1995, 3, pp. 3-9; George J. Gutsche, ‘Puskin and Nicholas; The Problem of “Stanzas’” , in Puskin 
Today, ed. David M. Bethea, Bloomington and Indianapolis, 1993, pp. 185-200; V.A. Koshelev, 
‘“Priznaites', vy vsegda nadeialis" na moe velikodushie’’ (K problème; Pushkin i Aleksandr I)’, Izvestiia 
AN SSSR. Seriia literatury i iazyka, 55, 1996, 6, pp. 31-35; Leonid I. Strakhov skii, ‘PushMn and the 
Emperors Alexander I and Nicholas I’, CanSP, 1, 1956, pp. 16-30. See also S.A. KibaLnik, ‘Tema 
izgnaniia v poezii Pushkina’, PIM, 14, 1991, pp. 33-50.
47 Gerald E. Mikkelson, ‘PuSkin’s “Geroj”; A Verse Dialogue on Truth’, SEEJ, 18, 1974, pp. 367-72; 
O.S. Muravieva, ‘Pushkin i Napoleon (pushkinskii variant “napoleonovskoi legendy”) ’, PIM, 14, 
1991, pp, 5-32; TV. Nemirovskii, ‘Genezis stikhotvoreniia Pushkina “Napoleon’” , PIM, 15, 1995, 
pp. 176-83; Temira Pachmuss and Victor Terras, ‘The Shift of the Image of Napoleon in the Poetry of 
Aleksandr PuSkin’, SEEJ, 5, 1961, pp. 311-30; B. Reizov, ‘Pushkin i Napoleon’, RusL, 1966, 4, pp. 
49-58.
48 Driver gives an overview of Pushkin’s political views in ‘PuSkin and Politics’ and ‘Pupkin’s 
Aristocratism’, in Sam Driver, Pukkin: Uterature and Social Ideas, New York, 1989, pp. 1-20; 21-51. 
There is also a synopsis of Pushkin’s portrayal of Peter in Nicholas V. Riasanovsky, The Image o f  
Peter the Great in Russian History and Thought, Oxford, 1985, pp. 97-98.
49 Lauren G. Leighton, ‘Gematria in “The Queen of Spades”; A Decembrist Puzzle’, SEEJ, 21, 1977, 
pp. 455-69; — , ‘Numbers and Numerology in “The Queen of Spades’” , CanSP, 19, 1977, 4, pp. 417- 
43; —, ‘Puskin and Marlinskij; Decembrist Allusions’, RL, 14, 1983, pp. 351-82; —, The Esoteric 
Tradition in Russian Romantic Literature: Decembrist Freemasonry, University Park, Pennsylvania, 
1994.

Stephanie Sandler, ‘The Poetics of Authority in Pushkin’s “André Chénier’” , SRev, 42, 1983, pp. 
187-203.

Joe Andrew, ‘Alexander Pushkin and his True Ideal’, in his Women in Russian Literature, 1780- 
1863, Basingstoke, 1988, pp. 27-52; — , ‘“Not Daring to Desire”; Male/Female and Desire in Narrative 
in PuSkin’s “Bachéisarajskij fontan’” , RL, 24, 1988, pp. 259-74; —, “‘I Die Loving”; Narrative, 
Desire and Gender in Pupkin’s The Gipsies', in Semantic Analysis o f Literary Texts: To Honour Jan
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number of studies in this area, especially in the context of Tatiana's dream.^^ Andrew 
has also discussed the mother-daughter relationship in the n o v e l I n  more general 
terms, Blagoi was instrumental in identifying two types of compromised male 
characters in Pushkin’s work. Together with Briusov, Khodasevich and Veresaev, he 
drew attention to a number of characters who display an unhealthy passion for ill or 
even dead women.^^ Interest in this was revived by Murav'eva.^^ Blagoi also 
described the leitmotif of the mocked old man.^^ His findings were used in an 
illuminating study by Stroganov of the lyric poem, ‘Ot menia vechor Leila’ [1836].^^ 
In his study of the paradigm of the statue in Pushkin’s work, Roman Jakobson 
identified another leitmotif of a doomed and tired man in pursuit of a woman.^^ This 
has been developed by a number of commentators who have located in Pushkin the so- 
called ‘Cnidus myth’, according to which the statue of Venus exerts an evil power over 
the people, separating the men from the women.^o Finally, several critics have 
examined the relationship between the structure of various works by Pushkin and their 
gender-related message.^ ̂

van der Eng on the Occasion o f his 65th Birthday, ed. Eric de Haard and others, Amsterdam and New 
York, 1990, pp. 13-23; —, ‘Pushkin’s Southern Poems’, in his Narrative and Desire in Russian 
Literature, 1822-49: The Feminine and the Masculine, Basingstoke, 1993, pp. 11-49; —, “‘The 
Caresses of Black-Eyed Captive Women”: Narrative, Desire and Gender in PuSkin’s The Prisoner o f the 
Caucasus', in Studies in Poetics. Commemorative Volume. Krystyna Pomorska (1928-1986), ed. 
Elena Semeka-Pankratov, Columbus, Ohio, 1995, pp. 103-24; Stephanie Sandler, ‘The Two Women 
of Bakhchisarai’, CanSP, 29, 1987, pp. 241-54. See also Stephanie Sandler, Distant Pleasures: 
Alexander Pushkin and the Writing o f Exile, Stanford, 1989.

David Glenn Kropf, Authorship as Alchemy: Subversive Writing in Pushkin, Scott, Hoffmann, 
Stanford, 1994; Henry Kuôera, ‘FhiSkin and Don Juan’, in Russian Uterature and Psychoanalysis, ed. 
Daniel Rancour-Laferrière, Linguistic and Literary Studies in Eastern Europe, 31, Amsterdam and 
Philadelphia, 1989, pp. 123-41; Carl R. Proffer, ‘Pushkin and Parricide: The M iserly Knight', 
American Imago, 25, 1968, 4, pp. 347-57.

See note 21.
Joe Andrew, ‘Mothers and Daughters in Russian Literature of the First Half of the Nineteenth 

Century’, SEER, 73, 1995, pp. 37-60.
D.D. Blagoi, Sotsiologiia tvorchestva Pushkina. Etiudy, 2nd edn, M., 1931, pp. 125, 183-84, 201- 

06; V.Ia. Briusov, Mo; Pushkin. Stat'i, issledovaniia, nabliudeniia, ed. N.K. Piksanov, M.-L., 1929, 
p. 3; V.F. Khodasevich, Poeticheskoe khoziaistvo Pushkina, L., 1924, pp. 145-51; V. Veresaev, V 
dvukhplanakh. Stat'i o Pushkine, M., 1929, pp. 162-63.

O.S. Murav'eva, ‘Obraz “mertvoi vozliublennoi” v tvorchestve Pushkina’, VPK, 24, 1991, pp. 17-
28.

D.D. Blagoi, Dusha v zavetnoi lire. Ocherki zhizni i tvorchestva Pushkina, 2nd edn, M., 1979, pp. 
469-71.

M.V. Stroganov, O stikhotvorenii “Ot menia vechor Leila’” , PIM, 15, 1995, pp. 168-75.
Roman Jakobson, ‘The Statue in Pu&kin’s Poetic Mythology’, in his Puikin and His Sculptural 

Myth, translated and ed. John Burbank, The Hague and Paris, 1975, pp. 1-44, See also Roman 
Jakobson, ‘Stikhi Pushkina o deve-statue, vakkhanke i smirennitse’, in Alexander Puskin: A 
Symposium on the 175th Anniversary o f His Birth, ed. Andrej Kodjak and Kiril Taranovsky, New 
York Slavonic Papers, 1, New York, 1976, pp. 2-26.

Rostislaw Schulz, Pushkin i knidskii mif, Munich, 1985; Alexandra Smith, ‘The Cnidus Myth and 
Tsvetaeva’s Interpretation of Pushkin’s Love for Goncharova’, EPoef, 14, 1989, 2, pp. 83-102.

Omri Ronen, ‘Dva poliusa paronomazii’, in Russian Verse Theory: Proceedings o f the 1987 
Conference at UCLA, ed. Barry P. Scherr and Dean S. Worth, UCLA Slavic Studies, 18, Columbus, 
Ohio, 1989, pp. 287-95; Glen Worthey, ‘Gender Poetics and the Structure of Pushkin’s “Little House 
in Kolomna’” , Elementa, 3, 1997, pp. 271-90.
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It is not my intention to conduct an exhaustive examination of Pushkin’s imagery of 
dreams or flying, but to investigate its role in the four important thematic areas outlined 
above. These correspond to the first four chapters of this thesis. Motifs of dreams and 
flying are the most conspicuous components of the figurative language which Pushkin 
employs in his description of the poet and inspiration. In Chapter One I examine the 
ways in which Pushkin uses these motifs to distinguish himself as an artist both from 
his own ‘poetic’ characters such as Lenskii and, less obviously, from other poets. In 
particular, he conducts a witty polemic in his poetry, sustained over several years and at 
the expense of his peers, concerning the use of bird images in the description of poetry. 
Gershenzon showed that Pushkin uses the image of a dream in a very similar way to 
describe the onset of inspiration and also acts of remembrance. In Chapter Two I show 
that dreams and flying are key motifs in the descriptions of memory and are used to 
widen the divide between the poet and non-poet. In the third chapter the fundamental 
opposition which I examine is between the Pushkin the poet and what he perceives to 
be inimical political or authoritarian forces. I describe the ways in which Pushkin uses 
dreams and flying to articulate and camouflage his political views in his poetry. In 
Chapter Four I will describe Pushkin’s ‘Bird Men’, the various male characters who 
are likened to or figuratively endowed with the attributes of birds or other flying 
creatures. These men share the fate of being compromised by their romantic liaisons, 
often at the hands of a domineering woman. For the most part I confine my analysis of 
the imagery of dreams and flying in the first four chapters to Pushkin’s poetry. 
However, in Chapter Five I catalogue and examine in some detail the few occasions on 
which this imagery occurs in the prose fiction. In the work written towards the end of 
his life, Pushkin at last uses the imagery of dreams and flying in his prose to question 
the independence and power of the poet.



17

Chapter One

The Imagery of Dreams and Flying in Pushkin’s 
Description of the Poet and Inspiration

Tbi, KaxeTcq, KasawMpa, a a Tax
H6T. KOH6HHO OH HOST, HO BCG HG BOJMbTep,
He rere... najieKo KyjiMKy ao opja!
Pushkin’s letter to Viazemskii, 1825 (XIII, 184)

Gershenzon showed that a leitmotif in Pushkin’s work is the mental withdrawal from 
the real world. The term which Pushkin uses to describe this experience is 
‘forgetfulness’ (zabvenie); this is often synonymous with sleep (son). Once the 
‘sleeping’ person starts to dream he frequently reminisces. While the withdrawal is 
marked by a sense of release from the constraints of the external world, the dreamer 
never becomes fully independent since he recalls events drawn from real life. A similar 
process describes the onset of inspiration. However, the fundamental difference in this 
case is that the mental images and emotions do not originate from the external world, 
but emanate directly from the poet’s imagination. As a result, the poet is seen to be 
completely liberated. According to Gershenzon, the clearest illustration of this release 
occurs in ‘Osen'. (Otryvok)’:

M 3a6blBaK> MHP — m b  C ^aaK O M  TMUIMHe 
a  c j ia f lK o  ycbinTiBH m o m m  B oo6pa> K eH beM ,
H  n p o f iy jK a a e x c f l  h o b b m a  b o  m h b ;
a y i u a  CTeCHflBTCJI TIMPMHBCKMM BOJIHBHbeM,
Tpeneujej m sB ynM T , m milibt, k b k  b o  c h b ,
IfeTlMTbCfl HaKOHBU CBOfiOflHblM npOflBJlBH bBM  —
M y y i  KO MHB MflBT HBSpMMbIM pOM lOCTBM,
SnaKOM Ubi aaBHMB, n ^ io a b i m b h t w  m o b m .
(Ill, 321, 73-80)1

In the final couplet, the ‘invisible swarm of guests’, the fruits of Pushkin’s ‘dream’, 
are emblematic of his total liberation. One can add to Gershenzon’s analysis that 
Pushkin uses the motif of dreams and flying (represented by the swarm) to describe the 
poet’s unfettered freedom.^

1 Gershenzon, ‘lav' i son’, pp. 60-68.
 ̂The manuscript of the poem is covered with pictures of flying birds -  a representation, perhaps, of 

the ‘invisible swarm of guests’ (XVIII, 327). Pushkin was fond of including drawings of birds in his 
manuscripts: see XVIII, 309-13; 317; 321-23; 325-26; 329; 370; 380. On a number of occasions the
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Throughout his career Pushkin uses both of these motifs in a wide variety of ways in 
his description of the poet and inspiration. However, there is a loose consistency in 
their use as well as an accompanying unifying objective: they assert Pushkin’s 
independence and freedom as a poet. In the first part of this chapter I will trace the 
development of this area of imagery, on a broadly chronological basis, in the first ‘half 
of his poetry: from the early lyric poems written at the Lyceum to Tsygany, the last of 
the Southern poems, written between 1824 and 1825. In this body of work Pushkin 
gradually shifts the emphasis of his descriptions from the product of inspiration to its 
actual process. The imagery which he employs becomes correspondingly more 
prominent. In particular, the ‘core’ images of dreams and flying become emblematic not 
only of the poet’s freedom, but of poetry itself.

This emphasis on the process of inspiration is reflected in the greater role given to the 
personification of Pushkin’s inspiration, his Muse, the winged apparition who 
generates his poetic dreams. She is the only ‘character’ in his work who appears in a 
number of lyrics, narrative poems and Evgenii Onegin. Pushkin endows his Muse with 
two key characteristics which will be of importance in future chapters. Firstly, she is 
not a mere reproduction of the mythological archetype, but is a wayward and 
idiosyncratic creature. Secondly, she is portrayed as Pushkin’s sensual lover. In 
Evgenii Onegin he describes her as rezvaia (Eight: III: 4), which Dalton-Brown 
translates as ‘saucy’.̂  Both of these aspects of her character reflect favourably on 
Pushkin: he, by association, is viewed as a virile, independent poet.

Although the motif of flying is an important component in the description of the poet 
in the early poetry, the dominant motif is that of dreaming. A significant shift occurs in 
Pushkin’s relationship with his ‘dream’ in Evgenii Onegin. In the novel there are clear 
echoes of the early Lyceum poetry which deals with poetic inspiration. But Pushkin 
restates the language with an ironic gloss which is typical of the novel. The obvious 
target of this gentle act of self-deprecation is the generalized poet’s ‘dream’. In his brief 
analysis of this type of dream in Evgenii Onegin Clayton observes:

The intriguing thing about the semantics of ‘dream’ is the link between dreaming and 
poetic inspiration. From the lyrical point of view, Pushkin’s stress on the dream as the 
source of inspiration suggests that he is very much in the romantic, ‘orphie’ stream, 
seeking his inspiration in the other world of the dream (a metaphorical equivalent of 
death), a world which contrasts with everyday reality

However, Pushkin is prepared to refer to the poet’s Romantic dream, especially in the 
specific portrait of Lenskii, with the same sense of irony as he does to so many other

flourish of his signature at the end of works even developed into a bird -  for example at the end of 
Tsygany (XVIII, 320).
3 Dalton-Brown, Evgenii Onegin, p. 107.
^ Clayton, Ice and Flame, p. 184.
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elements in the novel. He never stops using the imagery of dreams when describing the 
poet or inspiration in his later works (for example, in ‘Osen'. (Otryvok)’), but he gives 
increasing emphasis to the motif of flying, and especially to bird imagery. In the second 
part of this chapter I will analyse the shift which occurs in Evgenii Onegin and then turn 
to the role of the image of the bird in Pushkin’s description of the poet and inspiration.

Clayton’s observation goes some way to explaining why the imagery of dreams is so 
conspicuous in the first ‘cycle’ of lyric poetry, written before Pushkin left the Lyceum 
mid-way through 1817: the nature of the poet and poetic inspiration represents an 
important and prominent theme in his work during this period. This cycle of poetry is 
saturated with words denoting a dream. An indication of this is that it accounts for 
approximately half of all the occurrences of mechta and mechtan'e in the lyric poetry.^ 
A recurrent aspect of this poetry is that Pushkin undergoes a type of metamorphosis 
when he submits to his ‘poetic’ dreams, that is, those dreams which expose the young 
student to the power of inspiration. For example, in ‘Poslanie k ludinu’ [1815] the 
transition of Pushkin into the ‘other world’ of dreams {mechty) corresponds to his 
transformation from a monk-like student in his ascetic ‘cell’ into an inspired poet:

Me>K T6 M, KâK B KBJIbB MOJIHâTIMBOM 
Bo njiBH oTfla,?icfl q MeniaM,
PyKOM ëecneHHOM m JieHMBOM 
Fac6pOCMB pM$Mbl 3flecb  M TaM, <...>
(I, 130, 99-102)

As Pushkin starts to fantasize, the experience becomes truly liberating. At the point 
when the metamorphosis into a poet is complete, he applies the motif of flying to his 
dreams:

HoilJyCb Ha KpbMbflX a  MBHTbl, <...>
(I, 130, 110)

It is characteristic of Pushkin’s youthful poetry that, having briefly described the 
onset of inspiration, he moves impatiently to the description of the ‘dream’ itself -  of 
those images which he imagines in his inspired state. He sees himself in battle, a 
favourite fantasy of his youth.^ In fact, the final part of his transformation into a poet, 
when his dreams become winged, actually occurs on the field of battle:

 ̂The words mechta or mechtan'e occur 72 times in this cycle and 148 times in the lyric poetry as a 
whole: see Appendix B.
 ̂See, for example, ‘Na vozvrashchenie gosudaria imperatora iz Parizha v 1815 godu’ [1815] (I, 110- 

11).
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CpeflM BOMHCTBeHHOM flOTlMHbl 
Hoiuycb Ha KpblTlbflX q MBHTbl, 
OinM BO c ia n e  floropawT; <...> 
(I, 130, 109-11)

Pushkin quickly becomes fully absorbed in describing the events within bis fantasy. 
Lying next to a grey-baired, moustached Cossack in the thick of action, be suddenly 
decides to attack the enemy:

Tpenemer ôpahbto ipyab Moq,
Tlpn G^ecKB 6paHHoro Gyjiaya,
OrHBM HblJiaeT B3op, — M q 
JE en y  Ha m G e j ib  c y n o c T a r a .
(I, 130, 118-21)

The motif of flying now conveys a sense of urgency and valour as Pushkin ‘flies’ 
towards his doomed adversary. In the following lines his steed is likened to an eagle, 
and Pushkin races ‘like an arrow’ through the field, a smouldering cigar clamped in his 
teeth (I, 130, 122-32). The reference to the cigar suggests that this self-aggrandisement 
is accompanied by an air of self-mockery, even in the poem of a boy. Pushkin knows 
that the ‘heroic’ language borders on the parodie. In Ruslan i Liudmila, as we shall see 
in the discussion of the narrative poem in Chapter Four, Pushkin uses similar motifs of 
flying to great effect in the characterization of Ruslan as a mock hero. The source of 
this language can be traced to the description of the adolescent Pushkin’s fantasies in 
poems like ‘Poslanie k ludinu’.

Although the young Pushkin is more concerned with the substance of the inspired 
dream or fantasy rather than the actual process of inspiration, it is clear from poems 
such as ‘K ludinu’ that flying can play a role, albeit smaller, in the description of the 
poet in the early lyric poetry. This is illustrated in his famous lyric, ‘Gorodok. (K ***)’ 
[1815]:

Ax! cnacTJiMB, cnacTJiHB tot,
Kto JiMpy B flap OT <i>e6a 
Bo UBBTB flHBM BOSbMBTl 
KaK CMBJlblM )KMTes?1b HBÔa,
Oh k coTiHuy BocnapnT,
IlpeBblLUe CMepTHbIX CTaHBT,
H cjiaB a ipoMKO rpqneT;
« B eccM ep T B H  b b b k  nMMTb 
(I, 78, 254-61)

The description of the poet soaring towards the sun with a lyre donated by Phoebus 
Apollo serves two purposes. Firstly, it shows that the motif of flying can elevate the 
poet into another ‘other world’. When Pushkin added the epilogue to Ruslan i Liudmila
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in July 1820 he said that he wrote the poem when his mind had flown beyond the 
territory of the world (IV, 86, 10; my emphasis): in other words, poetry is not written 
on earth. There is a clear parallel between this image and the ‘other world’ of the poet’s 
dream described by Clayton. In both cases this other world is denied to the non-poet. 
This divide between the poet and ‘ordinary’ men will develop into an aggressive 
antipathy in poems such as ‘Poet i tolpa’ [1828] and ‘Poetu’ [1830]. Secondly, 
although the poet’s ascendance is temporary, ending when he is no longer inspired, the 
product of his inspiration -  his poetry -  will achieve a kind of immortality which is 
symbolized by him soaring above the mortal world. This extract from ‘Gorodok. (K 
***)’ is a powerful declaration of the special status of the poet and his freedom. 
However, as we shall see, the image of the poet soaring towards the sun probably 
derives from Derzhavin’s ‘Lebed ’ [1804], which is itself based on one of Horace’s 
odes. Pushkin was keen to distinguish himself from his eminent forebears in his poem 
by refusing to transform himself, as they do, into a living swan. In ‘Bova. (Otryvok iz 
poemy)’ [1814] Pushkin had expressed his fear about soaring in the wake of poets like 
Milton ‘without wings’ (I, 49, 15-16). Barely a year later he boldly describes himself 
soaring towards the sun -  but as ‘Pushkin’. On this occasion, he refuses to 
metamorphose. Derivative though the extract may be, Pushkin has declared in it his 
intention to establish a divide between himself and his peers, and he has done so before 
reaching his majority.

A less sophisticated description of Pushkin’s transformation into a poet occurs in ‘K 
sestre’, written in the previous year in 1814. Pushkin imagines leaving the confines of 
the Lyceum or ‘monastery’, ‘winged with dreams’ (‘MeHTaMM OKpM̂ neHHbift’: I, 32, 
5). Having symbolically entered the other world of the poetic dream, he fantasizes 
about meeting his sister in the capital. As in ‘Poslanie k ludinu’, he is impatient to 
describe what he imagines, as opposed to the process of inspiration. Pushkin makes 
this mental journey with the aid of his pen or ‘feather’, which thereby conforms to the 
theme of ‘winged’ travel introduced in the first part of the poem:

TaMKOM B30LUefl B flMBaHHy,
XOTb nOMOUJbK) HGpa,
0, KaK Te6fl BacTaHy, 
7lH)6e3Haq c e c ip a ?
(I, 32, 23-26)

Pushkin wonders whether his sister will herself be ‘carried away’ in a dream {mechta), 
inspired by her reading:
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IDib c  PpeeM  M Tomcohom 
Tbi n p en ecjiacb  mchtom 
B nOvTifl, r a e  ot ayGpasbi 
B flo ji B eer  BeiepOK,
M luenHBT Jiec KyapqBbiM, 
M MMMTCA BBJIM̂ aBblM 
C BepujMHbi rop  noTOK?
(I, 32-33, 33-39)

This part of the poem is significant because Pushkin includes another dream or flight of 
fantasy which moves the reader of ‘K sestre’ a further stage away from ‘reality’ -  from 
the setting of the Lyceum where the first dream began. Pushkin will subsequently use 
this technique of layering dream upon dream in his poetry in the context of 
remembrance. The difference in later poems is that the process of dreaming, and not the 
mental images generated by the dreams, will be all-important.

Having described several other scenarios -  the sister is perhaps pampering her pug- 
dog, or gazing at the Neva like a ‘Svetlana’ (an early reference to Zhukovskii’s ballad), 
or playing Mozart on the piano -  Pushkin himself joins her in the capital, his arrival 
appropriately accompanied by the music of another genius. At this point, the flow of 
fantasy comes to an abrupt halt:

Ho 3TO JIMUJb MBHJaHbe!
YBbl, B MOHaCTbipe,
Ilpkl ËTieflHOM CBB4 CMAHbe,
OflMH HMiiiy K c e c j p e .
(I, 33, 60-63)

In an instant the transformation effected by the dream is reversed as he returns to the 
drab surroundings of the cell and to his monk’s world. The word ‘dream’ has 
undergone a transformation of meaning in the poem: instead of representing the poetic 
medium in which Pushkin makes his journey {mechty), it signifies the illusory nature 
of the fantasy {mechtan 'e) .

Elsewhere in the Lyceum poetry, this sense of disillusion often relates to the 
evaporation of an erotic dream. As in ‘K sestre’, Pushkin describes himself as a 
student-monk who becomes transformed by his dreams. However, in contrast to the 
poem addressed to his sister, one of the consequences of his transformation into a poet 
in other poems is that he can abandon the monk’s abstemious lifestyle. The crude but 
significant equation which Pushkin often makes is that the poet’s dream world is the 
environment for passionate encounters. The imagery of dreams and flying which help 
describe the lucky student’s move into this other world therefore becomes associated 
with the poetic libido. This aspect of Pushkin’s portrayal of the poet is of great 
importance. A sexually or romantically successful man (I would like, for the moment, 
to leave to one side the question of the woman) is a powerful man. Irina Gutkin argues
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that Pushkin’s expression of his libidinous nature in his poetry is an expression of his 
freedom. She notes that in ‘<Iur"evu>’ [1819], for example, he describes toasting 
freedom with his fellow members of the Green Lamp, but then significantly recounts a 
visit to a brothel (II, 87)."̂  As we shall see in Chapters Three and Four, in order to 
describe a weak or in some way ‘compromised’ character, Pushkin frequently 
emphasizes his romantic failings, or even his lack of sexual drive. This unlucky 
character is ‘unpoetic’ -  lacking in power and with no access to the poet’s invigorating 
winged dreams.^

The association between desire and the imagery of dreams and flying is made in 
Pushkin’s earliest surviving lyric, ‘K NataLe’ [1813]. The young poet describes a 
dream {mechtan'e), in which he has a nocturnal encounter with a serf actress from the 
theatre in Tsarskoe Selo:

HoMb npHfler — m ^rnub Teôa 
Bn>Ky q B nycTOM MeHiaHbM,
Bn)Ky, B JierKOM o/jeqHbM 
EyzjTO MMTiaq c o  mhom; <...>
(I, 5, 29-32)

Although it appears that the fantasy takes place during actual sleep, when Pushkin 
wakes up the dream becomes a figurative image since it is personified:

M n p o c H y jic q .. .  B k ixy  MpaK 
BKpyr nocTBJiM ozjmhokom!
McnycKaK) bbaox TJ\y6oKo(\,
Coh ^BHMBblM, TOMHOOKOM 
OTJiBTaeT Ha KpbMax.
(I, 6, 42-46)

In this, his very first (extant) poem, Pushkin has established a relationship between the 
dream-flying nexus and desire. The focus of his lust shifts from N atalia’s snow-white 
contours within the dream (I, 5, 34-35) to languorous, dark-eyed, winged son. This 
alluring creature complements the personification of Pushkin’s lust in the opening lines 
as Cupid, the ‘bird’:

Tax M MHB ysnaTb cjiyHMTiocb, 
Tto  3a niMua KynnaoH; <...>
(I, 5, 1-2)

 ̂ Irina Gutkin, ‘The Ethics and Poetics of Drinking and Joy: The Anacreontic Triad from Lomonosov 
to Pushkin', Elementa, 3, 1996, pp. 97-114 (106).
 ̂ In ‘Poslanie tsenzoru’ [1822] the censor is therefore characterized as a tiresome eunuch wandering 

among the Muses (II, 238, 61). Similarly, in ‘Poet i tolpa’ the people declare that they are at heart 
‘cold eunuchs’ (111, 142,32).
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The poem ends with the exclamation to the addressee that he is a monakh (I, 7, 105), 
an open invitation to N atalia, perhaps, to carry out her own transformation of the 
student-monk and unfrock the frustrated youth. One can contrast this with Pushkin’s 
characterization of Pankratii in ‘Monakh’, another early poem which was written in 
1813. Pankratii, who is a real monk, is plagued by a real dream {son). Molok, a devil, 
is a malevolent version of Cupid the bird. He inspires Pankratii with the dream, then 
turns into a fly and lands on the monk’s nose as he starts to snore (I, 13, 34-39). 
Unlike Pushkin, the monk is filled with a profound sense of shame when he wakes up 
and recalls the erotic content of the dream. Pushkin, on the other hand, sighs because 
his dream has flown away. In 1813 the young poet therefore communicates very 
different messages about himself and one of his characters using a strikingly similar 
scenario. Indeed, in order to distinguish himself further from Pankratii Pushkin 
invokes the aid of Barkov, the author of salacious material, in the opening lines of 
‘Monakh’ (I, 9, 20). In the contemporaneous ‘Ten" Barkova’ his ghost restores the 
virility of a poet in a Petersburg brothel on the condition that he agrees, in a type of 
Faustian pact, to sing Barkov’s praises -  something which Pushkin subtly does (with, 
possibly, similarly beneficent consequences) by appealing to him in ‘Monakh’.̂

Pushkin’s dream is also personified as a beguiling, winged creature in ‘Gorodok. (K 
***)’. However, in contrast to ‘K Natal e ’, this dream occurs during the onset of 
inspiration. Pushkin sits beneath a window with a pen in his hand, and, becoming 
inspired, is joined by the dream:

HeBua conyjHMK 
MeHTaHbe ^nerKOKpujio!
0 6 y f lb  )Ke Tbi CO m hom , 
ilaM pyKy cTiaaocTpacTbM)
M c HaiueM KpyroBOM 
BeflM MBHfl KO CMaCTbro 
SafiBBHMfl TponOM; <...>
(I, 78, 296-302)

The poetic dream results in the sort of withdrawal from the world {zabvenie) described 
by Gershenzon. However, having described the onset of inspiration, the object of 
Pushkin’s desire becomes the dream itself, now personified as winged mechta:

 ̂The complete text of ‘Ten' Barkova’ has never been fully published: see Anthony Cross, ‘Pushkin’s 
Bawdy; or Notes from the Literary Underground’, i?LT, 10, 1974, pp. 203-36 (211-14).



25

H B Mac 6e3MOs7IBHOM HOMM, 
K oraa n̂eHMBbiM MaK 
IlOKpOeT TOMHbl OMM,
Ha BBTpeHbix KpbMax 
JTpMMMMCb B MOM flOMMK TBCHblM, 
TklXOHbKO nOCTyMMCb,
H B TMLUMHe npeJieCTHOM 
C JIHJËMMUeM OÊHMMMCb!
MeMTa! <...>
(1,79, 303-11)

This part of the poem clearly illustrates how Pushkin can use different words to 
describe the same dream: mechta, mechtan'e and finally, upon ‘waking up’, winged 
son:

M r a e  KpbiTiaTbiM coh? 
(I, 79, 332)

Tomashevskii notes that Pushkin’s personification of the dream in an erotic context in 
this poem is highly derivative and influenced, in particular, by Batiushkov’s poetryT® 
Much of Pushkin’s early poetry is derivative, especially in his use of words relating to 
dreams. As I noted in the Introduction, mechta (or one of its variants) is a favourite 
word in the poets’ lexicon in the early nineteenth century. In ‘Gorodok. (K ***)’ 
Pushkin expresses his familiarity with the dream by calling it his ‘fellow traveller’ 
(soputnik). Although he will direct his ironic gaze on the word in Evgenii Onegin, for 
the moment it fulfils its role: it further reinforces both the Romantic notion of 
withdrawing into the other world of the dream, and the association between the dream- 
flying nexus and the poet’s sensual nature.

Pushkin’s winged Muse gradually takes on this twin role. Not only does she inspire 
him by transporting him into the other world of the poetic dream, she also becomes his 
lover. However, when she makes her first appearance as a fully independent character 
in ‘MechtateP’ [1815], she is more protective than erotic. In the first part of the poem 
Pushkin describes the winged dreams which inspire him:

C BOJllUeËHOM HOMM TBMHOTOM,
IIpM MeCflMHOM CMRHbM,

CjIBTaW T PB3BOM) TO,?inOM 
KpblTiaTbie MBMTaHbM.

(I, 94, 21-24)

In the second part of the poem, Pushkin describes the moment when the Muse first 
appeared to him. Two key elements define her as his Muse in this first appearance: her

B.V. Tomashevskii, Pushkin. Knigapervaia (1813-1824), M.-L., 1956, pp. 73-74.
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ability to fly and her association with the poetic dream {mechtan'e). These two motifs 
are united in her characterization:

Ha cTiaôoM yipe aneM B^iaibix 
IleBua Tbi oceHMJia,

BeHKOM M3 MMPTOB MOTlOflblX
T e jo  ero noK p b iJ ia ,

M, rOpHMM CBBTOM O B apflC b,
B jie y a jia  b  CKpoMHy K ejibto 

M H y ib  abiiuajia, npeKJioHstcb  
Haa aeTCKOM KOÆiÔeTibw.

0  6 yab  MHB cnyTHMUBM MjaaoM  
CaMbIX BpaT MOrMJIbi!

TleiaPî c  MBHTaHbBM Haao mhom,
PacnpaBfl n̂erKM KpbiJibi; 

rOHMTB MpaMHyW HBMaTIb, 
n^BHAMTe yM ... OÔMaHOM,

M MM^OM )KM3HM CBBT^y a a J b  
Ka)KMTe 3a lyMaHOM!

(I, 95, 57-72)

Like the winged dream in ‘Gorodok. (K ***)’, the Muse is Pushkin’s ‘fellow 
traveller’. However, she does not yet exude the sensual energy which emanated from 
the personified dream in that poem. When recalling this initial encounter, Pushkin is 
content to emphasize her protective role, as she drives away gloom and sadness with 
her wings.

As so often in Pushkin’s lyric poetry, there is a subtext in ‘MechtateL’ which relates 
to another poet’s work. He introduces the Muse into the poem in order to establish a 
symbolic distance between himself and Zhukovskii. This need to distinguish himself 
from his peers will become another recurrent feature of his work. Tomashevskii shows 
that the poem represents Pushkin’s response to Zhukovskii’s ‘Pevets vo stane russkikh 
voinov’ [1812]. The first stanza clearly echoes the earlier work. However, whereas 
Zhukovskii calls on Russian poets to laud the patriotic feats of the Russian army, and 
indeed places his Tpoei{pevets) on the battlefield, Pushkin conspicuously refuses to do 
this:

nyCKBM, y  flap SI B 3ByMHblM UJMT 
H C BMflOM flep3H0BBHHblM,

MhB CjBBa M3flaJlM ip03MT
nepCTOM  OKpOBaBTIBHHblM, <...>

(I, 95, 41-44)

In Zhukovskii’s poem the shades of the dead soldiers hover over the poet:
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CM OTpme, B rposHOM K pacoT e, 
BOSflyilJHblMM nOJIKâMM,

MX T6HM MMâTCfl B BblCOTB
Hafl HaujHMM ujaTpaMM.ii

In ‘Mechtater’, by contrast, these martial shades are replaced by the winged dreams of 
inspiration. In the second half of the poem these give way to the figure of the Muse, 
the progenitor of the poetic dream, who protects the young poet with her benign wings. 
Pushkin subsequently changes his position with regard to the role of the ‘war poet’. 
For example, in ‘Orlovu’ [1819] he expresses his willingness to take his ‘military lyre’ 
into battle (II, 80, 43-46). However, the relationship between the poet and the military 
is tangential to the main objective of ‘MechtateP’. Pushkin is showing that his Muse is 
not just the traditional personification of inspiration, but is symbolic of his own 
contrary and independent nature.

‘MechtateP’ is Pushkin’s declaration of his willingness to commit himself to the 
Muse -  to be the ‘dreamer’ in the poem’s title -  until his death, until ‘the very gates of 
the grave’. In the final stanza of the poem, he elaborates on the theme of death:

M TMX MOM f i y a e i  hoszihmm Mac;
H CMepTM jqo6pbiM reHMM 

lUenHBT, y  flBepM nocTyM acb;
«J lop a  B )KM̂ 7IMlHe TBHBM!..»

Tax B 3MMHMM BBMBp C^agKOM COH 
npMXOZIMT B MMpHbl CBHM,

BeHMaHHbIM MaXOM, M CX710H6H 
Ha n o c o x  tomhom  TieHM...

(I, 95, 73-80)

At this point another branch of related imagery is revealed in the poem. Pushkin 
contrasts the life of the poet, who is inspired by the Muse’s dreams, with the prospect 
of death, which is likened to ‘sweet sleep’. Pushkin appears to accept, with no apparent 
sense of alarm, the prospect of the inevitable end to his poetic career (or ‘dreaming’) as 
a result of death (‘sleep’). Poetic dreams cannot survive in the sleep of death. In 
Chapter Two I refer to the problematic philosophical debate which Pushkin conducts in 
his poetiy in the 1820s concerning the relationship between death and poetry. He finds 
a resolution to what amounts to a spiritual crisis through the agency of the image of the 
shade, which, like the Muse, is closely associated with the motifs of flying and dreams.

A less sombre, but no less important distinction which gradually evolves in 
Pushkin’s poetry is between the poetic dream, the medium in which he composes 
poetry, and the sleep of poetic inactivity. In ‘Poslanie k Galichu’ [1815], Pushkin

 ̂  ̂ Zhukovskii, Sobranie sochinenii v chetyrekh tomakh. I, pp. 149-50. 
^^Tomashevskii, Pushkin. Kniga pervaia (1813-1824), pp. 84-86.
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describes to the addressee, a teacher at the Lyceum, how he can effortlessly compose 
poetry as long as winged sleep {son) does not visit him:

IloKaMecT COH npejiecTHbiM,
IlOfl CeHbhO TMXMX KpMJ,
B OÔMTeJM fieSBeCTHOM  
Menq He ycbinHTi,
Mop$efl B 0)KHflaHbM,
B nocTeae a aemy 
M ôerT io e  n o c ^ a n b e  
Ee3 CTpororo ciapaHbfl 
JTpezjaTejito nmuy.
(I, 102-03, 38-46)

Pushkin is not antipathetic to sleep per se: it is ‘charming’; in ‘Son. (Otryvok)’ [1816] 
he describes it as the ‘priceless gift of Morpheus’ (I, 143, 12). However, in this same 
poem he implies that sleep is inconsistent with creativity:

Ho COH MOM TMx! 6ecneMHbiM cbiH Hapnaca 
B HOHHOM TMUJM 9\ C pM$MOW H6 GbtOCb,
He BMMy BBeK hm <î>e6a, hm Heraca,
Hm CTapbIM flBOp KaKMX-TO CTapbIX My3.
(I, 147, 207-10)13

Pushkin regards sleep which is devoid of dreams as ‘unpoetic’, meaning that it cannot 
give rise to inspiring dreams and thus to the composition of poetry. Therefore, when he 
berates Batiushkov in Ten' Fon-vizina’ [1815] for neglecting poetry, he describes him 
as sound asleep in a cabin (I, 125, 317-20). This connotation of sleep persists 
throughout Pushkin’s poetry. In ‘Zima. Chto delat' nam v derevne? la vstrechaiu’ 
[1829], for example, he describes his inability to write because his Muse is dozing (III, 
181, 18-20); and in ‘Osen'. (Otryvok)’ he says that autumn is a productive season for 
him precisely because it is the season when his sleep ‘flies away’ (III, 320,60).

A consequence of this connotation is that the motif of sleep becomes a useful tool in 
Pushkin’s light-hearted attacks on friends, or on those poets whom he regards as 
talentless rhymesters. In the final two lines of ‘Piruiushchie studenty’ [1814], for 
example, he asks his friend Kiukhel'beker to read out his verse in order to help him to

^3 Pushkin never makes reference to Pegasus’s ability to fly. In the lyric poetry written at the Lyceum, 
which accounts for seven of the eleven references to the mythological horse in his work, Pegasus 
(Pegas) has the happy attribute of rhyming with Parnassus {Pamas), the mountain on which the 
Castalian spring, a source of inspiration, was situated. The rhyme occurs here in ‘Son. (Otryvok); see 
also ‘K drugu stikhotvortsu’ [1814] (1, 21, 1-2). In a later poem, ‘K lazykovu’ [1826], the facile rhyme 
has disappeared. Instead, Pushkin describes the episode when Pegasus beats the ground with his hoofs 
on Mount Helicon, thereby opening up the Hippocrene, the Muses’ sacred fountain (III, 22, 6-9). There 
is an interesting parallel between this and the description of the steed which Pushkin rides before 
experiencing his celebrated withdrawal into poetic inspiration in ‘Osen'. (Otryvok)’. The catalyst for 
the onset of inspiration is the horse-ride, during which the steed is described beating its hoof against the 
frozen ground, possibly in imitation of Pegasus himself (111, 320-21,65-73).
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go to sleep (1,48, 99-100); whilst in ‘Ten" Fon-vizina’, Pushkin complains that Count 
Khvostov stays awake all night composing odes which will only put the city to sleep (I, 
122, 155-56). On several occasions in the early poetry Pushkin also draws on the 
archetypal association between the poppy {mak) and sleep in his attacks on poets 
(personified sleep is crowned with poppies in the last stanza of ‘MechtateT’ cited 
earlier). For example, the opening quatrain of ‘K Galichu’ [1815] reads;

IlycKaii yipwMbiH pmfiMOTBop,
ITOBMTbIM M3KOM M KpaHMBOM,
XOTlOflHblX O fl TBOpeU pBTMBblM,
Ha CKyHHbiM j\an cnTieiafl Baaop, <...>
(I, 92, 1-4)14

Similarly, the dramatist and director A .A. Shakhovskoi is said to wear a ‘crown of 
poppies’ in ‘K Zhukovskomu’ [1816] (I, 152, 84). One can distinguish this use of 
poppy from the ‘bed of poppies and lilies’ on which Pushkin lounges in ‘Moe 
zaveshchanie. Druz iam’ [1815] (1,97, 64). In this case, the reference is suggestive of 
a general state of languor {leny, the image therefore contributes to Pushkin’s common 
depiction of himself during this period as an Epicurean poet, blessed with the facility 
for effortless creation (this was also observed in the extract from ‘Poslanie k Galichu’).

Nevertheless, in K Del vigu’, a landmark poem written in 1815 which was 
addressed to his fellow student at the Lyceum, Pushkin complained that his friend was 
not allowing him to languish in the ‘embrace of Morpheus’, but was coercing him to 
accept his predestined vocation as a poet:

0 2Ie7ibBMr! HayepTajM 
Mhb M ysbi MOM y a e j i;  
Ho TbI 71b MOM HenaTiM 
yMHO)KMTb 33X07671?
B ogtATMmx M op$e%
BecneMHbiM a y x  7ie7ieq,
Euje xoTb Ton oamh
H03B071b MH6 n0716HMTbCq 
H HerOM H3C713flMTbCq,“-  
3 , npaBO, Hem cbih!
(I, 108, 46-55)

With some misgivings, Pushkin acknowledges that he is not destined to sleep, or even 
to recline in the dilettante’s easy world defined by len' and nega. Instead, in the first 
part of the poem he describes to DeLvig what Boris Gasparov considers to be a

^4 The juxtaposition of sleep and coldness (kholodnykh) frequently occurs in Pushkin’s poetry; by 
contrast, the dream can be a febrile state in which the dreamer is bombarded with an assortment (or, to 
use the expression in ‘Osen'. (Otryvok)’, a ‘swarm’) of ideas and impressions. A good illustration of 
this occurs in ‘Vospominanie’ [1828] in which Pushkin’s dreams (mechty) are said to ‘boil’ (kipiat) 
(III, 102, 9).
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defining moment in his life; when his uncle arranges his marriage to his Muse (I, 107, 
8 - 1 0 ) . At this moment, Pushkin ‘lowered his head in front of the dear dream 
[mechtaY. He uses the image of the marriage ceremony to describe both his admission 
into the world of the poet’s dream (which is later contrasted with sleep), and his union 
with the Muse:

noCaywaM , My3 HeBMHHbIX 
^yxaBbiM ayxoBHMK: 
aCMJieu noTieii nycTbiHHbix, 
ITobtob rpeiuHbiM jimk 

q COÊOK),
M fl rjiaBOM noHMK 
Hpea MeMToro;
Mom zjqzjK)iiJKa-no3T 
Ha TO MHB aa.n  c o b b t  
M c  MysaMM co cB a ra ji. 
CHanajia s\ majiMJi, 
I lly jf l  CTMXM KpOMJI,
A laM MX HaneHaraji,
H BOT Tenepb q 6p ar  
EecTOJiKOBy n y cT o w y , 
ToMy, cBMy, a p y r o w y ,  
a a  q )K M BMHOBai!
(I, 107, 1-17)

In 1816 Pushkin asked Zhukovskii to bless the union in ‘K Zhukov skomu’, which 
begins with the appeal: ‘Give your blessing, poet!’ (I, 151, 1). Gasparov also observes 
ihdiimEvgenii Onegin Pushkin refers to Derzhavin’s blessing of the couple (Eight: II: 
3-4), a reference to the celebrated occasion on which the old poet heard Pushkin recite 
his poem ‘Vospominaniia v Tsarskom Sele’ at the public examination at the Lyceum in 
1815.16

Pushkin subsequently recalls his Muse’s patient tutelage during his youth in ‘Muza’
[1821]. She would listen to his clumsy first attempts to play ‘hymns’ on a pipe before 
herself taking over (II, 150). However, when describing the ‘present’, he increasingly 
uses his Muse’s ability to fly in order to convey a sense of her idiosyncratic and restless 
nature. For example, in 1824 she is compared to a ‘golden bee’ which flits ‘here and 
there’ (a similar hcc, pchelkazlataia, occurs in Derzhavin’s ‘Pchelka’ [1794]); or, 
perhaps more significantly, to an evasive, flying kiss:

1^ Gasparov, ‘Encounter of Two Poets in the Desert’, p. 129. When Pushkin subsequently addresses 
Del'vig in ‘ 19 oktiabria’ [1825], he also recalls his friend’s Muse who flew into the Lyceum (II, 376, 
91).
^6 Gasparov, ‘Encounter of Two Poets in the Desert’, p. 129.
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0  Gorki MkipHbie nojieA , ayG poB  m ro p . 
M om AnoTiTioH earn jiw Gmt p a s ro B o p , 
Me>K BaMM 3 Hameji m M y s y  M o jo a y w , 
n o f lp y ry  ahbm momx HeBMHHyw, n p o c iy ro . 
Ho HBM-TO MMjyW — H6 npaB fla JIM, flpysbfl?  
M CBoeHpaBHaa BOJiujeÔHMua m o  a , 
KaK TMXOM BBiepOK MJlb HMBJlKa BOJlOiafl, 
ÜTib GerjibiM n o u e jiy ii,  r y a a ,  c w a a  J ie ia f l .
(II, 283, 1-8)

There is a note of ambivalence here. Is Pushkin exasperated by the M use’s 
evasiveness, or is he bewitched by it? Another illustration of his companion’s 
wilfulness occurs in the epilogue of Kavkazskii plennik, in which Pushkin describes 
her flight to Asia and her subsequent eccentric behaviour:

TaK Mysa, jibikom apyr MeHTbi, 
K npeaejiaM Abmm jiexajia 
M BBHKa ceGe cpbiBajia 
KaBKasa amkmb UBBTbi.
Ee njieH flji n a p q a  cypoBWM 
JlJieMeH, BOBPOCUJMX Ha BOMHB,
H MacTO B CBM oaemae hobom 
BoJiuieGHMua qsJiAJiacb mhb; <...>
(IV, 113, 1-8)

She is presented as a fully independent person, prefiguring her appearance in Canto 
Eight of Evgenii Onegin. Pushkin is not severed from his Muse but is distanced from 
her. He is relegated to the position of a captivated onlooker. This characterization of the 
Muse is of interest for several reasons. His relationship with such a capricious, 
liberated spirit reinforces the association between the motif of the poet’s winged dream 
and his independence. Her characterization represents a political statement. I will 
discuss this in greater detail in Chapter Three. There are also parallels between her 
head-strong, flighty character and some of Pushkin’s female characters. His mock 
anxiety that he cannot keep pace with her sexual and emotional demands finds a real 
resonance in some of his weak male characters. The difference, of course, is that 
Pushkin is not really weak -  his relationship with his Muse is an example of his 
exuberant capacity for self-deprecation -  but his male creations are. I discuss the use of 
the imagery of dreams and flying in the portrayal of a number of these men in Chapter 
Four.

The lyric ‘Razgovor knigoprodavtsa s poetom’ [1824] marks a significant shift in the 
evolving description of inspiration in Pushkin’s work. It has more in common with the 
powerful representations of the poet in some of Pushkin’s subsequent lyric poems, 
such as ‘Prorok’ and ‘Poet’, than those preceding it. In this poem his recollection of his 
poetic activity during his period of exile in the South is layered with a sense of awe at
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the power of inspiration. In order to reflect the apprehension of this power the twin 
strands of the dream-flying nexus are invested with a more dramatic energy than in the 
previous poetry. For example, Pushkin remembers the ‘ineffable beauty’ of the brilliant 
visions which flew above him. It is as though the winged dreams of his Lyceum poetry 
have now become visible and infused with dazzling light:

Taw noj\e sipKMe BMfleHbfl, 
C HenstflCHMMOH) Kpacow,
BMJiMCb, JieTa,7iM Haao mhom 
B nacbi HOMHoro eaoxHOBeHbfl!..
(11, 290, 24-27)

In keeping with the more dramatic representation of inspiration, the figure of a flying 
demon replaces the Muse as the source of Pushkin’s poetic dreams. Pushkin has not 
abandoned his Muse -  he even briefly mentions her in the poem (11, 290, 22) -  but the 
poetic experience has become, in the old meaning of the word, ‘awful’.

KaKOM-To aeMOH oGjiaaaTi 
Mommm MrpaMM, aocyroM ;
3a MHOM noBcway oh J ie ia ji,
Mhb 3ByKM aMBHbie luenTaTi,
M TA)KKMM, nJiaMBHHblM HBayrOM 
EbiTia nO'TiHa MOA FTiaBa;
B HBM rpeBbi HyaHbie poxaaTiMCb; 
B pa3Mepbl CTpOMHbie CTBKâ MCb 
Mom nocTiyiUHbie caoBa
M 3BOHKOM pM$MOM 3aMblKaJIMCb.
(11, 290-91,32-41)

Pushkin is inhabited by the wondrous dreams or grezy which, in his poetry, usually 
possess an equivocal, even disturbing connotation. In ‘Stsena iz Fausta’ [1825], for 
example, Mephistopheles inspires Gretchen with a passion for Faust and thereby stirs 
up her tender dreams (grezy) (11, 385, 81); in 'Ne dai mne bog soiti s uma' [1833] 
Pushkin will imagine losing his mind in ‘wondrous dreams’ (chudnye grezy) (111, 322, 
12), the same expression which he uses here.

Pushkin included ‘Razgovor knigoprodavtsa s poetom’ after the preface in the 1825 
and 1829 editions of Canto One of Evgenii Onegin. Nabokov is puzzled by the 
inclusion of a poem which, he says, has ‘little to do’ with the n o v e l . B u t  a possible 
link between the two works is that they both re-examine the nature of inspiration, but 
do so in different ways. The lyric poem’s restatement of the poetic experience 
introduces a more ‘serious’ and dramatic dimension to the imagery of dreams and 
flying. By contrast, one of the various explorations of inspiration in the novel consists 
in re-using the sort of imagery which Pushkin had employed in his early lyric poetry.

Nabokov, Eugene Onegin, II, p. 12.
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but, on occasions, to obvious ironic effect. Pushkin thereby establishes the distance of 
appraisal between himself and the figurative language associated with his youth. This 
notion of ‘looking back’ at his previous life occurs in an important digression at the end 
of Canto Six:

ZlaM, orjiflHycb. IIpocTMTe )k, ceHM,
Tzje flHM MOM TeKJM B
McnoTiHeHHbi cipacieM  m jeHM 
M CHOB SaZjyMHMBOM ayUJM.
(Six: XLVI: 1-4)

This passage expresses Pushkin’s adieu to his past; but it is deliberately couched in the 
type of language which exemplifies the poetry of that past. It ends, therefore, with a 
reference to the ‘dreams’ of his pensive soul. In the next part of the stanza, however, 
he looks forward, and calls on ‘young inspiration’ to fly more often into his ‘comer’ in 
order to revive his slumbering heart:

A Tbi, MJiaaoe BaoxHOBeHbe,
BoTiHyM Moe Boo6pa>KeHbe, 
apeMOTy cepBua o>KMBJiflM,
B MOM yroTi nauje npMJiejaM, <...>
(Six: XLVI: 5-8)

The use of the motif of flying here is fitting, since it will become an increasingly 
important part of his future descriptions of the poet.

One of the most conspicuous objects of Pushkin’s reappraisal in Evgenii Onegin is 
the poetic dream. The work is itself framed in the language of the dream: in the 
preparatory stanza, Pushkin expresses his wish that the novel is worthy of a soul filled 
with the sacred mechta (VI, 3); and in the penultimate stanza of the last canto, he recalls 
seeing Tatiana and Onegin in a dim son (Eight: L: 10). The intervening stanzas are 
densely populated with dream words. Appendix C shows that Evgenii Onegin contains 
the highest occurrence of words denoting a dream in any single work by Pushkin: for 
example, son (including its meaning ‘sleep’) occurs forty six times, mechta and 
mechtan'e forty times. Nabokov complains that the recurrence of mechta forces the 
translator to use ‘dream’ ‘over and over’. W h e n  Pushkin uses ‘dream’ in the context 
of poetic inspiration, even when he is not being openly ironic, we sense that his 
appraising eye dwells on the conventional language -  especially mechta and its 
derivatives. As a result these words become lightly, though significantly stressed. For 
example, in one of the final stanzas of Canto One, Pushkin observes:

Nabokov, Eugene Onegin, I, p. 211.
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3aM 6Hy KCTaiM; Bce nosTbi 
TIwGeM MeHTaTeTibHOM apyBbfl. 
EblBa.no, MMTlbie npeaMBTbl 
M hb cHMJMCb, m a y u ia  m o a  
Mx o 6 p a3  TaMHbiH coxpaH w aa; 
Mx n o c a e  M y3a o)KMBMJia:
Tax fl, ÊecneMBH, BocneBaj 
M flBBy rop, MOM naeaji,
M njiBHHMU èeperoB Caampa. 
Tenepb o t  eac, mom apy3bR, 
Bonpoc HepeflKO cjibimy q;
„0 KOM TBoa B3flbixaeT JMpa? 
KoMy, B TOJine peBHMBbix aeB , 
Tbi nocBflTMJi e e  Hanee? 
(OnerLVII: 1-14)

It is appropriate that Pushkin uses the word ‘dreamy’, mechtaXel'noi, in the reference to 
the stock poetic theme of love because it derives from a stock poetic word, mechta. It 
reinforces in a simple, economical way the ‘poetic’ context of the digression.

Onegin, we are told, used to be a dreamer. Pushkin was attracted to his ‘involuntary 
addiction to dreams’:

M ne HpaBMJMCb e r o  Mepibi,
HeMTaM HBBOTibHaq npeaaHHOCTb, <...> 
(One: XLV:4-5)

One of the possible interpretations of this expression is that he used to be ‘poetic’. 
Pushkin will use a similar expression to describe poets in ‘Primety’ [1829]:

MeHTaHbW BBMHOMy B TMUJM 
Tax n peaaeM cq  Mbi, n o sib i; <...>
(Ill, 152, 9-10)

Salieri mistakenly thinks that he can successfully make the transition from a scientific 
appreciation of music to creating it, by becoming party to the ‘creative dream’:

It is also possible that Onegin’s tendency to dreams relates to his fondness for reminiscing. Pushkin 
refers to this elsewhere in Canto One when he describes how he and Onegin used to recall former days 
in a ‘dream’ (mechta) when standing next to the Neva (One: XLVll: 13). In support o f this 
interpretation, one can refer to a number of later lyric poems in which Pushkin describes acts of 
remembrance using the verbal equivalent of predannost' (predavat' or predavat'sia) together with 
mechta: see 'Brozhu li ia vdoP ulits shumnykh' [1829] (111, 194, 4) and 'V nachale zhizni shkolu 
pomniu ia' [1830] (111, 255, 23). However, a similar construction (using mechtan'e) is not used in the 
context of remembrance in Canto Seven of Evgenii Onegin when Pushkin describes the portrait of the 
contemporary man in literature ( ‘MeMTaHbto npeaaHHOM 6e3MepHo’r Seven: XXI1: 12). Nabokov 
declares that ‘we neither know nor care’ what Onegin’s dreams were, but notes that Russian 
commentators have also attached a ‘politico-economical ’ meaning to them: Nabokov, Eugene Onegin, 
11, p. 169. Pushkin’s use of dreams in the contexts of remembrance and politics will be discussed in the 
next two chapters.
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Torzja 
y>Ke aepsHyji, b HayKe MCKyuieHHbiM, 
npeaaTbCB Here TBopnecKOM MeMTbi. 
(VII, 123,21-23)

However, Onegin is no longer a ‘dreamer’, or a poet. We know this because Pushkin 
described his inability to produce any words from his pen, having locked himself in his 
rooms (One: XLIII: 6-14). By contrast, Pushkin’s pen ‘forgets itself’ (zabyvshis') 
(One: LIX: 6) -  the verb regularly employed in his descriptions of the withdrawal into a 
poetic dream.

Although Pushkin is a dreamer, he hovers delicately between sincerity and parody in 
this self-portrait. Lenskii, on the hand, is a dreamer who is, of course, openly mocked. 
Melchior de Wolff argues that Pushkin’s mockery of the predilections of the young 
poet is reflected in the pointed references to his dreams {mechty)?-^ This is well 
illustrated in Canto Four:

nOKsTlOMHMK CTlBBbl M CBOÔOflbl,
B BOTIHBHbM ÊypHblX flyM  CBOMX 
BJiaflMMMp M HMCaa 6bl OZJbl,
Hà OTibra he HMTaaa mx.
CsHynaTiocb tim nosTaw cTiesHbiM 
TMTaTb B rTiasa CBOMM 71H)6e3HblM 
CBOM TBOpehbq? TOBOPSIT,
T t o  b MMpe Bbime h b t  naipafl.
H BnpqM , G aam eH  JltOÔOBHMK CKpOMHbIM,
TMTaroUJMM MBHTbl CBOM
TIpeaMBTy necen m tih)6bm,
KpacaBMue npMfiTHO-t o m h o m !
Bjia>KeH... xoTb, moskbt 6biib, ona 
COBCBM MHbIM paSBJeHBHa.
(Four: XXXIV: 1-14)

In the next stanza Pushkin deprecates himself when he reveals that the only audience 
for the fruits of his dreams {mechtan'ia) is his old nanny at Mikhailovskoe (Four: 
XXXV: 1-4). However, there is a key distinction in the use of irony in each stanza: 
only with Lenskii is the product of the dreams {mechty) ‘not worth reading’.

De Wolff concludes that one of the numerous subtexts in Evgenii Onegin consists in 
Pushkin’s turn against aspects of Romantic literature. This is reflected in his 
occasionally subversive treatment of the Romantic’s ‘friend’, mechta (one can extend 
this argument to Pushkin’s use of mechtan'e and other derivations, although De Wolff 
makes no reference to these words). Of course, Pushkin’s mockery of Lenskii’s poetic 
status exceeds this relatively narrow field of focus. He is prepared to deride all of

De Wolff, ‘Romanticism Unmasked: Lexical Irony in Aleksandr PuSkin’s Evgenij Onegin'.
See De Wolff, ‘Romanticism Unmasked: Lexical Irony in Aleksandr PuSkin’s Evgenij Onegin', p. 

245.
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Lenskii’s dreams and not just his mechta. Moreover, the Lenskii-OLga relationship 
represents a comic echo of Pushkin’s relationship with his wayward Muse. Lenskii 
draws a dove on a lyre (Four: XXVII: 1-8) in 01 ga’s album, a representation of OLga 
as inspiration and himself as the poet. Nabokov observes that Pushkin uses the 
expression ‘ineffable beauty’, which he had applied to his dazzling visions in 
‘Razgovor knigoprodavtsa s poetom’, to describe Lenskii’s view of OLga:

C HeMStqCHMMOH) KpaCOM 
Oh BMflMT Ojibiy npea c o 6om.
(S ix : X X : 7 -8 )22

OLga does inspire Lenskii to write, only not well. Moreover, she unfortunately 
displays aspects of the Muse’s ‘flighty’, wayward personality. For example, she flits 
‘lighter than a swallow’ into Tat'iana’s bedroom after her sister’s disturbing dream and 
demands to know who (and not what) she saw in her dream (Five: XXI: 10-14); she, 
like the Muse, is ‘saucy’ {rez\^aia) (Four: XLVIII: 2); in Canto Two, Pushkin says that 
she is responsible for Lenskii’s first ‘poetic dream’ and first inspired him to play his 
‘pipe’:

Ona nosTy noaapwaa 
MTiajqbix BOCToproB nepBbiM coh,
0 MblCJlb o6 HBM OflyUJBBHJia 
Ero UBBHMUbl nepBbIM CTOH.
(Two: XXII: 1-4)

There is a resonance in this extract of the Muse’s attempts to teach Pushkin to play on 
his poetic pipe in ‘Muza’. These lines also clearly reproduce a lyric fragment dating 
from 1822:

Ona noaapMjia
nepBbIM COH,

M MbICJIb o6 HBM OgyUjBBHTia 
EeSBBCTHOM awpbl nepBbIM 3BOH —
(II, 418, 1-4)

The rhyme here is the innocuous son-zvon (II, 418). However, Lenskii’s dream, son, 
is rhymed with ‘groan’, ston, a comment both on the quality of Lenskii’s ‘music’ and 
prospects for the relationship itself.

As we have already seen, an important corollary of the poetic dream is the poet’s 
sensual nature. The fact that Lenskii’s dreams are ‘maidenly’ or ‘virginal’ is indicative 
of their mediocre potential:

22 Nabokov, Eugene Onegin, II, p. 13. The adjective ‘ineffable’ also occurs in the rough draft of Canto 
Two when Pushkin describes Lenskii’s inspiration (VI, 268).
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Oh b necHflx ropao coxpaHwa 
Bcerzja BOBBbimeHMbie nyBCTBa,
IIopblBbI aeBCTBBHHOM MBMTbl 
H npeaecTb b b )khom npocTOTbi. 
(Two: IX: 11-14)

Lenskii sings about love in his poetry, but his regard for it, unlike Pushkin’s, is not 
conditioned by experience or by the often scabrous community of poets -  it is as 
uncorrupted and pure as the ‘dream’ (or possibly ‘sleep’) {son) of an infant:

Oh neji JimfioBb, ,?ik)6bm nocjiyujHbiM,
M necH b ero Gbi^a acHa,
KaK MbicjiM jqeBbi npocToayiiJHOM, 
KaK COM MJiaaeHua, KaK ayna 
B nycTbiHflx He6a 6e3MaTe>KHbix,
BorMHfl ram  n bbaoxob nesKHbix; <...>
(Two: X: 1-6)

In contrast to Lenskii’s sensually-disengaged view of ‘love’, Pushkin, and even 
Onegin, display a visceral appreciation of the pleasures of the flesh. This aspect of their 
personalities is reflected in the figurative use of the dream. For example, in Canto One 
Pushkin famously recalls easing a shapely foot into a stirrup in his dreams {mechty) 
(One: XXXIV: 1-4). It may be that the dreams to which Onegin was addicted relate to 
his romantic attachments, which, we are also told in Canto One, he has now abandoned 
(One: XXXVll: 1-4). Yet, as Briggs observes, he does not forgo the company of the 
occasional ‘white-skinned, dark-eyed girl’ on his estate (Four: XXXIX: 3-4).23 
Moreover, upon his receipt of Tatiana’s extraordinary propositional letter, the language 
of the maiden’s dreams {mechtan'ia) generates a swarm of disturbed thoughts in him 
and his soul becomes immersed in a delicious, ‘sinless’ dream {son) (Four: XI: 1-8). 
We can question the extent to which the dream is sinless, but the essential point is that 
Pushkin uses the word to describe Onegin’s arousal; and he does so again in Canto 
Eight (this time using mechta) following Onegin’s encounter with Tatiana at the rout 
(Eight: XXI: 3-4). Elsewhere, Onegin dismisses OTga, but he still expresses his 
admiration for her breasts (Four: XLVlll: 7); Lenskii, by contrast, may be ‘bewitched’ 
by her (Four: XXV: 1), but he is forced, flushing with embarrassment, to skip over 
salacious scenes in the novels which he reads out in her presence (Four: XXVI: 1-8). 
His fiery dreams are not just expressions of a Romantic formula, but are devoid of the 
sensual forces which lurk even in his icy companion.

23 A.D.P. Briggs, Eugene Onegin, Landmarks of World Literature, Cambridge, 1992, p. 64. Pushkin 
and Onegin appear to share the same taste in women. Onegin’s conquest recalls the personified dream, 
with her dark eyes and snow-white skin, described in ‘K Natal "e’.
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At this point I would like to turn to the significance of birds and bird imagery in 
Pushkin’s description of the poet in Evgenii Onegin and elsewhere in his poetry. My 
point of departure will be the first stanza in Canto Eight. Pushkin recalls the moment 
when his Muse first released him from his cell at the Lyceum and revealed to him the 
heart’s ‘trembling dreams’ (sny):

B Te 3HM, B TaMHCTBeHHbIX flOTIMHaX,
BecHOM, npM KjMKax TiefiezjMHbix,
BJM3 BOa, CMflBlUMX B TMliJMHe, 
HBTiMTbcq My3a craaa mh6. 
Mofl cjyaeHHecKafl K&abR 
Bapyr c^apMjacb: My3a b h6m 
OTKpbiTia nnp MJiaabix 3aTeM, 
Bocneaa aeicKne Bece^ba, 
H cjiaey HaniePi crapMHbi, 
H cepaua TpeneiHbie CHbi.
(Eight: I: 5-14)

In this stanza one can hear echoes of a number of disparate sources: it clearly 
reproduces a scenario which occurs in a number of poems written during the first part 
of Pushkin’s career; Tomashevskii detects a resonance of the 1821 lyric ‘Chedaevu’ 
(see II, 168, 29-32);24 the reference to the Muse entering Pushkin’s cell also recalls 
Pushkin’s hope, expressed at the end of Canto Six, that young inspiration will fly more 
often into his comer. Collectively, these reminiscences establish the stanza as one of the 
most significant focal points of Pushkin’s memory in the novel.

There is also an elegant parallel between the reference to the swans’ cries in the 
gardens at Tsarskoe Selo and the description in Canto One of the boat gliding across the 
Neva to the accompaniment of a daring song:

JlrniJb ,7ioflKa, BBCTiaMM Maxam,
IlJibMa no zipeMTiwiueM pexe; 
M Mac HTieHflTlM BflaJIBKB 
Po>KOK ki necHfl yaa^nan...
(One: XLVIII: 9-12)

While gazing at the boat with Onegin, Pushkin perhaps regards it a replacement for the 
swans at Tsarskoe Selo.^^ However, while the song ‘captivates’ him in St Petersburg, 
the cries of the birds appear to represent freedom because they emanate from the world 
outside the strictures of the Lyceum. In the fare copy of the stanza in Canto Eight 
Pushkin recalls jumping over the fence of the school into the gardens (VI, 619) 
(similarly, in ‘V nachale zhizni shkolu pomniu ia’ [1830] he remembers running

Tomashevskii, Pushkin. Kniga pervaia (1813-1824), p. 125.
In ‘Chu, pushki grianuli! krylatykh korablei’ [1830] (III, 310 ,4 ) and a single-line fragment written 

in 1835 (III.2, 1308) Pushkin explicitly compares the passage of a boat to the majestic movement of a 
swan.
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furtively into the gardens when he was a student; III, 254, 19-21). One could argue that 
in the final version of this stanza his release is metaphorical. The Muse transports him, 
in Clayton’s phrase, into the ‘other world’ of the dream. The swans’ cries are an 
expression of the transformed poet’s new-found liberty within that world. The swan, 
according to this interpretation, symbolizes poetry and freedom. However, one of the 
unexpected findings in my study of Pushkin’s imagery of flying is that he is unwilling 
to associate himself with the image of the swan, an archetypal symbol of poetry. In the 
specific context of Evgenii Onegin  ̂ by the time he reaches Canto Eight Pushkin has 
already played several games regarding the interrelation of birds and poetry. The 
reference to the swans in this stanza is another example of what occasionally amounts 
to Pushkin’s ludic approach to the issue of poetry in the novel.

There have been a number of fascinating interpretations of the significance of the 
swans in this digression. According to Mur'ianov, for example, their cries signify the 
sound of the poet’s musical instrument -  presumably the lyre. He believes that Pushkin 
was influenced by Slovo o polku Igoreve, a work in which he expressed much interest. 
Towards the end of his life it became the subject of detailed analysis in an unfinished 
article.2^ The anonymous author of Slovo o polku Igoreve refers to the description of 
ten falcons which are set on a flock of swans in the work of ‘Boian’ in the eleventh 
century. The first swan to be caught then sings and its song becomes the content of the 
work. The poet interprets the falcons as an allegorical expression of the ten fingers 
which pluck the strings of a musical instrument, itself symbolized by the swan. In his 
article Pushkin declared both the explanation and the allegory to be equally 
‘magnificent’ (XII, 150).^^ The image of the fingers as flying birds is interesting, 
given that in several early lyrics the poet’s fingers or hand are described ‘flying’ over 
the strings of a lyre:

HacTpoM >Ke awpy. Ho cipynaM 
JleiaM MipMBbIMM nepcT8MM,
KaK BBLUHMM 3e$kip no UBBTaM, <...>
‘K Batiushkovu’ [1814] (I, 55, 23-25)

McnOJIHBH TaMHOW TOCKOM,
MOJIHaHbBM BflOXHOBBHHblM,

JleTaex pesBow pyKOM 
Ha JlMpe 0 )KMBJieHH0 M.

‘MechtateP’ (1,94,29-32)

Lotman, on the other hand, argues more convincingly that Pushkin borrowed the 
reference to the cries of the swans from Derzhavin’s ‘Progulka v Sarskom Sele’ {sic)

‘Pesn" o polku Igoreve’ (XII, 147-52). Pushkin apparently had long discussions about Slovo o 
polku Igoreve with A.I. Turgenev during which he announced his intention to complete his study: see 
V. Sakharov, ‘Pushkin chitaet Igorevu p esn ’, Nash sovremennik, 1985, 12, pp. 148-51 (148).

See Mur'ianov, Iz simvolov i allegorii Pushkina, pp. 50-54.
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[1791] (although Derzhavin uses the less raucous ‘voice’, glas)?-^ Pushkin certainly 
has the poet on his mind since he refers to Derzhavin’s blessing of his union with the 
Muse in the following stanza. The reference to the dead poet in this part of the novel is 
significant, since Derzhavin described himself as a swan in his own poetry:

HeoÊbiHaPÎHbiM fl napeHbeM  
O t  T j ^ H H a  M M p a  o T a e ^ w c b ,

C ayiiioM fieccMepjHOK) m neHbeM,
KaK jeGeab, b BOBziyx noziHMMycb.
‘Lebed" [1804]29

In her study of the image of the swan in Akhmatova’s poem I vot odna ostalas" [c. 
1917], Anna Lisa Crone observes that the personification of the bird as a poet or as the 
transmogrified soul of a recently deceased poet has its sources in classical times -  for 
example, in the fable that the dead Orpheus’s soul becomes a swan at the end of Plato’s 
Republic.^^ Derzhavin’s ‘Lebed" is a free translation of Horace’s ode ‘Non Usitata’ in 
which he describes his metamorphosis into a swan, a common symbol in classical 
culture for the poet’s transcendence of death. However, Hart notes that Derzhavin 
departs from the original:

[Horace’s] particular handling of the metaphor did not yield an unambiguously positive 
portrait of the artist, however. [...] Horace contrasts the humble condition of mortal life 
with the eternal power and beauty of the poet’s creation. But the image of the gawky 
cygnet in Horace produces an ironic effect which, in the estimates of some critics, 
cannot be overcome by the more positive tone elsewhere: ‘Now, now the skin on my 
legs is becoming wrinkled, and above I am metamorphosed to a white bird...’.̂ ^

Hart adds that Horace did little with the concept of soaring, which assumes major 
importance in ‘ L e b e d " . ^ 2  Derzhavin appropriated the image of a resplendent swan to 
express the special status of the poet and, more specifically, of himself. Furthermore, 
other poets would refer to Derzhavin periphrastically as ‘the swan’. Batiushkov does 
this in ‘Moi penaty’ [1810-12]:

Lotman, ‘Roman A.S. Pushkina “Evgenii Onegin’” , in his Pushkin, P., 1995, pp. 391-762
(705).
^9 g.R . Derzhavin, Stikhotvoreniia, compiled by A.la. Kucherov, M., 1958, p. 226.

Crone, ‘Akhmatova and the Passing of the Swans’, p. 107. Many of my references to the use of the 
swan image in the work of other Russian poets were suggested by Crone’s article. Incidentally, the title 
of Akhmatova’s poem is possibly based on Pushkin’s ‘Odin, odin ostalsia ia’ [1822], a description of 
the isolated poet who is forced to live apart from his friends.

Pierre R. Hart, G.R. Derzhavin: A Poet’s Progress, Columbus, Ohio, 1978, pp. 88-89. See also 
Pierre R. Hart, ‘Life Against Death in Derzhavin’s Odes’, Canadian-American Slavic Studies, 5, 1971, 
1, pp. 22-34.

Hart, G.R. Derzhavin, p. 89.
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Jleeeu repoee, cjiaBbi,
BCTieZl BMXpflM M rpoMâM,
Ham Jie6ejqb BejMyaswM, 
IlTibiBemb no HefiecaM.^^

Similarly, Zhukovskii refers to Derzhavin’s ‘swan voice’ in ‘Pevets vo stane russkikh
voinov’*.34

0  c ia p e u ! a a  ycTibimMM tbom 
ÜHBCb rojioc jeÔeaMHWM; <...>35

When Pushkin first encountered this old poet at the celebrated public examination in 
1815, he himself used the image of the swan to identify the eminent guest in 
‘Vospominaniia v Tsarskom Sele’:

KaK apeBHMx j ie j  neaeu, KaK jeGeab cipaH Ejî nkiHbi, <...>
(I, 283)

However, as several commentators point out, having delivered his sop to the old man 
Pushkin subsequently removed this line from the poem when he copied it out for 
publication in the same y  e a r . 3  6  I n  the final version, the swan only appears in the vehicle 
of a simile which describes the moon in the first stanza:

H TMxaa Tiyna, KaK jeô eab  BBJMMaBWM,
JIvTlblBBT B CpefipMCTbIX oGjIBKaX.

(I, 60, 7-8)

As Vinogradov observes, the image is similar to the extract cited from Batiushkov’s 
‘Moi penaty’,37 but, significantly, it does not relate to a poet. Pushkin’s decision to 
remove the periphrastic reference to Derzhavin is symbolic. Throughout his career he 
will assert his special status by refusing to apply the image of the swan to the general 
figure of the poet and, indeed, by occasionally undermining the bird’s poetic aura. 
More specifically, with one notable exception which I will discuss in Chapter Three, 
Pushkin refuses to identify himself openly with the bird. It is possible that he based the 
passage quoted earlier from ‘Gorodok. (K ***)’, in which the poet soars towards the 
sun, on Derzhavin’s ‘Lebed ’ (according to Vatsuro, Pushkin was also influenced by

33 k.N . Batiushkov, Sochineniia, compiled by N.V. Fridman, 1955, p. 170.
34 See Gumennaia, ‘Derzhavin v kontekste “Evgeniia Onegina’” , pp. 60-61.
35 Zhukovskii, Sobranie sochinenii v chetyrekh tomakh. I, p. 163.
3^ For example, see Tomashevskii, Pushkin. Kniga pervaia (1813-1824), p. 124; Crone, ‘Akhmatova 
and the Passing of the Swans’, p. 110. In ‘Ten' Fon-vizina’, another poem which was also written in 
1815, Pushkin is less respectful towards Derzhavin, implicitly expressing his surprise that the old poet 
is still alive (I, 123, 200-10).
37 Vinogradov, Stil' Pushkina, p. 124.
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Batiushkov’s ‘Moi p e n a t y H o w e v e r ,  in that poem Pushkin decided to include no 
reference to the swan, a bird which lies at the heart of Derzhavin’s view of the poet.

In common with Derzhavin and Zhukovskii, Pushkin certainly associates Tsarskoe 
Selo with these birds. For example, the young poet describes a snow-white swan and 
his companion swimming across the lake at Tsarskoe Selo in ‘Gorodok. (K ***)’ (I, 
79, 345-53); and ‘Tsarskoe Selo’ [1823], Pushkin’s recollection of the Lyceum, ends 
with a reference to the ‘proud flock of peaceful swans’ on the lake (II, 255, 22). 
Moreover, Pushkin was himself labelled a swan in 1815 by his close friend DeLvig in 
‘Pushkinu’:

Kto, K3K jjeÊezjb ueeTymeM Absohmm,
OceHeHHbiM M MkipTOM, M JiaspaMM,
MaMCKOM HOHbw npM xope nopxaroiuMX,
B cjiaaKMx rpesax oTBMjca o t  waTepM, <...>^9

Nabokov is unrestrained in his appreciation of this poem, detecting in it, he says, ‘a 
combination of intuitive genius and actual destiny to which I can find no parallel in the 
history of world poetry’.*̂® However, the lyric ‘K DeLvigu’, to which I referred 
earlier, records Pushkin’s modest and cool response to his friend’s epistle:

CnacMÔo 3a nocTiaHbe —
Ho HTO MHB no^bsbl B TOM?
(I, 107, 18-19)

The flourish of DeLvig’s imagery (in 1830 Pushkin refers to his friend’s ‘winged style’ 
in ‘<DeLvigu>’: III, 249, 21) is met with a question which is markedly lacking in 
overtly poetic flavour. Pushkin then strips the image of the poet of glamour by 
recording the public’s cliche-driven idea of what constitutes his life and work:

nosTa oKpy>KawT 
C yJlblfîKOM OCTpflKM.
«Ax, cyzjapb! mhb CKasaJiM,
Bbl nMUJBTB CTMUJKM; 
yBMflBTb MX H6 JbSB ^M?
Bbl B HMX M306pa)Ka7IM,
KOHBHHO,pyHBMKM,
KOHBHHO, BaCMvTlBMMK,
M7Ib TMXOM BBTBPOHMK,
M POUJM, M UBBTKM . . .»
(I, 108-09, 36-45)

V.E. Vatsuro, ‘“Kniaz', napersnik Muz” v pushkinskom “Gorodke”’, RRe, 1990, 3, pp. 8-12 (8). 
A.A. Del'vig, Sochineniia, compiled and commentary by V.E. Vatsuro, L., 1986, p. 65. 
Nabokov, Eugene Onegin, III, p. 23.
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The portrayal of the poet as a swan conforms to this conventional view of poetry. A 
swan could easily have featured in the wits’ list, perhaps languishing among the 
flowers on the brook.

Evgenii Onegin thrives on subverting such poetic commonplaces. A good example 
(though perhaps excessive, which may have accounted for its removal from the final 
text) occurs in Canto Four when ‘instead of roses’ Pushkin describes the ‘melted 
manure’ in the fields in spring (VI, 360). This practice extends to other obvious 
‘poetic’ elements such as the poet’s dream {mechta) or, less obviously perhaps, the 
image of the swan. In Evgenii Onegin, the description of the swans on the lake at 
Tsarskoe Selo is prefigured in Canto Four in a way which undermines the subsequent 
recollection of this idyll. In the digression in which Pushkin describes reading the fruits 
of his dreams to his nanny at Mikhailovskoe, he goes on to describe the lake on the 
estate:

Mm (h o  3TO K poM e liiyTOK),
TOCKOM M TOMMM,
Epoflq Haa oaepoM  momm,
Jlyraro c r a a o  amkhx y ioK ;
SHRB neH bto caaaK 0 3 B y 4 H w x  cTpo(|>,
Ohm cjierahOT c èeperoB.
(Four: XXXV: 9-14)

This passage describes a period in his life which, chronologically, follows the 
description of the swans at Tsarskoe Selo in Canto Eght. The setting of the lake in both 
cantos is similar, but, in a reversal of the ‘ugly duckling’ fable, the ‘poetic’ swans have 
been replaced by ‘unpoetic’ wild ducks. Moreover, the birds fly away -  not as a 
metaphor for winged inspiration, but because they are literally repulsed by the sounds 
of Pushkin’s poetry. They and the poet are not only clearly distinguished but stand in 
opposition to each other. The birds’ respite may be short-lived: in a stanza which 
appeared in the separate edition of Cantos Four and Five, whilst Pushkin is still looking 
for the ducks in the sky, a hunter concealed in the wood ‘curses poetry’ (since it has 
frightened off the birds) and carefully releases the catch of his gun (VI, 648).4i

Nabokov compares the final version of this scene with a passage from ‘Moemu aristarkhu’: 
Nabokov, Eugene Onegin, II, p. 455. This was written in 1815 when Pushkin was still a student at the 
Lyceum. In it he describes various settings where he composes poetry, including the grove next to the 
lake;

Bpo)Ky 71b Han tmxmmm BonawM 
B n y ô p a B e  reM H oP i m r J iy x o M ,
3anyMaK)Cb — B3Maxny pyKawM,
H a  pn$Max Bflpyr saroBopm 
M HMKoro y)K He Mopio 
MOMMM peSBbIMM CTMXaMM...
(I, 117, 55-60)
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Pushkin therefore mocks the traditional relationship between the poet and birds in 
this scene. However, what he also does is introduce a flock of ducks, birds which are 
not traditionally associated with poetry, into poetry (even though they subsequently fly 
off). This balance between mockery of the poet-bird relationship and the wish to 
challenge the accepted wisdom of what constitutes a poetic subject occurs elsewhere in 
Canto Four. Pushkin appears to rework, with a certain degree of mischief, the dramatic 
simile of the cranes which head south for winter in Tsygany:

TaK MHoraa nepea 3mmok>, 
lyMaHHOM, yjpeHHeM nopow, 
Koraa noateMTieTcq c noTiePi 
CraHMua noBflHMX jwypaBjeM 
M c KpMKOM eaajb  Ha tor HeceTca, 
IIpOHSeHHblM DlGeJIbHblM CBMHUOM 
OflMM nenaJibHO ociaeTcq, 
IIOBMCHyB paHBHblM KpbMOM.
(IV, 202, 528-35)

The description of one of the cranes being shot out of the sky relates to the gypsies’ 
decision to ostracize Aleko for the double murder of Zemfira and her lover."^  ̂There is 
an echo of this scene in Canto Four when Pushkin describes a flock of geese which 
also head south as winter approaches:

y>K H e 6 o  OCBHbtO flblUJaJlO, 
y>K pe>Ke coTiHbiLUKO fijiMcraTio, 
Kopone ciaHOBHJicfl aeHb, 
JleC O B  TaMHCTBeHHafl ce H b  
C neHajbHWM luyMOM o6Ha>Kajiacb, 

Ha noTiq lyMan, 
TyceM KpMKJMBwx KapaBan 
IflHyjicq K toiy: npki6,?iM)Kajiacb 
2IoBOJibHO CKynnaq nopaj 
CToqji HoaGpb y>K y aBopa.
(Four: XL: 5-14)

If we compare the two passages, there is an obvious parallel in the basic description of 
the birds migrating in autumn, but there are also significant stylistic differences. The 
second passage is devoid of the sombre, serious tone of the first. When the simile 
occurs in Tsygany Pushkin has all but removed himself from the scene: his presence is 
barely felt. In Canto Four, by contrast, he appears actually to see the birds -  the

When Pushkin suddenly throws up his arms, this is evocative of a startled bird, and may anticipate the 
actual reaction of the startled swans who would be floating on the lake’s surface.

There is a possible reminiscence of the injured bird in this simile in the description of the ‘injured’ 
vehicle in GrafNulin, composed in 1825;

OnacHo paueHbiM, nenajibHbili 
KoM-K3K TaiUMTCfl BKMHaX.
(IV, 6, 106-07).
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comment about the ‘rather boring period’ is his (and, incidentally, contradicts his 
subsequent expressions of affection for autumn, his favourite season, in poems like 
‘Osen". (Otryvok)’). In keeping with the theme of metamorphosis which is an 
important aspect of Tsygany, the flock of elegant cranes there has become a ‘caravan of 
honking geese’. In other words, an obviously ‘poetic’ image has become a gaggle of 
‘unpoetic’ birds. The single cry of the cranes gives way to loud, raucous honking 
(which is reflected in the hard consonants of the Russian: ‘KapasaH iqDkiKTiMBbix 
rycePi’). Moreover, in another type of transformation, the geese do not occur within a 
simile but actually appear in the sky.

Several stanzas later, we encounter the abandoned ‘Aleko’ figure in the description 
of a lone red-footed goose which remains in wintry Russia:

Ha KpacHbix aanKax lycb 
3aflyMaB njibub no \7ioHy Bojg, 
CiynaeT 6epe>KHO Ha aea, 
CkOJibSMT M naflaei; BecejibiM 
MeTibKaeT, BbBTca nepBbiM cner, 
SBBSflaMM naflafl na 6per.
(Four: XLII: 9-14)

The unexpected caesura in line twelve conveys a sense of the confused goose’s sudden 
fall onto the ice. This comic scene again appears to contrast with Tsygany in which the 
corresponding description of Aleko’s abandonment in the steppe raises profound issues 
concerning freedom and Fate. Pushkin wrote the second half of Canto Four, including 
these stanzas, in 1825 (VI, 660), approximately one year after completing Tsygany (he 
wrote an extra scene in January 1825, but this was not included in the final text: see IV, 
472). In stanza XL he refers to the Northern summer as the caricature of the Southern 
winter (Four: XL: 1-2). The Northern geese in Evgenii Onegin caricature their poetic 
Southern cousins in Tsygany. In another example of the complex network of references 
which Pushkin constructs in and between his works, the inclusion of the foolishly 
sliding goose appears deliberately to stand in opposition to the subsequent ‘poetic’ 
image of the swan in Canto Eight."^^

In Canto Four Pushkin uses the goose, and indeed the duck, to challenge the 
established view of what is and is not ‘poetic’. He also does this in other ways, and 
using different images, but the image of a bird has a particular resonance given that it is 
so closely identified with the poet. (It is ironic, therefore, that Zaretskii, the man who 
keeps alive the animosity between Onegin and Lenskii, and who ultimately plays a vital 
role in the death of the ‘poet’, rears both of these new symbols of poetry: Six: VII: 13.) 
An important related issue, which I discuss in Chapter Three, is that the bird is 
traditionally linked with the freedom of the poet. In this context, the description of the

43 See V.N. Turbin, Poetika romana A.S. Pushkina “Evgenii Onegin", M., 1996, p. 26.
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single, abandoned goose can be interpreted as an analogy for Pushkin’s isolated 
existence in exile. The goose was, after all, the emblem of the Arzamas, the poets’ club 
of which Pushkin was a member in St Pe ter sburgNabokov calls the Arzamas the 
‘goose-dinner club’, and observes that ‘an echo of these dinners, the skeleton of the 
goose and the remains of its crimson coif, will be found in Tatiana’s dream’ (Five: 
XVII: In fact, it is in the dream that Pushkin delivers the punch line to his witty
and, possibly, serious joke by setting the goose next to his fellow reveller, and poetic 
alter ego, the crane (Five: XVI: 14).

Approximately ten years before starting Canto Four, in one of his earliest lyric 
poems, ‘Kniaziu A.M. Gorchakovu’ [1814], Pushkin told one of his companions at the 
Lyceum that he would not change his ‘goose pen’ into a lyre:

Ho, q, JiH)6e3HbiM TopyaKOB,
He npocbinarocb c  neiyxaM M ,
M HanblUjeHHblMM CTMXaMM,
HaSopOM rp0M03ByHHblX C710B, 
a  neTb nycToro He yMero 
BblCOKO, TOHKO M XMTpO,
M B awpy npeBpamaTb He cMew 
Moe — rycMHoe nepo!
(I, 39, 5-12)

There is an apparent element of diffidence in the use of ‘dare’ -  he does not dare change 
his goose pen into a lyre -  but this contrasts with the exclamation in the final line which 
expresses a sense of defiance. The verb ‘dare’ is an early example of Pushkin’s 
deliberately ambiguous phrasing. It could mean that he cannot allow himself to follow 
the well-established norms of poetic expression. As in Evgenii Onegin, he uses the 
unpoetic goose (or a single feather from it) to delineate a distance between himself and 
other poets, especially Derzhavin. The link between the goose and the notion of 
transformation recalls the old poet’s famous description of himself in ‘Lebed ; or 
rather, responds to it, because Pushkin explicitly refuses to soar in Derzhavin’s wake:

Her, HBT, 71Hï6e3HblM KHfl3b, H6 ofly  
Te6e naMepen nocBRTMTb;
TTO npMÔbMM COBaTbCa B BOfly,
CnanaTia ne cnpocMBiuMCb 6poay,
M B c a e a  ^ep>KaBMHy napw Tb?
ITMUJy CBOMM CKTiaaOM HblHB 
KOM-KBK CTMXM Ha MMBHMHbl.
(I, 39, 13-19)46

44 See Gasparov, ‘Literary Apocalypse: Eschatological Motifs in the Literary and Linguistic Polemic 
of 1815-1818’, p. 23.
45 Nabokov, Eugene Onegin, II, p. 501.
46 In 1826 Pushkin and lazykov composed ‘Nravouchitel'nye chetverostishiia’, a parody of Dmitriev’s 
‘ Apologi’. In one of the quatrains, ‘Lebed' i gus ’, the goose tries to humiliate the swan by daubing on 
its back, at which the swan, with massive dignity, merely washes off the stain (III, 482). The parodie
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The metaphors appear to be mixed: what is the point, he asks, of not looking before he 
leaps into the water, only to soar after Derzhavin? However, he could, of course, have 
the swan in mind: what is the point, he asks, of being a swan or another Derzhavin?^^ 
In the same year Pushkin used similar language in an epistle to Batiushkov, whom he 
had just met for the first time. The older poet had advised Pushkin to introduce a 
stronger military theme in his poetry. This was his response:

M, c  flepsocTHbiM  MkapoM  
C rpatuacb aeT aT b He aap oM ,
B p e a y  cbomm  n y jeM ;

‘Batiushkovu’ (I, 87, 29-32)

These lines restate the basic manifesto for independence which was issued to 
Gorchakov. However, in a deliberately ironic twist which Pushkin highlights by the 
use of italics, the last line is not original to Pushkin, but lifted from Zhukovskii’s poem 
‘K Batiushkovu’ [1812] (itself a reply to Batiushkov’s ‘Moi penaty’, addressed to both 
Zhukovskii and Viazemskii)."^^ The ‘joke’ is revealing, since it shows that although 
Pushkin was eager to establish his own credentials as an independent-minded poet, he 
also saw himself as part of a community of poets and, as such, felt able to filch their 
work.

The most powerful expression of Pushkin’s sense of membership of this circle of 
like-minded poets occurs in ‘K Zhukovskomu’ [1816], addressed to Zhukovskii in his 
capacity as the secretary of the Arzamas. What unites the members of this coterie is the 
general motif of flying (as opposed to the specific image of a bird). The young poet’s 
burgeoning career is described as a daring, dangerous flight. Although it is determined 
by Fate, Pushkin fears an ignominious ‘fall’:

O nacH ow  ip on oM  c  Haae)KflOM n o a e T e a ,
M ne )Kpe6nM Bbihy,?i m jw p a  mom y a e j i .
C ip a m y c b , neonbiTHbiM, G ecca a B H o ro  n a a eH b a ,
Ho nbiJiKoro CMMpMTb He B CMJ^x q BTJeneHbfl, <...>
(I, 151, 3-6)

tone and the content of the poem are consistent with Pushkin’s fondness for stripping the swan of its 
poetic aura. Furthermore, given the close association between Derzhavin and the swan, the poem can be 
interpreted as a description of the sometimes disrespectful treatment which Derzhavin received in the 
poetry of Pushkin and other young poets.

If this interpretation is correct, Pushkin makes a rare, albeit obscure, reference to the swan in flight. 
The bird is almost always water-bound in Pushkin. A beautiful flying swan occurs in 1831 in ‘Skazka 
o tsare Saltane, o syne ego slavnom i moguchem bogatyre kniaze Gvidone Saltanoviche i o prekrasnoi 
tsarevne Lebedi’ [1831] (hereafter, ‘Skazka o tsare Saltane’) (III, 511, 191). The only other reference to 
its ability to fly occurs in the unfinished lyric ‘Chto beleetsia na gore zelenoi’ [1833], a translation of a 
traditional Serb ballad (III, 377,4).

See the commentary of D.D. Blagoi and T.G. Tsiavlovskaia, in Pushkin, Sobranie sochinenii v 
desiati tomakh, I (hereafter. The Commentary of Blagoi and Tsiavlovskaia), p. 691.
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Pushkin therefore addresses those immortal poets, such as Zhukovskii, who inspire 
him. He openly asks for their guidance as he flies into the unknown in his courageous 
‘dream’ (the strands of the dream/flying branches of imagery therefore once again 
merge). During this flight he senses that their ‘Genius’ hovers above him, 
accompanying him towards his goal:

iBOpUbl fieCCMepTHbie, nmOMUbl BflOXHOBeHbfl!....
Bbl uejlb MHB K3>KeTe B TyMBHaX OTgaJieHba,
J ten y  k ' OTBa mbmtom .
M, MHMTCA, reHMM Bauj npoMHajicfl Haao mhom!
(I, 151, 25-28)

In contrast to these soaring figures the members of the Arzamas’s rival literary society, 
Beseda liubitelei russkogo iazyka, are portrayed as sedentary figures, who use their 
poetry and prose as seats (I, 151, 39). Moreover, they become the targets of the 
Arzamas’s flying attacks. Pushkin urges his fellow poets, the ‘priests of Parnassus’, to 
‘fly’ at their enemies, to cut them down with their blood-stained verses (I, 153, 107- 
08).49

It is characteristic of Pushkin that the image of the poet’s flight subsequently recurs 
in his work but with a quite different meaning. His first narrative poem, Ruslan i 
Liudmila, is a testament to the influence of his peers but, as Bondi puts it, he ‘went 
further than them’.̂ ® He describes Pushkin’s work as an answer to Zhukovskii’s 
Vadim [1817], the second part of a large narrative poem, Dvenadtsat' spiashchikh dev 
[1811-1817]; however, in contrast to Zhukovskii’s high brow, ‘incorporeal’ language 
and imagery, Ruslan i Liudmila contains elements of light-hearted, mischievous erotica. 
In the opening passage of Song Four, Pushkin acknowledges his debt to Zhukovskii, 
and also playfully apologizes for parodying his work:

IlpocTM MH6, ceBepHbiM Op<̂ >eM,
TiTO B noBecTM MoeM 3a6aBHOM
T en ep b  B o c ^ e a  i e 6 e  a e n y  
M JiMpy Mysbi CBoenpaBHOM 
Bo 7i)KM npejiecTHOM o 6 j \ m y .
(IV, 50, 23-27)

49 Pushkin will find the motif of flying useful in a variety of ways in future poems in order to attack 
non-poets. In ‘Sovet’ [1825], for example, the critics are ‘more stupid than even mosquitoes’, and fly 
around the poet in a ‘journalistic swarm’; Pushkin’s advice is to swat them with a skilful epigram (II, 
341. 8). A similar image occurs in the draft of Canto Four of Evgenii Onegin when Pushkin describes 
the habit some people have of swatting ‘journalistic flies’ (VI, 370). In ‘Prozaik i poet’ [1825] the 
epigram itself becomes winged: the poet claims to be able to take any thought, sharpen and feather it 
with a rhyme and fire it at his enemy (II, 391, 1-8).
^9 The commentary of S.M. Bondi, in Pushkin, Sobranie sochinenii v desiati tomakh. III (hereafter. 
The Commentary of Bondi), p. 444.
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Pushkin has separated (but not divorced) himself from the benign guardian genius 
which shadowed his flight in ‘K Zhukovskomu’. He refused to fly in an eminent peer’s 
wake in ‘Kniaziu A.M. Gorchakovu’, although there the reference was to Derzhavin. 
Now Pushkin does fly, but in order to signify the parodie treatment of another poet’s 
work. Following the completion of Ruslan i Liudmila, Zhukovskii famously gave 
Pushkin his portrait with the note: ‘To the conquering pupil from the defeated 
teacher’.  ̂1 Several years later, Pushkin referred to his ‘unforgivable’ treatment of the 
older man (XI, 145).

Although it is now possible to state that the motif of flying is a significant component 
of Pushkin’s presentation of himself, in none of the works studied so far has he 
explicitly applied the image of a bird to himself qua poet (as opposed, say, to a soldier, 
or lover). He may have identified himself with the sprawling goose in Canto Four of 
Evgenii Onegin, but this relationship, such as it exists, is concealed by the device of 
allegory. In fact, Pushkin applies the image of the bird to himself in three ways. On a 
number of occasions the bird represents the poet in a political context. In ‘Uznik’
[1822], for example, Pushkin draws a parallel between himself and a young eagle in 
chains. I will discuss this and other related poems in Chapter Three. In two lyric 
poems, the conventional image of a trapped bird also describes a sense of being 
captivated by love: in ‘K Natashe’ [1814], which is probably addressed to a maid 
amongst the royal retinue at Tsarskoe Selo, he likens himself to a caged siskin {chizhik) 
(1,45, 22); and in ‘Kakov ia prezhde byl, takov i nyne ia’ [1828] he uses the image of 
a young hawk which has been caught in traps set by Venus (III, 143, 5-9).

However, Pushkin waited until 1825 to apply the image of a bird to himself in the 
context of inspiration in his poetry. In a light-hearted poem included in a letter to 
Viazemskii, written on 7 November 1825, Pushkin portrays himself as an eagle. His 
bird does not soar, nor is it used to describe the onset of inspiration. Pushkin sits ‘like 
an eagle’ -  an unexpected simile -  because he is uninspired:

 ̂̂  The Commentary of Bondi, p. 434.
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B rjiLuyn, MSMynacb >Kki3HbKJ h o c th o m , 
lÆîHeMorafl >kmbotom,
H He napho — cwmy opaoM  
H 6ojieH  npasflHocTbKJ h o h o ch o m .

EyMam 6epery sanac,
H aiyry BZjoxHoeeHbfl HymawM,
Xomy A peaKo Ha ITapnac 
M TOTlbKO 3a ÔO^bUjOH) Hy)KaOM.

Ho TBOM aaieMTIMBblM HaB03 
JTpHflTHO MHe laeKOTMT HOC:
XBOcTOBa OH HanoMMHaeT,
Oma 3y6acTbix rojiyfien, 
M ayx  MOM cHOBa no3biBaer 
Ko McnpasKHeHbH) npe>KHMx aneM. 
(XIII, 239)

In the final stanza Pushkin reproduces the scatological imagery used by Viazemskii in 
his own letter to Pushkin the previous month (XIII, 2 3 8 ) .^ 2  As in ‘Ten" Fon-vizina’, 
Khvostov once again becomes the target of mockery. ‘The father of sharp-toothed 
doves’ is a reference to his work ‘Pritcha “dva golubia’” , in which a trapped dove bites 
through a net with its ‘t e e t h T h e  fact that Pushkin’s poem was included in a letter 
obviously distinguishes it from poems which he intended to publish. However, in the 
same way that his uncensored letters sometimes display emotions or attitudes which he 
is forced to qualify in the censored material, this unguarded poem is indicative of his 
true regard for the image of the poet as a soaring eagle.

Pushkin therefore uses the ‘poetic’ image of the eagle to denote the absence of 
inspiration. As we have seen, he treats a number of conventional images in this 
subversive way. However, the eagle is of particular interest because in 1826, and again 
in 1827, Pushkin employs it in two of the most famous and powerful descriptions of 
inspiration in his work. In the first of these, ‘Prorok’, a seraph touches his pupils, 
whereupon he is filled with the inspiration of Isaiah’s prophet. At the point of contact 
with the seraph, Pushkin likens himself to a frightened young eagle:

IlepCTaMM JierKMMM K3K c o h  
MOMX 3BHMU KOCHy^ncq o h .
0TB ep3JiM C b s e \m e  3eHMUbi,
Kax y  McnyraHHOM opjiMuw. 
Momx yinefî KocnyTicfl oh, —
M MX nanojiHMTi ujyM m 3 b o h ; <...>
(Ill, 30, 5-10)

Cooke examines what he calls Pushkin’s ‘organic’, ‘anal’ and erotic imagery in this and other 
poems in Leighton Brett Cooke, ‘Pu§kin and the pleasure of the text: Anal and erotic images of 
creativity’, in Russian Literature and Psychoanalysis, ed. Daniel Rancour-Laferrière, Linguistic and 
Literary Studies in Eastern Europe, 31, Amsterdam and Miiladelphia, 1989, pp. 193-222.

See the commentary of T.G. Tsiavlovskaia, in Pushkin, Sobranie sochinenii v desiati tomakh, II 
(hereafter. The Commentary of Tsiavlovskaia), p. 617.
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Bayley says that this poem pours out its apprehenesion of power ‘like a stream of 
m o l t e n  l a v a ’ but what image does Pushkin use to describe the poet being hit by the 
force of inspiration? The only sign that the poet is inspired is that his prophetic pupils 
dilate like those of a frightened eaglet. The seraph’s touch acts like a defibrillator on the 
poet, but the massive jolt of energy is almost fully absorbed within him. Apprehension 
of power, in its initial stage, practically immobilizes him, thereby allowing the seraph 
subsequently to assault his body. The image of the sedentary eagle in the verse 
enclosed in the letter to Viazemskii symbolized in an unserious, flippant way the poet’s 
sense of creative sterility. In ‘Prorok’, at least at the onset of inspiration, Pushkin 
makes this ‘unpoetic’, stationary bird dramatically poetic and places it at the very heart 
of the creative process.

In the Introduction I noted Bayley’s contention that Pushkin’s lyric poems require no 
further elucidation of meaning outside themselves. He makes this observation with 
specific reference to ‘Prorok’. It is not, he says, an allegorical poem, nor is its meaning 
dependent on a generalized symbolic structure.^^ Whilst acknowledging the force of 
this argument, one can, however, draw attention to the obvious similarity between this 
extract from ‘Prorok’ and part of ‘Poet’ (which, curiously, Bayley does not mention in 
his study):

Ho T lM U J b  6o)KeCTBeHHblM FTiaroji 
a o  c a y x a  HyTKoro KocneTCR, 
iHyiiia n osT a  BcipeneHeTCR, 
KaK npofiyziMBiiJMMCR ope^i.
Poet’ (III, 65, 9-12)

The basic notion of what happens to the poet when he becomes inspired is described 
using similar language in both poems. The delicate touch of non-mortal provenance 
rouses the poet from his indolence. In each poem the suddenly inspired poet is likened 
to an eagle, but one which does not explicitly ‘soar’. In ‘Prorok’ the poet as eagle is 
initially motionless, and will subsequently get up, while in Poet’ the poet will run (III, 
65, 17), but in neither case does he ‘fly’.

Echoes of a particular assortment of words or even whole phrases can be heard 
throughout Pushkin’s poetry, but they do not necessarily establish an intentional 
intertextual link. When the seraph touches the poet ‘like sleep’, the simile conveys the 
delicacy of touch, and thereby makes the subsequent violence which is perpetuated 
against the poet so unexpected.^^ ‘Kakaia noch/I Moroz treskuchii’ [1827] uses a

Bayley, Pushkin, p. 145.
Bayley, Pushkin, pp. 144-45.
Gasparov observes that the description of the seraph touching the poet’s pupils in ‘Prorok’ is 

suggestive of the playing of a lyre: Gasparov, ‘Encounter of Two Poets in the Desert’, p. 136. He does
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similar assortment of words but to quite different effect. Death is said to touch the 
condemned men at an execution ‘like sleep’:

Ho CMepTb KOCHyJiaCb K hum, K3K COH,
Cb o w  floÊ b N y 3axBaTM7ia.
(Ill, 61, 27-28)

When son denotes death it becomes ponderous, semantically distanced from the 
seraph’s exquisite contact. By the same token, the terrified eagle in ‘Prorok’ is a very 
different creature from the poet-eagle in ‘Poet’ who is roused from ‘cold sleep’ (III, 65, 
6). This later poet is not frightened but ‘proud’, far removed from the people and their 
idols (III, 65, 13-16).

This representation of the poet has more in common with what is known as Ezerskii, 
which Pushkin started in 1832. In this work the poet is likened to a flying eagle. The 
‘fool’, the main representative of the mob, objects to the direction which the eagle has 
chosen; but the bird does not even hear since he is being drawn by his ‘gilded dreams’:

Tjiyneu kpmhmt;
sjTSCb. Ho tn  He CÆiiukiujb.

Knemb, Kyaa refiq BJieKyj 
MeHTbi 3JiaTbie; TawHbiM rpya 
Te6e narpaaa; m, Tbi flbiiuMUJb,
A njioa ero 6pocaeiub Tbi 
To,7ine, pa6biHe cyerbi.
(V, 103, 190-96)

It is very likely that Pushkin intended to reproduce this part of the poem in the Italian’s 
inspired improvisation in ‘Egipetskie nochi’ [1835] (VIII, 269), a work which I will 
discuss in Chapter Five. Pushkin could have borrowed the image of the eagle from a 
number of sources ranging from the Old Testament to Russian folklore, and it also 
occurs in other poetry of the time.^^

Gorodetskii traces the image of the soaring eagle in Pushkin’s work to Derzhavin, 
for whom, he says, it was another favourite symbol of poetic inspiration.^^ However, 
the image of the eagle in Derzhavin usually represents Russia or the military (for 
example, in ‘Zazdravnyi oreT [1791-1801]). Moreover, as IKichev observes, 
Pushkin’s eagle does not ‘soar’ but lands on a black stump:^^

not substantiate this comment, but he may have had in mind the early poems ‘MechtateF’ and ‘K 
Batiushkovu’, in which, as we have seen, the description of the fingers of the poet’s hand ‘flying’ over 
the strings of his lyre convey a similar lightness of touch.

The flight and subsequent fall of a young eagle convey the Romantic notion of spent idealism and 
youth in ‘Sila dukha’ [1825] by Shevyrev; and in 1833, when Pushkin was composing Ezerskii, 
Khomiakov also used the image of an eagle to describe the polarization between the poet and mob in 
‘Zhavoronok, orel i poet’: Il'ichev, ‘“2[achem krutitsia vetr v ovrage...’” , pp. 146-50.

V.P. Gorodetskii, Lirika Pushkina, M.-L., 1962, p. 45. 
irichev, “‘Zachem krutitsia vetr v ovrage...’” , p. 149.
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SaneM o t  rop m mmmo 6aiueH 
JleTMT o p e^ , T a m e j m CTpaueH, 
Ha MepHbiM neHb? CnpocM ero. 
(V, 102, 173-75)

The adjective ‘heavy’ is incompatible with the image of an effortlessly soaring bird; it 
lays the emphasis on the eagle’s formidable appearance and symbolic gravitas, as 
opposed to its ability to soar. In a planned introduction to Cantos Eight and Nine of 
Evgenii Onegin, Pushkin responded to criticism of the banal subject-matter of Canto 
Seven by remarking that ‘the most insignificant subject can be chosen by the poet’ (VI, 
540). The description of the startled ducks, as opposed to Derzhavin’s elegant swan, 
can be seen as an exercise of that choice. The juxtaposition of the eagle with the 
‘unpoetic’ black stump also exemplifies Pushkin’s concept of poetic freedom.

In his famous lyric ‘Lebed"’, which was written between 1831 and 1839 (and 
published in 1839), Tiutchev refers to the debate between the relative virtues of 
associating the eagle or the swan with the poet:

IlycKaM opeji 3a oGaaKaMM 
BcTpenaeT mojihmm nojiei 
H HenOflBM)KHblMM OHaMM 
B cefîfl BHMBaeT coTiHua cbbt...

Ho HBT 3aBMZjHee yzjBTia,
0 ^eGeab HMCTbIM, tbobfo —
M 4MCTOM, KaK Tbi caM, onej\o 
Te6fl CTMXMBH ôomecTBo.

OHa, flBOMHOH) 6e3flHOM,
TIejieeT tbom BcespqwMM coh—
M nOTlHOM CTiaBOM TBepflM 3Be3flHOH 
Tbi oTOBCHJfly OKpy>KeH.̂ o

Crone notes that Tiutchev chooses the role of the swan-poet, occupying the 
intermediate position of lake’s surface (between the ‘double abyss’), over the soaring 
eagle-poet.^1 Tynianov observes that in the poem the swan ‘wins’ in the struggle 
between the two birds. He adds that the opposition between the eagle and swan in 
Tiutchev and the work of a number of other Russian poets can be traced to European 
poetry. For example, Rotchev’s ‘Garmoniia zhizni’ [1827], which describes a 
conversation between a swan and an eagle, is an imitation of Schlegel.^2 Pushkin 
makes no mention of Rotchev in his work, but he may have read his poem which was 
printed in Sevemaialira in 1827. The only reference to Tiutchev occurs in a review of

F.I. Tiutchev, Polnoe sobranie stikkotvorenii, ed. Georgii Chulkov, 2 vols, M., 1994 ,1, p. 262.
Crone, ‘Akhmatova and the Passing of the Swans’, p. 95.
lu.N. Tynianov, Arkhaisty i novatory, Ann Arbor, Michigan, 1985, pp. 363-64.



54

the almanac Dennitsa in 1830 (where he referred to him as a poet of the ‘German 
school’: XI, 105). This is surprising given that Pushkin knew and respected him well 
enough to print a series of his poems in Sovremennik in 1836.^^

In Pushkin the eagle, and not the swan, appears to ‘win’. It does so in a number of 
ways which establish links between this and future chapters. Firstly, the eagle and its 
double-headed (or, to adopt Nabokov’s expression, ‘bicephalous’)̂ *̂  version are, of 
course, well-established symbols of Empire. Peter the Great used to force subjects who 
had in some way displeased him to drink a heady brew from the ‘ great eagle cup’ 
{kubok bol 'shogo orla) and then watch in amusement as the transgressor, instantly 
intoxicated, staggered away. Korsakov has to drain this cup in ‘Arap Petra Velikogo’ 
(VIII, 17-18).^^ This practice reinforced (one might add, in a very Russian fashion) the 
association between the image of the eagle and tsarist authority. The fact that Pushkin 
likens himself to an eagle in a number of poems suggests, at least prima facie, that there 
is a political dimension to these representations of the poet. In ‘Prorok’, for example, 
he compares the poet to an ‘eaglet’, orlitsa. The suffix signifies, perhaps, that he is a 
subject of the Tsar.^^ However, the poem shows that the poet’s inspiration and power 
ultimately derive from God Himself. In this context, the tsar’s sanction of the 
legitimacy of the poet is simply irrelevant. Secondly, in ‘Prorok’, ‘Poet’ and Ezerskii, 
Pushkin chooses to describe the power and freedom of the poet by using the image of a 
bird which no longer flies. The idea of a non-flying bird is of particular significance in 
the portrayal of a number of important male characters, such as Aleko, Lenskii and 
Onegin. However, in contrast to Pushkin, the absence of flight symbolizes men who 
are neither free nor possessed of any power.

I would like to end this chapter by referring once again to Gershenzon’s analysis of 
the role of the dream in Pushkin’s poetry. He concluded his essay by citing part of 
O sen\ (Otryvok)’ as the clearest illustration of the poet’s sense of liberation. 

However, by 1833, when this poem was composed, the famous stanza in which 
Pushkin withdraws from the world was no longer typical of his descriptions of the 
poet. Earlier I drew an approximate ‘line’ in Pushkin’s poetry in 1824, dividing this

Another possible reference to Tiutchev occurs in the draft of ‘Sobranie nasekomykh’ [1829] where 
‘T —v ’ is called a ‘black ant’ (III, 801). For a detailed analysis of Pushkin’s relationship with Tiutchev, 
see Tynianov, Arkhaisty i novatory, pp. 330-66.

Nabokov, Eugene Onegin, III, p. 320.
Hughes discusses this cup in Lindsey Hughes, Russia in the Age o f Peter the Great, New Haven and 

London, 1998, pp. 254, 265, 267 and 520 (note 154). This cup features in a famous portrait of Peter 
by Valentin Serov.

The possible political connotations of the poem have been well documented. Tsiavlovskaia, for 
example, cites Pogodin’s observation that PushMn wrote ‘Prorok’ en route to his fateful audience with 
Nicholas in Moscow in 1826: The Commentary of Tsiavlovskaia, p. 559. Briusov reproduces apparent 
variants of the work (which do not feature in the Jubilee edition) which explicitly refer to this 
summons: V.Ia. Briusov, ‘Pushkin’s “The Prophet”: An Analysis of the Poem’, translated by Martin 
P. Rice, RLT, 23, 1990, pp. 177-93 (179). Arinshtein discusses the political context of the poem in 
his recent biography of Pushkin: L.M. Arinshtein, Pushkin. Neprichesannaia biograjiia, M., 1998, pp. 
158-59.
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body of work into two halves. In the second half of his poetry Pushkin rarely includes 
sustained descriptions of the poetic process: ‘Prorok’, ‘Poet’ and ‘Osen\ (Otryvok)’ 
are exceptional. There are, of course, other high-profile descriptions of the poet during 
this period, such as ‘Poet i tolpa’, ‘Poetu’ and ‘Ekho’ [1831]. But these lyrics 
predominantly describe the reception of the poet rather than inspiration itself. A 
consequence of this is that the poet’s dream occurs less frequently during this period. 
Of the six poems referred to in this paragraph, only ‘Osen\ (Otryvok)’ describes this 
sort of dream (mechta). Although Pushkin does not stop using words which denote a 
dream in a figurative sense in the second half of his career, they are increasingly 
employed in a number of different ways. Among these, the role of the dream, and 
indeed the motif of flying, become increasingly important in the context of memory, the 
subject of the next chapter.
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Chapter Two

The Role of Dreams and Flying in Pushkin’s 
Resolution of the Problem of Memory and Death

O T ^erO  T3K CM Jib  HO GO MHe )KeJiaHMe BHOBb 
n o c e iM T b  M e c r a ,  o c T a B J ie n n b ie  m h o h j  c  
T3KMM paBHOflyUJM eM ? MJIM BOCnOMMHaHMG 
caM am  CMJibHan c n o c o G n o c T b  ayujM  naiiieM , m 
MM O M apoB ano B c ë , h t o  nozjB JiacxH O  eM y? 
Pushkin, ‘Otryvok iz pis'ma k D .’ [1824] (VIII, 
439)

In the epilogue of Kavkazskii plennik Pushkin’s Muse, the ‘friend of light Dream’, 
flies to Asia, where she often appears to the poet wearing the costume of the local 
tribes. Having established her idiosyncratic credentials, Pushkin then describes another 
aspect of her role in the following quatrain:

EorMHA neceH m paccxasa, 
BocnoMMHaHkifl n o jiH a , 
BblTb MO)KeT, HOBTOpMT OHa 
JIpezjaH bfl rposHoro Kasxasa; <...>
(IV, 113, 17-20)

The Muse is not just the source of Pushkin’s inspiration but is, at least on this 
occasion, the repository of memory. In this epilogue Pushkin therefore draws on the 
archetypal link between memory and poetic inspiration. In classical mythology this is 
symbolized by the relationship between the Muses and their mother Mnemosyne, the 
Goddess of memory. Pushkin refers to this relationship in ‘Rifma -  zvuchnaia 
podruga’ [1828] and ‘Rifma’ [1830] when he recalls that winged Rhyme was 
Mnemosyne’s daughter. We saw at the start of Chapter One that, according to 
Gershenzon, the link between memory and inspiration in Pushkin’s work is reflected in 
the shared use of the imagery of dreams. Just as a dreamer recalls the past, the poet 
withdraws into an inspiring dream (with the significant distinction that only the poet 
becomes completely liberated). In this chapter 1 will show that the motif of flying plays 
as important a role in Pushkin’s treatment of memory as it does in inspiration.
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The motif of flying can be observed in some of the extracts from Pushkin’s work 
which Gershenzon cites in his essay.^ For example, in Domik v Kolomne Pushkin 
says that he loves to ‘fly’ to Kolomna in his reverie:

H MMBy
Tenepb He T aw , h o  B ep n o m  MeHToro 
JIWËTIH) TieTBTb, sacHyBUJM H aoB y ,
B Ko^oMHy, K IToKpoBy — mb BOCKpeceHbe 
TaM cjiyujaTb pyccKoe 6orocjiy>KeHbe.
(V, 88, 156-60)

In his analysis of the various methods used by Pushkin to describe acts of 
remembrance, Gofman focuses briefly on the role of the ‘winged’ or ‘flying’ dreams 
{krylatye or letuchie mechty). He observes that these expressions occur almost 
exclusively in the lyric poems composed at the Lyceum.^ However, the two individual 
strands of the dream/flying nexus often recur, either together or separately, in 
Pushkin’s subsequent descriptions of memory. Furthermore, one of the most 
significant occasions on which these two motifs come together is when Pushkin 
describes the image of the shade. It is a winged apparition of a deceased person who is 
said to appear to him in his waking dream. Pushkin only applies this figurative nexus to 
the description of the shade after a long and painful examination of the problem of 
death. His greatest fear is that memory and inspiration, symbolized by the motifs of 
dreaming and flying, will be extinguished by death. When he eventually uses this 
nexus to describe the appearance of the shade, he establishes a massive, unbridgeable 
gap between himself and his characters. For them the presence of a shade is a source of 
anxiety and despair; but for Pushkin it results in a sense of spiritual renewal and even 
immortality. The reproduction of the dream/flying nexus in the context of death 
symbolizes Pushkin’s belief that death will not strip him of inspiration and memory.

During his years at the Lyceum Pushkin learnt to write ‘heroic poems, anacreontics, 
witty sensual verses, epigrams and poems of friendship’.̂  Although he had not yet 
fully embraced the elegiac lyric, he also managed to employ an elegiac ‘tone’ in some of 
his early poetry. This was achieved primarily by contemplating the irrecoverable past. 
In ‘K bar. M.A. Del vig’ [I8I5], for example, he informs DeLvig’s eight-year-old 
sister that ‘one cannot restore what has been’, and that he is ‘already old’ (I, 115, 5-6). 
However, the young poet was impeded in his attempts to adopt this stance by his brief 
and uneventful personal history. He had, in short, very little to recall. Thus in 
‘Vospominanie. (K Pushchinu)’ [I8I5] he is forced to immortalize the unremarkable 
occasion on which he and his friend drank some wine (I, lOI, 1-4). A natural reflection

 ̂ Gershenzon, ‘lav' i son’, p. 63.
 ̂Gofman, ‘Tvorcheskaia pamiat'’, pp. 177-78. 

3 Bayley, Pushkin, p. 38.
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of Pushkin’s limited experience was that his early lyric poetry contains few 
reminiscences. The imagery of dreams and flying relates primarily to inspiration during 
this period.

Pushkin could, however, describe the memories of fictional characters. When he 
does this in ‘KoTna. (Podrazhanie Ossianu)’ [1814], he uses the imagery of dreams to 
describe the act of remembrance. Having built a monument to honour those who have 
fallen in battle, Toskar imagines a point in the future when a traveller will see the 
memorial and recall the dead ‘in a sweet reverie of light dreams’:

IIpMiiJJieu, floporoM yTOMJieHHbiPi,
B o37ieniJM  n o f l  Hazje)KHbiM x p o B ,
BOCnOMHMT B6KM OTflaJlBHHbl 
B MBHTaHbM CTiaflKOM JIBIKHX CHOB!
(I, 25, 49-52)

Following his departure from the Lyceum, Pushkin’s hedonistic experiences in the 
capital would become the focus of acts of remembrance in the poetry written in exile. 
However, during this period in the capital he found time in his poetry to contemplate a 
point in the future when he and his friend Shcherbinin would recall these exuberant 
times:

Torfla — 6b3 neceH, 6e3 nozjpyr,
Ee3 Hac^a)KaeHMM, 6e3 )KejiaHHM,
H aiifle M  o T p a f ly ,  wM^biM f l p y r ,
B €He
‘K Shcherbininu’ [1819] (II, 81, 25-28)

There is an unexpected similarity in the treatment of memory in these two poems. 
Firstly, both contemplate in the present future recollections of the past. This is a typical 
Pushkinian construction in the representation of m em orySecondly , these acts of 
remembrance do not conform to the process described by Gershenzon, Neither the 
future traveller nor Pushkin will withdraw from the world in an act of forgetfulness 
(zabvenie) in order to recall the past. The experience is much more simple: the ‘dream’ 
in both poems is the medium of memory.

Words denoting a dream not only allow the past to be remembered, but are, on 
occasions, emblematic of it. A reflection of this is that they are repeatedly employed in 
the vehicle of similes which describe the fleeting or ephemeral. For example, in

^ Another typical feature is that the act of remembrance takes place in the present; but the memory 
focuses on a previous act of remembrance, with the result that only the process of memory is actually 
described; in other words, Pushkin recalls reminiscing. He does tWs in Canto One of Evgenii Onegin 
when he remembers the time when he and Onegin used to reminisce (in a mechta) by the banks of the 
Neva (One: XLVII: 11-14). According to Sandler, ‘...Vnov' ia posetil’ [1835] is a prime example of 
Pushkin’s penchant for embedding multiple layers of remembrance within a single poem: Sandler, 
‘Remembrance in Mikhailovskoe’, pp. 240-41.
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‘Vospominaniia v Tsarskom Sele’ Napoleon is said to have disappeared ‘like a dreadful 
dream’ {son) (I, 63, 152).^ In other early poems the dream can also represent the 
actual, unspecified event which is recalled. Thus in ‘Kniaziu A.M. Gorchakovu’ 
[1817] Pushkin tells his companion that he has not forgotten the ‘gloomy dreams’ 
(grezy) of his past (1,196,46); and in ‘Mesiats’ [1816], the moonlight is said to ‘wake 
up’ his sad ‘dreams’ {mechtan'ia) (I, 162, 6).

An interesting feature of ‘Mesiats’ is that, having stylized his memories as dreams, 
Pushkin instinctively endows them with the ability to fly, thereby reinforcing the 
increasingly robust relationship between dreams and flying. He had hitherto frequently 
used the motif of flying as a conventional metaphor for the passage of time, but this is 
the first occasion on which the motif relates to memory. More precisely, Pushkin 
actually wants to forget because he wants the dreams to ‘fly away’:

JleTMTe npoHb, BocnoMkiHaHbfl!
(I, 162, 10)

In ‘Probuzhdenie’ [1816], by contrast, he wants to remember by ‘catching’ the 
memories of his dream {son) (I, 182, 18-19), an expression which implies that the 
memories are fluttering in the air. In the following year, in ‘K nei’ (‘V pechaPnoi 
prazdnosti ia liru zabyval’), Pushkin again uses the motif of flying to denote 
forgetfulness:

B nenajibHOM npaazjHOCTM n ^kipy aaëbiBa^, 
Boo6pa>KeHMe b Meniax He pasropa^ocb, 
C zjapaMM WMOCTM MOM reHMM oTJieraTi, 
M cepflue MeziTieHHo xTiaae^io, saKpbiBaTiocb.
(II, 42, 1-4)

Flying and forgetfulness are linked at one remove. The genius which, by implication, 
hovered over him (much as it does in ‘K Zhukovskomu’, written in the same year) has 
now ‘flown away’. This, in turn, means that Pushkin has ‘forgotten’ his lyre. Sleep is 
then equated with both creative sterility and forgetfulness as Pushkin sinks against his 
will into a ‘cold doze’ (II, 42, 14).

In fact, Pushkin only starts to use the motif of flying to describe acts of remembrance 
in Ruslan i Liudmila. This occurs in Song Four when, from her confinement in 
Chemomor’s palace, Liudmila recalls her relations and friends in the capital by mentally 
‘flying’ back to Kiev in her dreams:

 ̂For similar examples, see ‘Napoleon na El be (1815)’ (I, 88,39); ‘Favn i pastushka. Kartiny’ [1817] 
(I, 216, 185); ‘K Chedaevu’ [1818] (II, 68, 4); ‘Napersnitsa volshebnoi stariny’ [1822] (II, 241, 13); 
‘Nedvizhnyi strazh dremal na tsarstvennom poroge’ [1824] (II, 279,42).
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K ;ib , BOJIHD ZjaB CBOMM MBHTaM, 
K pOflMMbIM KMBBCKMM
B aafiBBHbM cepflua yjBTaeT; 
OTUa M ÈpaTbBB OÊHMMaeT, 
nojqpy)KeK bmamt MOJiozibix 
M crapbix MaMymeK cbomx — 
3a6bJTbi njiBH m pasjiyneHbe! 
(IV, 56, 232-38)

Liudmila’s recollection is marked by the withdrawal from the world (zabven'e) noted 
by Gershenzon. It is both an act of remembrance and forgetfulness (of her capture and 
separation from her husband). Flight allows Liudmila to leave the real world of the 
present in order to visit the ‘other’ dream world of the past. Subsequently, Pushkin 
uses the dream-flying nexus to introduce Ruslan’s real dream (son) in Song Five:

rjiygoKy aywy aywaji oh,
MeHTbl ,7ieTeJlM 3a MBHTaMM,
H HenpHMBTHO BBflJl COH 
Hafl HUM XOTlOflHbIMM KpbWaMM.
(IV, 72, 448-51)

Although Ruslan’s dream is described as ‘prophetic’ (IV, 72, 456), it is as much a 
recollection of the wedding as a prediction. Katz argues that it recapitulates in reverse 
order the main events of the first song.^ It only looks forward in its final stages when 
Farlaf takes Ruslan’s place as Liudmila’s partner.^

One significant consequence of Pushkin’s exile to the South in May 1820 was that 
the years spent at Tsarskoe Selo and in the nearby capital became a clearly-defined 
period which he could recall in his poetry. This occurs in the well-known lyric 
‘Pogaslo dnevnoe svetilo’, which was written on a boat taking Pushkin and the 
Raevskii family from Kerch^ to Gurzuf in September 1820. The perceptible tension in 
the poem is generated by the contrast between the image of the boat speeding forward 
and Pushkin’s mental return to the past:

C BOJIHBHbBM M TOCKOM TyflB CTpeMJlWCfl fl,
BoCnOMMHaHbBM ynOBHHblM...

(II, 135, 7-8)

Pushkin emphasizes this tension by first describing the dream of remembrance which 
hovers over his head:

 ̂Katz, Dreams and the Unconscious, p. 40.
 ̂ See Turkevich, ‘Pu§kin’s Dreams and their aesthetic function’, p. 43. In the preface to the second 

edition of Ruslan i Liudmila, published in 1828, Pushkin notes with obvious amusement a critic’s 
exasperated inability to detect a prophetic theme in the dream (IV, 282).
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MeHTa 3H3KOMaq BOKpyr MeHfl aevaeT; 
a  BCnOMHMJl npe)KHMX 7IBT 6e3yM HyW  71K)6oBb, <...> 
(II, 135, 11-12)8

Mentally, however, the poet is moving backwards. He contrasts this regressive motion 
with the relentless forward advance of the ship. Pushkin’s anguish derives from the 
conflict between this memory, which he finds intoxicating, and his desire to escape 
from the past, symbolized by his injunction to the ship to ‘fly’ forward:

JleTM, KopaGjib, HecM MeHfl k n p eg ejia M  aa^ibHbiM <...>
(11, 135, 17)9

This is one of the first lyric poems in which Pushkin uses the opposition of stasis and 
movement. The impression created by the poem is that the dream, or memory, hovers 
over his head, no matter where he goes. Having trapped him, it torments the poet with 
its omnipresence. Pushkin’s double declaration in the final lines that the girlfriends of 
his ‘golden spring’ are ‘forgotten’ (11,135,35; 37) implies just the opposite: they are at 
the forefront of his memory.

In this and a number of other poems written in the South which use similar imagery, 
the act of remembrance is a painful experience. It relates to his life in the capital from 
where he was exiled:

H nHJl — M ZJyMOhO CepflBHHOM 
Bo flHM MMHyBiiJMe
H r o p e  >KM3HM CKOpOTBHHOM,
M CHbl JIWÔBM BOCnOMMHa,?!; <...>
‘Druzfiam’ [1822] (11,217, 17-20)

B M3rHaHbM CKyMHOM, Ka)KflblM Hac 
Popq 3aBMCT7IMBblM )KeJiaHb0M, 
a K BaM Jieny BocnoMMHaHbeM,
Boo6pa>KaH), BH)Ky Bac; <...>
‘<lz pis'ma k la. N. Tolstomu>’ [1822] (11, 234, 10-13)

By contrast, Pushkin’s stay in the South itself becomes the object of positive 
recollections in a number of subsequent poems. In ‘Redeet oblakov letuchaia griada’ 
[1820], written approximately two months after ‘Pogaslo dnevnoe svetilo’, the catalyst 
for the act of remembrance appears to be the light of an evening star which he had first

8 Love is then described as ‘light-winged joy’ which betrayed him (II, 135, 26). The epithet conveys a 
sense of caprice but also implies that love was fleeting and now belongs to the past. Pushkin had used 
the adjective ‘light-winged’ with this meaning on a number of occasions in the poetry written after his 
departure from the Lyceum. See, for example, ‘Stansy Tolstomu’ [1819] (II, 99, 17-20).
9 The image of the ‘flying’ ship is suggested by its wing-like sails. Napoleon’s vessel {ladla) was said 
to ‘fly’ in ‘Napoleon na El be (1815)’ (I, 89, 72); and in ‘Korabliu’ [1824] Pushkin refers to the ship 
on which his lover E.K. Vorontsova departs from Odessa as ‘the winged beauty of the seas’ (II, 282, 
1); in the same year Pushkin refers to a ‘flock’ (staia) of boats in ‘K moriu’ (II, 295, 21).
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seen in Gurzuf. Pushkin says that it ‘woke up’ thoughts which had gone to sleep in 
him (II, 144, 6). It is the landscape of Gurzuf to which Pushkin ‘flies’ in ‘Kto videl 
krai, gde roskoshlu prirody’ [1821]:

3.naTOM npeae^n! JimGMMbiM xpaA SabBMHW,
K Te6e JieisiT >Ke7iaHMfl mom!
(II, 170, 9-10)

Whereas St Petersburg represented a ‘negative’ memory in ‘Pogaslo dnevnoe svetilo’, 
here Gurzuf is recalled as a soporific idyll. It is a region symbolically associated with 
sleep. In ‘Redeet oblakov letuchaia griada’, for example, both the gulf and the tender 
myrtle are said to ‘doze’ (II, 144, 4; 10). Sleep signifies oblivion or, more 
appropriately, a sanctuary from the collection of painful memories of his life in the 
capital. Thus, in the closing couplet Pushkin speculates whether he will return to this 
region in order to ‘go to sleep’ (II, 170,31-32).

However, sleep can also denote death in Pushkin’s poetry. Moreover, he routinely 
uses the motif of flying together with sleep in this sense. This is illustrated in one of the 
earliest lyric poems, ‘Osgar’ [1814]:

Oh n a ^  — e m e  p y x a  M ena  K pyroM  MCKaaa,
M KpenKMM COH B6K0 B Ha CMTIbHOrO CTieTBTI.
(I, 30, 79-80)

But there is a continuum throughout Pushkin’s work whereby flying and death are 
linked, even when the element of sleep is absent.

M CM epTb nom SeTlbH blM  KpblTIOM 
lU y M ejia  rposH O  nazj Bce^ieHHOMl 
‘Ptintsu Oranskomu’ [1816] (I, 142, 3-4)

So far in this chapter we have seen that Pushkin only starts to use the motif of flying to 
describe acts of remembrance after leaving the Lyceum; but it then features quite 
prominently in a number of what could be termed ‘memory poems’ -  those which are 
devoted primarily to the description of the past. This brings us to the period 1821- 
1822. From this point one can detect a significant trend in the works in which the motif 
of flying relates to memory: these poems are united by a common theme of death. 
When his memory poems focus on his mortality, flying naturally becomes one of the 
staple motifs. The significant moment towards which I would now like to advance is 
when Pushkin adds the dream motif to his treatment of memory and death, thereby 
establishing once again the dream/flying nexus. In order to do this I will briefly 
illustrate the relationship between flying and death, with particular reference to the 
Southern poems.
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This association is immediately made in the opening scene of Kavkazskii plennik 
when the ‘sleep of death’ is said to fly over the Russian prisoner’s body:

H aa HUM aeT aeT  cMepTHbiM coh  
M XOJlOflOM TvTieTBOpHbIM flbllUMT.
(IV, 94, 27-28)

Elsewhere in the poem the flying-death association is expressed without the motif of 
sleep. For example, in a digression concerning the impressions of youth Pushkin 
declares:

Ho Bbl, )KMBbie BneHaTJeHbR,
HepBOHanaTibHaq jimGoBb, 
HeôecMbiM njiaMBHb yn oeH b si,
He n p w aeT aeT e bw b h o b b .
(IV, 98, 180-83)

The implication is that ‘live’ impressions fly away, never to return, and so ‘die’. This is 
how flying is used in the prisoner’s outburst to the Circassian girl. He has ‘died’ 
because hope has flown away:

H o n o 3flHo: y n e p  q cn a cT b q , 
Hazie)Kflbi npn3paK y j \ e j e j \ ' ,  <...>
(IV, 106, 64-65)

The flying/death association is clearly reinforced in the opening quatrain of Brat'ia 
razboiniki:

He cT a q  BopoHOB cJieTa^iacb  
Ha rpyflbi TTieroujMx k o ctb m , 
3 a  BoTiroM, hohbk), BKpyr o m eH  
y^ ajib ix  liiaMKa c o è n p a j ia c b .
(IV, 145, 1-4)

The first line, which contains three words related to flying (‘flock’, ‘ravens’, ‘flew’) 
leads into the stark image of death -  the piles of rotting bones -  in the second. Pushkin 
had used the raven as a symbol of death in Ruslan i Liudmila when it flies over 
Ruslan’s butchered body in Song Six (IV, 76, 37). He associates other birds with a 
morbid theme: in the same work, for example, the huge, disembodied head in the 
steppe is inhabited by a flock of owls (IV, 44, 258); when Tatiana enters Moscow in 
Evgenii Onegin, the sense of foreboding generated by her journey is confirmed by the 
sight of flocks of jackdaws on crosses (Seven: XXXVIII: 14). However, the raven is 
the most important of these birds in Pushkin’s work to symbolize death. We will see in
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Chapter Five that it plays a small, but significant role in the characterization of 
Pugachev.

When some of the robbers in Brat'ia razboiniki go to sleep, Pushkin describes the 
dreams which fly over their heads:

npocTepTbi Ha 3eMjie ctipoM 
MHbie HyTKO sacbinaroi,
H CHbl 3,?ioBemMe jieT aw r  
Ha/j MX npecTymoM roTioBOM.
(IV, 146, 32-35)

The basic image is typical of Pushkin: his own inspirational dreams frequently hover 
over his head; dreams fly over his head as he reminisces in ‘Pogaslo dnevnoe svetilo’. 
However, elsewhere in the narrative poem the two strands of the dream/flying nexus 
possess a different significance. Dreaming makes the robbers vulnerable, exposing 
them to the agonies of an unclean conscience. One of the robbers recalls how his 
younger brother was tormented by hallucinations (described as grezy) during which his 
victims appeared to him and performed grotesque dances (IV, 148-49, 135-43).^^ By 
contrast, the flying element, as suggested by the opening quatrain, represents an 
offensive force. It makes other people vulnerable by exposing them to the danger of 
death. For example, during his story the robber recalls:

3 mmom 6biBa,7io b hohb r j iy x y m  
3ajio)KMM TpoMKy yaajiyw,
ITo BM M CBMUJBM, M CTpBJIOM 
JlBTMM H aa CHBSKHOM TJiyfiMHOM.
Kto He 6ofl7icfi nameM BCjpenM?
(IV, 147, 71-75)

As we will see, the image of the flying vehicle plays an important role in Onegin’s 
characterization. He flies in his post chaise through the dust in Canto One only to be 
met by the body of his uncle who is laid out on a table. Though the relationship is more 
loosely marked than here in Brat 'ia razboiniki, Pushkin has again linked flying with 
death.

In these examples taken from the Southern poems Pushkin, in varying degrees, 
reinforces this link. However, the most interesting representation of death in this cycle 
occurs in Bakhchisaraiskiifontan. This narrative poem was written between 1821 and 
1823, a period during which the image of the shade becomes a key component in 
Pushkin’s contemplation of death and memory in his poetry. Bakhchisaraiskiifontan is

These types of haunting dreams are fairly common in Pushkin. For example, in Poltava Mazepa 
experiences dreadful ‘strange dreams’ {mechty)^ which may or may not occur during sleep, on the eve of 
the execution of Kochubei, his former friend whom he has falsely implicated in a plot against Peter (V, 
44, 291-313).
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also indicative of this trend. In anticipation of the technique he uses in Evgenii Onegin, 
Pushkin himself enters the narrative in the final part of the poem. He then witnesses the 
shade of a girl, possibly Mariia or Zarema, flying through the ruins of the harem:

übixaHbe po3, t&OHTaHOB inyM 
BjieKJlM K HeBOJlbHOMy BaÔBBHbK),
HeBOJibHO npeaaBaTicfl yM 
HeMB'bflCHMMOMy BÔ nHBHbtO,
M no  flBopuy JieTyneM TBHbw 
Me,7ibKa^a aeB a npezjo mhom!. .

^bw  TBHb, o  flp y m , Bkiaeji q? 
CKa)KMTe MHe; nefi oGpas nesKHbiM 
T oraa  npec^neaoBaji Menq 
HeOTpaSMMbIM, HeM36e)KHblM? 
MapHH 71b HMCTaq flym a  
SBTiqTiacb MHe, mtim SapeMa 
HoCMTiaCb, peBHOCTbH) flblUJa, 
Cpeflb onycT eT ioro rapeMa?
(IV, 170, 533-46)

The archetypal shade of the dead fascinates Pushkin during this period because it unites 
the two fundamental issues of death and remembrance. The motif of flying becomes an 
important part of his philosophical treatment of these issues since it is associated with 
both (its role in remembrance is immediately underlined when, having seen the shade, 
all of Pushkin’s thoughts ‘fly’ to an unidentified woman: IV, 170-71, 547-50). This 
binary role is itself reflected in the shade’s ability to fly.^^

The encounter between Pushkin and the shade in the ruined harem is described as 
though it were the product of a dream -  it is ‘dreamlike’. One of the differences 
between this poem and Kavkazskii plennik is that the atmosphere established in the 
main body of the work -  characterized in this case by a sensuous languor -  is 
maintained in the final passage. In the earlier poem, the patriotic panegyrism of the 
epilogue contrasts very distinctly with the description of the lives of a people resistant 
to Russian rule in the main part of the work: as in eighteenth-century odes the private 
and personal gives way to the public. In Bakhchisaraiskiifontan Pushkin enters the 
‘other world’ of the dilapidated harem; this ensures that the exotic tone of the poem is 
maintained and also allows him to commune with the past, as though in a dream. He 
therefore appears to hear the same continuous onomatopoeic noise (shum) of the 
fountain which used to sedate the harem’s eunuch (IV, 163,280-86). Pushkin is drawn 
into oblivion or zabven'e (the word occurs twice during his visit), the state that 
precedes the reminiscing dream in Gershenzon’s model. It is while he is absorbed in

 ̂  ̂A light-hearted but elegant example of the relationship between flying and the word ‘shade’ or ten ' 
occurs in the description of the giant head in Ruslan i Liudmila in which tiie feathers on his helmet are 
said to flutter ‘like shades’ when the head snores (IV, 43,240-41).
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this dreamlike mood that he witnesses the flying shade. This is an intriguing reworking 
of the scenario described in ‘Liubliu vash sumrak neizvestnyi’ [1822] where, as we 
shall see, the medium in which the shade appears to mortals is that of the dream. What 
is equally intriguing is the way in which Pushkin couches the description of the shades 
in the language of uncertainty. The initial exclamation that he has seen a shade gives 
way to three questions. As in the lyric poem, Pushkin questions the very existence of 
the shades. When Pushkin recalls the murdered girls in ‘Fontanu Bakhchisaraiskogo 
dvortsa’ in 1824, the element of uncertainty persists:

CeeTM^o ÉJieflHoe rapena!
M 3 f le c b  y )K e7 ib  sa d seH H O  Tbi?
Ktim Maphfl M SapeMa 
OZJHM CnaCTJlM Bbie MeHTbl?

Mjlb TOTlbKO COH BOo6pa)KeHbfl 
B nyCTblHHOM MFTie HapMCOBaJI 
CBOM MMHyTHbie BHflBHbq, 
üyiiJM HeqcHbiM Mgeaji?
(II, 305, 13-20)

The expression of uncertainty is symbolic: Pushkin is asking whether shades really do 
exist, whether the bewitching, fleeting forms of a dead woman can really fly into a 
poet’s dreams.

In another of his seminal essays Gershenzon showed that the shade of the dead is a 
stable, recurrent image in Pushkin’s œuvre. According to the critic, it constitutes a 
central component of the poet’s reflections on death and immortality, including the 
belief or lack of it in the afterlife; from a rational standpoint, Pushkin did not believe in 
the afterlife, even though this negative belief terrified him; nevertheless, the fact that he 
did not renounce the image of the shade was due to his ‘blind faith’ in their existence 
which ousted his rational beliefs; his faith, Gershenzon concludes, was generated by
irrational ‘emotions’ and especially inspiration. ̂  2

Pushkin’s fear of death, as expressed in his poetry, relates predominantly to 
memory. A number of poems which illustrate this particularly clearly are all written 
between 1821 and 1823, a period during which Pushkin’s lyric poetry becomes 
increasingly pessimistic. In ‘Voina’ [1821], for example, he claims that ‘everything 
will die with me’, a direct contradiction of the Horatian belief in the immortal nature of 
the poet’s (swan) soul. He then specifies what he means by this conception of death: 
his recollection of his brother and friends, and ‘the futile agitation of creative thoughts’ 
will all die (II, 152,21-24). ‘Voina’ shows that the problem of death relates to him as a 
man but also a poet. The poet will die twice: not only will his ‘normal’ memory be 
extinguished, but so will that part of his memory which stores his poetry, his creative

2̂ Gershenzon, ‘Ten' Pushkina’, pp. 69-95.
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thoughts. This notion of the double death is made in the poem when he refers to the 
‘double crown’ of death (II, 152, 19). Several years earlier he had made the same point 
in a free translation of a poem by Voltaire:

HaM aOJDKHO flBa>Kflbl yMMpaTb; 
npOCTMTbCfl C CJiaflOCTHbIM MeMTaHb6M —
Bo t  C M epT b  y>K acH afl c i p a a a H b e M !
T t o  3HaHMT n o c T ie  He a b i iu a i b ?
‘Stansy. (Iz VolTera)’ [1817] (I, 191, 21-24)

The most striking demonstration of the poet’s double death occurs when Onegin’s 
bullet fells Lenskii. Lenskii makes his greatest contribution to the novel by dying. After 
the young poet’s corpse has been removed from the site of the duel, Pushkin asks a 
series of questions which, in effect, define Lenskii’s character. His tempestuous 
nature, the nobility of his aspirations, his thoughts which are lofty and tender and 
daring, his desire to be loved, his thirst for knowledge and work, his fear of vice and 
shame (Six: XXXVII: 5-11) -  where, Pushkin asks, have all these now gone? But the 
most important question, and one which he poses last, relates to the fate of Lenskii’s 
poetic dreams:

M Bbl, SaBBTHbie MBHTaHbfl,
Bbl, npHBpaK >KM3HM He3eMHOM.
Bbl, CHbl n 033MM CBATOM!
(Six: XXXVI: 12-14)

This lament for Lenskii may feed on the language which the dead man would himself 
have used, but there is a serious message underpinning Pushkin’s vaguely mocking 
tone. Chekhov once observed that Evgenii Onegin is a work in which no questions are 
answered, but they are all posed correctly .W hen Lenskii dies, Pushkin is able to ask 
what happens to the dream of a dead poet.

Pushkin establishes two robust associations with the word ‘dream’ in Evgenii 
Onegin: as we saw in Chapter One, one relates to inspiration; the other clearly relates to 
remembrance. The table below illustrates those occasions on which a character’s act of 
remembrance occurs during a dream. In some instances it is not clear whether the 
dreamer is asleep or not, but usually it is obvious that he or she is awake:

In a letter to A.S. Surovin of 27 October 1888: A.P. Chekhov, Polnoe sobranie sochinenii i pisem  
V tridtsati tomakh, ed. N.F. Bel chikov and others, 30 vols, M., 1974-82, 111 (of the twelve volumes 
devoted to letters), 1976, p. 46.
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Person Object of Recollection Language Used

Pushkin

Pushkin and Onegin
Onegin
Pushkin
young woman
Pushkin
Pushkin
Tatiana
Tatiana
Onegin

feet

‘the start of young life’
Tatiana
friends
Lenskii
a former spring 
a distant land 
Lenskii (?) 
her life in the country 
Lenskii, Tatiana

son (One: XXX: 13) 
mechty (One: XXXIV: 2) 
wiecte (One: XLVII: 13) 
son (Four: XI: 7) 
mechty (Four: XIX: 2) 
mechtan'ia (Six: XLII: 2) 
son (Seven: III: 10) 
mechta (Seven: III: 13) 
mechty (Seven: XV: 7) 
mechta (Seven: LIII: 7) 
mechty {Eight XXXVI: 3) 

(Eight: XXXVI: 11)

It is interesting that Lenskii does not ‘dream’ about the past. In this regard there is a 
parallel with his poetic dreams which do not really amount to much. Lenskii is not a 
real ‘dreamer’: although as a dutiful son he remembers his parents by their graves in 
Canto Two, he does not engage in profound contemplations of the past in the way that 
Pushkin, Onegin and Tatiana do. Nevertheless, Pushkin stresses the fact that he is a 
dreamer and poet after his demise. He is, for example, the ‘Poet, the pensive dreamer’ 
killed by the hand of his friend (Six: XL: 3-4). Onegin describes him as an ‘unlucky 
victim’ in his letter (Eight: Letter: 16). The expression is apt: he is the sacrificial victim, 
the token ‘poet’, whose death Pushkin engineers in order to ask where memory and 
inspiration, symbolized by the dream, go after death.

Having posed this question, Pushkin asks another: what happens to the memory of 
the non-poet -  which is, after all, what Lenskii is. In Canto Seven, we are told that he 
is ‘blessed with insensibility’ (Seven: XI: 6) (a phrase, according to Cizevsky, 
subsequently used by Dostoevskii’s S v i d r i g a i l o v ) . ^ ^  The expression may be an ironic 
response to Pushkin’s aphoristic announcement at the end of Canto Four that a man 
who cannot forget is wretched indeed (Four: LI: 9-14). Moreover, the oxymoron 
inherent in the description of Lenskii’s memorial which is ‘forgotten’ (Seven: VII: 9- 
10) represents an ironic comment on the poet’s verse which, in Canto Four, was 
described as the ‘silent memorial of the dream’ (mechtan'e) (Four: XXVII: 12). Both of 
his memorials are forgotten: the one made of stone which lies neglected by the brook, 
and the legacy of his work which encapsulates for ever, and for a public which does 
not exist, the eminently forgettable product of his poetic dream.

In FHishkin’s lyric poetry, from about 1821, the issue of what happens to the poet’s 
inspiration and memory upon death becomes an increasingly serious focus of his

Aleksandr PuSkin, Evgeniy Onegin, a Novel in Verse: The Russian Text, ed. with introduction and 
commentary by Dmitry CiXevsky, Cambridge, Mass., 1953, p. 275.
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metaphysical deliberations. In contrast to the novel in verse, the lyric poetry tries to 
answer this question. It does so by using the motif of flying in his treatment of 
memory. More precisely, Pushkin turns to the image of the flying shade. This approach 
again contrasts with Evgenii Onegin, in which not once does Pushkin employ the motif 
of flying in the descriptions of memory. He does in the draft of ‘Otryvki iz 
puteshestviia Onegina’, but this was removed from the final version (VI, 488). 
Lenskii’s shade is said to appear every day to Onegin, but it is not the winged 
apparition which appears to Pushkin in his poetry, but ‘bloodstained’ (Eight: XIII: 7). 
The epithet is as symbolic of Lenskii’s irreversible expiry as the image of the young 
man whom Onegin sees lying motionless on the melting snow in his dreams in St 
Petersburg (Eight: XXXVII: 5-7).

In ‘Lebed"’ Derzhavin confronts the problem of the poet’s double death by 
employing the imagery of flying. Having metamorphosed into a swan he soars above 
the world and becomes ‘doubly immortal’ (‘B a bo a k o m  o fip a se  HBTJieHHbiM’). His 
ability to fly enables him to cheat death as a man and a poet. In the bold final line he 
therefore commands:

Has MepTBeUOM He BOM.l'̂
(my emphasis)

Pushkin also turns to the motif of flying in order to assert the poet’s immortality, 
although in a much less forceful voice. This happens in ‘K Ovidiiu’ [1821], when he 
recalls the episode described by Ovid when he tried to step across the unfamiliar frozen 
surface of a lake:

Arinshtein therefore overstates his case in his recent study when he claims that the theme of death 
only becomes pronounced in Pushkin’s work towards the end of his life, especially after the death of 
his mother in March 1836: Arinshtein, Pushkin. Neprichesannaia biograjiia, p. 125.

There is a parallel between Onegin’s recollection of his victim and Boris Godunov’s troubled 
memory of the tsarevich. Boris has literally dreamt about him for thirteen years -  but the specific 
image which haunts him is of the child after he had been murdered, ubitoe ditia (VII, 49, 145). 
Elsewhere Boris complains that he constantly sees ‘bloodstained boys’ (VII, 27, 57). However, there is 
also an interesting difference in the respective representations of these victims. In Onegin’s dreams it is 
as though Lenskii is ‘sleeping’ (Eight: XXXVII: 6). This picks up on Lenskii’s own verse, composed 
on the eve of his duel, in which he said that either ‘wakefulness or sleep’ (life or death) awaits him 
(Six: XXI: 11). In Boris Godunov, on the other hand, Shuiskii informs Boris that three days after his 
murder Dimitrii’s face was still clear and fresh, ‘as though he had fallen asleep’ (VII, 49, 136). 
‘Dimitrii sleeps in his grave,’ he tells the monarch (VII, 49, 139-40). Sandler observes that the Church 
believes the face of the corpse changes its appearance on the third day after death; the fact that the boy’s 
face has not changed implies, at least to Boris in his unstable psychological state, that the tsarevich 
may have been just sleeping and could, therefore, ‘wake up’: Sandler, Distant Pleasures, p. 114.

Derzhayin, Stikhotvoreniia, p. 227.
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a  BCnOMHMJl OnblTbl HeCMBTlbie TBOM,
CbM ZieHb, SaMBHBHHblM KpbWaTbIM BflOXHOBBHbBM, 
K orzja Tbi B nepBbiM p as B B epqji c HefloyMBHbeM  
lU am  CBOM BOJIHBM, OKOBaHHbIM 3MMOM...
(II, 197, 78-81)18

There is a tight association here of memory, poetry and flying: Pushkin can recall this 
day because it was recorded by Ovid’s ‘winged’ inspiration. Pushkin then appears to 
encounter the shade of Ovid himself, who slips comically on the ice:

H  n o  Tibfly HOBOMy, K a sa ^ io c b , n p e jq o  mhom  
CKO,7lb3MJia TBHb TBOfl, M )Ka,?lo6Hbie SB^KM 
HeCsTiMCfi MSjqa^HM, kbk  tom hw m  c t o h  pas,nyKM.
(II, 197, 82-84)

The presence of the shade adds the element of death to the scene; but there is also a 
sense of rejuvenation since the ice on which he slips is now ‘new’. This is no longer a 
recollection, but something which happens in the present. Having recalled Ovid, 
Pushkin then imagines a time in the future when he too will be remembered by his 
descendant (another contemplation in the present of a future act of remembrance):

Ho ecjiM  o6o MHe h o t o m o k  hoszihmm mom 
ysH aB , npM fleT M cxaTb b  C T pane  ceM OTaaaeHHOM 
EjM 3 n p a x a  c jia B H o ro  mom cT iea  yeaMHeHHbiM — 
B p ero B  3a 6BeHMfl o cT aB fl x j i a a n y  ceH b,
K H6My CJieTMT MOfl npM3HaTe,?lbHaq TCHb,
M 6 y a e T  mm^ o  m ho  e r o  BocnoM M HaHbe.
(II, 197-98, 90-95)

Flight allows Pushkin to be remembered and, possibly, to remember. It restores all 
memory relating to the shade by allowing him to leave oblivion {zabvenie), the state in 
which the unfortunate Lenskii will reside.

According to Gasparov, this description of Ovid’s shade illustrates the paradigm or 
myth of the ‘encounter of two poets in the desert’ in Pushkin’s work. A permanent 
component of this myth is that one of the poets is a shade. Another is that in the 
background of the ancient poet an idol (kumir) is present. In ‘K Ovidiiu’ this is 
Augustus; but in ‘Baratynskomu. (Iz Bessarabii)’ [1822], it is Apollo:

18 There is a possible echo of this scene in the description of the goose which slips on the ice in 
Canto Four of Evgenii Onegin. The two episodes are united by the theme of abandonment: Ovid, like 
Pushkin, was an exile; and the lone goose appears to have been left behind by the flock of migrating 
geese. This strengthens the argument for identifying the goose, the symbol of the foolish exiled poet, 
with Pushkin himself.

Gasparov, ‘Encounter of Two Poets in the Desert’, pp. 124-27.
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Euje flOHbiHe TCHb HasoHa 
/lynaMCKHx muei fieperoB;
OHa JIBTMT Ha CJiaflKMM 3 0 B  
IlMTOMueB My3 M AnoTiJiona,
H  c  H ew  n a c T o  n p n  J iy n e  
Epoxy B a o j ib  Gepera K p y T o r o ;  <...>
(11,211,5-10)

A significant, albeit less sophisticated, point is that the presence of Apollo also 
advertises the ‘poetic’ nature of this experience. In ‘K Ovidiiu’ the shade appears to 
Pushkin after the reference to winged inspiration; now he appears in response to the 
nurslings of the Muses and Apollo himself.

Having described ‘poetic’ encounters with a shade in these two poems, Pushkin 
subsequently draws away from the strictures of the paradigm described by Gasparov in 
order to appraise the whole concept. This technique of stepping back and re-examining 
‘the poetic’ is, of course, used to great effect in Evgenii Onegin. The lyric ‘Liubliu vash 
sunu*ak neizvestnyi’ [1822] shows that Pushkin was experimenting with this approach 
before starting work on the novel. In the opening lines the poetic dreams, mechty, are 
the focus of Pushkin’s equivocal expression of love:

TIw G jiw  B aiu  c y M p aK  HeMSBecTHbifi 
M BaUJM TaMHbie UBCTbl,
0 Bbl, n033MM npejeCTHOM 
EjiarocTioBBHHbie Me^Tbi!
(II, 227, 1-4)

Since this poem is so frequently cited in critical studies, the highly unusual imagery in 
these opening lines is, perhaps, easily overlooked. What does Pushkin mean by the 
‘unknown twilight’ of ‘blessed dreams’? In the lines which follow it becomes apparent 
that he is referring to the poets’ concept of death and memory, or rather, to the 
resolution of the problem of death which is described in their ‘dreams’ or poetry:

Bbi Hac yaepMJiM, n oB T bi,
T t O TBHM TierKOW TOTinOM 
Ot  Ê e p e r o B  x o j io a h o m  J le r b i
C^BTaW TCA Ha 6 p e r  3BMHOM 
H  HBBHflMMO HaBBUjaWT 
M e c ra ,  r a e  6bM o Bce mmjibm,
M B CHOBMfleHbflX yiBUJaWT 
C epziua noKMHyibix ap y sew ;
OHM, Ê eccM ep T M B  B K y m a q ,
Mx n oaxM flaw T  b 3 jim3bm,
KaK XflBT Ha HMP CBMbfl poflM a^
Cbomx 3aMea^MBUJMx rocTBM...
(II, 227, 5-16)
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For the first time Pushkin links the flying shade with the dream. Although the dreams 
could be ‘real’, the word snoviden'ia is probably being used in a figurative sense. (In 
an important future poem, which will be discussed, the dream in which the shades 
appear certainly does not take place during sleep.) The conjunction of the dream/flying 
strands of imagery results in an experience which is a source of solace to the dreamers 
because the shades fly into their dreams to comfort {uteshaiut) them. In ‘Bezverie’ 
[1817], Pushkin had said that the person who does not believe in the afterlife is the first 
to be deprived of comfort (uteshen'e) (I, 188, 10). The presence of the shades is proof 
that there is an afterlife, and therefore has a benign significance for the friends.

In the second half of the poem Pushkin dismisses this proposition as idle 
speculation. Perhaps, he says, these are ‘empty dreams’:

Ho, MO)KeT 6biTb, MeHTbi nycTbie <...>
(II, 227, 17)

However, in rejecting this philosophy he implies that what he would have found 
comforting in the scenario of the shades is the thought that the soul of a dead person 
preserves its memory:

BblTb MO>KeT, C PH30M IpofiO B O M  
Bce HyecTBa 6poujy q sewHbie,
H Hy>Kfl MHe 6yjaej Mnp seMHOM;
BblTb MO)KeT, TaM, Tfle BCe ÔJIMCTaeT 
KeTJieHMOM caaB O M  m K p acoM ,
Tfle HMCTbIM HTiaMeHb HO)KMpaeT 
HecoBepmeHCTBO 6biTnq, 
MHHyTHblX >KM3HM BneHaTJBHMM 
He coxpaHMT ayma Moq, 
He 6yay eezjaTb coKaTieHMpi, 
TocKy ĥj6bm 3a6yay q?..
(II, 227, 18-28)

Pushkin concludes the poem by reversing one of his favourite constructions: he 
contemplates in the present a moment in the future when he will forget. The very 
possibility of this terrifies him.

In ‘Nadezhdoi sladostnoi mladencheski dysha’ [1823] he calls this conception of 
death ‘nothingness’, and then expresses, in quite simple language, his fear of it:

HHHTO)KeCTBO MBHq 3B ipo6 0 M OMMaaBT...
KaK, HMHero! Hki Mbic^b, m  nepsaq ^w6oBb! 
Mhb CTpaujHo!... <...>
(II, 264, 12-14)

This poem reuses the bipartite structure of ‘Liubliu vash sumrak neizvestnyi’ by 
advancing the theory that memory survives death in the first half, only to dismiss this
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as a ‘dream’ {mechta) in the second (II, 264, 10). If he knew that the dead man’s soul 
retained its memory, he would long ago have ‘flown’ to the ‘country of freedom’ -  an 
extraordinary periphrastic expression of the desire to die, or even to commit suicide:

Hajqe)KjqoM CTiazjocTHOM MJiaaeHHecKM flbima,
K orfla  6bi aepMJi q, hto  H eK oraa a y iu a ,
Ot T^eHbfl yfiesK ae, ynocM T MbicjiM BGHHbi,
M naMATb, M ^roÔOBb B nyHMHbl GeCKOHBHHbl, —
K jianycb! zjaBHO 6w q ocTaBMJi bto t  mmp; 
a  COKpyUJMJl 6bl >KM3Hb, ypOflTlMBbIM KyMkip,
M y^BTBJi B CTpany cB oèoflb i, Hacjia)KaeHMM,
B cT paw y, rzje cm bptm  h b t , r a e  h bt  npeapaccysKaeHM M ,
T a e  MbicTib o a n a  njibiBBT b mbêbchom hmctotb...
(II, 264, 1-9)

The motif of flying lies at the heart of the conditional structure of this passage. In the 
context of the poem it conveys the concept of death, but also of memory. Flying has 
become one of the media of memory.

In his notorious letter to Viazemskii, written between April and the first half of May 
1824, Pushkin said that atheism is unfortunately not ‘comforting’ {uteshitel'naia) to 
him (XIII, 92). From the family seat of Mikhailovskoe, to where he was exiled as a 
direct result of this letter, Pushkin composed a poem in which he resumed his 
examination of the theme of death. The unfinished ‘Lish' rozy uviadaiut’ [1825] 
contains echoes of both ‘Liubliu vash sumrak neizvestnyi’ and ‘Nadezhdoi sladostnoi 
mladencheski dysha’:

JlMujb po3bi yBqaaw T,
Am6 p o 3Mbm flbiuja,
[B 37I<M3MM>] yTIBTaeT 
Mx [jierKaq] a y  ma.

M TaM, r a e  botihw coHHbi 
3a6BeHne HecyT,
I fx  TBHM 6,?iarOBOHHbl
Haa JIbtok) uBBTyT.
(II, 335, 1-8)

We know from Evgenii Onegin that Pushkin includes the rose in the premier division of 
conventional poetic images. In fact every line of this poem contains unremarkable 
language; but this language also occurs in the two earlier memory poems: Pushkin had 
referred to the Lethe and Elysium in ‘Liubliu vash sumrak neizvestnyi’; the rhyme 
dyshaldusha occurs in ‘Nadezhdoi sladostnoi mladencheski dysha’. This kinship of 
language supports the argument that these poems belong to the same thematic cycle. 
Pushkin uses a gentle, innocuous image in order to convey his nihilistic message. He 
states that the soul will not retain its memory: the flying shade hovers for ever in
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oblivion {zabvenie). Pushkin may even have mentally linked the verb ‘to fly’ with the 
Lethe, Leta, the river of forgetfulness. ‘Lish' rozy uviadaiut’ is the nadir in Pushkin’s 
search for a resolution to the problem of death and memory in his p o e t r y . ^ o

In the same year as this poem was written Pushkin returned to the problem of the 
death of the poet in ‘Andre Shen'e’. In his analysis of the paradigm of the encounter of 
two poets, to which I referred earlier, Gasparov observes that the poets always have 
different, even contrasting personalities. When Byron died he could not appear as a 
shade because Pushkin identified himself too closely with him: ‘To approach the fact of 
Byron’s death from the poetic point of view, Pushkin needed another figure who 
would become Byron’s counterpart within the mythological pattern’. Chénier therefore 
became Byron’s ‘stand-in’: through his encounter with him, Pushkin could confront 
the Englishman’s death.^ ̂  However, Chénier’s soliloquy on the eve of his execution 
also allowed Pushkin to confront the prospect of his own death: the French poet is also 
Pushkin’s stand-in. In this regard, he prefigures Lenskii who will contemplate his 
possible imminent demise on the eve of the duel. The deaths of these two men 
essentially ask the same question: what happens to a dead poet’s cognitive functions?

In a note Pushkin records Chénier’s last action before being beheaded:

Ha M ecTe K33HM oh yaapMTi c e 6 a  b rojiO By m C K a s a ; pourtant j ’avais quelque  
chose là.
(II, 356; note 7)

Stephanie Sandler dismisses the footnotes as ‘casual’, adding that they clash with the 
high style of the main body of the poem.^^ my view, Chénier’s bravura gesture has 
great significance for Pushkin. This is reflected in the fact that he places the note at the 
very end of the poem; and Pushkin again refers to Chénier hitting his head in a letter to 
Viazemskii, written in the second half of November 1825 (XIII, 243).23 The gesture 
symbolizes the problem of death for Pushkin: the poet’s head, the repository of his 
intellect, will fall and so, metaphorically, will his winged inspiration and memory. In 
his soliloquy Chénier refers to his ‘flying thoughts’ (II, 353, 82), thereby picking up

The association between the rose and the shade can be traced, possibly, to Bakhchisaraiskii fontan in 
which, prior to the appearance of the shade, Pushkin detects the smell of roses (IV, 170,533). When he 
mentally revisited BaJchchisarai in ‘Fontanu Bakhchisarai skogo dvortsa’ in 1824 he announced in the 
first stanza that he bore the gift of two roses (II, 305, 2). These flowers seem to represent the two 
shades of Mariia and Zarema whom he then recalls in the lyric.

Gasparov, ‘Encounter of Two Poets in the Desert’, pp. 125, 136.
Sandler, ‘The Poetics of Authority in Pushkin’s “André Chénier’” , p. 195.

23 There is a possible echo of this gesture in the description of Evgenii’s reaction when he discovers 
that Parasha is dead in Mednyi vsadnHc

Bce xoflUT, xoflMT OH KpyroM,
ToTiKyer rpoMKO caw c co6oro —
M Bflpyr, yaapq b jio6 pyKOW,
SaxoxoTa .̂
(V, 145, 62-65).
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on the relationship between inspiration and the motif of flying. He then says that his 
head will ‘prematurely fall’ at his execution (II, 354, 89-90). Death brings down the 
poet’s winged intellect, extinguishing his inspiration and his memory. We saw in 
Chapter One that the motif of falling occurs in a number of important early lyric poems. 
In ‘K Zhukovskomu’, for example, Pushkin openly concedes that he is frightened of 
falling. But in that poem, he fears an artistic fall: he may not be able to soar like his 
eminent peers. Here the fall betokens death -  just as it does in Lenskii’s verse written 
on the eve of his duel:

n a a y  m  q ,  c T p e ^ io M  n p o H seH H b iM , <. . .>
(Six: XXI: 9)

One of the most important parallels between Lenskii and Chénier is that in both cases 
Pushkin is appraising both them and himself. Bayley observes that we can sense 
Pushkin’s feelings for Chénier’s ardent political idealism which he expresses in his 
soliloquy, ‘but they are not his, and they cannot be identified with him’.24 However, 
when Chénier invokes the device of the shade as a possible resolution to the problem of 
death, Pushkin clearly identifies himself with the poet, because he used the same device 
in ‘K Ovidiiu’. But the fact that another person is now articulating Pushkin’s words 
introduces, I believe, the equivocation of distance between Pushkin and his own 
‘solution’. Pushkin tacitly places a question mark over Chénier’s speech:

a CKopo Becb yMpy. Ho reHb mow 
XpaHMTe pyKOHMCb, o apym , ce6q! 
Koraa iposa npoPiaeT, jojinoto cyeeepHOM 
CGMpaMTecb MHoraa HMiaib mom CBMTOK BepHbIM, 
H, ao,7iro cjiyiiiaq, CKaxMTe; 3To oh;
B o t  peHb ero. A q, 3a6biB MonuibHbiM com,
B30May HeBMflMMo M cqfly Me>Kay bbmm,
M caM 3acjiyujaw cb, m BatuMMM c7ie3aMM 
ynbwcb... M M05K6T 6biTb, yTBUjeH 6yay q 
JlK>6oBbW; <...>
(II, 354, 92-101)

What is now apparent is that those people whose recollection of the poet cause his 
shade to leave the oblivion of ‘sleep’ or death must be poets. The word ‘friend’, or 
drug, frequently denotes a poet in Pushkin’s poetry. In ‘Gorodok. (K ***)’, for 
example, he says: ‘My friends are dead men, the Parnassian priests’ (I, 74, 86-87), by 
which he means dead poets; when, in ‘Voina’, he says that death will strip him of his 
memory of his friends (II, 152,23), he is probably referring to his fellow poets.

24 Bayley, Pushkin, p. 146.
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Chénier uses the image of the shade to give expression to the Horatian notion of 
poetry as the poet’s ‘memorial’ which will never be forgotten by future poets.^^ 
Towards the end of his life Pushkin himself paraphrased the origin of this principle, 
Horace’s ‘Exegi monumentum’. In la pamiatnik sebe vozdvig nerukotvomyi’ [1836] 
he states that the soul in his sacred lyre will outlive his dust, and that he will be famous 
as long as a single poet lives in the sublunary world (III, 424, 5-8). Bayley notes that 
Pushkin is equivocal but not openly ironic in his reworking of the Horatian poem.^^ 
This same balance is struck in his appraisal of Chénier describing his shade during his 
soliloquy. The image of the shade does not offer a complete solution to death -  it is not 
clear, for example, whether the dead poet’s memory will be preserved -  but the thought 
that the poet’s work will never be forgotten provides a degree of comfort both to the 
condemned man and to Pushkin.

However, this ‘Horatian principle’ applies only to ‘friends’, to poets. When Pushkin 
described his work as his ‘monument’ in the draft of Canto Two of Evgenii Onegin in 
1823, he was explicitly addressing his ‘friends’:

H 3TOT JOHblM CTMX He6pe)KHblM 
JTepe)KMBeT mom bbk MqTe>KHbiM 
Moiy BOCKJIMKHyTb <0 flpy3bfl> —
B o s f l B M r H y ^  n a M A T H M K  < M >  q

(VI, 300)

In the final version of the canto, he retains the word ‘friend’ to describe a similar 
scenario:

Mhb 6b w o 6 rpycTHO mmp ociaBMTb. 
aîM B y, HMiuy H e g jim  n o x B a j i ;
Ho q 6bi Ka)KeTcq xe^ a^ i 
ITeMaJIbHblM )Kpe6MM CBOM npOCJiaBMTb,
Hto 6 o 6 o  MHe, xax BepnbiM apyr,
HanOMMMJl XOTb eflMHbIM 3ByK.
(Two: XXXIX: 9-14)

Pushkin then contrasts the poet’s remembrance, which he values, to the admiration of 
the ‘future ignoramus’, the non-poet (Two: XL: 1-14). ‘Andre Shen'e’ illustrates the 
mutual exclusivity of their respective worlds. The poet’s shade will only appear to 
poets. The overriding emotion between the poetic and non-poetic worlds is one of 
indifference {ravnodushie). Therefore Chénier predicts that his freshly severed head 
will be raised over an ‘indifferent crowd’ {nad ravnodushnoiu tolpoiu) (II, 353, 69);

The fact Chénier describes the same credo is quite fitting, since, as Pushkin observes in his note 
‘<Ob Andre Shen'e>’ [1825], his poetry only came to prominence after his death when Chateaubriand 
uttered ‘a few words’ about him in 1819 (XI, 35). See L.G. Frizman, ‘K zametke Pushkina “Ob Andre 
ShenV” , VPK, 14, 1976, pp. 144-46.

Bayley, Pushkin, p. 305.
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and in ‘la pamiatnik sebe vozdvig nerukotvomyi’ Pushkin orders his Muse to accept 
praise and slander [of non-poets] with ‘indifference’ {ravnodushno) (III, 424, 19).

This unbridgeable gulf between the poet and non-poet explains Pushkin’s reaction to 
the death of his former lover Amaliia Riznich in ‘Pod nebom golubym strany svoei 
rodnoi’ [1826]. Pushkin had referred to her dazzling beauty in ‘Otryvki iz puteshestviia 
Onegina’ where she is described at the Odessa opera, surrounded by her admiring 
‘slaves’ while the cuckolded husband snores symbolically in the comer (VI, 205). 
Monika Greenleaf notes that Pushkin’s description of his relationship with Riznich was 
marked by the rhetoric of ‘domination and s u b m i s s i o n For example, in ‘Prostish' li 
mne revnivye mechty’ [1823] Pushkin finds himself unable not only to express openly 
his affection for Riznich but also to talk to other women, so great is her hold over him. 
He probably includes himself among her ‘slaves’ at the opera. However, as Nabokov 
observes, when Pushkin wrote these lines he did not know that Riznich was dead. She 
had died of consumption in Genoa in May 1825.^8 Yet when he gave his reaction to her 
death in 1826, the rhetoric of domination and submission had evaporated. He describes 
his complete indifference when he encounters his lover’s flying shade:

ITofl HeôoM ro,ny6biM crpaHbi CBoew poziHOM 
Oh3 TOMMJiacb, yBflflajia... 

yBBJa HaKOHBU, M BBpHO HaflO MHOH 
MTiazjaq leHb y x e  Tieiajia;

Ho HBflocTynHafl nepja mb)k HaMM ecTb.
K a n p a c H O  h ^ b c t b o  B oaôysK Z jaJi 

Ma paB H O flyujH bix  y c T  q  cT ib im aji c m b p t m  B e c T b ,
M paBHOflyujHo bm BHMMâ  a.

(Ill, 20, 1-8)

It may be that by removing all traces of grief Pushkin conceals and yet, paradoxically, 
betrays a paroxysm of emotion. But he appears to be as indifferent to her flying 
presence as he was to the news of her death. The two regard each other across an 
unbridgeable gap, an ‘impenetrable boundary’ which exists between them. This gap 
appears because the poem describes the encounter of two lovers, but not two poets. 
Riznich is not a ‘friend’. Pushkin cannot adapt the paradigm described by Gasparov to 
accommodate non-poets. The encounter does not result in any solace, either for 
Pushkin or for Riznich; nor does it lead to any resolution of the problem of death.

However, as Senderovich points out, the shade of the non-poet subsequently 
becomes a ‘desired guest’ in 1830.^9 In ‘Zaklinanie’ [1830] the poet’s indifference

Monika Greenleaf, Pushkin and Romantic Fashion: Fragment, Elegy, Orient, Irony, Stanford, 
1994, p. 94.
28 Nabokov, Eugene Onegin, III, p. 299.
29 Senderovich, ‘On Pu§kin’s Mythology: The Shade-Myth’, p. 108.
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consists in the fact that he does not care if the woman -  possibly Riznich -  appears still 
bearing the hideous marks of the illness which killed her (III, 246,9-12):

Mh6 Bce paBHO, crozja! cmaa!... 
(Ill, 246, 16)

What has happened between 1826 and 1830 to cause such a dramatic volte-face in 
Pushkin’s attitude to the shade? The answer, according to Senderovich, lies in 
‘Vospominanie’, which Pushkin composed in 1828. Senderovich agrees with 
Gershenzon that the shade is a stable, recurrent image in Pushkin’s work; but he 
challenges Gershenzon’s thesis that Pushkin displayed a blind faith in the existence of 
shades or the afterlife, only to turn away from this faith in moments of weakness 
(Gershenzon claims that there is not the ‘slightest doubt’ that Pushkin believed in the 
‘objective existence of apparitions’).^^ He argues that Ihishkin’s treatment of the shade 
is indeed indicative of two contrasting states of mind, but that these correspond to 
Pushkin when he is inspired and when he is not. The inclusion of shades in his poetry 
did not, however, suggest a belief in them outside it: ‘One may experience in poetry 
that of which there is not the slightest hope in life outside poetry’. Pushkin oscillated 
between faith and the lack of it, but a mythological resolution of this contradiction arose 
only in poetry. When the poet is uninspired he is ‘pitiable and insignificant’, but after 
the onset of inspiration he can encounter ‘visions’ or shades:

The reality of these visions for Puskin consisted not at all in their illusory power, or 
their psychological clarity, but in the fact that the visions were mediating factors in the 
process of artistic creation. Their influence produced a result as real in the spiritual 
plane as in the material -  their appearance led to the composition of verses.

Senderovich therefore identifies the shade as a catalyst in the creative process which 
results in poetry. He then invokes the Horatian notion of poetry as the pamiatnik, 
which enables the soul to outlive the mortal clay and escape decay. The appearance of 
the shade results in poetry, and thus the poet’s immortality. He concludes that this 
‘shade-myth’ found its ultimate expression in ‘Vospominanie’ in which ‘two dear 
shades’ appear at a moment of spiritual crisis and facilitate a resolution into a creative 
act? 1

I find it difficult to accept, as Senderovich obviously does, that Pushkin believed 
without reservation in the ‘Exegi monumentum’ principle. Bayley notes that it was 
indeed restated, but with ‘the deadpan gravity of Pushkinian e q u i v o c a t i o n ’ . 

Derzhavin had produced his own version of Horace’s poem, ‘Pamiatnik’, in 1795. In

Gershenzon, ‘Ten' Pushkina’, p. 85.
Senderovich, ‘On PuSkin’s Mythology: The Shade-Myth’, pp. 103-10. 
Bayley, Pushkin, p. 305.



79

this, the poet says that ‘swift-moving’ (bystrotechnyi) thunder will never shatter his 
monument:

HM BMXpb e r o ,  HM rpO M  He CJOMMT ÔblCJpOTeHHblM,
M BpeMeHM n o j i e i  e r o  He coK pyiuM T  3^

A subtle indication of Pushkin’s difficulty with this concept (and another example of 
his irrepressible need to subvert Derzhavin’s work) is that the only occasion on which 
he uses the same adjective, bystrotechnyi, occurs in Claudio’s speech in Andzhela 
[1833], the most powerful expression of the fear of death in his work:

A j y i :  BOHTM B HBM yw M r jiy ,
C r p e M r^ a B  H M SB epiw yTbC fl b  KMnmwyM) C M o a y ,
HjIM b o  J b a y  S a C Ib llb , C
HoCM TbCfl B nyC TO TB , npO C TpanC TB O M  fieCKOHBHHblM...
H  B c e , MTO ip e s M T c q  OTyaBHHOw m b h t b ...
(V, 123, 182-86; my emphasis)

Pushkin’s loose translation of Shakespeare’s Measure for Measure departs from the 
original, in which Claudio fears being ‘imprison’d in the viewless winds. And blown 
with restless violence round about The pendent world’ (Act Three, Scene One, 125- 
27).

I do, however, agree with Senderovich’s view that the presence of inspiration in 
‘Vospominanie’ is crucial to Pushkin’s attempt to confront the problem of memory and 
death. I started this chapter by describing the archetypal link between memory and 
inspiration. The relationship between these two areas is reflected in Pushkin’s work by 
their common use of the dream/flying nexus. We have seen that once memory becomes 
specifically associated with death, this nexus practically disappears. Pushkin refers to 
the poets’ contention that shades fly into the dreams of mortals in ‘Liubliu vash sumrak 
neizvestnyi’, but then dismisses this as ‘empty dreams’. Pushkin’s refusal to use the 
dream/flying nexus in the context of death symbolizes his fear that inspiration and 
memory expire when the poet dies. Riznich’s shade which flew over Pushkin in ‘Pod 
nebom golubym strany svoei rodnoi’ was a dreadful caricature of the Muse, Pushkin’s 
poetic lover who hovers over his head. While the Muse generates for him the dreams of 
inspiration, his memory of the dead woman resulted in apathy. The poem expressed 
Pushkin’s emotional void by describing the inertia of the absence of inspiration. In 
‘Vospominanie’ Pushkin once again encounters Riznich’s flying shade, but he does so 
during his reminiscing dreams (mechty). Symbolically the strands of the dream/flying 
nexus come together in the context of death. Pushkin shows that inspiration, memory 
and death can coexist. At this moment of synthesis he is filled with what Senderovich

33 Derzhavin, Stikhotvoreniia, p. 166.
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calls a ‘sacred h o r r o r ’ . i s  gripped with the same feeling of awe which he 
experienced when he saw the effulgent dreams flying over his head in ‘Razgovor 
knigoprodavtsa s poetom’. The recollection of the dead woman strikes him with the 
extreme but inspirational emotions of terror and ecstasy.

In the first part of the poem, Pushkin’s dreams serve as the medium for an act of 
remembrance:

MeHTbi KMnqj; b y mb, noflaB êHHOM tockom,
TeCHMTCq Tfl)KKMX flyM MBfiblTOK;

BocnoMMHaHMe 6e3MO,?iBHO npeao mhom 
CbOM ZITlMHHblPi paSBMBaBT CBMTOK; <...>

(Ill, 102, 9-12)

These dreams are not ‘real’, but take place during a period of insomnia (the poem was 
called, at various stages, ‘Bessonnitsa’ and ‘Bdenie’: III.2, 1158). His febrile mechty 
contrast with the sleep which has descended on the ‘mortal man’ (III, 102, 1). This 
reference to the real, mortal world reinforces the notion that Pushkin’s dreams locate 
him in the ‘other world’. However, Pushkin only reveals what he experiences in that 
world in the second part of the poem which he did not include in the published version 
in 1829. Akhmatova argues convincingly that this was because it describes two of 
Pushkin’s dead lovers, and that their presence in his poetry may have offended his 
future wife whom he was assiduously courting at the time.^^

As Lotman and Mints point out, the two women appear to the dreamer at a moment 
of spiritual crisis.^^ Pushkin has read the ‘scroll’ of his life with ‘loathing’, and 
trembles and complains bitterly whilst shedding bitter tears (III, 102, 13-16). At this 
point, when he can find no comfort, two ‘dear shades’ appear:

M  H B T  O T p a a b I  M H B  —  M T M X O  n p B f l O  M H O M  

BcTawT flBa npMspaxa MTiaabiB,
/IBB TBHM MMJlblB — flBa flaHHbIB Cyflb6oM

Mhb annexa bo ahm fibMbiB —
Ho o6a C KpblJIbqMM, M C n̂ aMBHHblM MBMOM —

M cTBpBryi — M Mcjqi mhb o6a —
M o6a roBopqj mhb mbptbwm flBWKOM 

0 TBMHax CMacTMq M rpo6a.
(III.2, 651)

Senderovich, ‘On PuSkin’s Mythology: The Shade-Myth’, p. 114.
A. Akhmatova, “‘Kamennyi gost'” Pushkina’, PIM, 2, 1958, pp. 185-95 (193). Senderovich 

discusses the problems of studying the text in Senderovich, Aleteiia, pp. 13-23. He concludes that there 
are two separate poems: version ‘A ’, comprising the first sixteen lines (III, 102), and version ‘B ’ which 
also includes the extra twenty lines of the second half (III.2,651). It is curious that some studies of the 
poem make no reference to the second half: see, for example, Dennis Ward, ‘Pushkin’s 
“Vospominanie” -  An Appreciation’, in The Wider Europe: Essays on Slavonic Languages and 
Cultures, ed. J.A. Dunn, Nottingham, 1992, pp. 177-84.

lu.M. Lotman and Z.G. Mints, ‘Obrazy prirodnykh stikhii v russkoi literature (Pushkin -  
Dostoevskii -  Blok)’, Pushkin, pp. 814-20 (816-17) (this collaboration is contained in an appendix to 
Lotman’s collection of studies on Pushkin).



81

According to Sergei Shtein, the shades represent Riznich and another lover whom he 
could not identify.37 The presence of two shades conforms to the idea of ‘doubleness’ 
or pairing which is reflected throughout the poem. In this short passage Pushkin uses 
dva or oba six times in order to emphasize the fact that there are two of them. But 
whereas in the first part of the poem he describes a fundamental binary opposition -  
day versus night, or sleep versus dreams -  the overriding impression in the second is 
one of synthesis. The two shades are united: they act and speak in unison. We can infer 
that their presence provokes profoundly contrasting reactions in Pushkin: they hold a 
flaming sword which may protect or inflict injury;38 they guard Pushkin but also seek 
vengeance; they talk about the secrets of happiness, but also of the grave. But these 
contrasting emotions are synthesized in one man, in Pushkin himself. He experiences 
the same extremes of emotion, an amalgam of violently opposing sensations, which 
fills him with inspiration in ‘Razgovor knigoprodavtsa s poetom’ or ‘Prorok’ or ‘Poet’. 
The idea of synthesis also defines the whole experience of the dream: inspiration and 
memory are fused with death; the dear shades inspire Pushkin to create, by revealing 
the secrets of happiness, but also inspire him with a belief in the afterlife with their 
secrets of the grave; and at this moment of catharsis for Pushkin the dead women are 
presented not just as shades but also as winged angels who protect him with their 
wings, just as his Muse did thirteen years earlier in ‘MechtateP’. An indication of the 
profound significance which Pushkin attached to ‘Vospominanie’ is that seven years 
after its composition he appeared to recall the comforting angel (the two angels have 
become one: the synthesis is complete) in the draft of ‘...Vnov' ia posetil’ [1835]:

IIo33Mq, K3K aHre,?i-[yTeiuMTeJib], —
Cnacjia Menq; m q BocKpec flymoM.
(III.2, 996)39

In the same year, on the manuscript of ‘Na Ispaniiu rodnuiu’, which describes how a 
saint counsels a Spanish king during a beneficent dream (snoviden'e blagodatnoe) (III, 
386,97), Pushkin drew the picture of a single angel holding a burning sword."^®

When Pushkin subsequently summons the shade in ‘Zaklinanie’ he says that he does 
not want to know ‘the secrets of the grave’ (III, 246, 20). This is because they had

37 Sergei Shtein, Pushkin i Gofinan, Derpt, 1927, p. 242.
38 There is no evidence here to suggest that Pushkin linked the word ‘sword’, meek, with the word for 
dream, mechta, but the similarity of the words is intriguing. According to Fasmer, however, there is no 
etymological relationship between them: Maks Fasmer, Etimologicheskii slovar ' russkogo iazyka, ed.
B.A. Larin, translated by O.N. Trubachev, 4  vols, M., 1964-73, II, 1967, p. 614.
39 See Gennadii Krasukhin, Pushkin. Boldino. 1833. Novoe prochtenie: Mednyi vsadnik, Pikovaia 
dama, Andzhelo, Osen', M., 1997, pp. 156-57.

Unfortunately, the Jubilee edition of Pushkin’s work does not include this drawing, but it is 
reproduced, with an interesting reference to ‘Vospominanie’, in Tsiavlovskaia, Risunki Pushkina, pp. 
54-55. See also I.Z. Surat, Zhizn'i lira. O Pushkine, M., 1995, p. 49.
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been revealed to him in ‘Vospominanie’, a poem which acknowledges the existence of 
the afterlife. As a result of this poem the shade becomes a ‘beneficent’ image for 
Pushkin. The expression is Senderovich’s. He also argues that the shade is a generally 
positive image from the perspective of Pushkin’s characters; the shade of Ivan the 
Terrible, for example, strengthens the spirit of the Pretender in Boris Godunov (VII, 
64, 171-75); and in Skupoi rytsar' the Baron wishes to return as a shade in order to 
defend his treasures (VII, 113, 115-18).^^ These, in my view, are not convincing 
illustrations of a shade which is beneficent. To take the example of Ivan’s shade, the 
Pretender’s recurrent dream predicts that he will ‘fall’ once he achieves power (VII, 19, 
57-61). This calamitous denouement of his career may take place outside Pushkin’s 
work, but when the Pretender refers to Ivan we know, because of the portent of the 
dream, that the shade’s inspirational presence will turn out to be less than benign. The 
degree of consolation vouchsafed by the beneficent shade to the poet is not, as a rule, 
extended to Pushkin’s characters. In Onegin’s dreams, for example, Lenskii’s shade 
cannot reveal the ‘secrets of the grave’ -  one of the friends’ topics of conversation 
when they first got acquainted (Two: XVI: 6) -  because it lies motionless in his mind in 
a pool of blood. In Pir vo vremia chumy Walsingham says that he will not be 
summoned from the feast by the ‘shade’ of his mother (VII, 182, 218), despite the 
priest’s reminder, designed to prey on his conscience, that she had only recently died. 
Indeed, remembrance is ‘dreadful’ for the son (VII, 182, 210).^^  ̂The great exception 
to this rule is the colossal figure of Mozart, Pushkin’s fellow artist. He (like Pushkin) 
can translate the ‘vision of the grave’ into a divine sound (VII, 127, 100). The man in 
black who follows Mozart ‘like a shade’ (VII, 131, 26-30) commissions a requiem, 
and thereby symbolically links the image of the shade with the theme of inspiration, 
memory and death. All that non-poets or non-artists like Salieri can do is observe the 
gap between Mozart’s talent and his own ‘wingless desire’ to compose, whilst devising 
the means to make his companion ‘fly away’ (VII, 128,126-30).

Pushkin never fully accepted the ‘Exegi monumentum’ principle, nor did he ever 
fully resolve the problem of memory and death. The fact that the beneficent winged 
shades appear in that part of ‘Vospominanie’ which, for whatever reason, he withheld 
from publication, symbolizes his ‘agnosticism’, his inability to reach a definitive 
answer to the problem. Similarly, he removed the reference to the comforting angel of

Senderovich, ‘On PuSkin’s Mythology: The Shade-Myth’, pp. 106-07.
According to one critic, one of the clear consequences of Pushkin’s amendments to Wilson’s play, 

on which this tragedy is based, is that the encounter between the Walsingham and the priest -  and 
therefore the unresolved fear of death -  becomes the psychological centre o f the work: Donald Loewen, 
‘Disguised as Translation. Religion and Recreations in Pushkin’s “A Feast in Time of Plague’” , SEEJ, 
40, 1996, pp. 45-62 (49). For a general comparison of the two works, see Henry Gifford, ‘PuSkin’s 
Feast in Time o f Plague and its Original’, American Slavic Review, 8, 1949, pp. 37-46. For Lotman’s 
fascinating interpretation of this scene, see lu.M. Lotman, ‘Iz razmyshlenii nad tvorcheskoi evoliutsiei 
Pushkina ( 1830 god)‘, Pushkin, pp. 300-16.
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poetry from ‘...Vnov' ia posetil’; and he only allowed himself to draw, but not 
describe, this figure in the manuscript of ‘Na Ispaniiu rodnuiu’. However, in 
‘Vospominanie’ he came the closest he ever could to acknowledging that inspiration 
and memory can coexist with death. He used the imagery of dreams and flying in order 
to achieve an imperfect resolution to the problem of memory and death and, consonant 
with that, a degree of solace.

Several years later, Pushkin again attempted to do this in the lyric ‘Kogda poroi 
vospominanie’. The subtext of the poem suggests that Pushkin also employed this 
figurative nexus in order to make a ‘political’ statement. At the start of the poem, in 
accordance with Gershenzon’s hypothesis, Pushkin withdraws from the real world into 
a state where he can fly to the past in a dream:

Korzja nopoM  BOcnoMMHaHbe 
T p b ia e j M ne c e p z ju e  b  THtuMHe, <...>
Toraa 3a6biBiuncb<?> <qx?> jieny <...>
CTpeM<JIK)Cb> npMBbNHOH) MeH<TOW>
K CTyaeHbiM ceBep<HbiM>BOs?iH<aM>.
M b 5k èejiorTiaBO M  mx TO Jinow  
OTKpblTblM<?> OCTpOB BM)Ky TBM.
TleHajibHbiM o c T p o B  — 6 e p e r  am ko m  
y  c e  AH 3MMHeH)<?> GpyCHMKOM, 
yBAfliuefî TyHflpom noKpwT 
M xjiaflHOM neHOK) noawbiT.
(Ill, 243, 1-26)

Both Tomashevskii and Tsiavlovskaia thought that this poem alluded to Solovki, where 
Alexander I wanted to install Pushkin in 1820 (the reference to this place of exile, still 
thriving in the Soviet Union, itself constituted a brave act).43 Akhmatova, on the other 
hand, argued that Pushkin was describing Vasil'evskii Island in St Petersburg and that 
his mental flight was triggered by the memory of the five hanged Decembrists whose 
bodies were buried in unmarked graves in this area. In the final part of the poem, 
Pushkin states that his ‘wretched boat’ (III, 244, 32) is carrying him to this barren 
island where, according to Akhmatova, the dead Decembrists were located."̂ *̂

The various, by necessity, obscure references to these hanged men in Pushkin’s 
poetry indicate that he was preoccupied by their memory. He probably alludes to them 
in the final stanza of Evgenii Onegin where he says that ‘Some are no more, others are 
distant’ (Eight: LI: 3). Nabokov links this with the draft of ‘Na kholmakh Gruzii lezhit 
nochnaia mgla’ [1829]:

Pushkin. Knigavtoraia.M aterialykm onografii (1824-1837), M.-L., 1961, p. 
264; the Commentary of Tsiavlovskaia, p. 626.

Arma Akhmatova, ‘Pushkin i Nevskoe vzmor'e’, Prometei, 10, 1974, pp. 218-25 (223-25).
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MHbie jqa<neKo MHbix y>K b  MMpe hbt  
Co MHOM OflHM BOCnOMMHaHbfl 

(III.2, 7 2 3 ) 4 5

The destination of Pushkin’s mental flight in ‘Kogda poroi vospominanie’ suggests 
that these memories relate not so much to the living men, but to the manner of their 
burial. As in the final passage of Mednyi vsadnik, with which the poem bears a close 
r e s e m b l a n c e , 4 6  the corpses on this forlorn island represent the ‘unclean dead’, whose 
souls, whilst they are bereft of the finality of a Church burial, can never rest. On 
several occasions in his manuscripts he therefore drew the bleak image of these hanged 
men, suspended for ever in the ‘pendent world’ (for example, see XVIII, 215-16). 
Pushkin’s act of reminiscence is not cathartic. The memory poem, which is itself 
unfinished, merely highlights the problem of their ‘incomplete’ death.

There is a fascinating parallel between this mental flight and the one which Pushkin 
describes in Domik v Kolomne, to which I referred at the start of this chapter:

a  )KMBy
Tenepb He tbm, ho Bepnoro MeHToro 
JlKifijTto J i e r a i b ,  sacnyBU JM  n a A B y ,
B K0,710MHy, K IIoKpoBy — MB BocKpeceHbe 
TaM c^yiuaib pyccKoe goroc^yxenbe.
(V, 88, 156-60)

It seems quite possible that Pushkin is again recalling the hanged Decembrists. He 
wrote ‘Kogda poroi vospominanie’ and Domik v Kolomne during the same celebrated 
Boldino autumn of 1830. The love which he expresses here is related to the ‘love of the 
fatherland’s graves’ (III, 242, 4) which he describes in ‘Dva chuvstva divno blizki 
nam’, which was written in October 1830. It relates to the memory of the executed men 
and to where they are buried. In this extract from Domik v Kolomne Pushkin 
deliberately contradicts his declaration, made earlier in the poem, that he will not allow 
himself to remember:

a  BOflbl JleTbi n b w ,
Mhb flOKTopoM sanpeujena yHbiJiocTb;
OCTaBMM 3TO,— CaBJiaMTB MHB MMTIOCTb!
(V, 86, 94-96)

He issues this ban on remembrance because he had just described the ‘strange dream’ 
which sometimes fills his heart:

45 Nabokov, Eugene Onegin, III, p. 246.
46 See Akhmatova, ‘Pushkin i Nevskoe vzmor'e’, p. 220.
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C ipaH H blM  CHOM 
B biB aeT  c e p f l u e  n o jiH O ; m h o t o  e a z jo p y  
ITpHxoflMT HaM Ha y M , K o r a a  f ip e a e M  
OZJHM M71M C T O B apm yeM  BflBOBM.
(V, 86, 85-88)

Jakobson argues that Pushkin’s ‘dream’ is a general reference to his ‘political’ views -  
those views which he could not openly express because of the strictures of the imperial 
censorships^ In my opinion, the dream is more specific. Pushkin is saying that he will 
not allow himself, as he does in ‘Kogda poroi vospominanie’, to recall the five men 
who are buried near Kolomna. Blessed is the man, he then declares, who can stifle the 
hiss of the snake (V, 86, 91-92): this is the same snake of remembrance which had 
gnawed his heart in ‘Vospominanie’ (III, 102,8). This is why he must drink the water 
of forgetfulness from the Lethe. His subsequent refusal to suppress his memory of 
these men amounted, in 1830, to a political statement.

In the next chapter I will show how Pushkin uses the imagery of dreams and flying 
to make similar statements throughout his work. However, in concluding this chapter, I 
would like to suggest that the recollection of the Decembrists results in another 
resolution, of sorts, to the problem of memory and death for him. It is symbolic that 
Pushkin flies back in his dream to the place where they are buried on a Sunday. As at 
the end of Mednyi vsadnik (V, 149, 211), he uses the word ‘Sunday’, voskresen'e, to 
convey the idea of resurrection. The souls of the hanged men, who were buried in 
unmarked, non-consecrated graves, are finally and properly laid to rest so that they can 
be reborn: in this dignified act of remembrance Pushkin mentally gives the 
Decembrists’ remains a Christian burial, to the accompaniment of the Russian Orthodox 
liturgy, ‘for the sake of God’.

Roman Jakobson, ‘PuSkin Unrestrained’, Puskin and His Sculptural Myth, pp. 68-75.
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Chapter Three

Towards Pushkin’s Political Character 
Assassination

H enpAM, saBMfleH eaiu
IT03T KaSHMT, no3T BeHMaeT;
SjioaeeB rpoMOM BBHHbix crpe^
B noTOMCTBe aajibHOM nopaxaeT; <...> 
‘Razgovor knigoprodavtsa s poetom’ (II, 292, 
81-83)

In 1934 Mirskii described the ‘struggle’ of interpreting the imagery in Mednyi vsadnik:

Eopb6d 3 fle C b  M fleT 3 d  Kd)KflblM o6pd3. HM OjqMH H6 MO)K8T 6blT b OCMblC^BH flO  
KOHua c  oflHOM TOMKM 3peHMfl. Ka)Kfloe ocM b Jc^ em e OTKpbiBaer B sep b  k 
s p y r o M y  m m  o z i h o  H e Mo>KeT 6b iT b npnH A TO  K ax OKOHM aTeTibHoe.^

In Jakobson’s opinion, this difficulty in assigning a definitive meaning to the imagery 
accounts for the endlessly contradictory judgements about the poem.2 In Lednicki’s 
view, the oppressive presence of the censor was responsible, in great measure, for the 
‘complex and hazy’ symbolism in Pushkin’s poetry in general, and in Mednyi vsadnik 
in particular.

At each step, fear of the censor checked the impetus of inspiration and forced the poet 
to use his words as much to hide his thoughts as to express them. Thus Pushkin’s 
poetry, acclaimed for being so crystal-clear, classically simple, and lucid, harmonious, 
and well balanced, became complex and hazy. The poet compelled himself to adopt, 
one might say, a double symbolic form of poetic expression. In other words, to the 
customary artistic law of representation by means of symbols was added the necessity 
of complicating the artistic symbolism and screening it with an opaque drapery of 
political loyalty in those passages in which the symbolism was not sufficiently 
obscure.^

In this chapter I do not intend to ‘crack’ the code of Pushkin’s imagery, a task that is 
fraught with difficulties, nor, indeed, to examine in much detail his great poem about 
the Bronze Horseman. However, I will show that in a significant number of other

 ̂ D. Mirskii, ‘Problema Pushkina’, Literatumoenasledstvo, 16-18, 1934, p. 102.
 ̂Jakobson, Puikin and His Sculptural Myth, p. 49.
 ̂Waclaw Lednicki, Pushkin’s Bronze Horseman: The Story o f a Masterpiece, Westport, Connecticut, 

1978, p. 3
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works, the imagery of dreams and flying -  especially bird imagery -  plays a significant 
role in the sort of disguised attacks described by Lednicki. The use of such imagery to 
portray characters in a negative light is not confined to a political context. Nevertheless, 
I will focus in the main on those political figures who become the target of Pushkin’s 
double-edged words. The chapter will culminate in the analysis of a work written in the 
1830s in which Pushkin portrays himself as a bird and, in that guise, assassinates a 
monarch, who is himself described as a bird. Although it is not my intention to add 
another detailed analysis of Pushkin’s politics to the enormous number of critical 
studies which already exist on this subject, in order to trace the use of these images 
through his work, I will refer, in general terms, to the development of his political 
views.

In his study of Mednyi vsadnik, Lednicki identified the tyrannical charioteer in ‘K 
Litsiniiu. (S latinskogo)’, written almost two decades earlier in 1815, as an early 
prototype of the Bronze Horseman.^ This lyric was one of Pushkin’s first poems to 
examine the themes of autocracy and freedom. Set during a period of despotic 
governance in ancient Rome, it is an allegorical description of the Russian regime.^ It is 
probably an imitation of Milonov’s satirical ‘K Rubelliu’, which was written in 1810 
but published in 1814. Pushkin included the subtitle, ‘From the Latin’, in an attempt to 
divert attention from its real significance (it was later dropped when he revised the 
poem between 1817 and 1819: II, 11). In the opening lines, the narrator describes how 
a young man ‘flies’ through the streets in his chariot into a crowd of people:

JImUMHMM, s p m u b  JIM TbI? Ha fiblCTpOM KOJieCHMUe, 
yeeHHaH JiaepaMM, b ÔJiecTflmeM éaipflHMue,
CnecMBO passaJiqcb, BeTyjiMM mojioaom 
B TOJiny HapoflHyro jibtmt no moctobom.
(I, 85, 1-4)

The reference to the young man’s purple clothes establishes him as a figure of authority 
in the political hierarchy. According to William Brown, the charioteer may represent 
Alexander I’s favourite. Count Arakcheev.^

Pushkin’s stress on the great velocity of the ‘flying’ vehicle reinforces the official 
status of the driver. In contemporary Russia, a vehicle travelling at great speed 
indicated that the passenger may be a government official. For example, the official 
Conner (fel'd’̂ eger') was not obliged to observe the official speed limit (approximately 
twelve kilometres an hour in winter, ten in summer).^ Pushkin will ruefully contrast his

^ Lednicki, Pushkin’s Bronze Horseman, pp. 28-30; see also Bethea, ‘The Role o f the Eques in 
Pu^lân’s Bronze Horseman’, pp. 103-04.
 ̂See Tomashevskii, Pushkin. Kniga pervaia (1813-1824), p. 50.
 ̂William Edward Brown, A History o f Russian Literature o f the Romantic Period, 4  vols, Ann Arbor, 

Michigan, 1986, III, p. 147.
^ See lu.M. Lotman, ‘Sredstva peredvizheniia. Doroga’, Pushkin, pp. 539-41.



own slow vehicle to that of the courier in Puteshestvie iz Moskvy v Feterburg [1834] 
(XI, 243). The implication that the charioteer is a functionary, albeit an important one, 
distinguishes him from Peter in Mednyi vsadnik. In fact, Pushkin’s approach to their 
respective portrayals is quite different. A truism of his attitude to Peter is that it is shot 
through with equivocation. As Lednicki observes, in the poem Pushkin skilfully 
manages to establish a crack in the ‘smooth surface’ of the poem’s panegyrism.® In ‘K 
Litsiniiu. (S latinskogo)’, by contrast, Pushkin portrays the charioteer as an overtly 
negative character. The description of him careering into the crowd of people may draw 
on the folkloric belief that speed was something to be feared.^ However ‘K Litsiniiu. 
(S latinskogo)’ also establishes a precedent which Pushkin will follow many times in 
his career: when applied to one of his characters, especially when they are male, the 
motif of flying can, and usually does, possess a distinctly negative connotation.

In the portrayal of this arrogant young Roman we see the prototype not of Peter, but 
of the brothers in Brat'iarazboiniki who fly in their troika at night; and of Onegin who 
flies in his post chaise to his dying uncle. In these later works Pushkin was able to 
draw on the various clusters of negative significance which had attached themselves to 
the motif of flying since 1815. As we saw in Chapter Two, flying in Brat'iarazboiniki 
is associated with death; as we shall see in the final part of this chapter and Chapter 
Four, it can also suggest sexual or romantic inadequacy -  an important aspect of 
Onegin’s characterization. The flying vehicle is a small, but significant paradigm in 
Pushkin’s work. Each time it occurs, Pushkin reinforces or even expands its 
accompanying aura of negativity. For example, he describes personified Arrogance 
{Spes '} and Dissipation (Rasseian'e) ‘flying’ to a ball in some unidentified vehicle in 
‘Son. (Otryvok)’ in 1816 (I, 144, 51-60).

The description of the young man’s arrival on his sleigh in ‘Zhenikh’ [1825] is 
particularly reminiscent of ‘K Litsiniiu. (S latinskogo)’:

® Lednicki, Pushkin’s Bronze Horseman, p. 52.
 ̂ See Stephen L. Baehr, ‘The Troika and the Train: Dialogues between Tradition and Technology in 

Nineteenth-Century Russian Literature’, in Issues in Russian Literature before 1917: Selected Papers of 
the Third World Congress for Soviet and East European Studies, ed. J. Douglas Clayton, Columbus, 
Ohio, 1989, pp. 85-106 (91-94).
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Pas y  TecoBbix y  eopoT,
C noflpy)KKaMM cbommm, 

CMflBJia flBBMUa — M BOT
npoM ^a^acb nepea hmmm

JiMXafl jpOMKa c  MOJIOflUOM. 
KOHÎIMM, KpbITbIMM KOBpOM.

B caHflx OH CTOfl npaBMT 
M roHMT Bcex, m aaBMT.

Oh, nopoBHflBiiiMCb, nor^iflflBTi, 
Harauja noMPiae^a,

Oh BMXpeM MHMO npOJIBTBTI, 
Haïauia noMeptBejia. 

CipeMrjiaB zjomom ona 6e>KMT. 
«Oh! oh! ysHa^ia! — roBopMT, 

Oh, tohho oh! aepxMTe, 
apysbfl MOM, cnacMie!»

(II, 360, 17-32)

The reproduction of the scene in the earlier poem is not complete: there the Romans 
scrutinized the driver’s face, searching for a smile or a movement of his eyes (I, 85, 9); 
now the young man inunediately glances at the girl -  a glance signifying keen appraisal, 
given that he soon proposes to her. At the wedding feast, Natasha recalls an unpleasant 
dream (son) in which her husband cut off the hand of a maiden and removed her ring. 
It transpires that the events of the ‘dream’ are real and that Natasha’s wedding ring 
belongs to this girl. The motif of flying is therefore not the only component in the 
groom’s portrayal, but the reference to his flying sleigh in the opening scene is 
immediately suggestive of a louche, dangerous character, a suggestion which is later 
confirmed by the bride’s story. As soon as the young man flew past, Natasha ‘went 
numb’, an expression which, in the Russian (pomertvela), conveys a sense of dying, 
of mortification. As in Brat'iarazboiniki and Evgenii Onegin, Pushkin juxtaposes the 
flying vehicle with the notion of death. There is no political or allegorical dimension to 
‘Zhenikh’, but in his characterization of the groom, and indeed of the robbers and 
Onegin, Pushkin is able to make effective use of the powerful negative potential of 
flying, a potential which he discovered in ‘K Litsiniiu. (S latinskogo)’, one of his first 
attacks on a political figure.

A further distinction between the charioteer in this early lyric and Peter is that the 
Roman is not a horseman. The observation is obvious but highly significant. The 
unharnessed horse is, on the whole, a ‘positive’ image in Pushkin’s work, while the 
vehicle is usually ‘negative’. Pushkin would never have predicted Russia’s glittering 
future using Gogol's image of a flying troika; but he could have used it, with a great 
degree of prescience, to suggest a troubled destiny. Bethea observes that Peter’s steed 
was the ideal symbol for eschatological transit from one ‘time-space’ to another,
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thereby endowing the ruler with the attributes of an apocalyptic horseman, However, 
it was essential for Pushkin to match any oblique attack on Peter with a countervailing, 
open expression of admiration for him. Falconet’s statue proved such a productive 
image for the poet because the positive qualities of the horse (as opposed to Peter’s 
equivocal nature) allowed him to achieve this balance. ̂   ̂An indication that Pushkin 
regarded the horse favourably is that, in contrast to the vehicle, the application to it of 
the motif of flying actually enhances its image. Pushkin approves of the animal’s 
ardour when it flies because it is an expression of its loyalty to its rider, even if he does 
not approve of the rider himself. Thus in ‘Kozak’ [1814], the steed which can move 
like an ‘arrow’ (1,37, 23) and which ‘flies’ (1,38,57) is said to be ‘faithful’ (1,37,9), 
even though its rider uses it to attract and then abscond with a beautiful m a i d e n .  ^ 2 

However, in 'Kakaia noch'! Moroz treskuchii' [1827], Pushkin uses the steed’s 
rejusal to ‘fly’, despite its master’s exhortations, to express his disapproval of the 
rider, and thereby of the regime which he represents. The poem describes one of the 
mass executions which took place in Moscow during the reign of Ivan the Terrible. On 
an incongruously peaceful night, an oprichnik is spotted ‘flying’ on his horse across a 
square, possibly Red Square, where the victims’ corpses are still displayed. He is 
flying to some assignation:

CneiuMT, TieTMT oh Ha CEMflanbe,
B e r o  ipyzjH kmrmt m ejianbe.
(Ill, 61, 34-35)

Although the sight of the corpses makes no impact on him, his steed suddenly stops 
when it reaches them, prompting the rider’s exclamation:

„Mo M KOHb ^MXOM,
M om BepHbiM KOHb! cipejioM !
CKopeM, CKopeMl . "
(Ill, 61, 36-38)

Bethea, ‘Remarks on the Horse as a Space-Time Image’, pp. 109-12.
1 M n an interesting drawing of the statue in the manuscript of Tazit in 1829, Pushkin removed the 
figure of Peter entirely, leaving the now uncorrupted image of the noble steed (XVIII, 220).

There may be a folkloric dimension to description of the flying steed, since the horse and bird are 
clearly understood as parallel images in Russian folk art: see Alison Hilton, Russian Folk Art, 
Bloomington and Indianapolis, 1996, p. 171.



91

,^yaa? mom KOHb timxom! 
H ero fioMLUbCfl? Hto c to6om?
He Mbi JIM 3flecb  BHepa CKaKajiM, 
He Mbi JIM qpocTHO TonraJiM, 
ycepflHOM MecTMHj ro p q ,
JImXMX M3MeHHMKOB Uapfl?
He MX JIM KPOBMK) OMblTbl 
Tbom 6yjiaTHbie KonbUbi!
Tenepb y x ejib  mx He y3Haji?
Mom 6op3blM KOHb, MOM KOHb yHblJIbIM, 
HecMCb, JieTMl..."
(Ill, 61, 46-56)

It is possible that Pushkin used the historical setting, as he did in ‘K Litsiniiu. (S 
latinskogo)’, to disguise another ‘political reference’, in this case to the specific 
memory of the executed D e c e m b r i s t s . ^ ^  Moreover, a very similar description of 
mutilated corpses occurs in ’Stambul giaury nynche slaviat’ [1830] (III, 248, 40-45). 
Pushkin included the first part of this poem in the fifth chapter of Puteshestvie v 
Arzrum vo vremia pokhoda 1829 goda (hereafter, Puteshestvie v Arzrum) (VIII, 478- 
79), but again disguised the fact that this was his original composition by declaring that 
it was the start of a satirical work by a janissary called Aminom-Oglu (VIII, 478). 
Vickery contends that Pushkin deliberately uses similar descriptions in these poems in 
order to draw a parallel between the wholesale execution of the janissaries in Istanbul 
by the Turkish Sultan, and Ivan’s persecution of the boyars; Pushkin must also have 
had in mind Peter’s suppression of the strel'tsyA'^ It is even possible that Pushkin was 
also expressing fears for his own fate, especially in light of the continuing controversy 
over ‘Andre Shen'e’ which was deemed, in some quarters, to represent an attack on the 
m onarchy.D uring the same period in which 'Kakaia nochl Moroz treskuchii' was 
written Pushkin refers to the possibility of being hanged in a poem to E.K. Ushakova 
(III, 56, 5-8). Although his tone there is light-hearted, it is significant that he is still 
making a similar ‘joke’ several years later in 1829, in a poem addressed to E.P. 
Poltoratskaia (III, 150, 1-4). There are, therefore, a number of possible political 
subtexts in 'Kakaia nochl Moroz treskuchii'. Pushkin uses the horse’s reaction both to 
convey and to disguise his own sense of repulsion at the sight of the executed men. He 
identifies with the horse which, let us remember, is a positive beast. When the ‘tired 
steed’ is forced to gallop past the bodies (III, 61, 66-67), it becomes a victim, ‘its

See Jakobson, ‘The Statue in PuSkin’s Poetic Mythology’, p. 11.
Walter Vickery, “‘Stambul gjaury nynôe slavjat’” , in Alexander Puikin: A Symposium II, ed. 

Andrej Kodjak and others. New York University Slavic Papers, 3, Columbus, Ohio, 1980, pp. 11-26 
(11-13).

See Gorodetskii, Lirika Pushkina, p. 121.
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nobility corrupted by its association with a rider who is himself corrupt’.P u s h k in  too 
is forced to compromise in this regime: the delicate self-censorship exercised in the 
poem is evidence of that. However, in the final line the steed gallops past the gallows, 
but still does not ‘fly’ as bidden. The capitulation to the regime of the horse -  and 
therefore of the poet -  is not total,

By 1827, when this poem was written, Pushkin’s political statements largely 
consisted in attacking the negative, rather than advocating the positive ideals of social 
justice, enlightened governance, etc., which he had done in his earlier poetry. For 
example, he describes and disapproves of the desire which can seethe in the breast of 
the oprichnik even though he finds himself among the bodies of Ivan’s victims; in ‘K 
Litsiniiu. (S latinskogo)’, by contrast, the narrator had described freedom seething in 
his own breast:

a  C epflU eM  pMMTlflHMH, KMHMT B ip y f lM  C B O fio fla , <...>
(I, 86, 49)

He then added:

Bo MHB He apeiYiJieT ayx Be îMKoro napofla.
(I, 86, 50)

The simple equation described by this imagery is that wakefulness is a ‘positive’ state 
associated with freedom; a state of sleep, by implication, symbolizes apathy and the 
absence of liberal idealism. In ‘K Chedaevu’ [1818] Pushkin predicted that Russia 
would, one day, ‘rise from its sleep’ (I, 68, 19). But in 'Kakaia noch"! Moroz 
treskuchii' the disillusioned poet notes that the ‘whole of Moscow’ sleeps, having 
already forgotten the excitement of the day’s executions (III, 60,11-12). Russia has, in 
effect, become one of the pitiable ‘tribes’ for whom (just) Law ‘carelessly dozes’ in 
‘VoLnosf. Oda’ [1817] (II, 44, 41-42).i«

Pushkin’s general aversion to sleep was observed in the first two chapters. One can 
observe this same antipathy in the context of ‘politics’. In ‘VoLnost". Oda’ he contrasts 
the general state of sleep with the vigilance of the poet who contemplates the palace in 
which Paul was assassinated:

1 ̂  For a description of the similar use o f the horse in the poetry of Maiakovskii, see Lawrence Leo 
Stahiberger, ‘The Poet and the Animal’, in his The Symbolic System o f  Majakovskij, The Hague, 
1964, pp. 80-90 (84-86).

A similar scenario occurs in the late lyric ‘AlTons saditsia na konia’ [1836], based, it seems, on a 
work by the Polish poet Pototskii: see V.G. Chemobaev, ‘K istorii nabroska “AlTons saditsia na 
konia’” , PVPK, 4-5, 1939, pp. 405-16. Chemobaev observes that in the original and in Pushkin’s draft 
it is the rider who is frightened by the sight of two hanged robbers, but in Pushkin’s final version it is 
the horse (III, 437,42-45) (p. 414). Pushkin may have been guided by the effective description of the 
horse’s reaction in the earlier poem about Ivan’s executions.

A similar expression occurs in ‘Kinzhal’ [1821] (II, 156,5) and Andzhelo (V, 107, 8-9).
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Korfla Ha MpaHHyro Heay 
3B63fla noTiyHOHM ceepKaei,
H 6e33a6oTHyw rjiaey 
CnoKOMHbiM COM OTflroiuaeT, 
rJlflflMT 3aayMMMBblM HBBeU 
Ha ipo3HO cnflujMM cpejib TyMana 
IlyCTblHHblM naMATMMK TMpaHa, 
SaÔBBHbW ÔpOÜJBHHblM flBOpeU 
(II, 44, 65-72)

Vigilance is key to the portrayal of the liberal poet. In the second, unprintable section of 
‘Derevnia’ [1819], for example, Pushkin addresses the ‘oracles of the ages’ who are 
able to drive away the ‘sleep of sloth’ {leni son) (II, 82, 31). When copies of the poem 
started to circulate, news of this reached Alexander I. Chaadaev persuaded Pushkin to 
appease the tsar by voluntarily showing him the full text. In ‘Chedaevu’, written in 
1821, Pushkin thanked his friend for supporting him during this crisis with a ‘hand 
which does not doze’ (II, 169, 44-45) -  the same hand which will pen Chaadaev’s 
own incriminating works.

However, despite his vigilance, Chaadaev is, on occasions, also a ‘dreamer’:

yBM)Ky KaÔMHBT,
Pae Tbi Bcerfla Myapeu, a MHoraa MeHTaieTib <...>
(II, 169, 74-75)

As Chaadaev was to find out to his great cost, a writer could not always espouse his 
liberal views; but he could always try to be wise when he did by cleverly disguising 
them. This extract refers to this essential balance and, at the same time, elegantly 
illustrates a way of striking it. A number of words in the lexicon of Pushkin and, 
indeed, the work of other poets, are charged with significance. They contain double, 
even a multiple, of potential meanings: for example, we saw in Chapter Two that 
‘friend’ can also refer to a poet. The ubiquity and elasticity of meaning of the word 
‘dream’ allowed it perfectly to accommodate a hidden, liberal agenda. Earlier in 
‘Chedaevu’ Pushkin refers to his own ‘dreams’ in language which is reminiscent of his 
descriptions of inspiration at the Lyceum. Any possible allusion to his political ideals is 
therefore carefully concealed beneath the typical poetic veneer :

EOIMHM MMpa, BHOBb flBMJIMCb My3bl MHB 
M He3aBMCMMbiM flocyraM y,nbi6Hy^MCb;
HeBHMUbl SpOUJBHHOM yCTB MOM KOCHyTIMCb;
CrapMNHblM 3ByK MBHfl ofipaflOBB^ — M BHOBb 
How MOM MBMTbl, npMpOfly M Jlw6oBb, <...>
(II, 168, 22-26)
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Pushkin may be declaring to his friend that he is a political dreamer, but he is also 
acting like a sage, a mudrets, by disguising the fact. Over a decade after completing this 
poem, Pushkin will describe himself as a sage, but on that occasion, which I will 
describe at the end of this chapter, he will no longer be a ‘dreamer’ but a bird: by then 
he will have resorted increasingly to the motif of flying, especially bird imagery, much 
as he does in his descriptions of inspiration.

As we saw in Chapter One, Tomashevskii detects an echo of this extract from 
‘Chedaevu’ in the first stanza of Canto Eight of Evgenii Onegin, where Pushkin recalls 
the Muse’s first visit to the Lyceum. However, his dreams in this stanza {sny, but 
mechtan'ia in the draft: VI, 507) are ‘trembling’. The adjective implies timidity and 
indecision. Between 1821 and 1829, the year in which he began this canto, Pushkin 
had become disillusioned with the role of the poet as an advocate of the people’s (as 
opposed to his own) freedom. When he wanted to express his sense of disillusion, the 
symbolic word ‘dream’ became the focus of his bitterness. This reinforces the 
argument advanced in Chapter One that there is a shift in Pushkin’s attitude to the 
imagery of dreams, and particularly to the word mechta, in the early 1820s. In some 
poems during this period we can see Pushkin suddenly re appraising this stock word 
which recurs so frequently in his early poetry.

Between April and October 1822, Pushkin addressed several poems to Vladimir 
Fedoseevich Raevskii (1795-1872) (not a member of the Raevskii family whom 
Pushkin accompanied to Gurzuf). Raevskii, a major in the regiment of chasseurs 
stationed in Kishinev and future Decembrist, was arrested on 6 February 1822 for 
disseminating his radical political views. From his confinement in the TirapoLskaia 
fortress he addressed a number of epistles to Pushkin encouraging his friend to become 
a ‘poet of the people’, to expound in his verse the ideals of freedom .H ow ever, in his 
unfinished reply to Raevskii, Pushkin redefined his liberal poems as the ‘dreams of 
vain sleep’; the vigilance which had hitherto characterized his self-styled poetic role had 
given way to a dispiriting state of indolence:

MHaq, iBticujafl] [Harpaaa]
Bbwa MH6 poKOM cy)KfleHa —
[CaM07iH)6MBbix ziyM oTpazja!
MeMTaHbfi cyeT H oro CHa!..]
‘<V.F. Raevskomu>’ (II, 231, 17-20)

Several months later, Raevskii asked Pushkin in another poem, ‘Pevets v temnitse’:

See V.G. Bakhtin, ed., Putevoditel'po Pushkinu, P., 1997, pp. 328-29. This encyclopaedic guide 
is reproduced in volume nineteen of the latest Jubilee edition of Pushkin’s work.
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^T O  COCTaBJIflJlO TBOM KyMMp —
Z to6po MJib r y j i  XBaTibi HenpoHHOM?^^

In his reply, Pushkin describes his former idealism as a ‘captivating idol’, an obvious 
reference to Raevskii’s question.^ ̂  He says that he has unmasked this kumir, thereby 
revealing an ‘ugly phantom’ (II, 235, 29-32). Pushkin’s liberal views had not changed, 
but his perception of the ‘mob’ had. He acknowledges the futility of addressing his 
poetry to the issue of freedom if the intended beneficiaries, the people themselves, are 
‘cold’, or if they find his voice ‘funny’ (II, 236, 41-44). During 1823 he continued to 
convey his sense of despondency in poems such as ‘Kto, volny, vas ostanovil’, where 
he draws a parallel between the transformation of the waves [of freedom] into a ‘silent, 
dozing pond’, and his own soporific state (II, 258, 1-8); or ‘Telega zhizni’, where he 
contrasts the traveller’s initial energy and impatience in the morning with the description 
of his resigned, dozing figure in the evening (II, 273,1-16).

When Onegin decides to replace the ‘yoke’ of unpaid labour due from his serfs with 
the fairer system of quitrent, a cynical neighbour smiles (Two: IV: 5-12) -  and so, by 
implication, does Pushkin. The beneficiaries of this change will be as ‘cold’ and 
unresponsive as the mob in the poem addressed to Raevskii. Furthermore, we suspect 
that Onegin’s initial burst of altruism will inevitably give way to apathy in the same way 
that his enthusiasm for the country on days one and two of his stay turned to ‘sleep’ on 
day three (One: LIV: 1-7). Pushkin’s description of Onegin as a ‘sage’ {mudrets) (Two: 
IV: 5) for implementing his changes to the management of his estate implies that he is 
quite the opposite. When Pushkin’s amused appraisal of the mock sage shifts to 
Lenskii, the mock dreamer, Onegin himself joins in the detached observation. Onegin 
now wears the neighbour’s cynical smile when he listens to his companion (Two: XV: 
1) (even though he himself, to a certain extent, has tried to act out an idealistic dream 
worthy of the young poet in the management of his estate). Lenskii’s dreams, imported 
from ‘misty Germany’, are ‘freedom-loving’:

Oh M3 repMBHMM TyMBHHOM 
IIpMBBS yMBHOCTM HTIOflbl;
BOTlbHOJiroÔMBbie MBMTbl,
ü y x  nblTIKMM M ZIOBOTlbHO CTpBHHblM, <...>
(Two: VI: 9-12)

As Lotman observes, the political connotations of these dreams are even more explicit 
in the draft where they are said to originate from ‘free’ Germany (VI, 267).^2 The

Cited in the Commentary of Blagoi and Tsiavlovskaia, p. 720.
See M.A. Tsiavlovskii, ‘Stikhotvoreniia Pushkina, obrashchennye k V. Raevskomu’, PVPK, 6, 

1941, pp. 41-50.
22 Lotman, ‘Roman A.S. Pushkina “Evgenii Onegin’” , pp. 591-92.
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German derivation of these mechty evokes the figure of Schiller. As we saw in the 
Introduction, in 1812 Zhukovskii had translated the German’s ‘Die Ideale’ as ‘Mechty. 
Pesnia’. In the minds of future poets he thereby established a link between West 
European liberal idealism and the Russian word mechta.'^  ̂At first Pushkin respected 
this relationship: he therefore calls Chaadaev a sometime ‘dreamer’. But by the time he 
started work on Evgenii Onegin, his specific view of the poet as an advocate of the 
people’s freedom had become jaundiced. He therefore wryly smiles at Lenskii’s 
political dreams, just as he did at his inspirational reveries.

However, while he openly and repeatedly describes Lenskii as a poet, Pushkin can 
only hint at the young man’s liberal ambitions. William Brown believes that Pushkin 
decided to play down the political dimension of Lenskii’s portrait for artistic 
considerations, since ‘the dreamy romantic with his head in the clouds makes a far 
better foil for Onegin than would a young revolutionary’.^^ Lenskii may be ‘dreamy’ 
but he is not an authentic ‘dreamer’, in the sense that he will never be a good poet or an 
effective political activist. As a non-poet he is Pushkin’s antithesis; but as a non-radical 
he and his creator are very close: the main difference between them is that Lenskii 
probably wants to be a political dreamer -  the people’s poet -  but cannot, whereas 
Pushkin voluntarily renounces this role in the 1820s. On the eve of his duel, Lenskii 
opens up one of Schiller’s works, but can think only of OLga. As long as his thoughts 
are preoccupied with her, his sad heart does not ‘doze’ (Six: XX: 4-8). He only starts 
to sleep when he returns to his reading before dawn and reaches the fashionable word 
ideal. It appears that he has been trying to read ‘Die Ideale’:

M HaKOHeu nepefl sapero,
CKTlOHflCb yCTaTIOM rOJIOBOM),
Ha MOflHOM C JI0B 6
ÎMXOHbKO JleHCKMM S a flp B M a ^ ; <...>
(Six: XXIII: 5-8)

Schiller’s German dream simply puts Lenskii to sleep. After his death, Pushkin 
speculates that, had he lived, he and his muses would have separated (Six: XXXIX: 6): 
Lenskii would have renounced his claim to be a poet. But he would also have reached 
old age wearing a ‘quilted dressing gown’ (Six: XXXIX: 8). This is a possible 
apolitical version of the metaphorical ‘democratic dressing gown’ which Pushkin had 
donned in ‘<V.L. Davydovu>’ [1821] (II, 161, 47-48). Lenskii’s garment would have

See R.Iu. Danilevskii, ‘Shiller v russkoi lirike 1820-1830-kh godov’. Rush, 1976, 4, pp. 139-49 
(141).

Brown, A History o f Russian Literature o f the Romantic Period, III, p. 415 (note 36). Stephanie 
Sandler makes a similar, though more general observation, when she says that ‘politics never 
overwhelm poetry in Pushkin’s work, and it is his commitment to the priority o f aesthetic 
considerations which separates Pushkin from the Decembrist poets’: Sandler, ‘The Poetics of Authority 
in Pushkin’s “André Chénier’” , p. 203.
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been real but no less symbolic. By putting it on he would have renounced his claim to 
be a political dreamer: he would have been embraced by the comforting folds of sleepy 
apathy, a type of political len\ a state suggested by his very name. When Lenskii at last 
falls into his involuntary doze as his eyes reach the word ideal, this is the closest that 
Pushkin will ever get to identifying with this character. During the 1820s Pushkin 
concluded that he could not represent the people or the mob. In his poetry this sort of 
‘dream’, which seemed so potentially fertile in the immediate post-Lyceum period, 
ultimately gives way to the sterility of sleep.^^

Although the equivocal nature of Pushkin’s political statements can sometimes be 
attributed to the need to make them sufficiently, but not excessively, esoteric in view of 
the censor’s scrutiny, his political views were sometimes genuinely ambivalent. This is 
reflected in his portrayal of Napoleon.^6 Throughout his career, Pushkin was prepared 
to attack and even lampoon Napoleon’s dictatorial ambitions, his ‘dreams’:

Tzje Tbi, JlWÔMMblM CblH M CHaCTbfl M BeJÎ TIOHbl, 
npespeBUJMM npaBflbi r^iac m Bepy, m sbkoh, 
B ropZJblHe BOBMBHiaB MBHBM HM3BeprHyTb TpOHbl?^  ̂

Mcnes, kbk yipoM crpaiuHbiM com!
‘Vospominaniia v Tsarskom Sele’ (1,63,149-52)

By the start of Pushkin’s career, French hegemony in general and Napoleon’s authority 
in particular were already massively compromised in Europe. It followed that one of the 
key elements in Pushkin’s portrayal of Napoleon in his early lyric poetry was the 
fleeting nature of his reign. This dreamer was therefore said to have disappeared like a 
‘dream’. However, in ‘Napoleon na ELbe (1815)’ this astringent criticism was 
counterbalanced by a guarded outflow of sympathy. The man who had dared to 
‘dream’, and indeed still dreams of resuming his campaign, is surrounded on Elba by 
dispiriting ‘dead sleep’:

In her analysis of the development of Russian ‘anacreontic’ poetry, Irina Gutkin established that the 
type of drink which poets ‘drank’ in their poetry became one of the primary coded tropes in the 
discussion of their liberal philosophy. Champagne, sometimes described as ai, became the preferred 
drink because of its symbolic association with revolutionary France. It came to symbolize the defiant 
spirit of youth and its poetic revolutionary aspirations. However, in Evgenii Onegin, Gutkin observes, 
I^shkin declines to partake of ai (Four: XLVI: 5), thereby signalling his wish, at least at this point in 
the novel, to remove his ‘democratic dressing-gown’: Gutkin, ‘The Ethics and Poetics of Drinking and 
Joy’, pp. 102-10.

See lu.M. Lotman, ‘Aleksandr Sergeevich Pushkin. Biografiia pisatelia’, Pushkin, pp. 21-184 (87).
Here we observe Pushkin linking the words ‘dream’ and ‘sword’ by the common sound meek, a type 

of pun. The relationship between these words was briefly discussed in Chapter Two in the context of 
‘Vospominanie’.
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B y Me ryÊMiejifl TecHM̂ MCb MpaHHbi zjyMbi,
Oh HOByw b MeMxax Eapone uenb KOBaji 
M, K fla^bHMM ôeperaM BosBeauiM B3op yiproMbiM, 

CBMpeno npoujenraji;

«BoKpyr M6Hq B ce MepxBbiM chom hohmtio, <...> 
(I, 88, 9-13)

This reference to ‘dead sleep’ is then repeated (1,88,33).
V.F. Raevskii was deeply critical of this poem which he considered to be excessively 

critical of a man who had dared to challenge Russian a u t o c r a c y B u t  Pushkin’s 
portrayal of Napoleon is not completely negative (in contrast to the sort of attacks on 
Napoleon contained in Derzhavin’s poetry),^^ nor is it lacking in sympathy. An 
indication of this is that Napoleon shares Pushkin’s aversion to sleep, the symbol of 
apathy and sterility. In his diary entry for 19 November 1824, written on the 
Mikhailovskoe estate, Pushkin will say: ‘I have loved, and love to this day, noise and a 
crowd’ (XII, 304). The tone of Napoleon’s soliloquy in his place of exile curiously 
anticipates Pushkin’s poignant remark. The Frenchman misses the noises to which he 
is accustomed, in his case the din of battle. In his soliloquy he therefore complains 
about the silence of the sleeping waters:

0 , cKopo JIM, HaneHflCb non pyjiflMM,
Mbha noMMMT noKopHaq BOJina,
McnflUJMX BOfl npepBBTCA TMlUMHa?...
(I, 88, 18-20)

Napoleon would, of course, be antipathetic to the serene environment of Tsarskoe Selo 
which Pushkin describes in similar language in the first stanza of ‘Vospominaniia v 
Tsarskom Sele’,̂ ® and which the young poet quickly abandons for the more interesting 
descriptions of the bloodstained steppe and Moscow in flames.

One consequence of Pushkin’s equivocal attitude towards Napoleon in these early 
poems is that it allowed him subtly to draw attention to his ambivalence to one of 
Napoleon’s enemies, Russia herself. In order to do this Pushkin found it productive to

Lotman, ‘Aleksandr Sergeevich Pushkin. Biografiia pisatelia’, p. 87.
In ‘Ten' Fon-vizina’, which was also written in 1815, Pushkin openly mocks Derzhavin’s verse 

which portrayed Napoleon as ‘Lucifer’ emerging from an abyss in Paris, the new ‘Babylon’ (I, 123-24, 
232-50). In this regard Pushkin was once again choosing not to follow poets like Derzhavin whose 
poetry vilified the Frenchman.

HqBMC nOKpOB yipWMbIM HOWM 
H a CBOfle flpeMjirotUMX H e6 ec ;

B 6e3MOJIBHOM TMUIMHB iPOJI M pOlUM,
B c e a o M  jyrv iaH e ga^bMMM j ie c ;

HyTb CTibiuiMTCfi pyMBM fieryujMM b ceub ayÔpaBbi,
Tyjb flbimeT BeiepoK, ycHyBuiMM Ha JiMciax,
H TMxam ^yna, KaK Tiefezjb BBTiMMaBbiM,

ItJibiBBT B cpefipMCTHx oôjiaxax.
(I, 60, 1-8).
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draw on the flying part of the dream/flying nexus. For example, in ‘Napoleon na EFbe 
(1815)’ Napoleon ruefully recalls the time when fame covered him with its ‘wings’ (I, 
89, 50-51).31 He then anxiously waits for a vessel to ‘fly’ to Elba to deliver him from 
exile (I, 89, 72). There is an echo of both of these images in ‘Na vozvrashchenie 
gosudaria imperatora iz Parizha v 1815 godu’ [1815], in which Pushkin wishes that he 
had fallen under the wing of fame in the 1812 war (I, 111, 41-44), before referring to 
the ‘flying [trade] ships’ which will reach Russia (I, 111, 78). The similarity may be 
coincidental, but it may have amused Pushkin to use images in a poem addressed to 
Alexander I which he had only recently used in the context of his greatest adversary.

Of much greater significance is Pushkin’s use of bird imagery in his attacks on the 
Russian regime. This is a topic which I will examine for the rest of this chapter. In 
‘Vospominaniia v Tsarskom Sele’ Pushkin had, for the first time, personified Russia as 
the ‘mighty eagle’ which, having defeated the Swedish ‘lion’ in the Great Northern 
War (1700-21), returned to Tsarskoe Selo to rest:

He ce Jib 3jiM3nyM noJiHomHbiM, 
ITpeKpacHbiM UapcKo-cejicKOM can, 

Tae, Jibea cpasMB, hohmji opeji Poccmm MoinHbiM 
Ha jioHe MMpa m ojpazj?

(I, 60, 25-28)

I would like, in passing, to draw attention to Pushkin’s identification of the eagle with 
Catherine and also with Tsarskoe Selo. The eagle returns to her gardens (I will return to 
this in the final chapter):

Yebi! npoMMajiMCfl re epeMena sjiaibie, 
Koraa nofl CKMneipoM eejikiKHfl )KeHbi 
BeHHajiacb cjiaeoro c^acTJiMeaq Poccma,

UeeTfl nofl KpoeoM TMUJMHbi!
(I, 60, 29-32)

Pushkin then describes, through the eyes of a Russian {Ross), a monument of the eagle 
in the gardens which commemorates victory over the Turks in 1770:

Oh BMflMT, OKpy)KeH BOJlhaMM,
Kan T B epaoM , mujmctohj cK a jio fi 

BosHeccfl naMflTHMK. IllMpqqcq KpbiJiaMH,
Haa HUM CMflMT opeji MJiaaon. 

H uenM TA)KKMe, m cipejibi rpoMOBbie 
BKpyr rpoBHoro CTOJina jpHKpaTbi ofîBmiMCb; 
KpyroM noaHO)KMfl, ujyMfl, Bajibi ceabie 

B ÊJiecTflmeM nene yjierjiMCb.
(1,61,41-48)

 ̂1 For a discussion of the archetype of ‘winged fame’, see Vinogradov, Stil' Pushkina, p. 10.
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According to Vinogradov, the description of the Russian eagle spreading its wings is 
reminiscent of Derzhavin’s ‘Utro’ [1800].32 Derzhavin’s influence can also be detected 
in the contiguous reference to the monument, pamiatnik (the title of his famous poem).

The eagle was, of course, the most important heraldic emblem of Russia. Yet in 
‘Napoleon na E lT e’ Pushkin allowed Napoleon to Gallicize this bird:

M BcnbiXHex 6 paH b! s a  ra^JibCKMMM opjiaM ki, 
C M6 HOM B p y K ax  n o f ie a a  noj\ejm , 
KpOBaBbIM TOK B flOJlMHaX SaKMHMT, 
M TpoHbi B n p a x  HMSBeprny q rpoMaMM 
H COKpyUJy EBpOnW ZlMBHblM lyMTl...
(I, 88, 28-32)

Pushkin himself will refer to Napoleon’s troops as his ‘eagles’ in ‘Napoleon’ [1821]:

üaBH O  ^nb OpTlbl TBOM ^BTa^M  
H a a  oSeccjiaB^BH H O M  seM Jiefi? 
a a B H o  JIM u ap cT B a  y n a a a jiM  
IIpM rpOM aX CMJIbI POKOBOM; 
IlocjiytU H bi BOJie cBoenpaBHOM , 
BeaoM liiyMejiM SHaweHa, 
H H a jia ra J i  qpeM  aep>KaBHbiM 
Tbi Ha seMHbie n JieM en a?
(II, 192, 17-24)

The dictionary of Pushkin’s work suggests that he used this periphrasis because the 
French flag staff bore the image of an e a g l e . 3 3  This passage is a pointed reminder that 
the symbol of the eagle never was the inalienable property of R u s s i a . 3 4  Furthermore, 
Pushkin’s condemnation of the ‘yoke’ of oppressive power applies as much to the 
Russian eagle as to the French. Since he composed this poem in exile, he felt the 
weight of Russia’s yoke on his shoulders. He therefore tarnished the image of Russia 
by portraying the eagle as a generic symbol of potentially autocratic power.

Pushkin knew that even the double-headed eagle was not Russian in origin. In a 
letter to K.F. Ryleev written in the second half of May 1825, he criticized that part of 
‘Oleg veshchii’ [1821-22] in which his friend described a shield bearing Russia’s coat 
of arms being hung on the gates of Byzantium:

Winogcadoy, Stir Pushkina, p. 128.
33 v.V. Vinogradov, ed., Slovar' iazyka Pushkina v chetyrekh tomakh, 4 vols, 1956-61, M., Ill, 
1959, p. 141.
34 Towards the end of his life, in an essay on Voltaire in 1836, Pushkin also referred to the ‘Prussian 
eagle’ (XII, 80).
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Ho B Tpenei ropaoM BkisaHTHM 
M B naMflTb BCBM BBKaM 

npMÔMJI CBOM UJMT C PepfioM POCCMM 
K UapbipaZJCKMM BOpOTaM.35

Pushkin observed that since Oleg was a pagan he would not have used the image of St 
George on the shield; and Russia had yet to adopt the double-headed eagle as its 
symbol -  ironically, a symbol which was Byzantine in derivation anyway. Ryleev, he 
concludes, should have been guided by the historical manuscripts which refer simply to 
Oleg’s shield (XIII, 175-76). Moreover, in an earlier letter, written in the first ten days 
of January 1825 to his brother, Pushkin explained that the adoption of the Byzantine 
eagle made no sense in Russia, since the two heads were meant to symbolize the 
division of the Empire into East and West: ‘In Russia it means nothing at all,’ he 
complained (XIII, 54).

Nevertheless, the image of the Russian eagle became an obvious and irresistible 
figurative target which Pushkin could shoot at in his poetry. He does this, albeit, 
vicariously, in Kavkazskii plennik when the Circassian youths aim their arrows at the 
birds:

EbiBBTio, B CBBTsnbiH EakipaH 
CôepyTca whoujm TOJinom;
Hrpa cMBHfleTCfl mpow.
To, nojiHbiM pa3o6paB KOTiMan,
Ohm KpbMaTbiMM cTpejiawM
IIpoHsawT B oÔJiaKax opjoB.
(IV, 102, 325-29)

Pushkin goes on to describe their bellicose nature. Like Napoleon, they are bom for 
war; peace only bores them:

Ho cKyyeH mmp oflHOo6pa3HbiM 
CepfluaM, po)KfleHHbiM flTiq bommn, <...>
(IV, 102, 337-38)

The ‘game’ of firing arrows at the eagles is a light-hearted distraction, an inadequate 
substitute for battle; but it is also symbolic of their conflict with the Russians, of their 
bid for freedom to which Pushkin refers towards the end of the poem (IV, 112, 293). 
Pushkin is instinctively attracted to the Circassians who, like Napoleon, energetically 
assert themselves against the state. However, in contrast to Napoleon’s campaign, the 
conflict in the Caucasus was ongoing. Descriptions of challenges to Russia’s authority 
therefore had to be more circumspect, a requirement that was satisfied by the allegorical 
use of the eagle.

K.F. Ryleev, Polnoe sobranie stikhotvorenii, ed. V.S. Kiselev, 2nd edn, L., 1971, p. 108.
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Monika Greenleaf describes the basic nuclear plot of Kavkazskii plennik, which is 
enacted in other Southern poems, as a love affair with a ‘native girl’, framed by ‘distant 
rumbles’ of Russian political domination.^^ By the end of the poem, the girl has 
drowned and the rumble gives way to the distinct cries of the Cossacks who guard the 
Russian border:

P e a e T i H a  H e 6 e  M p a K  

JIo>KM̂ ?icq fleHb Ha reMHbiH floji,
Bsoiujia aapa. Tponon zjajieKOM 
0CBO6o)KfleHHblM nJlBHHHK 1116Jl;
M  n e p e f l  h m m  y x e  B  T y w a n a x  

C BepK aJM  pyCCKMB lUTblKM, 
M OKJiMKajiMCb Ha K y p r a n a x  
C T o p o ) K e B b i e  K a s a K M .

(IV, 112, 294-301)

The cries of the guards recall an earlier description of the eagles crying to each other 
above Mount ETbrus, thereby subtly reinforcing the association between Russia and 
the bird:

O p T i b i  c  y r e c o B  n o g b i M a j i M C b  

M  B  H e ô e c a x  n e p e K J M K a j H C b ;  < . . . >

(IV, 99, 209-10)

The view that Pushkin identified the eagle as the ‘guardian’ of Russia’s interests is 
substantiated by his reference to the bird in some of his later works. In Puteshestvie v 
Arzrum, for example, whilst travelling on the ‘big road’ which links Europe and Asia, 
he describes being watched by ‘proud eagles’ which are perched next to him ‘like 
guards’ (VIII, 446). Greenleaf notes that Pushkin had deliberately undertaken the trip 
illicitly without the permission of Beckendorff, the head of the secret police, and 
without a travel pass:

Pushkin was also laying claim to one of the gentlemanly prerogatives of which he had 
been systematically stripped: that freedom to travel that in Russia was one of the marks 
of differentiation between the land-bound peasant, the legally restricted merchant, and 
the “unmarked” landowner. Like his famous predecessor in passportless, gentlemanly 
travel, Sterne’s Yorick, Pushkin bolted from Russia in order to experience at least the 
negative freedom of nationlessness.^^

The eagles, like the road itself, were omnipresent symbols of Russia which ensured 
that Pushkin could never fully experience the negative freedom of ‘nationlessness’.

Greenleaf, Pushkin and Romantic Fashion, p. 109.
Greenleaf, Pushkin and Romantic Fashion, p. 141.
The description of this intimidating avial presence is offset in other parts of his account by 

humorous descriptions of other birds which ridicule the Russian army. Upon reaching the dilapidated 
Georgian Military Road, for example, the only garrison consist of chickens and geese (VIII, 448); later.
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It is significant, therefore, that Pushkin makes reference to the eagle which appears 
to monitor his movements in his lyrical recollections of the journey to Arzrum:

KaBK33 nOflO MHOW. OZJMH B BbllUMHe 
Ctomj H aa cHeraMM y  K paa cTpeMHMHti;
O peji, c  oTaa^BHHOM noaHflBiuMCb BepmwHbi, 
napMT HenoaBM)KHo c o  mhom HapaBHe.
‘Kavkaz’ [1829] (III, 196, 1-4)

Zlpo6flCb O MpaHHbie CKaJIbl,
Illy MAT M neHflTcq Bâ ibi,
M H a a o  MHOM KpMHaT OPÆI, <...>
‘Obval’ [1829] (III, 197, 1-3)

In both poems the river Terek is an allegorical representation of the struggle for 
freedom. This is clear from the draft of ‘Kavkaz’ in which Pushkin likens its furious 
but futile attempt to leave the confines of its banks to those who try to resist the 
strictures of oppressive laws (III.2, 792). In Lotman’s view, Pushkin contrasts the 
sensation of being free in ‘Kavkaz’, symbolized by his position on a summit, with the 
feeling of being imprisoned on the valley floor in ‘Obval’.^  ̂But the presence of the 
monitoring eagle ensures that in neither poem does he feel fully liberated.

Having allowed the Circassians to fire their arrows at the Russian eagle in 
Kavkazskii plennik, Pushkin safeguards his position in two ways. Firstly, in a note at 
the end of the poem he includes one of Zhukovskii’s epistles which contains a similar, 
but innocuous description of an eagle.

MspeziKa ozjHM e j \e m ,  
Opja nocTibiiuaB rposMbiM kpmk, 
TecHRCb B TOTiny, luyMflT bb tbam m , <...>
(IV, 116)

Pushkin’s description of the terrain is similar but not identical. He has several eagles 
which rise from the mountain face and call out to each other, in anticipation of the 
guards at the Russian border. Later Onegin will see Zhukovskii’s eagle and deer during 
his journey to the Caucasus in ‘Otryvki iz puteshestviia Onegina’:

Oh bmzjmt, TepeK CBoenpaBHbiM 
K p y ib ie  poBT 6 e p e ra ;  
Jlpea HMM napMT opej aepmaBHbiM, 
C to m t o,7ieHb, cooH M B  p o ra ;  <...>
(VI, 198)

Pushkin comes across a group of Russian Uhlans chasing a flock of chickens with drawn sabres (VIII, 
473).

Lotman, ‘Iz razmyshienii nad tvorcheskoi evoliutsiei Pushkina (1830 god)’, p. 304.
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The eagle has become derzhavnyi: it is ‘sovereign’, a representative of the omnipresent 
Russian derzhava. More significantly, in the epilogue of Kavkazskii plennik Pushkin 
describes, in the spirit of an eighteenth-century ode, the ultimate supremacy of ‘our’ 
eagle:

M BOcnoKi TOT cjaBHWM Mac,
K oraa, nonya  6om KpoBaBWM,
Ha HeroayroujMM Kaekas 
H o a t R j c R  H am  o p e j  f lB y rjia B b if i; <...>
(IV, 113-14, 25-28)

He goes on to say that the Caucasus will eventually abandon its arrows of war (IV, 
114,58). The reference to the eagle and the arrows represents Pushkin’s overt patriotic 
response to the Circassians’ earlier attack.

However, even the panegyrism of the epilogue is subtly questioned since Pushkin 
prefaces it with the description of his wayward Muse. In the dedication of the poem, 
she appears in the first sentence as Pushkin’s ‘free muse’ (IV, 91). Her behaviour in 
the epilogue illustrates this freedom. Her lack of concern and her unfettered existence, 
which were discussed in Chapter One, challenge the claim that follows her appearance 
that ‘everything is subject to the Russian sword’ (IV, 114, 48). The Muse certainly is 
not; nor, despite her apparent independence from him, is Pushkin. One will recall that 
Pushkin’s Muse flew to Asia, where she was captivated by the rough garb of the tribes 
raised on war:

TaK Mysa, JierKOM apyr MeHTbi, 
K npegejiaM Abmm TieTa îa 
M BGHKa ce6e cpbiBajia 
KaBKasa awKMe ueeTbi.
Ee njienqji nap ma cypoBbiPi 
n^neMeH, B03pocmnx na BOMne,
M HacTo B ceM o a e m a e  hobom 
BoJimeËHMua qBJimjiacb mhb; <...>
(IV, 113, 1-8)

Pushkin sends his Russian Muse to Asia not in order to sing the praises of Russia’s 
military presence there, but in order to express her sympathy for their bid for freedom 
by donning their clothes. Her flight is as skilfully aimed as the arrow of a Circassian 
youth. Furthermore, Greenleaf draws attention to the play on the theme of captivation 
iplenial) in the epilogue which serves to assert Pushkin’s poetic independence: 
‘Turning the tables on the space of his imprisonment, the poet converted his central 
image of captivity into captivation -  a punning emblem of his inventive freedom 
The Muse’s eccentric behaviour can now be seen as a successful attempt by the poet to

Greenleaf, Pushkin and Romantic Fashion, p. 140.
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distance -  but not sever -  himself from this representative of poetry, of a world beyond 
the control of the double-headed eagle.

In the corresponding part of Tsygany, Pushkin dispenses with the distracting 
presence of his Muse. He again describes the presence of the eagle of Russia in a land 
which is still troubled by ethnic unrest. But in a bolder expression of his poetic 
freedom, he does not describe the ‘young eagle’, the bird represented by the statue in 
Tsarskoe Selo; this creature is old, forced to subsist on the glory of the past:

T f le  cTapbiM  Hauj o p e j\  a s y r^ a B b iM  
Ewe wyMMT MMHyBwePi caaBow, <...>
(IV, 203, 548-49)41

One of the methods available to Pushkin when he wants to undermine authority is to 
question its virility. This is what he does in 'Kakaia noch'! Moroz treskuchii' in which 
the oprichnik hurries to a romantic encounter. At the end of the poem his steed no 
longer ‘flies’, but is ‘tired’ (III, 61,56). Pushkin implies that this reflects poorly on the 
rider and that the prospects for a successful denouement of his assignation are not 
good. He has therefore undermined the authority of this agent of oppression. In 
Kavkazskii plennik the undoubted power of the eagle was reinforced by the description 
of the shimmering phallic sabres at the Russian border (IV, 112, 294-301).42 
However, the eagle in Tsygany is old and tired and, probably, can barely fly.

One of the first occasions on which Pushkin undermined a figure of authority by 
referring to his lack of virility occurred in ‘Bova. (Otryvok iz poemy)’ [1814]. Pushkin 
characterizes Tsar Dadon as a ‘negative’ figure by describing his decision to go straight 
to sleep rather than ‘playing’ with his wife.

HoMb MB)K TBM y 5KB ciywajiacA,
U a p b  a a a o H  b  n o c T e J iw  u a p c K y w  
Bm b c t b  c  mmtiom  J ie r  c y n p y r o w ,
C HecpaBHBHHOM MM̂ MTpMCOK),
Ho CHMHOM OÔOPOTM^CA K HBM;
B 3 T y  HOHb B IO  B BJM 4BC TBy  
H b  M ip aT b , a  c n a T b  x o t b j i o c a .
(I, 52, 174-80)

By contrast, whilst he is falling to sleep, his wife’s maid, Zoia, is lying naked on her 
bed, waiting for Dadon’s page to appear at her open window (I, 52-53, 181-95).

41 The noise generated by the eagle is an echo of the opening line of the poem:

UbiraHbi layMHOK) rojinoPi 
n o  Beccapa6nM K O M y r o i .

(IV, 179, 1-2)

This reinforces the moral of the poem, expressed in the final lines, that Fate is everywhere.
42 See Sandler, Distant Pleasures, p. 40.
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Dadon’s lack of interest in his wife is underlined by the fact that she is so obviously 
attractive (nesravnennaia). It also contrasts with the description of his former virile 
nature. In the first part of the poem, Pushkin associates him with four motifs of 
potency -  his weapons, his steed, his love of ‘flying’ into battle and his aversion to 
peace;

Bbi cTibixajiM, JiroflM zjofipbie,
0 uape, MTO flBafluaib uê nbix Jiei 
He CHMMâ  c ce6a opy>KMfl,
He c a e s a a  c  k o h a  peTM Boro,
B cw a y  npojieTa^Ti c  n o fiea o io ,
M m p  KpeiyeHbiM  n o T o n n a  b  k p o b m .
He inaaM'M m HeKpeujeHHoro,
M B HMMTO)KeCTBO HM3Bep)KeHHblM 
As?ieKcaHflpoM, iposHbiM aHreJioM,
HCM3Hb npOBOZJMT B yHMSKBHMM 
H, 3a6blTb!M BCeMM, KTlMMBTCfl 
HbiHe 3jib6bi MMnepaTopoM; —
BoT TaKOB-TO 6 bM M U apb ^a flO H .
(I, 50, 59-71)

The reference to Napoleon is not fortuitous: he, like Dadon, is ultimately viewed as an 
emasculated figure by Pushkin. In ‘Refutatsiia g-na Beranzhera’ [1827], for example, 
Pushkin refers to him standing before the conflagration of Moscow, ‘bare and bald like 
a tambourine’ (III, 82, 25), a description which suggests the loss of virility through the 
loss of hair. Alexander the ‘angel’ was obviously instrumental in bringing about 
Napoleon’s downfall (although Tolstoi would violently disagree). What is more 
interesting is that Pushkin identifies Alexander as the cause of Dadon’s loss of virility.

Lotman categorizes this poem as one of Pushkin’s early satirical works which 
establish his independence from peers such as Karamzin."^^ More specifically, it has 
been interpreted as an attack on Alexander 1.^4 The nature of the attack consists in 
identifying Alexander, the ‘terrible angel’, as the cause and not the victim of impotence. 
This contrasts with Pushkin’s subsequent satire against Alexander, the ribald ‘Tsar' 
Nikita i sorok ego docherei’ [1822], in which the pudenda of the tsar’s forty daughters 
are missing. Nikita views their inadequacy as a reflection of his own. His reaction is to 
reassert his authority by ordering his subjects not to reveal to the girls that they are in 
some way deficient. Using vulgar periphrastic language, he indicates that contravention 
of this order will result in castration (II, 223, 56-66). The pudenda are recovered and 
placed in a casket (itself a ‘female’ image),"^^ but when they escape they are described 
as birds which fly into the trees and perch on branches:

43 lu.M. Lotman, ‘Pushkin. Ocherk tvorchestva’, Pushkin, pp. 187-211 (189).
44 Dagmar Burkhart, ‘An Early Fairy-Tale in the Verse of Aleksandr S. Pu§kin; The Structure of the 
Erotic Riddle’,/?L, 24, 1988, pp. 275-92 (285-86).
45 See Proffer, ‘Pushkin and Parricide; The Miserly Knight', p. 349
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Ho jiMLUb oTnep oh Tiapeu, 
JTtmmkm—nopx m yTieTê iM, 
KpyroM Ha cynbax cejM 
M XBOcTaMM BaBepreJiM. 
(II, 225, 183-86)46

Pushkin’s most sophisticated use of bird imagery to attack a figure of authority 
occurs in ‘Skazka o zolotom petushke’ [1834]. Akhmatova was the first critic to 
discover that the tale was based on a short story by Washington Irving, ‘Legend of The 
Arabian Astrologer’, published in 1832.47 According to her reading Pushkin included a 
political subtext in the work. In particular she identified the tsar, Dadon, with both 
Alexander I and Nicholas 1.48 Irving’s story the guardian on top of the tower is a 
bronze figure of a Moorish horseman, fixed on a pivot, with a shield on one arm and 
his lance elevated perpendicularly. Like the cockerel in Pushkin’s version it would turn 
to face the foe at hand. Bayley thinks that the similarity with Mednyi vsadnik is striking 
but not significant, ‘but it may have prompted the substitution of the golden 
cockerel’.49 The substitution is in fact suggested by Irving’s own astrologer who tells 
the king that he once saw in an Egyptian valley the figure of a ram and above it a 
cockerel, both of molten brass and turning on a pivot. The ram would turn and the 
cockerel would crow when the country was threatened.

However, the cockerel is just one of a number of what I believe to be related bird 
images in the tale, the difference in the case of the cockerel being that it is ‘real’. 
Pushkin refers to each male character, including Dadon, as a type of bird. In neither the 
original nor the French translation does Irving refer to any of the male protagonists in 
this manner. By the end of the work, each man has died as a direct result of his contact

46 For the use of the bird metaphor in erotic Russian literature, see Burkhart, ‘An Early Fairy-Tale in 
the Verse of Aleksandr S. Pu§kin’, p. 284. Burkhart cites Zhukovskii’s ‘Shutochnoe zhelanie’ [1802- 
04], itself an adaptation from a poem by Barkov, as a possible source for Pushkin’s poem:

Ecjim 6 MMJIbie fleBMUbI
TaK MOMM JieiaTb, K3K nTMUbl,
M caflMJiMCb Ha cynKM, 
a >Ke.7iaJl 6bl 6blTb CyHOMKOM.

Pushkin expresses a similar wish in ‘Krasavitse, kotoraia niukhala tabak’ [1814], in which he says he 
would like to turn into tobacco in order to be imprisoned in the beauty’s snuff box (I, 35, 30-35).
47 Washington Irving, ‘Legend of The Arabian Astrologer’, in his The Alhambra; or the New Sketch 
Book, Paris, 1832, pp. 120-43. The French translation, which Pushkin probably used, was published 
in the same year: Washington Irving, ‘Légende de l ’Astrologue Arabe’, in his Les Contes de T 
Alhambra, précédés d ’un Voyage dans la province de Grenade, translated by M-lle A. Sobry, 2 vols, 
Paris, I, 1832, pp. 213-54.1 will refer to the French version.
48 Anna Akhmatova,‘Posledniaia skazka Pushkina’, Zvezda, 1933, 1, pp, 161-76(162); —, “‘Skazka 
o zolotom petushke” i “Tsar' uvidel pred soboi...’” , in Al'bom 1833-1835 gg.. Tetrad' N  2374 
Publichnoi biblioteki SSSR im. V.I. Lenina. Kommentarii, ed. S. Bondi, Moscow, 1939, pp. 23-26. 
Both articles are reprinted in O Pushkine. Stat'i i zametki, L., 1977, pp. 8-38, 39-49 respectively. I 
will hereafter refer to the original articles.
49 Bayley, Pushkin, p. 53.
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with the Shamakhanskaia tsaritsa. The central character, Dadon, becomes one of 
Pushkin’s ‘Bird Men’, those characters who are likened to or given the attributes of 
birds. They possess the common characteristic of being sexual or romantic failures. 
They are often dominated by their female counterpart, whom Pushkin can also liken to 
a bird or some other flying creature. The women are usually peripheral characters used 
by Pushkin to draw attention to the men’s failings and to the gulf between them and 
their onmipotent creator. In this respect, the women are his ‘agents’, beholden to no 
one but him. Although I will discuss these characters at length in Chapter Four, I 
would like to examine ‘Skazka o zolotom petushke’ here because Dadon’s weakness of 
character and ultimately unsuccessful romantic adventure signify the moral and political 
failings of the imperial establishment.

In Pushkin’s tale an astrologer gives Dadon a golden cockerel which, from its 
vantage point on a spire, raises an alarm when the country is in danger of attack. The 
bird’s warning cry allows Dadon to dispatch his troops and to recline in idleness. The 
bird turns in the direction of the threat and cries:

«KnpM-Ky-Ky.
UapcTByM, 7ie)Ka na ÉOKy!»
(Ill, 558, 59-60)

The cry of the cockerel was imitated by the nanny in the unfinished Rusalka, which 
Pushkin worked on between 1829 and 1832. However her tone (like that of the bird) is 
contemptuous since the prince, to whom she is referring, has abandoned his bride and, 
obsessed with the thought of the rusalka, leaves her at night to wander by the river 
bank:

KHfliWHroiuKa, My>KMMHa hto n ery x ;  
Kmpm K yK y! M ax  M ax  xpbiTioM  m n p o H b .
(VII, 201, 12-13)

A reference to lying on one’s side can be found in Pushkin’s first poem to appear in 
print (in Vestnik Evropy in 1814), addressed probably to Kiukhel'beker:

B )Ke^e3Hbix cyHflyKax nepBOHUbi xopoHMUJb 
M, Jie)Ka Ha 6oK y, hokomho eiub m cnkiiub.
‘K drugu stikhotvortsu’ [1814] (I, 22,48-49)

However, whereas the young poet’s idleness conforms to his vocation, characterized 
by effortless creation and Epicurean pleasure, Dadon’s inactivity, like that of his 
namesake in ‘Bova. (Otryvok iz poemy)’, corresponds to his fading power. It is ironic 
therefore, that the masculine symbol of the cockerel facilitates this process. In fact, as
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Pushkin notes in his diary, the cockerel’s reference to the tsar’s laziness was struck out 
by the censor (XII, 337).^®

In 1833, a year before writing ‘Skazka o zolotom petushke’, Pushkin composed 
‘Budrys i ego synovia’, a free translation of a poem by Mickiewicz. There is a 
similarity between this poem and Pushkin’s skazka, except in the denouement. Budrys 
sends his sons into battle against the Poles. When they do not return, the father thinks 
that they are dead; but eventually they each return with a Polish bride (III, 312-13). In 
Pushkin’s tale Dadon dispatches his two sons in order to ward off a threat advertised 
by the cockerel, but neither returns. (In Irving’s version the king sends his troops to 
deal with the threat; but all they find is a beautiful damsel who returns with the army to 
the king.) When Dadon goes after them, he finds that they have killed each other:

B ee  B GesMOJiBMM nyaecH O M  
BK pyr luarpa; b  yme^^ibH lecH O M  
PaTb noGkiTaq TiesKMT.
U apb k lu a rp y  cneiuMT.........
Mt o  3a  C TpaiiiH an KapjMHa! 
Jlepefl HMM ero zjBa cb ina;
Be3 me^noMOB m é e s  Tiai 
06a MepTBbie
M en  BOH3MBUJM f lp y r  b o  a p y r a .
(Ill, 560, 115-23)

The implication that is subsequently made is that they were fighting over the enchanting 
Shamakhanskaia tsaritsa. Each brother has tried to assert a more powerful claim over 
the woman. This gruesome tableau prompts the father’s exclamation:

Tope MHe! nona^iMCb b cern 
06a HaiuM coKOTia!
(Ill, 560, 128-29)

The falcon is, of course, a common folkloric image symbolizing courage and daring 
and therefore commonly applied to a heroic figure such as a prince or warrior.^ ̂  
Pushkin draws on this association in Stseny iz rytsarskikh vremen when Frants says 
that a knight is ‘as free as a falcon’ (VII, 221, 26), and thereby introduces an East 
European folkloric element into the West European setting. Dadon’s exclamation is 
deliberately ironic because these symbols of freedom have been trapped. The discovery

See Sona Stephan Hoisington, ‘Pushkin’s “Golden Cockerel”: A Critical Re-examination’, in The 
Golden Age o f Russian Literature and Thought: Selected Papers from the Fourth World Congress fo r  
Soviet and East European Studies, Harrogate, 1990, ed. Derek Offord, Basingstoke, 1992, pp. 25-33 
(30).

See Boris Gasparov, Poetika "SlovaopolkuIgoreve”, WSIA Special Series, 12, Vienna, 1992, pp. 
74-83. Vatsuro detects elements of the Russian ballad in this scene, such as the description of the sons’ 
steeds wandering in bewilderment around the bodies of their dead masters: V.E. Vatsuro, “ ‘Skazka o 
zolotom petushke”. (Opyt analiza siuzhetnoi semantiki)’, PIM, 15, 1995, pp. 122-33 (130-31).
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of their bodies, which have been symbolically stripped of their defensive armoury, 
ultimately indicates that they were each vulnerable to a more potent force in the form of 
the tsaritsa.

Despite the shock of finding his dead sons, moments later Dadon’s ‘falcons’ and the 
threat posed to his country are forgotten when he encounters this beauty. Having found 
his dead sons, Dadon had still displayed the dignity of his position by employing the 
royal plural. However, upon seeing the Shamakhanskaia tsaritsa, he is eclipsed by her 
dazzling appearance:

KaK npea coTiHueM nTMua hohm,
Uapb ywoTiK, GM rjiqflfl B ohm,
H aaÊbiJi OH nepefl hgm 
CMepJb 060MX CblHOBBM.
(Ill, 560-61, 139-42)

There are a number of possible sources for the imagery in this passage. The ‘bird of the 
night’ occurs in one of the Pesni zapadnykh slavian. In ‘ Videnie korolia’ the king hears 
the ‘night bird’ from his window. However, in contrast to Dadon, this is a ‘positive’ 
creature: sensing that the kingdom is about to be attacked, she frets about the fate of her 
fledgelings:

TacTo OH noflxoflMT k OKOiUKy;
He yĉ TibiuiMT m  xaxoro luyMa?
CTlblLUMT, BO0T HOHHafl HTMUa,
Ona H yer  6 e a y  neMMHyny,
C K O p O  GM MCKGTb HOBOM KpOBJlM 
ZiTiq CBOMX HTGHUOB ropGMblHHblX.
(111,337, 7-12)

Dadon, by contrast, immediately forgets about his fledgelings when he sees the tsaritsa. 
The fact that Pushkin composed this poem in 1834, the same year in which ‘Skazka o 
zolotom petushke’ was written, suggests that Pushkin had the figure of the night bird in 
‘Videnie korolia’ in mind when describing Dadon. Typically, Pushkin may have 
borrowed an image, in this case his own, but ‘inverted’ its s i g n i f i c a n c e . ^ ^

Another possible source not only of the image of the night bird but also of the sun is 
Slovo o polku Igoreve. We saw in Chapter One that Pushkin was thoroughly familiar 
with this work. In his essay O nichtozhestve literatury russkoi’ which was also written 
in 1834, he described it as ‘the single monument in the desert of our ancient literature’ 
(XI, 268). In the first part of the work, when Igor' decides to ride into battle, there is 
an eclipse of the sun which turns day into night; night ‘groans’ and fills the (day) birds 
with terror:

52 ‘Videnie korolia’ appears to have been written before ‘Skazka o zolotom petushke’ according to the 
Jubilee edition of Pushkin’s work (see III.2, 1253 and 1307).
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Toraa Mropb s 'b sp t Ha cBtTTioe cojiHue m BMflt o T t Hero TbMoro bca cboa  
BOfl npMKpblTbl. 

CoTiHue 6My T-bMoro nyib aa c ry  name; no mb, CTonymM eny  iposow, nTMHb
ynyflM.53

Pushkin’s version uses the key components of this scene -  the sun, the bird, the night 
-  but practically in reverse: the tsaritsa, who is likened to the sun, is not eclipsed but 
radiates light and, in effect, eclipses everything else; Dadon, who is likened to a night 
bird, is not filled with terror, but is entranced by her beauty. Dadon is a tsar in reverse. 
Igor' is not put off by the eclipse and resumes his journey to battle. He says that it is 
better to be killed than be taken p r i s o n e r . ^ 4  Dadon, on the other hand, forgets about his 
dead ‘falcons’ (another common image in Slovo o polku Igoreve) and, in dereliction of 
his duty to his country, allows himself to be captivated by the tsaritsa.

Akhmatova points out that the scene in which the brothers kill each other does not 
occur in Irving’s work, but is original to Pushkin. Not only did this add to the 
authenticity of the tale, since the motif of fraternal opponents killing each other occurs 
in Slavic folklore, it is also understandable as part of the tale’s possible satire against 
the imperial regime. Their deaths serve to underline the depravity of the king’s 
subsequent romantic encounter with the tsaritsa.33 A possible deduction based on 
Akhmatova’s interpretation is that the brothers, whose foolish act of violence is seen as 
a reflection of their vulnerability, represent the Decembrists executed by Nicholas. The 
description of Nicholas as the bird of the night is as negative as any of the apocalyptic 
images used in the portrayal of Peter.

Paradoxically, Pushkin then undermines the figure of Dadon by allowing him to 
indulge himself with the tsaritsa. Irving’s Christian damsel never allows the king to 
satisfy his passion. When he became aroused, she would strike a silver lyre on a 
golden chain round her neck: ‘The king fell asleep and awoke cooled of his passion 
after agreeable dreams’.S m il in g  at him, and with mock deference (she bows to him), 
Pushkin’s beauty leads Dadon into the comfort of her tent, and its brocade bed. 
However, this represents her conquest over him: within a week he has submitted 
unconditionally to her will:

H nOTOM, HBflBJlH) pOBHO, —
noKopflCb ePi fiesycjiOBHO, —
OKÔ nOflBBH, BOCXMUHBH,
JlMpOBBTl y HBM aaaOH.
(Ill, 561, 151-54)

^3 Slovo o polku Igoreve, translated and commentary by A. lugov, L., 1945, pp. 54-56. 
Slovo o polku Igoreve, p. 56.
Akhmatova, ‘“Skazka o zolotom petushke’” , pp. 23-25.
Irving, ‘Légende de l ’Astrologue Arabe’, p. 237.
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Dadon celebrates his abdication of responsibility and moral authority. Nepomniashchii 
observes: ‘Dadon utters clownish howls and is later cavorting with the maiden. The 
warning is forgotten, the Tsar is doomed

When Dadon returns home with his beautiful booty, he is confronted by the eunuch. 
Reminding the tsar that he promised to grant him any wish out of gratitude for the gift 
of the cockerel, the eunuch asks for the tsaritsa. The astonished tsar refuses, but fails to 
persuade the eunuch to change his mind. Dadon eventually tires of this irritating 
presence and kills him with a blow of his staff, Nepomniashchii posits the theory that 
Pushkin identified himself with the eunuch and that the tale is not just parody and 
political satire, but self-parody and self-satire. He observes:

Pushkin found the model for his own fate in that of the astrologer with his grey hair 
and swan whiteness - the colour of purity, light and wisdom, with the secret and 
precious gift that he entrusted to the Tsar, for which he receives a blow on the 
forehead.^*

Nepomniashchii refers to the swan because the eunuch is likened to this bird:

Bcex npHBeTCTByei üaaoH....
Bflpyr B TO Tine yB M fle ji o h ,  
B capaHkiHCKOM luanK e 6 e jo M , 
Becb KaK Tieôezib noceaeTibiM, 
CrapbiPt zjpyr e r o ,  C K oneu.
(Ill, 561, 165-69)59

The inclusion of the word ‘friend’ supports Nepomniashchii’s identification. In 
Chapter Two it was shown that this can refer periphrastically to the poet. However, 
Pushkin does not, as Nepomniashchii suggests, describe the swan as white, but grey 
(albeit a type of whiteness). The role of the white Sarachinskii hat is to draw attention 
to the swan’s greyness. The use of this colour seems to be crucial to understanding the 
significance of the image. Elsewhere in his work, Pushkin emphasizes the dazzling 
colour of the bird. For example, in ‘Gorodok. (K ***)’ the swan which Pushkin sees 
floating on lake in Tsarskoe Selo is ‘snow-white’ (1,79, 348). By changing the colour

57 Valentin Nepomniashchii, ‘A Few Words about the Tale’, Soviet Literature, 1987, 1, pp. 115-19 
(117).
58 Nepomniashchii, ‘A Few Words about the Tale’, p. 118. See also V.S. Nepomniashchii, ‘K 
tvorcheskoi evoliutsii Pushkina v 30-e gody’, VL, 1973, 11, pp. 124-68 (162-68);
59 Although the eunuch is the object of the verb, skopets is not put into the animate genitive, as it is 
in the draft (III.2, 1115). It also appears in the animate genitive earlier in the tale (III, 558, 47). The 
‘imperfection’ may be deliberate, since it subtly draws attention to the troublesome figure of the 
eunuch. Pushkin uses these deliberate mistakes elsewhere in his work. For example, he does not 
include the sixth line of the octave in stanza XXXVI of Domik v Kolomne. He thereby draws attention 
to the punning relationship between the male-female rhyming scheme and the theme of cross-dressing 
in the poem: see Worthey, ‘Gender Poetics and the Structure of Pushkin’s “Little House in Kolomna’” , 
p. 285.
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to a dull grey, Pushkin acknowledges that he has lost his ‘virility’. The corrupted image 
is a symbolic expression of his personal sense of impotence. Pushkin has, at long last, 
likened himself to a swan. But his swan bears no resemblance to the conventional 
image, either to the virile mythological swan which overwhelms the shepherdess in 
‘Leda. Kantata’ [1814] (I, 66-67, 21-42), or to the soaring bird, the ultimate symbol of 
the transcendence of death, which occurs in the poetry of Horace and Derzhavin.

However, in his lyric poetry Pushkin had gone to great lengths to describe the virile 
nature of his poetic identity. The censor and the mob were eunuchs, not the poet. Now 
he is the eunuch (III, 558, 28; 558, 47; 561, 169); only once does Pushkin refer to 
himself as an astrologer in the tale (III, 558, 28).^® In Irving’s version, the astrologer 
(who is not described as a eunuch) sports a long grey beard which descends ‘to his 
girdle’.̂ 1 Pushkin removed the reference to a beard from the draft of the poem (III.2, 
1117). Akhmatova suggests that was because eunuchs cannot wear them.^^ This 
amendment is certainly consistent with the symbolic significance of the beard elsewhere 
in Pushkin. For example, in Ruslan i Liudmila the dwarf’s beard is a grotesque 
detachable symbol of his virility conveyed to Liudmila’s bed by a solemn retinue of 
‘Negroes’ (IV, 34, 426-31).

Pushkin undoubtedly felt ‘impotent’ in his personal life as a result of living in a 
censorious and, at times, callous regime. In January 1834 he had been appointed a 
Kammeijunker, Gentleman of the Bedchamber, a role traditionally reserved, in his 
words, for ‘eighteen-year-old molokososy' (XII, 333). In a diary entry in the same 
year, he wryly records the general amusement caused by the Metropolitan’s reading 
during Holy Week which inadvertently attached the label of ‘eunuch’ to those people 
like Pushkin who held this post:

Oh Bbi6pa,?i a t ia  napeMMM r j ia s y  H3 Khmim UapcTB, r a e  Me>Kfly npoMMM CKasano, 
H T O  u s p t  H H COTHmOB, H BBHyXCB CSOPtX. K.A.
Hap<biujKMH> cK asaji, h t o  b t o  MCKycHoe npMMMpeHMe k  KaMeprepaM. A b  r o p o a e  
e r a  JIM roBopMTb, m t o  b o  b p b m a  cjiy>K6bi Gyayy MOJiMTbcn 3a ©BHyxoB. (XII, 
327)

In 1830 the Metropolitan had addressed a poem to Pushkin, who described it as ‘the 
pure balm of his sweet-smelling speech’ (III, 212. 11-12). The Metropolitan’s reading 
was obviously less fragrant.

‘Skazka o zolotom petushke’ gave Pushkin the opportunity to wreak some sort of 
revenge for his emasculation. In Russian folklore it was considered a great sin to kill

See Hoisington, ‘Pushkin’s “Golden Cockerel”: A Critical Re-examination’, pp. 26-27. 
Irving, ‘Légende de l ’Astrologue Arabe’, p. 215.
Akhmatova, “‘Skazka o zolotom petushke’” , p. 25.
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the swan.^3 a result of his crime, Dadon, the ‘bird of the night’, is struck down by 
the cockerel, a ‘real bird’:

Bjapyr — JieixoM bboh,
M B rjiasax  y  bcbm CTOTikiubi 
ITeTyujoK cnopxHy^ co cnnubi;
K KOJiecHMue nojieTBTi 
M uapw Ha TBM A ce j\,
B cT p e n e n y ^ c fl, KJimnyTi b  le M fl
H B3BM7ICM... M B TO 5KB BpBMfl
C KOJiBCHMUbi naji ^afloh!
OxHyTi pas, — M yMBp o h .
(Ill, 562-63, 214-22)

Hoisington points out that the cockerel attacks Dadon in full view of the capital, making 
the act of revenge a public event.^"  ̂Moreover, the bird strikes the hubristic Dadon as he 
rides through the streets in his kolesnitsa (III, 561, 163): the image of the arrogant 
figure of authority travelling in his vehicle, established long before in ‘K Litsiniiu. (S 
latinskogo)’, is finally dislodged. Ultimately, the cockerel did not guard Dadon against 
attack but simply kept him under surveillance, monitoring his behaviour; as soon as 
Dadon struck the eunuch-poet, the bird’s reaction was immediate and symbolic. One 
can now detect the deliberate ambiguity in the eunuch’s promise to the Dadon at the 
start of the tale:

IlBTyilJOK MOM 3 0 J 1 0 T 0 M  

EyflBT BBpHbIM CTOpO)K TBOM; <...>
(Ill, 558, 35-36)

As for the tsaritsa, she conspires with Pushkin to undermine the tsar. In the final 
lines of the poem she vanishes leaving Pushkin’s lone voice which hints at the real 
significance of the preceding events:

A uapMua BZipyr nponajta,
Byaro b o b c b  hb ôb iB aao.
CKBBKa 710 )Kb, fla B HBM HBMBK!
ÜOÊpblM MOTlOflUaM ypOK.
(Ill, 563, 223-26)

The difference between the tsaritsa and the cockerel lies in the fact she is just his agent. 
In Jakobson’s description of the myth of the statue in Pushkin’s work, one of the three 
stable components in this paradigm was that the woman, desired by the man, vanishes 
once the man has perished:

A.V. Gura, Simvolika zhivotnykh v slavianskoi narodnoi traditsii, M., 1997, p. 677. 
Hoisington, ‘Pushkin’s “Golden Cockerel”: A Critical Re-examination’, p. 28.
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1. A man is weary, he settles down, he longs for rest, and this motif is intertwined with 
desire for a woman. [...]
2. The statue, more precisely the being which is inseparably connected with the statue, 
has a supernatural, unfathomable power over this desired woman. [...]
3. After a vain resistance the man perishes through the intervention of the statue, which 
has miraculously set itself into motion, and the woman vanishes.^^

Jakobson believed that both this poem and Mednyi vsadnik exhibit this myth, and that 
the cockerel and the Bronze Horseman play the same role as the statue: ‘The light 
ringing of [the cockerel’s] flight {legkij zvori) echoes and simultaneously softens the 
Bronze Horseman’s heavily ringing gallop {tjazelo-zvonkoe skakanieY

However, he also notes that a metonymic relationship exists between the eunuch and 
the c o c k e r e l T h i s  is reflected in the eunuch’s use of the possessive pronoun in 
relation to the bird:

n e i y i l J O K  M O M  3 0 J I 0 T 0 M  < . . . >

(Ill, 558, 35)

Pushkin identifies himself with the eunuch, but also with this bird. There is a precedent 
for Pushkin attacking a tsar in the guise of a bird in his poetry. In ‘Priiateliam’ [1825] 
he had likened himself to a ‘hungry hawk’ circling above his ‘friends’ -  the turkeys and 
geese -  with a view to sinking his talons into them (II, 337, 5-8). Tsiavlovskaia 
observes that Pushkin referred to Alexander I as ‘our friend’ (priiatel') in his 
correspondence, and that the poem therefore represents an oblique attack on the 
establishment.^^ After its attack in ‘Skazka o zolotom petushke’, Pushkin’s cockerel 
does not simply vanish like the tsaritsa but soars into the sky. It is the virile poetic alter 
ego of the swan.^^ When viewed in isolation of the statue myth, the cockerel can be 
seen to stand in opposition to the imperial image of Peter and his horse. The delicate 
sound of the bird’s flight is a poetic, but equally powerful response to the clatter of the 
steed’s hoofs.

According to Vinogradov, there is a long-standing literary tradition linking the poet 
with the image of a bird in a socio-political c o n t e x t . ^ o  As we saw in Chapter One, 
Pushkin may have simultaneously drawn on both the political and poetic connotations 
of the eagle in poems such as ‘Prorok’ and ‘Poet’. In the earlier ‘Uznik’ [1822]

Jakobson, ‘The Statue in Pu§kin’s Poetic Mythology’, pp. 4-6.
Jakobson, ‘The Statue in Pu§kin’s Poetic Mythology’, p. 7.
Jakobson, ‘The Statue in PuSkin’s Poetic Mythology’, p. 6.
The commentary of Tsiavlovskaia, pp. 554-55. Tsiavlovskaia refers to Pushkin’s letter to Ryleev,

written at some point between the second half of June and August 1825 (XIII, 219).
Hoisington also views the cockerel as a symbol of Pushkin’s masculinity, but makes no reference 

to the other bird images in the tale: see Hoisington, ‘Pushkin’s “Golden Cockerel”: A Critical Re
examination’, p. 29.

Vinogradov, Stil' Pushkina, p. 115.
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Pushkin, who was under house arrest in Kishinev for three weeks (from 8 to 28 March 
1822) for assaulting a boyar,^ ̂  had identified himself with a tethered eagle which he 
could see from his window. He describes the bird’s thoughts as it looks at the 
incarcerated poet:

«Mbi Bo^nbHbie nTMUbi; n o p a ,  6 p a i ,  n o p a !  
Tyaa, rae sa Tynen èeTieei ropa, 
Tyaa, rae  CMHetoT MopcKne Kpaq,
Tyaa, rae  J im u b  B e i e p . . .  aa a !..»
(II, 245, 9-12)

Pushkin was probably referring to the eagles which General Inzov, his superior in 
Kishinev, kept in iron chains outside his q u a r t e r s I n  ‘Ptichka’, written in the 
following year, Pushkin again appeared to identify himself with the birds which were 
traditionally released across Russia on Easter Sunday (Pushkin discusses this custom in 
a letter to N.I. Gnedich, dated 13 May 1823: XIII, 63). In a similar vein, he referred to 
the ptichka as the ‘friend of freedom’ in his translation of Ariosto, ‘<Iz Ariostova 
“Orlando furioso”>’ in 1826 (III, 15, 46).

However, Pushkin encountered two problems in following this tradition of 
portraying the oppressed poet as a bird. Firstly, he ran the risk that the authorities 
would infer the true meaning of the bird image, or even a meaning which did not exist -  
the censor’s office had, after all, erroneously found anti-establishment meanings for 
‘arrows’ and ‘poison’ in ‘Anchar’ [1828] (III, 134, 33-36).^^ Secondly, he may have 
objected to adopting a technique which was so well-established in the works of other 
poets. He certainly exhibits a degree of contrariness in his use of bird imagery in his 
descriptions of inspiration. By portraying himself as a ptichka, Pushkin was following 
the example of Derzhavin himself. In ‘Na ptichku’ [1792 or 1793] Derzhavin had 
expressed his discomfort at having to ‘sing’ like a bird for Catherine:

nTMHKy rOTIOCMCTy 
H  H y O K M M aib  e e  pyK oPi. 
JlMujkiT 6eflHq>KKa BMecTO CBMCTy; 
A eM TBepflflT; «JIom, nTMHKa, noM!»74

The resolution which Pushkin sought in response to these problems, and which 
eventually resulted in his self-portrayal as a cockerel in ‘Skazka o zolotom petushke’, 
was to choose a bird which traditionally was seldom associated with the poet. This is 
what he does in Canto Four of Evgenii Onegin. There he identifies himself as the lone

The Commentary of Blagoi and Tsiavlovskaia, p. 671.
There is a reference to these birds in Tsiavlovskaia, Risunki Pushkina, p. 24. 
See Bayley, Pushkin, pp. 144-45.

'^^Derzhdi\m,Stikhotvoreniia, p. 451.
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goose left behind in provincial Russia while the rest of the flock heads south. In 
Chapter One we saw that Pushkin appeared to be mimicking the simile in Tsygany in 
which Aleko is, figuratively speaking, shot from a flock of migrating cranes. This link 
between the two works substantiates the contention that Pushkin identifies himself with 
the goose. As many conunentators have observed, he hints at his qualified identification 
with Aleko by giving him a similar Christian name.^^ Pushkin therefore associates 
himself with the image of the crane, and thus with the corresponding image of the 
goose in Evgenii Onegin. Furthermore, as Brown notes, by choosing to portray 
himself as a crane in Tsygany, Pushkin was probably influenced by Radishchev’s 
‘Zhuravli’ [c. 1797-1800], a translation of Ewald von Kleist’s ‘Die Kraniche’:

OceHb sTiMCTbi owMHaTia c aepee, 
MHeM ceflOM na jpasy ynaaa^i, 
Crazio Toraa )KypaBJiePi coGpaTiocm, 
Tto6 npejiereTb b ren^iy, aajibHy CTpany,
3a Mope )KkiTb. OanH 6eziHOM )KypaBJib,
Hbm m yHbiTi, npHropwHflCb cMZjeji;
Hory CTpejioM nepeiuMÔ eny tiobmbm. 
PaflOCTHOM KpkiK )KypaB7ieM oh mb mho)kmt; 
BoZjpbIB Épaibfl CMBflJIMCb HBfl

‘Zhuravli’ is an allegorical poem which describes Radishchev’s four-year exile in 
Siberia. Brown observes that his crane overcomes its weakness and triumphantly 
rejoins the remaining birds oversees, a reference to Radishchev’s eventual release from 
exile. By contrast, the crane’s downfall in Tsygany is permanent.^^ It is characteristic 
of Pushkin to have borrowed an image from another poet but, in the process, to have 
changed the fundamental message.^^ He has successfully described his isolation in 
exile, but the cry of protest is motivated by despair and resignation.

See, for example, D.D. Blagoi, Tvorcheskiiput'Pushkina (1813-1826), M.-L., 1950, p. 319; or 
J.T. Shaw, Pushkin: Poet and Man o f Letters and his Prose, Collected Works, 1, Los Angeles, 1995, 
p. 46.

A.N. Radishchev, Polnoe sobranie sochinenii, ed. I.K. Luppol, 3 vols, M.-L., 1938-52, I, 1938, 
pp. 125-26.

Brown, A History o f Russian Literature o f the Romantic Period, III, p. 42.
There is a parallel in Puteshestvie iz Moskvy v Peterburg, Pushkin’s polemical reply to 

Radishchev’s Puteshestvie iz Peterburga v Moskvu. Radishchev had succeeded in earning Catherine’s 
displeasure by articulating a ‘liberal’ philosophy in the genre of a travelogue. In his version Pushkin 
conspicuously declines to follow Radishchev’s example. He describes the same journey, but 
symbolically travels in the opposite direction. During the journey he mocks Radishchev’s lachiymose 
reaction to the peasants’ suffering, dismissing it as ‘idle talk’ (pustoslovie) (XI, 258). He also describes 
being handed a copy of Radishchev’s work during the Journey, but finds that it has lost its allure (XI, 
245). Later, in his article ‘Aleksandr Radishchev’ [1836], he describes it as a ‘highly mediocre book’; 
the first few pages are ‘extraordinarily boring and tedious’; the style is ‘barbaric’ (XII, 30-36 (32; 33; 
35)). Pushkin does, however, criticize the harshness of the sentence of death, commuted to exile in 
Si^ria, issued against the author (XII, 33).
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However, when in Evgenii Onegin Pushkin caricatures the image of the abandoned 
bird, now metamorphosed into a goose, he introduces a note of defiance in his protest. 
He gives the goose redÏQtt

H a K pacH bix  ^ a n x a x  r y c b  TSDKe^biM, 
S az iy M aB  n Æ iT b  n o  TioH y b o a ,  
C T y n a e r  6epe>KHO Ha j\en , 
CKOJibSMT M n a a a e j ;  <...>
(Four: XLII: 9-12)

Members of the Arzamas had to deliver an mock oath wearing a red cap. Pushkin refers 
to this light-hearted ritual in ‘Tovarishcham’ [1817] (I, 199, 28). The cap was seen as a 
symbol of freedom and independence amongst the riotous group of poets.^^ In this 
depiction of the goose on the ice Pushkin deliberately picks out the redness of its feet 
(and does so again in his discussion of this stanza in ‘Oproverzhenie na kritiki’: XI, 
146) in order to reinforce the link with the Arzamas. The reminiscence is even more 
evident in Tatiana's dream in which the hybrid goose (an echo of the bird in Canto 
Four) wears a red cap:

Bo t  H e p e n  H a rycMHOM w e e  
B epT M T ca B K pacHO M  K o ^ n a x e ,  <...>
(Five: XVII: 3-4)

In their commentary of ‘Tovarishcham’ Blagoi and Tsiavlovskaia refer to the red caps 
sported by the Jacobins during the Reign of T e r r o r . B u t  the members of the Arzamas 
were not advocating revolutionary action by wearing their caps. Nabokov notes: ‘These 
bonnets rouges are gloated upon by leftist commentators, who forget, however, that 
some of the heads that these caps covered belonged [...] to ardent champions of 
monarchy, religion, and genteel literature, and that the thread of travesty that ran 
through the proceedings of the club precluded the presence of any serious political (or 
artistic) p u r p o s e B l a g o i  and Tsiavlovskaia are certainly not ‘leftist’ commentators, 
but Nabokov’s general observation is justified. In Canto Four Pushkin wittily 
transforms himself into a goose, but the splash of red which he displays simply 
represents an oblique assertion of his independence and, perhaps, a poignant 
recollection of the time when he was part of a ‘flock’. By 1828, however, as the 
unhappy object of Nicholas’s continuing scrutiny and suspicion, Pushkin will note in 
‘V.S. Filimonovu pri poluchenii poemy ego “Duratskii kolpak’” that ‘the colour red is 
not now in fashion’ (III, 99, 12). Indeed, upon Nicholas’s ascendance to the throne, 
the new tsar had symbolically ordered the state emblem of the eagle to be portrayed in

The Commentary of Blagoi and Tsiavlovskaia, p. 707. 
The Commentary of Blagoi and Tsiavlovskaia, p. 707. 

 ̂1 Nabokov, Eugene Onegin, III, p. 172.
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black, for the first time in the history of R u s s i a . ^ ^  Pushkin felt the full weight of the 
new sombre regime. In his diary in 1834, for example, he reveals that he was aware of 
the perlustration to which his letters were routinely subject (XII, 328-29).

In another diary entry in this year, Pushkin described his visit to the village of 
Tarutino where Russian forces had warded off the French in 1812. To commemorate 
the victory, the owner. Count Rumiantsov, emancipated the serfs and presented them 
with the land. The victory was later commemorated by a monument which was 
unveiled in June 1834. Pushkin acknowledges that the victory should be remembered, 
but criticizes the monument, which showed an eagle perched on a column (in an ironic 
aside, he adds that he would have preferred to see a church with an adjoining school, 
since the peasants would be incapable of reading the inscriptions on the edifice) (XII, 
332). In Jakobson’s opinion, the description of the cockerel on its spire in ‘Skazka o 
zolotom petushke’ (also written in 1834) is an ironic allusion to this sort of generic 
memorial of an eagle on a column (although he does not refer to this diary entry).^^ He 
also believes that Pushkin identifies the cockerel as the central character, the ‘carrier of 
the action’, by naming the skazka after it.^“̂ This is the only title in Pushkin’s work 
which contains an image signifying Pushkin himself. Within the tale, and indeed in the 
drawing on the title page showing the cockerel on its spire (XVIII, 243), he places the 
poet at the very pinnacle of the kingdom.^^ The poet-cockerel assassinates the bird of 
the night, whilst imitating the imperial eagle. In a further, exquisite layer of irony, 
when the poet-cockerel is roused from sleep, ostensibly to alert Dadon to impending 
danger, he becomes the unlikely, distant relation of the poet-eagle in ‘Poet’:

Ho Tikiujb 6o>KecTBeHHbiM TJ\aroj\ 
2lo ĉ Tiyxa nyiKoro KocneTcq, 
üyiija no3Ta BCTpeneHeTca,
KaK npoôyflMBUJMMCfl opeTi.
‘Poet’ (III, 65, 9-12)

JlBTyUJOK C BblCOKOM CHMUbl
CTaji cTepeHb ero rpaHMUbi. 
Tyjb onacHocTb rae  BMana, 
BepHblH CTOpO>K KaK CO CHa 
lUeee^nbHeTcq, BcrpeneHeTca, 
K TOM CTopoHKe oèepHejcfl 
M KpMHMT;«KMPM-Ky-Ky. 
UapcTByM, jie>Ka Ha 6oKy!» 
(Ill, 558, 53-60)

Although Pushkin describes the astrologer as a ‘eunuch’, he is also, significantly, a 
‘sage’ {mudrets):

V.S. Novikov, Russkii gosudarstvennyi orel. Misteriia 445-letnei istoricheskoi evoliutsii, Paris, 
1966, pp. 78-79.

Jakobson, ‘The Statue in PuSkin’s Poetic Mythology’, p. 28.
Jakobson, ‘The Statue in PuSkin’s Poetic Mythology’, p. 4.
In a recent study of Pushkin’s drawings Liubov" Kraval" notes that Dadon’s face looks feminine and 

may in fact represent Catherine II: Liubov' Kraval', Risunki Pushkina kak graficheskii dnevnik, 
Pushkin v XX veke, 4, M., 1997, p. 38.
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Bot oh c npocbôoM o noMore 
OôpaTM^cq K Myapeuy, <.. .>
(III, 557, 26-27)

Bot Myapeu nepea /[aaoHOM
C T a J l  M  B b l H y ^  M 3  M e u j K a

BojioToro neTyujKa.
(III, 558, 30-32)

— Hapb! —OTBeTCTByeT Myaeu/ 
PaSOHTBMCfl HaKOHBU.
(III, 561, 173-74)

This part of his dual nature is assigned to the clever cockerel, Dadon’s faithful 
guardian, which knows the value of concealing its hostile intentions and carefully 
timing its attacks. One will recall that in a poem addressed to Chaadaev in 1821, 
Pushkin said that his friend was ‘always a sage, and sometimes a dreamer’. ‘Skazka o 
zolotom petushke’ illustrates the fact that Pushkin himself never forgot the wisdom of 
camouflaging his political attacks. To do this he found the imagery of flying, especially 
bird imagery, an indispensable asset.

In ‘la pamiatnik sebe vozdvig nerukotvomyi’ Pushkin states that he glorified 
Freedom in a cruel age (III, 424, 15). In the draft of the poem, he says that he did this 
following Radishchev’s example (III.2, 1034).^^ Although Pushkin could not 
successfully use Radishchev’s specific image of the crane to attack the monarchy, the 
older poet did possibly inspire him to use other bird imagery to express his hostility to 
the imperial regime. In ‘Skazka o zolotom petushke’ Pushkin transformed himself into 
a cockerel and, unlike the great majority of his male characters who are endowed with 
the attributes of a bird, and blazing with the golden red of defiance, he survived to soar 
majestically into the air, leaving behind the corpse of his adversary. Several years later, 
again in ‘la pamiatnik sebe vozdvig nerukotvomyi’, he boasts that his monument will 
rise above that of the tsar (III, 424, 3-4). From this vantage point the victorious poet 
will look contemptuously down on Alexander’s Column -  which is topped, of course, 
by the monarch in the guise of an angel, another type of bird -  for ever.

See Alekseev’s monumental monograph on this poem: M.P. Alekseev, ‘Stikhotvorenie Pushkina 
“la pamiatnik sebe vozdvig...’” , in his Pushkin i mirovaia literatura, L., 1987, pp. 5-265 (12-13).
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Chapter Four

The Downfall of Pushkin’s Bird Men

repoM, q He jikjÔtih) leSa! 
Ruslan i Liudmila (IV, 17, 398)

Pushkin’s Bird Men are those characters who are likened to or figuratively endowed 
with the attributes of birds or other flying creatures. In this chapter I will trace the 
development of these men in three areas of Pushkin’s œuvre: Ruslan i Liudmila, the 
Southern poems (predominantly Gavriiliada, Bakhchisaraiskiifontan and Tsygany) and 
Evgenii Onegin. The common factor in these works is that Pushkin applies this imagery 
to men whom he wants to compromise as conventional ‘heroes’ or sometimes, more 
specifically, as lovers. The role of the female protagonist, whom Pushkin can also liken 
to a bird or some other flying creature, is to humiliate or ruin these characters, and then 
to disappear or even die. There is, therefore, a parallel between her role in this 
paradigm and in Jakobson’s myth of the statue which was considered in Chapter 
Three. 1

The point of departure for my study of Pushkin’s Bird Men will be his first major 
narrative poem, Ruslan i Liudmila. Pushkin decided to use the happy denouement of a 
skazka in this work, something he patently does not do in ‘Skazka o zolotom 
petushke’. At the end of Song Six Ruslan has successfully repulsed the two flying 
sorcerers, Naina and Chemomor. He emerges as a ‘wondrous warrior’ (IV, 83, 292) 
who proves his worth in the ‘bloody feast’ of battle (IV, 80, 206) -  a stock expression 
which occurs in the works of Ryleev, Kiukherbeker, Zhukovskii, Tumanskii, Glinka 
and Derzhavin.^ Ruslan could have become Pushkin’s first romantically compromised 
male character outside the lyric poetry. He had, after all, allowed Chemomor to kidnap 
his new bride from the marital bed. His humiliation was compounded by his father-in- 
law’s decision to dispatch three other khans to rescue his daughter. Anxiety about his 
failings fuel his dream which, in part, looks back to the abduction of Liudmila and 
recreates the atmosphere of disapprobation which surrounded him at that time.

 ̂ See Jakobson, ‘The Statue in PuSkin’s Poetic Mythology’, p. 6.
2 A.D. Grigorieva, ‘Poeticheskaia frazeologiia, sviazannaia s temoi “voina”’, Poeticheskaia frazeologiia 
Pushkina, pp. 74-104 (87-88).
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However, in the final scene Pushkin allows Ruslan to rehabilitate himself, a courtesy 
he will never again extend to any of his principal characters.

In this final scene, Pushkin uses the heroic language of the epic poem to describe 
Ruslan’s newly-acquired power. More specifically, as soon as his hero is revived by 
the Finn, Pushkin unleashes a volley of flying motifs: Ruslan ‘flies’ through the fields 
and groves (IV, 81, 229-30); the troops ‘fly’ to battle (IV, 82, 250); Pushkin focuses 
fleetingly on a light arrow which fells a man (IV, 82, 266); then Ruslan’s ‘flying’ 
figure joins the fray (IV, 83, 294), whereupon heads ‘fly everywhere’ from warriors’ 
shoulders (IV, 83, 301). He returns in triumph to the palace from the battle which he 
has single-handedly won for his father-in-law. Intent on reclaiming his wife, Ruslan 
holds his potent sword aloft as he ‘flies’ to the palace:

JlkiKyer KneB... Ho no rpaay 
MoiyHMM 6oraTbipb tibtmt;
B aecHHue mbh noôeaHbifî;
Konbe Ckiqer KaK SBesaa;
CrpyMTCfl KpOBb C KOTlbHyrM MBflHOM;
Ha ujTiBMe BbBTCA 6opofla;
J le im ,  H a a e x a o M  oKpn^eH H biM ,
Ho cTomaM uiyMHbiM b kha)kmm aoM.
(IV, 84, 319-26)

Pushkin here employs the imagery of flying together with symbols of virility in order to 
describe Ruslan’s metamorphosis into a hero. His spear shines with what will become 
a Petrine luminescence, signifying power; his transition from feckless groom to 
bogatyr'is symbolized by the blood which pours from his shirt of mail; the bizarre 
symbol of virility, the dwarf’s beard, is held aloft on his helmet; he is ‘winged with 
hope’. His rehabilitation is complete when he rouses Liudmila from her sleep with the 
magic ring. Ruslan is ‘reborn’ and finally earns his father-in-law’s acceptance:

BocKpecHyB njiaMBHHOM ayiuoM,
PycjiaH He bhamt. He BHMMaer,
H cTapeu B paaocTM hbmom,
Pbiaan, MM̂ ibix oÔHMMaej.
(IV, 85, 357-60)

We will see that in Tsygany and Evgenii Onegin Pushkin again uses the imagery of 
flying to describe the metamorphosis of Aleko and Onegin; but on those occasions he 
describes Bird Men who stop flying. Aleko is compared to a crane which falls from the 
sky and nurses its injured wing; and from the opening scene of Evgenii Onegin the hero 
‘flies’ through the novel until he falls at Tatiana’s feet at the end of Canto Eight. In 
both cases the transformation strips the character of all vestiges of hope and dignity.
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Although Ruslan is eventually ‘resurrected’, the negative potential of the imagery of 
flying which Pushkin develops in the later works can be observed in his 
characterization prior to the final episode in Kiev. In Song Two, for example, Pushkin 
dwells on Ruslan’s calamitous failure to protect his new wife by comparing him to a 
cockerel, the ‘haughty sultan of the hen-house’,̂  who embraces his female friend with 
his wings, only to let her be seized by a grey kite:

C nop o ra  xn)KMHbi Moefi 
TaK q, cpeflb jibthmx zjHeM,
K o r a a  3 a  K ypk iueii ipycjiM B O M  
CyjiTaH KypflTHMKa cnecMBbiPi, 
J l e i y x  MOM n o  z jB o p y  6e>K aji 
M CJiaaOCTpaCTHbIMM KpblTiaMM 
y>Ke n o a p y r y  oÔHMMaTi; 
H a f l HMMM XMTpbiMM K pyraM M  
UblHTlflT CBJIBHbq CTapbIM BOp, 
IIpMflB ryÊM TBTlbHbie M epbl, 
H o cM Jic fl, Hs?iaBa^ K opm yH  cepbiM  
H  n a j i  KaK Mo^nHMA Ha z iB o p . 
B3BMJICA, 7IBTMT. B KOITAX y)KaCHblX 
Bo TbMy paccBTiMH 6e3onacHbix 
ynocMT 6eflHyK) b^oabm. 
H a n p a c H o , r o p e c T b r o  cbobm  
M XsTiaaHblM CTpaXOM  nopaJKBHHblM, 
3 o b b t  TimGoBHMiiy ne jy x ... 
Oh  BMflMT TiMiiib ^BTyMMM n y x ,
TlBTyMMM BBTPOM BaHBCBHHblM.
(IV, 27, 184-203)

The rhyme petukhlpukh neatly underlines the enormity of the cockerel’s loss. Instead 
of facing his beloved, he sees a piece of flying fluff, all that remains of his mate. 
Liudmila appears to become a victim of the dwarf, represented here as the kite. 
However, as we shall see, she is protected during her imprisonment in the palace by 
‘winged sleep’, while the dwarf-kite becomes the frustrated victim of his own sexual 
impotence.

It would be productive to contrast this extract with the famous description of 
Istomina’s performance in Evgenii Onegin, when the ballerina is compared to fluff 
(pukh) from ‘the lips of Aeolus’:

OflHOM HoroM Kacaflcb noTia, 
apyroM) MBflJieHHo KpyxMT, 
M Bflpyr npbDKOK, m Bflpyr jibtm t .
JlBTMT, KBK nyX OT ycT SOJia;
T o  C T an  COBbBT, TO paSO B bB T, 
H  ÔblCJpOM HOXKOM HOXKy 6bB T .
(One: XX: 9-14)

 ̂ A similar phrase occurred in ‘Son. (Otryvok)’ (I, 144, 72): see Tomashevskii, Pushkin. Kniga 
pervaia(1813-1824), p. 324.
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The simile conveys the exquisite lightness of her flight through the air. But the delicacy 
of her movements is also an indication of her control. It is just possible that Pushkin 
may have intended to make a pun on the word pol, meaning both the floor and the 
(male) sex, both of which Istomina dances across. Later in the novel we find the 
combination pukh and pol, used now to mean the female sex:

M MMJibiM no j\, KâK n y x ,  j\eroK.
(Four: XXI: 8)

In this scene in Canto One Pushkin uses the imagery of flying to describe the 
bewitching allure of a notorious/emwe fatale. Nabokov notes that she was the cause of 
several duels including one between Griboedov and her ‘sponsor’, Count 
Sheremetov.4 Pushkin describes her with one of her conquests in ‘Orlov s Istominoi v 
postele’ [1817]. He also refers to the alluring appearance of a ‘winged’ ballerina’, 
possibly Istomina, in a letter to P. B. Mansurov dated 27 October 1819.^ The tone of 
his reported reaction to the sight of the girl is marked by the jovial coarseness which 
characterizes much of the correspondence with his friends. In Evgenii Onegin, 
however, he simply records the vision. The very mention of her name invests the scene 
with an obvious sexual dimension. The power of the dancer’s guile is conveyed by the 
elegant control of her flight. In the two scenes in Ruslan i Liudmila and Evgenii 
Onegin, Pushkin therefore describes opposite sides of what becomes a simple equation 
in the works I analyse in this chapter: winged men are weak; winged women are 
strong.

One can also contrast Pushkin’s analogy of the cockerel in Ruslan i Liudmila with a 
scene in ‘Skazka o tsare Saltane’ [1831], in which Gvidon, having noticed a kite 
pursuing a swan, shoots it with an arrow (III, 510, 153-62). As in the narrative poem, 
the kite is a magician (III, 511, 186), while the swan is in fact a tsarevna. Blagoi 
thought that the swan represented Pushkin’s wife.^ Although Pushkin based the tale on 
oral sources (he probably heard it from his nanny Arina Rodionovna),^ this scene, 
according to Blagoi, was Pushkin’s original invention. If his interpretation is correct, 
the poet identifies himself with Gvidon and, in contrast to Ruslan, successfully kills off 
rival admirers of his beautiful wife. Pushkin hints at this identification in the final 
couplet of the tale where he announces that he was present at Gvidon’s celebratory 
feast:

4 Nabokov, Eugene Onegin, II, pp. 88-89.
^‘KajKfloe y ip o  Kpwaaraa a ea a  Tierm Ma penerMUMto mmmo okom Ham ero  Hmkmtw 
[BceBOJio)KCKoro], no npexHewy noflbiMaroicsi Ha nee rejiecKonbi m <---> — ho yBw.’ (XIII, 11). 

 ̂Blagoi, Dusha v zavetnoi lire, p. 422.
 ̂ V. la. Propp, Russkaia skazka, L., 1984, p. 70.
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H T3M 6bM; Mefl, HMBO HMJl — 
H ycbi JiMiiJb o6mohmji.
(III, 533, 995-96)

As in the later tale, ‘Skazka o zolotom petushke’, Pushkin achieved a resolution to 
problems which arose in real life in the world of his own poetry, a world in which his 
control was complete.

Pushkin does not identify himself with any of the characters in Ruslan i Liudmila, 
but, as in Evgenii Onegin, he intrudes upon the narrative by offering his ironic 
appraisal of the hero’s progress. In his analysis of the poem Bayley observes: ‘Instead 
of a story told by a poet it is more like a series of tableaux vivants surveyed and 
commented on by a sophisticated spectator’.̂  In the analogy of the cockerel Pushkin 
clearly announces himself as spectator. At other times his presence is less clearly 
delineated, but it can still be inferred by the ironic use of mock heroic language.^ This 
is illustrated in Song Three when Ruslan is himself likened to a ‘hawk’:

KaK RCTpeô ËoraTbipb aeTMT 
C noatRTOM, rpo3Horo aecHMueii 
H B laeKy TR)KKOM pyKaBMUBM 
C pasMaxa roTioBy pasMT; <..>
(IV, 46, 332-35)

The object of this heroic attack is a giant head which has prevented Ruslan from riding 
past it by the simple expedient of blowing. Except for its mighty puff, the head is 
otherwise defenceless. Ruslan’s furious attack is hardly heroic. His response is also 
disproportionate to the head’s provocative behaviour (he subsequently tries to cut off 
the head’s ears and nose: IV, 46,348-49).

The view that Pushkin parodies the language of the heroic poem in Ruslan i Liudmila 
is expressed in most analyses of the work. Moreover, in Chapter One I referred to 
Pushkin’s apology to Zhukovskii in Song Four in which he implicitly acknowledges 
that he is parodying ‘Vadim’. However, Pushkin’s intrusion into his work goes 
beyond this exuberant reworking of the heroic poem and his Onegin-\\kQ asides. 
Pushkin himself fleetingly appears on the landscape through which Ruslan is travelling 
in order to deliver his verdict on the hero’s progress. He disguises his presence by 
imposing his voice onto the disembodied head on the steppe. Having repelled Ruslan

 ̂Bayley, Pushkin, p. 46.
 ̂This aspect of Ruslan i Liudmila is investigated in Mark Altshuller, ‘Pushkin’s ‘Ruslan i Liudmila’ 

and the Traditions of the Mock-Epic Poem’, in The Golden Age o f Russian Literature and Thought: 
Selected Papers from the Fourth World Congress fo r Soviet and East European Studies, Harrogate, 
1990, ed. Derek Offord, Basingstoke, 1992, pp. 7-23.
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with his breath, the head had mocked the young man’s heroic status, just as Pushkin 
had openly done in Song Two:

A ro^oBa eny  Boc^ea,
KaK cy M a cm ea iija q , x o x o h bt , 
rpeMMT; „aM, BMTB3b! aM nepow!
Kyaa Tbi? tmujb, tmiub ctom !
3m, BMTA3b, luew CJIOMMUJb aapOM;
He T p y c b , Hae3aHMK, m Mewq 
J lo p a a y M  x o i b  oanM M  y a a p o M ,
IlOKa He 3aMOpMJl KOHfl“.
M lY ie x a y  T e n  o n a  r e p o  a  
apa3H M Jia CJpaUJMblM A3blKOM.
(IV, 45, 300-09)

Pushkin uses this titanic mouthpiece to laugh at Ruslan then withdraws from the scene. 
Ruslan sinks his sword into the head’s offensive tongue (IV, 45,313-14), but Pushkin 
has already resumed his role as the sophisticated narrator and is able to convey his 
sarcasm in the simile of the hawk. When the head speaks next, he bears no relation to 
the chaffing presence which first loomed out of the steppe:

„Tbi Bpa3yM e7i Menq, repoM , —
Co B3Z10X0M roTioBa cKa3a7ia; — 
iBoq flecHMua aoxaaaTia,
TTO q BMHOBBH npBfl T0 6 0 M;
OTHbiHB q  T e 6 e  n o c jiy iu e H ;
Ho, BMTq3b, 6yzjb BeJiMKOflyiueH!
4 0 CTOMH njana >Kpe6 MM mom“.
(IV, 47, 359-65)

The head, which was severed from the body of a bogatyr' by the dwarf Chemomor, 
his younger brother, longs to die but is kept alive by the dwarf’s magic. When Ruslan 
returns with Chemomor, thereby breaking the spell, the head eventually dies (IV, 67- 
68, 270-95). Bayley believes that it is the only character in the poem to die ‘like a 
hero’. However, when it first opened its mouth it spoke like Pushkin. There is a 
parallel between this episode and the final scene in Evgenii Onegin. As we will see, 
when Onegin sets off to confront TatTana in St Petersburg his defeat within the 
paradigm of the Bird Man is complete. At their last encounter Tatiana suddenly starts 
to speak like a male aristocrat. Pushkin uses her as a mouthpiece to humiliate Onegin 
and does so with the defeated figure of his hero at his feet. Pushkin then withdraws and 
becomes the observer.

Although Pushkin is the ultimate éminence grise in Ruslan i Liudmila, there are two 
figures within the narrative who also control the other characters. They lead two rival

1 Bayley, Pushkin, p. 44.
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conspiracies to recover the prize of Liudmila. The Finnish hermit, whom Ruslan 
encounters in Song Two, represents the ‘male’ camp; Naina, the sorceress, the 
‘female’. Her determination to beat Ruslan derives from his alliance with the hermit. As 
a young man, the Finn was infatuated with Naina, but she twice spumed him. After a 
forty year apprenticeship in the art of black magic, he used an incantatory spell to force 
her to love him; but, having seen her now decrepit looks, he spumed her. Her new
found love for the Finn then tumed to hate. Naina’s role is to obstmct the men’s bid to 
win by advancing Chemomor’s cause. This plot bears some relation to ‘Favn i 
pastushka. Kartiny’ [1814-16], a poem based on Parny’s Les déguisements de 
Vénus. 11 In this work a faun tries unsuccessfully to catch a shepherdess. After a long 
period has elapsed, she propositions him, but he declares that he no longer finds her 
attractive now that she is old (I, 216, 184-232). As in Ruslan i Liudmila the man 
remains single, but he has ultimate control over the woman. ̂  ̂

Evgenii Onegin describes a similar plot, but with the obvious difference that the role 
of the sexes is reversed. Tat iana unsuccessfully pursues Onegin and then, by rejecting 
him, exercises the power which has shifted to her in the course of the novel. However, 
the very fact that she pursued Onegin in the first place reflects the fundamental shift 
which has taken place in Pushkin’s description of the woman’s romantic and sexual 
desires since ‘Favn i pastushka. Kartiny’ and Ruslan i Liudmila. Lila the shepherdess 
and Liudmila are both girls who go to extraordinary lengths to protect their honour. 
Both consider drowning themselves in raging torrents rather than allow themselves to 
be caught by their respective pursuers, the faun (I, 214, 88-113) and the unappealing 
Chemomor (IV, 32,344-53). By contrast, in her dream Tatiana comes across her own 
torrent but successfully negotiates it in order to meet the man she desires. A shaggy 
bear (Five: XIII: 3) then chases her in a scene remarkably similar to the episode in 
‘Favn i pastushka. Kartiny’ in which a shaggy faun (II, 213, 53) pursues the 
shepherdess:

 ̂  ̂ One must therefore question Tomashevskii’s assertion that there is ‘no trace’ of Pamy in Pushkin’s 
verse in the period 1814-15; Tomashevskii, Pushkin. Kniga pervaia (1813-1824), p. 108. Moreover, 
Pushkin’s ‘Evlega’ [1814] is a free translation of a poem by Pamy. Tomashevskii discusses the 
influence of Pamy in Pushkin’s work more comprehensively in B.V. Tomashevskii, Pushkin i 
frantsiia, L., 1960, pp. 75-78, 82-84, 145-50.

O’Bell discusses the relationship between Ruslan i Liudmila and Pushkin’s lyric poetry in Leslie 
O’Bell, ‘Young Pushkin: Ruslan and Liudmila in its Lyric Context’, Russian Review, 44, 1985, pp. 
139-55.
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‘Favn i pastushka. Kartiny’

H o IIJOPOX 33 KyCTSMM 
Em c^biujMTCfl rjiy x o M ,
H B f lp y r  — ceep K H y ji ohsm m  
ITpefl Hew 6 o r  JiecHOM!
KaK BeiUHMM BeTepoMGK, 
JleTMT OH3 B TieCOMeK;
Oh  roHMTCfl s a  n e n .
H TpeneTHaa Jkaa  
Bee T3MHbl o6H3)KMv7ia 
M^naooM KpacoM CBoen;
H n e m n a  ip y z jb  oT K pbiJiacb 
JIofisaHbflM BeTepxa,
M CTpoM Haa H o ra  
HeBOTibHO oÉnaïKM^acb. 
Tlopxaq n a g  TpaeoM, 
JlacTyiuKa p ofixo  zjbiujeT;
H *3BHa 33 co6om 
Bee 6mme, Ganme ejibiiuMT. 
y>K MyeeTByeT ona 
OroHb ero zjbixanbq... 
Hanpaenbi Bee ejapanba:
Tbi ^3 B H y  ey)K fleH a!
H o  ujyM H aq BOJina 
K paeaB M uy eoxpbi^na;
P e x a  — e e  N o m a a . . .
H e r!  JiM sa e n a e e n a .
(1,214, 88-113)

Tatiana’s Dream

OneiviH, B sopaM M  eeep xaq  
Jlpefl HMMM Jiee

TaTbRH a B Tiee; M ezjBezjb sa new

M aam e TpeneTHOM pyxoM 
Oaemabi xpan noflHSTb eibiflMTeq

To B xpynKOM enere e  hoskkm  mmtiom 
yBflSHBT MOKpbIM 6aUJMaHOK;

O n a  6e>KMT, oh B e ë  B o e j i e a

M e flB e z jq  eÆ iiuM T s a  eo S o M  
KpaxTB, B3J1MT MeziBezib HeenoeHbiM 
H e MO)KeT y 6 e )K a T b  hmk3 k

lUyMMT, KTiyÈMT BOJHOM BBOBW

apo)KaujMM, infiejibHbiM mobtok, 
nO ^O X B H bl H e p e s  nOTOK 
(Five: XI - XVIII)

In Canto Three Pushkin had declared that Pamy’s ‘tender pen’ is out of fashion (Three: 
XXIX: 13-14). It would be characteristic of Pushkin’s contrary nature subsequently to 
include a scene which is inspired by Pamy and which, as so many commentators point 
out, occupies the very centre of the novel.

Lila’s ‘flight’ from her lusty chaser is itself reminiscent of the maiden’s successful 
bid to avoid capture by the monk in the dream in ‘Monakh’. There Pankratii finds 
himself standing amid an Arcadian orgy. Exhausted lovers lie, still embracing, on a bed 
of roses. The dumbfounded figure of the monk stands in stark contrast to the exotic 
surroundings, replete with myrtle, satyrs and fauns. When he spots a group of 
maidens, he starts to chase after one of them like a ‘light steed’ (I, 13, 60-68). Her 
reaction is immediate:

EbieipeM opjia, Gbieypee sByKa anp  
npBvTieeTHMua T ie ie j ia ,  kbk  s e ^ n p .
(I, 13, 69-70)

The maiden, who is never caught, is one of the first ‘Bird Women’, female characters 
to whom Pushkin applies the imagery of flying in order to humiliate or disempower 
male characters.
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Despite the similarity between the chase in T atiana’s dream and ‘Favn i pastushka. 
Kartiny’, in her subconscious Tatiana wants to be caught. In contrast to Lila, she does 
not ‘fly’ in order to evade capture by her shaggy pursuer. She may also choose not to 
copy the shepherdess and expose her breast rather than coyly refusing to raise even the 
borders of her dress since, in Slavic folklore, this exposure was said to prevent bears 
from touching a woman. her letter to Onegin she revealed that he had appeared on 
several occasions in her dreams (snoviden'ia) (Three: Letter: 39). She then described 
him much as Pushkin described winged mechta in ‘Gorodok. (K ***)’: this dear 
apparition flitted through the transparent darkness and bent silently over her bed (Three: 
Letter: 52-55). In the dream in Canto Five there is no sign of the ‘golden-winged 
eroses’ which flew from all sides to save Lila:

3pOTbl 37iaTOKpbl7lbl 
H He>KHbiM KynMflOH 
Ha noMoiub whom Jlv\j\b\ 
vHeTflT CO B cex CTOPOH; <...>
(1,214, 114-17)

The very absence of a winged saviour during her chase is indicative of Tatiana’s carnal 
nature: she wants to be taken to Onegin’s hut to be placed on his bench. By 
subconsciously revealing her desire to be caught T atiana implicitly challenges the 
social code which proscribes the woman’s articulation of lust.

Liudmila’s assertion against male authority is more conventional. Like Lila, she 
evades capture by the dwarf; like the shepherdess, she is protected by a winged force 
when her honour is threatened. Having magically adopted Ruslan’s features, 
Chemomor succeeds in seizing the maiden. ‘She’s mine!’ {Ona moia) he says, in 
anticipation of Onegin’s exclamation in Tat iana’s d r e a m . However, at this critical 
moment she falls into the protective embrace of winged sleep which frustrates the 
dwarf’s attack:

P a sa a ^ c A  a eeb i )KajiKMM c t o h  
JlaaeT  6 e s  MyscTB — m anBHbiM com  
OÔtRJ HBCHaCTHyW KpbMaMM.
(IV, 59, 321-23)

Gura, ‘Simvolika zhivotnykh’, p. 114.
Nesaule notices that Onegin says ‘M oel’ (Five: XX: 1) instead of the feminine 'moia': Nesaule, 

Tatiana's Dream in PuSkin's Evgenij Onegin', p. 122. Does the neuter adjective signify that Tat'iana 
wants to be viewed as an impersonal body, or does it indicate that she subconsciously questions 
Onegin’s masculine demeanour because he does not view her as a woman? In my opinion, the purpose 
of the exclamation is simply to introduce another element of uncertainty into the dream. As in 
Pikovaia dama Pushkin manipulates the reader into asking questions which can never be definitively 
answered.



130

In a clear echo of this episode, when Ruslan is reunited with Liudmila’s still comatose 
body Pushkin assures the reader that he managed to resist a similar temptation (IV, 66, 
218-229). Pushkin and indeed Ruslan have to fight hard to sustain even the mock 
heroic tone. In the 1820 edition of the poem, Liudmila’s alarming collapse does not 
discourage Chemomor from trying to pick this ‘tender, secret flower’, but all he reveals 
is his own impotence:

0 CTpaiUHblM BMZj! BÔ UteÔHMK XMTIbIM 
JIacKaeT CMopmeHHOM pyKOM 
M^iaflbie npeaecTM JlmaMkiJibi;
K ee njieHMTejibHbiM ycraM 
IIpMJIbHyB yBflfllUMMM ycTaMM,
Oh, BonpeKM cbomm r o f la n ,  
y>K MblCJlMT XTiaZIHbIMM jpyflaMM  
CopBaTb CeM He>KHblM, TamblH UBBT, 
XpaHMMbiM Jle^BM ajiq zjpyroro; 
y%e... HO 6peMfl no3flHMx Tier 

fieccTbiflHMKa cefloro — 
C TO H aq apAXTIbIM MapOflBM,
B ÔeCCMTIbHOM flepSOCTM CBOeM,
ITpezj coHHOM zieBOM ynaaasT; <...>
(IV, 59)15

The dwarf’s incapacity is caused by his advanced years, by his greyness. This, it 
seems, is why the kite which seizes the hen in Pushkin’s description of the abduction is 
grey (although there the adjective is seryi not sedoi). The associations of this colour 
with age and loss of virility account for the greyness of the swan in ‘Skazka o zolotom 
petushke’.

Chemomor’s failure to penetrate the winged sleep which embraces Liudmila 
contrasts with a woman’s successful seduction of Ratmir, one of Ruslan’s rival suitors, 
earlier in the same song. His encounter with the woman leads directly to his retirement 
from the contest and his metamorphosis into a passive fisherman. During his search for 
Liudmila, Ratmir sees a swan-like maiden moving along the wall of a castle:

H  flB B a n o  CTBHB BblCOKOM,
KaK B Mope Tiefîezib oamhokom,
KflBT, 3apeM ocBeujena;
H aeBbi necHb eaB a cTibimna 
ilOJlMHbl B TMUJHHe TJiyfiOKOM.
(IV, 52, 71-75)

15 A similar scenario is described in the unfinished lyric ‘Nedavno tikhim vecherkom’ [1819], the 
ending of which describes a possible erotic outcome:

fl aa ji M rpGTMM <nouejiyM> <?>,
[OHa npocHyjbCfl He )K<e^najia> <?>f 
Torzja f \ efî
M r y r  y>Ke 3aTp<eneTajia> <?>.

(II, 105, 10-13).
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A similar scene occurs in ‘Skazka o zolotom petushke’ when Dadon is dazzled by the 
sun-like tsaritsa. Like Dadon, Ratmir immediately cedes control to the maiden who, 
with the help of her equally bewitching friends, literally strips him of his symbols of 
virility: his steed, winged helmet, armour, sword and shield (IV, 53, 101-08). Like 
Dadon, Ratmir immediately forgets his mission:

BocToproM BMTflBb ynoeHHbiM 
y)K6 3a6bl,71 7lK)flMM71bl HJeHHOM
HeaaBHO MM̂ bie Kpacbi;
ToMMTCfl cJiaaocTHbiM mejiaHbBM;
EpoflflUjMM B3op ero GaecTwr,
M, nOJlHblM CTpaCTHbIM OJKMflaHbeM,
Oh Taei cepaueM, oh ropnT.
(IV, 54, 131-37)16

When the maiden appears in Ratmir’s bedroom that night, she wakes up the sleeping 
khan in order to continue with her disarming seduction. In contrast to Chemomor, she 
is able effortlessly to penetrate her partner’s sleep. Upon her arrival, sleep disintegrates 
into winged dreams which flutter away, leaving the supine form of Ratmir beneath the 
girl’s gaze:

^Bepb OTBOpM̂ aCb; HOJl pBBHMBblM 
CKpblHMT noa HO)KKOM TOpOĤ MMBOM,
M npM cepeépflHOM jiyne 
MeTibKHyTia aeBa. Cnbi KpbiTiarbi 
COKpOMTBCb, OTJBTMTB npOHb!
ITpOCHMCb —  TBOfl H aC T B Ja  HOHb!
npocHMCb — flopor MMr yipaibi!..
(IV, 54-55, 162-68)

It is interesting that Pushkin uses the masculine noun lebed' to describe a woman. 
The swan has a sexual ambivalence which Pushkin exploits in ‘Skazka o zolotom 
petushke’. It is an archetypal symbol of male virility (such as in the Leda myth), but 
also a symbol of the ‘female’ qualities of grace and beauty. In ‘Nereida’ [1820], for 
example, Pushkin uses the image of a swan to describe the whiteness of the demi- 
goddess’s breast (II, 143, 5). The description of the girl on the castle walls draws on 
the classical and folkloric image of the siren; but there is also an element of sexual 
ambivalence in the description of a girl who ‘mans’ the walls like a guard. The use of 
the swan image in the simile conforms to this ambivalence in her portrayal. This air of 
uncertain sexual identity also extends to the description of the night scene. Making her

16 This episode resembles ‘Garar i Gal'vina’ [c. 1814], a poem belonging to Pushkin’s dubia.
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way across the ‘jealous floor’ (the word pol vaguely reinforces the issue of sexuality) 
the girl gazes at Ratmir’s face which is feminine in its demeanour

Ero H6J10, ero TiaHMTbi 
MrHoeeHHbiM njiaMeHeM ropqr; 
Ero ycTa no^yoTKpbiTbi 
JIofisaHbe TaiiHoe MaHqi; <...>
(IV, 54, 154-57)

In the Southern poems, the woman flushes when she becomes aroused. The Circassian 
woman’s cheeks bum with sexual desire in Kavkazskii plennik (IV, 96, 1 3 0 ) ; in 
Bakhchisaraiskiifontan, Zarema observes the same flushing of M ania’s cheeks (IV, 
164,321-22). In that scene, as in this, there is an ambiguity of sexual identity. As we 
will see, Zarema appears to admire Mariia like a man. On this occasion, Ratmir is given 
the attributes of a blushing maiden when he lies before the girl, who herself has been 
earlier described in terms of the ambiguous figure of the swan.

The merging of sexual attributes and identity prefigures the metamorphosis of Ratmir 
into a fisherman who has been absorbed into the world of this ‘bird’. When Ruslan 
sees Ratmir in a boat, the former khan is spreading a net -  a symbol, perhaps, of his 
own captivity:

PaCKMHyB HBBOfl HO BOTIHaM, 
Pbl6aK , Ha BeCTia HaK^OHBHHblM, 
n^ibiBBT K TiecMCTbiM 6 e p e r a M ,  
K n o p o r y  xn)KMHbi CMMpeHHOM.
(IV, 69, 327-30)

Ratmir floats like a swan across the surface of the water to his fellow bird with her 
captivating (white) chest and bare shoulders (IV, 69, 337-38). It appears that the 
former khan is leading a contented life in this peaceful setting. But following his 
reunion with Ruslan, Ratmir is reminded of the exciting lifestyle he has forsaken. He 
reflects with ‘involuntary sadness’ on the proud years of his youth (IV, 71, 425-26). 
During the men’s conversation, Ratmir is appraised by the smiling shepherdess (IV, 
71, 400) (Pushkin had described her smiling earlier: IV, 69, 336). OTga will display 
the same smile during her wedding ceremony (Seven: X: 13-14).^^ It symbolizes the 
complicity of these women in Pushkin’s plan to undermine his male characters. By

See Andrew, “The Caresses of Black-Eyed Captive Women’” , p. 107.
Nabokov comments: ‘There is now something of a cunning young demon about Olga, strangely 

changed ever since that nightmare ball. What does that slight smile imply? Why this glow in a virgin? 
Should we not suppose—and I think we should—that the uhlan will have a difficult time with his 
bride—a sly nymph, a dangerous flirt, as Pushkin’s own wife is to be a few years later (1831-37)?’: 
Nabokov, Eugene Onegin, III, p. 80.
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‘Skazka o zolotom petushke’, the smile has given way to the disturbing cackle of the 
tsaritsa:

Xm-xm-xm! fla  x a -x a -x a !
(Ill, 562, 209)

In the second part of this analysis of Pushkin’s Bird Men, I would like to turn to the 
Southern poems. An important subtext developed by Pushkin in these works, and one 
which has attracted the attention of Stephanie Sandler and Joe Andrew, concerns the 
relationship between the sexes. Sandler prefaces her analysis with the observation: 
‘Puskin’s narrative poems from the years of exile explore sexual themes, but always 
within a vocabulary of domination and defeat’. A n d r e w  agrees with this view, but 
adds that the demise of the woman is a prerequisite for the man’s victory, for his 
‘rebirth’.20 One will recall that in the epilogue of Kavkazskii plennik the Muse picked 
flowers for her crown:

TaK M y s a ,  TierKOM z j p y r  M en T b i, 
K n p e a e ,? ia M  A smm j i e T a j i a  
M BGHKa c e 6 e  c p w e a j i a  
K aB K a sa  ziMKMe u B e ib i .
(IV, 113, 1-4)

According to Andrew, the flowers represent not only innocence and Nature, but also 
women; the death of the flowers therefore echoes that of the Circassian girl. The 
epilogue refers to the event which allowed the prisoner to be r e b o m . 2 1

However, Andrew also notes the lack of definition and paucity of detail in the 
characterization of the female characters. For example, referring to the Circassian girl 
he observes:

She is Mother, child, virgin, whore, victim and so on. But, in the end, she is rarely 
herself, and remains at the level of a projection of male fantasy, a blank screen onto 
which anything may be projected.22

The woman is only a token character in these works. According to my reading, she is 
peripheral and so is her defeat. But Pushkin approves of her passion because it 
challenges the established male order. It is symbolic, therefore, of independence and 
freedom, qualities which he appreciated in exile.23 Nevertheless, having seen her fulfil

SdOidleT, Distant Pleasures, p. 141.
20 Andrew, “The Caresses of Black-Eyed Captive Women’”, p. 120.
21 Andrew, “The Caresses of Black-Eyed Captive Women’”, p. 115.
22 Andrew, “The Caresses of Black-Eyed Captive Women’”, p. 111.
23 See lu.M. Lotman, Besedy o russkoi kul'ture. Byt i traditsii russkogo dvorianstva (XVIII-nachalo 
XIX veka). P., 1994, p. 359.
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her role in captivating and then undermining the male protagonist, he discards her. The 
real vocabulary of domination and defeat (in Sandler’s expression) pertains to the male 
character who grows progressively more vulnerable in each poem. There is a gradual 
haemorrhage of male power through this cycle of works. This process culminates in the 
figurative portrayal of Aleko as a crane which has been shot out of the sky. Ultimately, 
the gaze in these poems is male, as Andrew and Sandler suggest, but it is specifically 
Pushkin’s. No doubt the flower does represent a woman in the epilogue of Kavkazskii 
plennik', but perhaps Pushkin, the ‘almost touchingly inflammable w o m a n i s e r ’ , 2 4  was 
periphrastically referring to the resumption of his own romantic career in the South.

Bayley describes both the prisoner in Kavkazskii plennik and Onegin as ‘half-way 
men, divided between two worlds of sensibility’; both ultimately abandon their Byronic 
detachment for ‘feeling and r e s p o n s e ’ . 2 5  Indeed, in a letter to Viazemskii on 6 February 
1823, Pushkin reports Chaadaev’s now celebrated observation that the prisoner was 
‘insufficiently blasé’ (XIII, 58). Both the prisoner and Onegin respond to women 
whom they have rejected and who eventually reject them. In the similar scenarios of the 
shepherdess and the faun, and Naina and the Finn, the sexes were reversed. Now the 
woman has ultimate control in the relationship. Thus, when the prisoner suddenly asks 
her to escape with him, her refusal is as decisive and symbolic as Tatiana’s:

„0 apyr m om !—  pyccKM M  b o s o h m t i ,—  
a  TBOM HaBBK, fl TBOM flO  ip O Ô a .
y>KacHbiM KpaM ocT aBM M  o 6 a ,
B e m  CO m h o m . . .“ —  ,d fe T , pyccK M M , H eT i“
(IV, 111,250-53)

Debreczeny suggests that the girl, like Tatiana, finds a sense of fulfilment in this self- 
abnegation: ‘Happiness, according to the poetic code Pushkin was using, is its own 
tragic denial’.26 The same could be said of M arla Kirilovna’s refusal to abscond with 
Dubrovskii. A more significant corollary of this rejection is the humiliation of the man, 
scarcely perceptible in Kavkazskii plennik, but quite evident in Evgenii Onegin.

Of Pushkin’s next long poem, Gavriiliada, Bayley says: ‘Although it was written 
after his exile to the south it belongs in spirit to the poems of the Petersburg p e r i o d ’.27 
An indication of this is that it contains distinct echoes of Ruslan i Liudmila, a poem 
composed in the capital. In both poems a virginal maiden is pursued by a number of 
male figures -  Satan, Gabriel and God himself -  the difference in this poem being that 
they all successfully seduce her. In the first of three couplings with Mary, Satan

24 Bayley, Pushkin, p. 47.
25 Bayley, Pushkin, p. 76.
26 Paul Debreczeny, Social Functions o f Literature: Alexander Pushkin and Russian Culture, Stanford, 
1997, pp. 89-90.
27 Bayley, Pushkin, p. 65.
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transforms himself into a handsome young man, just as Chemomor tumed into Ruslan; 
but Satan’s mse, by contrast, results in his conquest of the girl. At this moment the 
imagery of flying appears to conform to Mary’s portrayal as a victim. The smile which 
denoted female complicity in Ruslan i Liudmila has flown away from Mary’s lips:

Ho MOTioaocTb y ip an en a  tboa ,
Ot 6j\enhb\x y c T  yTibiÉKa o T j e y e a a ,
T b o a  Kpaca b o  u b b tb  nowepTBe^na... 
npOCTMUJb JIM MHB, O MMJiafl M Ofl!
(IV, 131, 353-56)

It would be unproductive to compare Gavriiliada too closely with the other Southem 
poems. Its ebullience and obvious lack of seriousness marks it apart from these works. 
However, despite Mary’s winsome and submissive disposition, she fulfils essentially 
the same role as most of Pushkin’s female characters in this cycle. This role is 
described by Satan:

Tbi po)KfleHa, o  CKpoMHan MapMa,
Tt o 6 MsyMJiflTb aaaMOBbix aeTBM.
T t o 6  BJiacTBOBaTb H a a  jieiKMMM cepauaM M , 
yjIblÔKOH) 6jia)KeHCTBO MM aapM Tb, 
CBoaMTb c  y  Ma aeyM fl-T p eM q  cjioBaMM
ITO npMXOTM —  JlwÊMTb M MB JHOÈMTb...
(IV, 127, 224-29)

The seduction, an apparent symbol of the man’s control, signifies the loss of it. Ruslan 
just manages to preserve his self-control when he gazes at Liudmila’s beautiful 
slumbering form. Had he yielded to temptation he would have abandoned for ever the 
environment of the heroic poem. The sexually successful male characters in Gavriiliada 
never are heroes; instead they occupy the terrain of the ‘sex comedy’.^8 The description 
of their passion for Mary is comic, but we laugh at their expense. For example, in a 
scene carefully choreographed by Pushkin, Satan and Gabriel, two rivals for Mary, 
move like comic figures around the field locked in each other’s arms in an attempt to 
pull the opponent down:

B b c  ax H y ji, noÈJiBjqHBJi —
H BopBajiMCb B ofiiflTMq flpyr flpyry.
Hm PaBpMMJI, HM 6 b C MB OflOJIBJI;
CnjiBTBHHbiB Kpy)Kacb M flyj n o  J iy ry ,  
Ha Bpa>KbK) ip y f lb  onBptuMCb GopoaoM,
COBflMHMB KpBCT Ha KpBCT HOTM, pyKM,
T o  CMJIOK», TO XMipOCTbW HayKM
XoTAT yBJiBHb f l p y r  a p y r a  s a  c o 6 o m .
(IV, 132, 395-402)

28 Bayley, Pushkin, p. 47.
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Pushkin likens this fight (which reaches a conclusion when Gabriel bites Satan in ‘that 
fateful place [...] by which Satan had sinned’: IV, 133, 421-23) to the wrestling 
matches he and his fellow students used to engage in at the Lyceum (IV, 132, 403-06). 
The comparison is apt: Mary’s lovers are all child like, the ‘children of Adam’ in 
Satan’s phrase. They can be easily controlled and duped.

The most prominent child in Gavriiliada is God, the last of Mary’s three lovers. 
When she worries that he will detect her now compromised status, Pushkin tells her not 
to worry: like a bride on her wedding night she simply has to play the ‘role’ of an 
innocent (IV, 134, 461). Unaware of the previous encounters, God, in the form of a 
dove, seduces Mary, then falls into an exhausted sleep:

M naaaer, oô’bflTbiM jierKMM chom,
JTpMOCeHfl UB6TOK 71K06bM KpbMOM.
(IV, 135, 507-08)

There is a possible echo in this passage of the dove which embraces the maiden with its 
wings in Zhukovskii’s ‘Svetlana’ [1812].^^ It also appears to echo Pamy’s La guerre 
des dieux in which Mary is impregnated by the Holy Ghost in the form of a dove.^® 
Moreover, Pushkin has also humorously reworked the description of winged sleep 
which protected Liudmila, ‘the flower’. A real wing now protects the flower which has 
just been ravaged. Pushkin has incorporated the figurative language from the earlier 
work into the actual narrative of the poem. The image has become, so to speak, ‘real’. 
The simile of the cranes undergoes a similar transformation when it becomes embedded 
in the story of Evgenii Onegin.

A comparable, albeit less specific, transformation has resulted in the portrayal of 
God as an actual Bird Man (Pushkin had, incidentally, referred to God as ‘the Bird’, 
Ptichka, in ‘<V.L. Davydovu>’ [1821]: II, 160, 21). The general image of the weak 
winged man has become personified as the figure of God. In Mary’s dream, the wing 
is a defining element of his subjects, the ‘winged legion of spirits’ (IV, 123, 72) and 
his emissary, winged Gabriel (IV, 123, 81). When he decides to consummate his 
passion for Mary, he too metamorphoses into a winged creature:

„TIh)671k), 71k)6jik) MapMH),
B yHbiHMM ÊeccMepTMe B^nany... 
Tfle KpbWMfl? K Mapm noTieny 
M Ha ipyflM KpacaBMUbi noMMro!..“
(IV, 124, 126-29)

Zhukovskii, Sobranie sochinenii v chetyrekh tomakh, II, p. 22.
Robert Sorenson, ‘PuSkin’s Gavriiliada'. From Style to Meaning’, R U ,  35, 1981, 120, pp. 59-74 

(71-72).
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His transformation into a dove reinforces the basic truth of the equation that winged 
men are weak men. Pushkin’s satisfaction at the orchestration of the preceding events is 
expressed in his declaration:

AMMHb, aMMHb!
(IV, 136, 523)

In a parting shot at God, Pushkin dedicates the poem to ‘winged Gabriel’ who is, for 
the moment at least, Mary’s chosen favourite (IV, 136,521).

In Bakhchisaraiskiifontan, Pushkin returns to the issue of gender. In his analysis of 
the poem, Joe Andrew says that Girei has supreme power over his captive world of 
women; that the solitary male is depicted as the controlling presence; even the eunuch, 
deprived of its sexuality, still controls the world of the enslaved women. Andrew adds:

The point of view of the poem is implicitly male. Within this context the female point of 
view is almost implicitly male. [...] Once this male gaze is removed [...], women cease 
to exist.^^

Stephanie Sandler gives a similar interpretation: ‘In its intricacies it underlines the 
omnipresence of male authority even in the cultural practice of female s e c l u s i o n ’ . j n  

another article, Joe Andrew interprets the poem as an ‘over determined suppression of 
female desire, almost Gogolian in its intensity’; he argues that an illustration of this 
suppression is the fact that ‘even the girls’ dreams are not free’ due to the eunuch’s
continuous surveillance.^^

However, it is clear from the text that Mariia is explicitly exempt from this scrutiny:

 ̂  ̂Andrew, ‘Alexander Pushkin and his True Ideal’, pp. 28-29.
Sandler, ‘The Two Women of Bakhchisarai’, p. 242.
Andrew, “‘Not Daring to Desire”: Male/Female and Desire in Narrative in Puskin’s “Bachcisarajskij 

fontan’” , pp. 263-64. Andrew partly bases his premise on his interpretation of the opening passage of 
the poem in which Pushkin describes the formidable and threatening figure of Girei, surrounded by a 
cowering retinue. This is, Andrew argues, ‘an emphatic demonstration of female servitude and potential 
male violence and ultimate vengeance. [...] Even the inattentive reader must realise that such an 
opening allows for no happy endings’ (p. 264). However, this opening passage is the ending. The man 
in the opening passage is deflated, destroyed by the preceding events which Pushkin then recalls in a 
‘flash-back’. Girei’s intimidating appearance is illusory. When he dismisses the crowd around him, he 
relaxes his pose and allows the reader to view his real disposition:

OflMH B CBOMX HepTorax OH;
CBofioflHBM rpyflb ero BBflbixaei, 
iKkiBee crporoe ne^io 
BojiHeHbe cepflua Bbipaxaer.
(IV, 155, 12-15).
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ysbi! ÜBopeu EaxHMcapafl 
CKpbiBaer wHyro KHfDKHy.
B HeBOJie TkixoM y B q a a q ,
M ap n q  naa^eT m rpycTMT.
TMpePî HecHacTHyro lyaziMT;
Ee yHblHbe, CTieSbl, CTOHbl 
TpeBOïKaT xana KpajKkiPt coH,
M flsTiq Hee cMarnaeT oh 
rapeMa cipoivie saKOHbi. 
yrpWMblM CTOPOX XaHCKMX )K0H 
Hm ZJHeM, HM HOHbH) K H6M H6 BXOflMT; 
PyKOM 3a60T7IMB0M H6 OH
Ha ^o)Ke CHa ee bosboamt;
He CMeer ycrpeMMTbcq k nen 
OÔMflHblM B30P e r o  OHeM;
Ona B Kyna^bHB noTaennoM  
OflHa c  HBBOJlbHMUeM CBOBM;
CaM xan ôoMTcq aeBbi naennoM
nenajibHbiM B03MymaTb HOKOM; <...>
(IV, 161, 212-30)

The point of view of the poem is, I agree, implicitly male, but it does not belong to the 
male characters. As in Kavkazskii plennik it belongs to Pushkin. In contrast to Girei 
and the eunuch, he can enter Mariia’s bedchamber in order to describe the lamp which 
bums before the icon-like face of this ‘most sacred maiden’ (IV, 162,231-36).

Zarema also enters her chamber to confront her rival. The illicit nocturnal 
confrontation between these two women reinforces the absence of the male character’s 
gaze: ‘He’s blinded by you,’ she tells Mariia, in reference to Girei (IV, 166, 411). 
However, even during this intimate encounter Pushkin continues to advertise his 
presence. When the Georgian princess approaches Mania’s sleeping form, Pushkin 
records his own thoughts and passes them off as Zarema’s inner speech:

H p ea  HBM nOKOM,?iaCb KHfl)KHa,
H )KapOM fleBCTBBHHOrO CHa 
Ee TiaHMTbl 0)KMB7iq7IMCb 
M, c^e3 flB,nqq CBe)KMM cæ n , 
yjlblÔKOM TOMHOM 03apq,71MCb.
TaK 0 3 a p q e T  ,?iyHHbiM c b b t  
ÜIo)KfleM ojqromeHHbiM uBer.
CnopxHyBiuM M  c  n e 6 a  cbiH s a e w a ,
K a 3 a j io c b ,  a n r e j i  noM M Baa 
H  COHHbIM CJie3bl n p o j M B a j  
0 ÊejqnoM  nTieHHMue r a p e M a . . .  
yB bi, S a p e M a , m t o  c  t o 6 o m ?
(IV, 164, 320-31)

This episode has echoes of the night scene in Ruslan i Liudmila where the swan-maiden 
seduces the khan whose cheeks are also suffused with the heat of passion. 
Furthermore, with Gavriiliada fresh in his mind (he worked on both works in the
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spring of 1821) Pushkin invokes the figure of an angel, perhaps Gabriel, who weeps 
over this ‘flower’ who is also called Mary. But here the real winged man has become 
an image, a component of an analogy in the poet’s mind.

On a much grander and more profound scale, this transformation of a man into an 
image is the fate which awaits Aleko in Tsygany, the last of the Southem poems. In the 
first part of the poem, as we shall see, Pushkin likens Aleko to a bird (ptichka). He 
displays the qualities of previous Bird Men: he is weak and easily manipulated by a 
woman. But at least his flaws show him to be a human. Following his murder of 
Zemfira and her lover, Aleko the man is transformed into something which is less than 
human by Pushkin’s simile. The contrast between the movement of the departing 
gypsies and the stasis of Aleko’s immobile vehicle on the steppe is conveyed in the 
simile of the migrating cranes. As the birds fly south, one of them, Aleko, is shot out 
of the sky:

TaK MHoraa nepea smmok), 
lyMaHHOM, yjpeHHeM noporo,
Korzja nofl^eM,neTCfl c nojiew 
CraHMua hobahhx >KypaB,?ieM 
H c KpkiKOM BZiaTib Ha ror HeceTca, 
npOHSBNHblM rM̂ BJIbHblM CBMHUOM 
OflMH nenaTibHo ocTaeTca,
ITOBMCHyB paHBHblM KpbMOM.
(IV, 202, 528-35)

Aleko is likened to a bird, but one which does not fly. He no longer fully functions as a 
human. Pushkin’s gaze is still present, but he does not inhabit his characters as he does 
in Ruslan i Liudmila and Bakhchisaraiskiifontan (in this regard he qualifies his 
identification with Aleko). Instead, he has withdrawn into the distance from where he 
impassively records the scene. Aleko’s portrayal ends with the simile: he is not seen 
again. Pushkin abandons him, suspended in this compromised state for ever. Andrew 
says: ‘Aleko is then banished from the gipsy society, but at least he remains alive’. 
But Aleko’s fate, from Pushkin’s point of view, does not constitute much of a life.

Bayley categorizes this simile as one of a series of the poem’s ‘metamorphoses’, a 
theme hinted at within the work by the references to Ovid:

Transformed by the irruption of a classic image, the Gipsies forsake their passive status 
as romantic exemplars of the happy life, and are transformed into a flock of cranes; the 
old man (who once knew the ‘difficult name’ of the poet Ovid but has now forgotten it) 
becomes the wise judge vested with an authority that sentences and rejects the murderer 
Aleko. And Aleko, himself an exile pursued by the vengeance of ‘an angry god’, 
becomes a solitary and inhuman object, invisible in a tattered cart abandoned on the 
steppe.35

Andrew, ‘Alexander F^ishkin and his True Ideal’, p. 35. 
Bayley, Pushkin, p. 100.
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Bayley’s observation reminds us that the gypsies have also undergone a transformation 
into bird figures. However, the significance of their metamorphosis goes beyond the 
context of gender relations. In the epilogue of the poem Pushkin reminds the gypsies 
that they are subject to the forces of Fate. They too can be metaphorically shot down 
and so, by implication, can the poet himself.

In his description of the crane image, Bayley observes that in Ovid’s mythologies it 
is usually women who are tumed into birds. He adds:

Returning to our idea of metamorphosis, we might say that Pushkin deliberately turns 
the Byronic poem inside out. In The Gipsies the Byronic male becomes the female. The 
freedom for which he yearns becomes the routine of poverty, domestic cares, the casual 
infidelity of the spouse. It is Zemfira and not Aleko who has the qualities of will, 
determination, mthless style.^^

In order to reinforce his point Bayley could have drawn attention to an earlier simile in 
which Aleko is likened to a bird. The man has undergone a type of figurative 
transformation which, in the context of Ovid, is usually reserved for women:

JIOflOÔHO HTMHKe 6e33â6oT H O pi 
H OH, M3rHaHHMK nepejieiHbiM, 
r H e 3 f l a  H a a e )K H o ro  He 3 n a ^
M HM K He npMBWKaa.
(IV, 183, 120-23)

As a bird Aleko plays the woman’s role. This merging of female and male identities is 
typically ‘Ovidian’: in 1836 Pushkin will preface an article with the line from 
Metamorphoses: ‘Sometimes a man, sometimes a woman’ (XII, 64). Aleko is a 
passive, dominated character. He first appears walking in Zemfira’s wake: she has 
found him and tells her father that he is prepared to follow her everywhere (IV, 180, 
39-50). Aleko is soon relegated to playing the tambourine with a chained-up bear (IV, 
188, 222-50). Men in Tsygany are either submissive or, like Aleko, are forced to 
submit. This simple truism is reflected in the figures of Ovid himself and the Old Man. 
Ovid’s ‘crime’ of seducing the emperor’s daughter is hinted at (IV, 187,206); exiled as 
a punishment he wandered ‘dried up and pale’ (IV, 187, 204) and died as an outsider, a 
‘guest’ in an alien land (IV, 187, 21-16).^^ The Old Man, who relates this in his 
narrative, describes his own humiliation at the hands of Mariula, who abandoned him 
after two days whilst he was sleeping, and left him with Zemfira, another man’s child.

Bayley, Pushkin, pp. 100-01.
Pushkin refers to Ovid’s exile following his affair with Augustus’s daughter Julia in a lyric 

contained in a letter to Gnedich on 24 March 1821 (XIII, 27-28); ‘<Iz pis ma k Gnedichu>’ [1821] (II, 
154, 1-3). The fact that he is also mentioned in Evgenii Onegin (One: VIII: 1-14) establishes another 
link between Tsygany and the novel.
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As a result of this incident, the Old Man says he became celibate. He is the later 
incarnation of Joseph in Gavriiliada, a cuckold who looks after another man’s son (IV, 
136, 519-22).

The Old Man explains why he did not attempt to kill his unfaithful lover by saying: 
‘What for? youth is freer than a bird [ptitsaY (IV, 195, 414). The irony of this 
statement is that although Zemfira is young and therefore free (she is a ‘child’: IV, 193, 
343), Aleko the bird is not. In Zemfira’s song the ‘husband’, Aleko, is described as old 
(IV, 189, 259) and grey-haired (IV, 189, 282). Andrew points out that two years 
earlier he had been a youth (IV, 180, 40). He believes that this solecism is required 
‘both to underscore the parallels with the Old Man and to emphasize the threat that 
female desire represents to the two fathers’.^* It also prepares the ground for the Old 
Man’s aphorism about the bird. Old age in Tsygany signifies the absence of freedom. 
In this regard, it contrasts with the association with impotence which was observed in 
Chemomor’s unsuccessful coupling with Liudmila; or in Gaxriiliada in which Joseph, 
the ‘grey-haired old man’ (IV, 122, 27) does not water Mary, his ‘flower’, with his 
‘old watering can’ (IV, 122, 36-39).

Aleko is not free to behave like a man. Zemfira’s role is to provoke him into 
challenging his role as a passive male. His consequent protest results in his downfall as 
a bird, and the desolation of splendid isolation. In order to show this process, Pushkin 
uses another branch of imagery, associated with sleep and wakefulness. Zemfira will 
‘wake up’ the passions, which lie dormant in him:

Ho 6o)Ke! K3K Mrpa^MM c rp a c T M  
Ero nocjiyuJHOHO ayiuoPi! 
C KaKMM BOJlHeHMeM KMneJIM 
B e r o  MBMyneHHOM rp y flk i!  
2IaBHO H a f l o j i r o  Tib ycM n p e7 ik i?  
Ohm n p o c H y j c f l ;  n o r o a n !
(IV, 184, 140-45)

In fact, a leitmotif in the poem, and one which reinforces the inevitable advance 
towards Aleko’s metaphorical awakening, is the contrast between real sleep and 
wakefulness:

KaK BOTIbHOCTb, BBCeTI MX HOHTier 
H  MMpHbiM c o H  HOfl H e6ecaM M ; <...>
(IV, 179, 5-6)

Ho BOT Ha T a ô o p  k o h b b o m  
HmCXOAMT COHHOe MOTlHaHbe <...>
(IV, 179, 18-19)

Andrew, ‘Pushkin’s Southem Poems’, p. 46.
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B luarpe ozjhom crapMK ne cnm; <...> 
(IV, 179, 26)

M COH MeHfl HGBOTIbHO K^OHMT...
(IV, 181, 67)

Ho OH fîecneHHO noa iposoro 
H B BBflpo flCHoe zjpeMaTi.
(IV, 184, 137-38)

CTapwa ycHyj!;.... m Bce b  noKoe, <„.> 
(IV, 188, 253)

However, half-way through the poem, the apparently innocuous transition between the 
two states becomes highly symbolic. In his real dreams Aleko is tormented by the 
knowledge that Zemfira has betrayed him. But upon waking he refuses to acknowledge 
that his passions have ‘woken up’. He refuses to believe in his dreams:

Jloc^yujaM: c k bo bb  TJDKê ibiM con  
M CTOHBT, M pblflaei OH.
(IV, 191, 303-04)

y  cnfimero tbchm t  abixanbe 
ZloMaujHMH zjyx; <...>
(IV, 191, 308-09)

H pa36y>Ky ero...
(IV, 192, 320)

Oh noBepnyjicR,
HpMBCTaa, 30B6T M6H51... npOCHŷ HCA — 
niiy K HeiYiy <...>.
(IV, 192, 322-24)

Bo cne flyiua t b o a  Tepneaa 
MyneHbq; Tbi Men a cipaujHJi; 
Tbi, COHHbIM, CKpe)KeTa7l 3y6aMM 
H 3Ba,?1 MBHfl.
(IV, 192, 327-30)

Mne CHMaacb Tbi.
a  BMaeTi, ôyzïTO  w e x jq y  hbm m ......
a  BMfleJl CTpaiUHbie MeMTbl!
(IV, 192, 330-32)

Ax A He Bepw hm neMy;
Hm CHaM, HM CTiaflKMM yeepeHbAM, 
Hm a a x e  cepfluy TBoewy.
(IV, 192, 334-36)

Aleko is forced to acknowledge that Zemfira has betrayed him because, like the Old 
Man (IV, 195, 400-01), he will wake up to find that his partner is missing (IV, 198, 
440-46). But even when Aleko witnesses Zemfira with her lover, the doubts persist:
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‘Or is it a dream?’ (IV, 198, 464). Finally, he is compelled to accept that he and his 
passions have woken up, whereupon he will be shot down:

ITpocHyjiCfl fl.
(IV, 199, 473)

At the heart of this mass of imagery and symbolism is Pushkin himself. He is 
‘God’s Bird’ which, in anticipation of his transformation into an eagle in ‘Poet’ (a 
transformation which also occurs in a simile), is roused into song upon hearing God’s 
voice:

JÏTMHKa 6o)KMfl He 3haeT 
Hm saGoTbi, hm ip y a a ;
XjionoTTiM BO  He CB M Baer 
Hoj\TO BBHHoro i n e s f l a ;  
B ^OJ\Jy HOHb Ha b b t k b  a p e M J ie i ;  
C o jiH u e  K p a c H o e  B so M aeT ; 
JlTMHKa TTiacy 6 o r a  BHeMJiex, 
BcT peneneT C fl m n o e r .
(IV, 183, 104-11)

This bird has produced a number of interesting interpretations. According to Novikova 
it represents the Christian soul. She substantiates this view by referring to Salieri’s 
description of Mozart as a cherubim who brings his songs of heaven to earth.^^ More 
convincingly, Tsvetaeva argues that the bird symbolizes poetic freedom. She also 
concludes that since it has no nest the ‘bird’ is ‘clearly’ a butterfly.^® The crucial point 
is that Pushkin contrasts the transformation of the man into a winged poet, endowed 
with the full power of his art, with Aleko’s metamorphosis from a man into a passive 
ptichka. For Pushkin, the transition into the state of wakefulness symbolizes the onset 
of empowering inspiration. In this regard, Aleko is as antithetical to Pushkin as 
Lenskii, or Evgenii, who dreams like a poet in Mednyi vsadnik (V, 139, 48), or his 
namesake Onegin, who almost became a poet (Eight: XXXVIII: 3).

I will now turn to Evgenii Onegin in the third and final part of this examination of 
Pushkin’s Bird Men. Before analysing its imagery of flying, it is worth briefly noting 
some of the similarities between Evgenii Onegin and Tsygany. Both works describe, in 
Bayley’s phrase, ‘half-way men’.^i Onegin and Aleko ultimately betray that part of

Novikova, ‘Ptichka’, pp. 258, 272-73. It is interesting that Salieri kills this cherubim using poison 
given to him by a woman, Izora, eighteen years before (V ll, 128, 126-32). Even though she is dead, 
the woman continues to threaten the man. For the significance of Izora’s role, see Robert Reid, 
Pushkin's Mozart and Salieri: Themes, Character, Sociology, Studies in Slavic Literature and Poetics, 
24, Amsterdam, 1995, pp. 115, 126, 181; and Barbra Heldt Monter, ‘Love and Death in Pushkin’s 
Little Tragedies’, RLr, 3, 1972, pp. 206-14 (209).

Marina Tsvetaeva, ‘Moi Pushkin’, in her Sobranie sochinenii v semi tomakh, compiled, prepared 
and commentary by Anna Saakiants and Lev Mnukhin, 7 vols, M., 1994-95, V, 1994, pp. 57-91 (73).

Bayley, Pushkin, p. 79.



144

them which is rooted in the Byronic model of the disillusioned and detached hero. By 
the end of the novel Onegin literally falls at the feet of the woman who has come to 
control his waking and sleeping thoughts, a denouement which, as we will see, has 
echoes of the final scene of the Southem poem. Onegin is not explicitly compared to a 
bird in the novel but, up to the point when he sets off for his final encounter with 
Tatiana, he is repeatedly associated with the motif of flying. At the end of the work, he 
finds himself in a position analogous to that of the grounded crane: he is also a Bird 
Man who no longer flies. He, like Aleko, has undergone a massive transformation. 
Sleep, as I will show, is another key element in his characterization. By declaring his 
love for T atiana he acknowledges that his passions have ‘woken up’ (Onegin’s 
passions, like those of Aleko, are described as dormant in the draft and fair copy of 
Canto Two: VI, 280; 562). Having seen Onegin prostrate himself literally and 
metaphorically during this show of emotion, Pushkin, like the gypsies following 
Aleko’s downfall, abandons his hero. The intimacy of sharing Onegin’s very thoughts 
in the first stanza of the work gives way to a peremptory severance of relations between 
the author and his ‘strange fellow traveller’ (Eight: L: 1).

One of the many leitmotifs in the novel is the fundamental opposition between 
movement and stasis. In Canto One, this opposition is reflected in the relationship 
between flying and sleep. At the start of the canto the vehicle in which Onegin is 
travelling to his dying uncle is described as ‘flying’ in the dust:

TaK ayM aT i n o a e c a ,
B n b \m  Ha noHTOBwx, <...>

(One: II: 1-2)

A recent article suggests that Pushkin based this description on ‘K Feone’ [1810] by 
N.M. Murav'ev (to whom he later refers in a note: VI, 192):

KaK BMXpb JBTR Ha HOHTOBblX <...>42

Onegin subsequently ‘flies’ to the theatre (One: XVII: 9), rushes to the ball where he 
‘flies’ past the doorman ‘like an arrow’ (One: XXVIII: 2); finally, upon his return 
home he falls asleep just as the cabs have started work (One: XXXV: 6). The 
tremendous burst of energy is replaced by the sudden immobility of sleep.

42 Laura Rossi, ‘Pushkin i “Boginia Nevy”. (Mnimyi i podlinnyi Murav'ev u Pushkina)’, RusL, 
1997,4, pp. 3-15 (6-8). Some of the vehicles which were used in Pushkin’s day possessed wing-like 
protuberances extending from the hood of the carriage above the wheels, endowing them with a bird
like appearance which may have suggested the use of the verb ‘fly’: see A.K. Ganulich, “‘To v kibitke, 
to V karete...’” , RRe, 1984, 4, pp. 44-50 (48).
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Pushkin then rejoins Onegin’s journey as he ‘flies’ to his uncle; upon his arrival, 
another stasis is now represented by the body of his uncle, laid out on a table in the 
final sleep of death:

Ho, npwaeTeB b aepeBHw 
Ero HaiiiBTi y)K Ha CTo^e,
KaK flaHb ro T O B y ro  b b m ^ b .
(One: LII: 11-14)

Onegin has arrived in order to replace his uncle in a manner reminiscent of an earlier 
couplet*

M y c T a p e a a  crapM H a, 
M CiapblM fîpeflMT HOBMSHa.
(One: XLIV: 10-11)

The uncle’s death represents a new beginning for Onegin -  at least for a couple of days. 
He is very glad to have exchanged his former course for ‘something’. However, for the 
second time in Canto One, he sinks into the inertia of sterile sleep:

^Ba flHfl BMy KaaaJIMCb HOBbI 
yeflHHeHHbie no.7ifl, 
Hpox.naaa cyMpaHHOM ayGpaBbi, 
iKypnaHbe tmxopo pynbfl; 
Ha TpexMM poma, xotim m no^e 
Ero He aaHMMaTiM Gojie; 
IToTOM yX HaBOaHTIM COH;
ITo t o m  y B M a e ^  a c h o  o h ,
Tto M B aepeBHe cKyxa ra )«e, 
XOTb H6T HM yJIMlt, HM aBOpUOB,
Hm K a p r ,  hm G a jio B , hm c t m x o b .
Hanapa )Kaajia ero na cjpasKe, 
M Gerajia sa hmm ona, 
KaK TeHb, MTib Bepnafl >KeHa.
(One: LIV: 1-14)

The reference to the number of days during which Onegin stayed awake is indicative of 
Pushkin’s ludic tone. In a parody of the story of the resurrection, on the third day 
Onegin goes back to sleep.

I will now move to the final canto in which Onegin appears to rise from this sleep. 
He had previously tried to shake off the despondency which characterized his life after 
the duel by a sustained and intense embrace of ‘holy Russia’.H o w e v e r , his furious

For an analysis of the significance of the journey in a series of cultural archetypes in old Russian 
literature, for example the literature relating to pilgrimage and the works o f Afanasii Nikitin and 
Avvakum, see Sazonova, ‘Ideia puti v drevnerusskoi literature’, pp. 471-85; in the context of Evgenii 
Onegin, see Jackson, ‘Space and the Journey. A Metaphor for All Times’, pp. 427-38.
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journey becomes a bewildering, disorientating experience, with no real purpose. He is 
momentarily shaken out of his narcoleptic state when he sees the river Terek in the 
Caucasus, prompting Pushkin’s dry comment: ‘Praise to you. Grey Caucasus, Onegin 
is moved for the first time’ (VI, 483). Tiring of this existence, Onegin returns to St 
Petersburg and re-enters the text before the final encounter with Tatiana (Eight: XIII: 
I - 14). He then ‘hibernates’ behind his double windows ‘like a marmot’ (Eight: 
XXXIX: 7). Emerging from his rooms into the blazing sun which is reflected in the 
blocks of ice, he is suddenly wide awake (Eight: XXXIX: 8-14). Like Aleko, he has 
eventually woken up.^4

Clayton observes that when Onegin sets off to confront Tatiana, he no longer ‘flies’ 
as he did in Canto One; or in Canto Three when he and Lenskii return home from the 
Larins:

Ohm f lo p o ro M  caMOM KpaiKOM
/lOMOM JIGTRT BO BBCb OHOp.
(Three: IV: 1-2)

Onegin also ‘flies’ to a social engagement in the capital in the hope of encountering 
Tat iana (Eight: XXII: 4). Now he merely ‘hurries’:

npMMMaTlCq K HBM, K CBOBM TaTbflHB 
Mom HBMcnpaBJieHMbiM MyzjaK.
(Eight: XL: 3-4)

Clayton notes that the speed is the same but not the vocabulary; he deduces from this 
that ‘it is no longer the same Onegin’.̂ 5

Pushkin’s declaration that Onegin is not ‘reformed’ implies that he in fact is: as in 
Tsygany, the hero has undergone a transformation in the final part of the work. The 
fact that he no longer flies or sleeps symbolically ends the cycle of movement and 
stasis. In a neat climax to the work Pushkin threatens to illustrate the value of the 
epigraph, taken from Viazemskii’s Pervyi sneg’ [1822], which is used in Canto One:

Briggs argues that the sun betokens reality in the novel: it is Onegin’s enemy. Its brilliance is 
therefore emphasized as he sets off to see Tatiana: Briggs, ‘Morning into midnight’, Eugene Onegin, 
pp. 38-47. One could add that the sun is closely linked with Lenskii’s death. Whereas in Canto Two 
Lenskii loves the moon (Two: XXII: 8), before his duel he seems mesmerized by the sun (Six: XIII: 
4); it is high overhead when his killer eventually wakes up (Six: XXIV: 6); when Lenskii is killed, he 
falls like a lump of snow descending in its rays (Seven: XXXI: 1-6) and withers like a beautiful bloom 
at sunrise (Seven: XXXI: 12-13). In a final twist to this series of solar descriptions, Lenskii is buried 
in shade (Six: XI: 13). Smolenskii refers with admiration to Pushkin’s ‘virtuoso game with light’ in 
Evgenii Onegin: Ia.M. Smolenskii, ‘Tatiana, Lenskii i luna’, in his V soiuze zvukov, chuvstv i dum, 
M., 1976, pp. 159-71 (166).

Clayton, 'Evgenij Onegin: Symbolism of Time and Space’, p. 52.
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M )KMTb T o p o n m c q  m HVBCTBOBaTb CneUJMT. 
(VI, 5)

Gustafson argues that Onegin is ‘reborn’ in the final scene because the encounter with 
T a tian a  symbolically takes place in spring.^^ I would argue that Onegin’s 
acknowledgement of his feelings for Tat iana shows that he has changed, that he has 
metamorphosed into a man of sensibility; but, by the end of the novel, he is not 
‘reborn’, a word which carries with it an impression of renewal. On the contrary, 
Onegin looks like a ‘corpse’ when he enters T atiana’s rooms (Eight: XL: 5). He has 
hurried to expose his emotions and, in this vulnerable state, he is rejected. He has 
hurried to live, but, as with Aleko, one wonders whether this life amounts to much. He 
is ‘consigned into the limbo of non-being’ Pushkin poked fun at those friends, 
especially Pletnev, the novel’s publisher, who expected him to kill Onegin off;^8 
Lotman observes that the novel conspicuously lacks a ‘conventional’ ending in which 
the hero dies.^^ However, the fact that Onegin is alive in such a debilitated state 
(metaphorically nursing the ‘injured wing’, to pick up on the crane analogy in Tsygany) 
becomes the psychological climax of the novel. In this regard, Pushkin has finished 
with Onegin, just as he had finished with Aleko. As Tatiana, Pushkin’s conspirator, 
says in her opening gambit, ‘That’s enough’ (Eight: XLII: 8).

It would be illuminating, at this stage, to refer in some detail to Caryl Emerson’s 
interpretation of this final scene. She argues that Onegin "fantasizes his final visit’ in 
order to bring about a permanent change in his life and to escape from the pattern of 
‘transitory stimulation and restlessness followed by renewed anesthetization’. She 
draws a parallel between Tatiana in her role as Pushkin’s poetic Muse, and her role as 
Onegin’s inner conscience. She is the inspiration for the imagined final encounter. 
Tatiana’s lecture to him can be read as a ‘self-revelation of the hero’ and therefore 
results in a resolution analogous with the catharsis of confession.^®

Emerson’s interpretation is a useful point of reference for clarifying my own reading, 
even though it reaches a different conclusion. She believes that the ‘dreamlike’ 
atmosphere in this scene can be explained by the fact that the events in it occur in 
Onegin’s fantasy or mechta:

Gustafson, The Metaphor of the Seasons in Evgenij Onegin', p. 18.
Bayley, Pushkin, p. 242.

48 See ‘<Pletnevu>’ [1833] (III, 326, 9-11); ‘<Pletnevu>’ [1835] (III, 395, 9-11); ‘Vy za “Onegina” 
sovetuete, drugi’ [1835] (III, 396,3-4); ‘V moi osennie dosugi’ [1 ^ 5 ] (III, 397, 15-18).
49 lu.M. Lotman, ‘Smert' kak problema siuzheta’, in Literary Tradition and Practice in Russian 
Culture: Papers from an International Conference on the Occasion o f the Seventieth Birthday o f  Yury 
Mikhailovich Lotman, ed. Valentina Polukhina and others. Studies in Slavic Literature and Poetics, 
20, Amsterdam, 1993, pp. 1-15 (1). For a detailed analysis of this theme, see Greenleaf, ‘The Sense of 
Not Ending: Romantic Irony in Eugene Onegin', Pushkin and Romantic Fashion, pp. 205-86.

Emerson, ‘Tatiana’, pp. 8-19.
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The speed with which Evgeny moves through the city towards his beloved, the 
uncanny absence of any domestics at the door or in the halls of the Prince’s house, the 
extraordinary ease with which Evgeny gains access to Tatiana’s boudoir—all this has 
been interpreted variously as dreamlike activity, fairy-tale logic, or the narrator’s irony. 
[...] At an ominously rapid pace, the narrative begins to resemble erlebteRede or inner 
speech: “He was hurrying to her, to his own Tatiana” (k svoei Tat’iane)—since when is 
she “his own”? Only in the reality of his own deep longing. Unseen by anyone, he 
slips into her private rooms; it is, after all, a mental journey he has now been rehearsing 
for months.^ 1

Emerson substantiates her interpretation but also problematizes it. Onegin, and indeed 
Tat iana, behave like characters in a dream at various points in the novel and not just in 
this final scene. For example, Nabokov observes that Onegin’s behaviour throughout 
the morning of his duel has an ‘uncanny dreamlike quality’; he adds: ‘When Lenski 
falls, one almost expects Onegin to wake (as Tatiana does) and realize that it has all 
been a d r e a m ’ . During the duel itself, Onegin and Lenskii prepare death for each 
other ‘as in a strange, unfathomable dream [sonY (Six: XXVIII: 7), even though it 
would have been so easy for one of them to ‘burst out laughing’ and call a truce (Six: 
XXVII: 1 0 - 1 2 ) .Another dreamlike episode occurs in Canto Seven when Tatiana 
suddenly finds herself in front of Onegin’s parodie castle. Like Germann when he 
comes across the Countess’s residence in Pikovaia dama, she reaches the house in a 
kind of trance:

B CBOM M6HTbi noipy>KeHa 
TaTbflHa jEjojiro mjia ojqHa. 
Illjia, ujjia. M Bflpyr nepea cofiow 
C xoTiMa rocnoflCKMM bmamt ziom, <...>
(Seven: XV: 7-9)

Her bewilderment draws her to a halt: ‘Shall I go on, shall I go back?’ (Seven: XVI: 2); 
even when she is inside the house, Tatiana behaves as if she is ‘ sleep-walking, as if 
b e w i t c h e d L a t e r  in the canto, having been moved to Moscow, she becomes an 
unwilling participant in society functions, listening to conversations ‘in a kind of dream 
[5on]’ (Seven: XLVII: 8).

The encounter in Canto Eight must be viewed as the last in a series of dreamlike 
scenes in Evgenii Onegin. The characters occasionally behave like dreamers because 
they lack control over their actions. In this context, Pushkin uses the motifs of flying

Emerson, 'Tatiana', pp. 16-17.
Nabokov, Eugene Onegin, III, pp. 40-41.
Briggs rejects Nabokov’s description of the duel: ‘We have moved from an unreal world to a world 

of stark reality’: Briggs, Eugene Onegin, p. 91. However, Briggs implies that the ‘unreal world’ exists 
elsewhere in the novel.

Andrew, ‘Alexander Pushkin and his True Ideal’, p. 39. I.E. Al'mi likens the episode to a scene 
from a jfezzte: l.L. ATmi, ‘Tat iana v kabinete Onegina’, VPK, 22, 1988, pp. 113-21 (117).
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and dreaming for a common purpose. Onegin is as lacking in freedom as Aleko, the 
ptichka, in Tsygany. He is driven by Pushkin through the novel towards his 
metamorphosis in Canto Eight. Ironically, he is driven towards a woman he had 
himself put to flight. In Canto Three, he frightens Tat'iana away from the porch of her 
house, whereupon she ‘flies, flies’ into the garden (Three: XXXVIII: 8), then ‘flies’ to 
the brook (Three: XXXVIII: 13) where her panting frame, described at the end of one 
stanza, is held in suspense before being matched with the conclusive verb ‘fell’ (upcda) 
as she collapses onto the bench (Three: XXXIX: 1). Pushkin apes her ‘flight’ when he 
decides to ‘fly over’ to the garden to resume the description of the encounter (Four: XI:
13). The motif of the chase and eventual fall is matched in her dream in which Onegin’s 
agent, the bear, drives her into the snow (Five: XV: 1) (in the draft version of Canto 
Five, Tat'iana was also due to faint at her name-day party in Onegin’s presence: VI, 
400-01). In another ironic echo, when Onegin stops flying in Canto Eight, he falls at 
her feet:

B TOCK6 ôesyM H bix CO)KaJieHMM 
K e e  H oraM  y n a ^  EereHMM; <...>
(Eight: XLI: 5-6)

At this moment it appears that Tat iana has not changed at all in the novel, that she 
has been ‘reborn’ in this season of renewal as the simple maiden:

npocT aa jqeea,
C MeHTaMM, ce p flu e M  npe>KHMX OHe#
Tenepb onqTb eocK pecaa b Hen.
(Eight: XLI: 12-14)

But she has changed: she no longer cowers as she did in the garden in Canto Three in a 
typical Romantic trope.^^ On that occasion Pushkin likened her to a moth which had 
been captured by a ‘naughty schoolboy’ (Three: XL: 9):

TaK 6eziHbiM MOTbiJieK M GTiemeT 
M fibBTCfl pafly)KHblM KpbMOM, 
n^eHBHMblM UJKOJlbHblM lUaTiyHOMj 
TaK aaMHkiK b  0 3 mmb Tpeneiyei, 
yBMZjq Bflpyr Msaa^eKa 
B KycTw npHnaamero crpejiKa.
(Three: XL: 9-14)

In the variants of the novel there is evidence that Pushkin was going to develop the 
association between Tat iana and the image of the moth. In the draft and fair copy of 
Canto Four he mocks those absurd men who rashly expect love from women (several

See Dalton-Brown, Evgenii Onegin, p. 91,
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lines later described as ‘winged love’: VI, 339), ‘as if it were possible to demand from 
moths or lilies deep sentiments and passions’ (VI, 338; 593).^^ This passage occurs in 
one of a number of stanzas which Pushkin removed from the final version of Canto 
Four. He published them separately in Moskovskii vestnik in 1827 under the heading 
‘Zhenshchiny. Otryvok iz “Evgeniia Onegina’” (VI, 643). Moreover, in his album, 
which Tat iana (despite her apparent timidity) reads in the draft of Canto Seven, Onegin 
refers to his ‘game with a flying moth’ (VI, 436). In the final version, the roles 
suggested by the extract cited above are eventually reversed. By Canto Eight Tatiana 
has now captured or, more appropriately, captivated Onegin.

Tatiana has also undergone a transformation because power has shifted completely 
from Onegin to her. She says:

,JIOBO,7lbHO; BCTaHbTe. 3  flOJDKHa
BaM o G tq c H M T b c q  o t k p o b b h h o .
OHerMH, nOMHMTB Jib TOT H a c ,
Korzja B caay, b  a jijiee  Mac 
Cyflb6a C BBJia, m TaK c m m p b h h o  
ypoK Bam Bbicjiymajia q? 
CeroflHq onepezjb Moa.
(Eight: XLII: 8-14)

Like the Circassian girl in Kavkazskii plennik, like Zarema in Bakhchisaraiskiifontan, 
like Zemfira in Tsygany, T atiana , the embodiment of the Russian woman in 
Dostoevskii’s famous s p e e c h s t a r t s  to speak like a man. Emerson attributes the 
masculine quality of Tat iana’s words to the fact that they emanate from Onegin’s 
imagination:

Her tone with Evgeny is gratingly abrupt. I would go further: her tone is almost male, 
as if this painful but necessary denouement had to begin with Evgeny addressing a 
portion of his own self. In my scenario, of course, he is. (Tatiana refers to him 
throughout as “Onegin,” the way men do to one another, the way Evgeny did with 
Lensky). [...] No wonder Evgeny is impressed at her speech. It belongs to him, to his 
own better self, to his conscience.^*

The uncharacteristic brusqueness of Tatiana’s speech can be explained by the role 
(Pushkin refers to her ‘role’ earlier in the stanza: Eight: XXVII: 2) which she shares 
with a number of other female characters in the Bird Man paradigm, and which makes 
her a profound, engaging but ultimately peripheral character. De Wolff believes that 
Tatiana represents ‘a thoroughly constructed psychological unity, only to victimized by

Pushkin again uses motylek, as he did in Canto Three. On both occasions Nabokov translates this 
as ‘butterfly’: Nabokov, Eugene Onegin, I, p. 173; II, p. 417.

P.M. Dostoevskii, ‘Pushkin. (Ocherk)’, in his Polnoe sobranie sochinenii v tridtsati tomakh, ed. 
V.G. Bazanov. 30 vols, 1972-1990, L., XXVI, 1984, pp. 136-49 (140).

Emerson, ‘Tatiana’, pp. 18-19.
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the fictitious Onegin’. I  would argue that precisely the reverse is true: only Onegin is 
real, and he ultimately becomes the victim, albeit a deserving one, of Tat iana’s wrath. 
Dostoevskii was mistaken when he stated that the novel could have borne her name. 
Onegin is the only genuine, central character. He is the Bird Man who is captivated and 
eventually humiliated by the woman, Pushkin’s agent. At times during this scene her 
voice is replaced by that of her principal, Pushkin -  thus the irony of Gregg detecting in 
her speech the accent of the ‘self-styled rich and aristocratic favourite of the throne’.̂ ® 
Onegin cannot win TatTana in the way that Ruslan won Liudmila because she is not 
his, but Pushkin’s. She admits as much in the ambiguous moral (morals are always 
ambiguous in Pushkin) contained in her parting words:

Ho fl flpyroMy oTaawa 
a 6yay bbk any Bepna.
(Eight: XLVII: 13-14)

Is she referring to her husband or Pushkin?^^ Having fulfilled her function, Tatiana 
immediately disappears (Eight: XLVIII: 1), and Pushkin celebrates his victory over his 
rival:

3a HMM
^OBOTlbHO MbI nyTBM OflHMM
BpoaM^M no cBeiy. JlosapaBMM 
apyr apyra c 6eperoM. ypa! 
jZIaBHO 6 (He npaaaa j\y\?) nopa!
(Eight: XLVIII: 10-14)

In this context the moral differs from that of Tsygany. There Fate exerts its indifferent 
force over everyone -  Aleko, the gypsies, even Pushkin. In Evgenii Onegin, Pushkin 
is Fate, at least vis-à-vis his characters. He is the fate (sud'ba) to which Tatiana refers

De Wolff, ‘Romanticism Unmasked: Lexical Irony in Aleksandr PuSkin’s Evgenij Onegin', p. 242.
Richard Gregg, ‘Rhetoric in Tat’jana’s Last Speech: The Camouflage That Reveals’, SEEJ, 25, 

1981, pp. 1-12(10).
Gasparov argues that the entrance of Tat iana’s husband is related thematically to that of Natalia  

Pavlovna’s husband in GrafNulin. They are both ‘statuary reminiscences’, and are accompanied by 
similar aural descriptions, especially zvon and grom. Gasparov adds that they are parodies of the 
apocalyptic horseman. The same combination of sounds can be heard as the Bronze Horseman chases 
Evgenii (V, 148, 184-88): Gasparov, Poeticheskii iazyk Pushkina kak fakt russkogo literatumogo 
iazyka, pp. 270-71. However, underlying the portrayal of the two husbands is a fundamental paradox 
which distinguishes them. The apparently virile hunting husband of Natalia is in fact a cuckold; the 
apparently old prince (although Nabokov claims he can be at most thirty seven in 1822: Nabokov, 
Eugene Onegin, 111, p. 124), whom one would expect to be cuckolded, is sexually successful. This is 
suggested by the sound generated by his spurs which interrupts the final encounter between Tatiana and 
Onegin (Eight: XLVIII: 5). Similarly, in a stanza preserved in a draft of GTga’s courtship with the 
Uhlan, Pushkin describes his fine frame, his wide shoulders, his black moustache and his proudly 
ringing spurs (VI, 420): see Michael R. Katz, 'Love and Marriage in Pushkin's Evgeny Onegin', 
Oxford Slavonic Papers, 17, 1984, pp. 77-89 (86). In a note in the manuscript of Canto One Pushkin 
says that there is ‘something poetic’ about spurs (VI, 528). In the novel they symbolize virility and 
serve to draw attention to Onegin and Lenskii as romantic failures.
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in the opening part of her ‘lesson’ {urok) (a word, in Russian, itself suggestive of fate 
or rok). He brought her and Onegin together in the garden and brings them together in 
St Petersburg. As Fate, Pushkin shoots down Onegin and then vaingloriously 
proclaims his achievement in the final stanza of the novel:

0  MHoro, MHoro Pok 
(Eight: LI: 8)

When Onegin is ‘shot down’ in this final scene, this recalls T atiana’s fall in Canto 
Three, but it is also resonant of Lenskii’s fatal fall in Canto Six. The memory of the 
young man lying motionless in the snow vitiates our sympathy for Onegin at his 
downfall. The crime is exacerbated by the fact that Lenskii, with his virgin dreams 
(Two: IX: 13) and his poetry, as clear as a ‘simple-souled maiden’ (Two: X: 3), is so 
obviously innocuous. Like Tatiana, he is himself likened to a moth, but one which is 
drugged by the nectar of a calyx:

Oh no Kpam e M e p e
TaK zjyMa^ oh, m 6t\j\ cnacTJiMB. 
CroKpaT 071a xeH, k t o  npeaan  B ep e ,
Kt o  x jiaaH b iH  y M  yroM O H M B,
IIoKOMTcq B cepjqeMHOM Here,
KaK HbAHblM nyTHMK Ha HOHJiere,
MJIM, He>KHeM, KaK MOTbMeK,
B BeCeHHMM BHMBLlJMMCfl U B eiO K ; <...>
(Four: LI: 1-8)

The flower is, of course, OFga. There is an echo of the flower motif (a recurrent image 
in the works examined in this chapter) in the fair copy of Canto Eight, where Nina 
Voronskaia makes a dazzling entrance into the hall ‘like a winged lily’ (VI, 637), a 
possible allusion to the winged goddess Iris.^2 jn the final text OFga is also compared 
to a lily, but one which moths like Lenskii have never known:

B FTiasax poaMTejiefi, ona 
llBBJia KaK jianabiuj nojaenHbiM, 
HeanaeMbiM b jpaB e rjiyxofi
HM MOTbls?lbKaMM, HM nHBJIOM.
(Two: XXI: 11-14)

When Lenskii goes over in his mind the justification for issuing a challenge to Onegin, 
he himself refers to OFga as his ‘lily’ (Six: XVII: 10). To whom is Onegin referring in 
his album when he talks about his ‘game with the moth’? Is it Tatiana or Lenskii, 
whom he provokes into issuing the challenge and then ruthlessly shoots down?

62 See V.V. Tsofika, ‘“Krylataia boginia” i “Krylataia liliia” v poezii’, RRe, 1981, 5, pp. 51-54.
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However, the notion of a ‘game’ ultimately reveals more about Pushkin’s playful 
attitude to his characters than it does about their mutual relations. The ‘game’ in his 
portrayal of Onegin consists in propelling him towards his fateful encounter with 
Tat iana, whereupon she disappears. Similarly, Lenskii flutters harmlessly towards his 
encounter with Onegin in Canto Six and is swatted, whereupon OLga departs in a 
kareta with her new husband (Seven: XII: 13).

Another echo of the simile of the cranes in Tsygany occurs in Lenskii’s 
grandiloquent verse written on the eve of the duel:

T laay ^ki q, cTpe,noM npoHseHHbiM,
Mjlb MMMO npO T ieiM T  OH a,
Bee 6j\3to\ fîfleHMfi m cna 
JIpMxoflMT Hac onpeaeTieHHbiM, <...>
(Six: XXI: 9-12)

Lenskii uses the imagery of flying and sleep, the two areas which feature so 
prominently in the characterization of Onegin. However, while Onegin breaks out of 
the cycle of flying and sleep to become a wide-awake Bird Man who does not fly, 
Lenskii the Bird Man disappears altogether in the finality of sleep or death. At first 
Pushkin appears to mock Lenskii, even as he draws closer to his demise, by playing 
with the images introduced in his verse; but after the young man’s death, the specific 
image of the arrow does not ‘fall’ with Lenskii but attaches itself to the horses which 
take away his corpse.

When compared with Lenskii’s verse, there is an obvious ironical dimension to 
Pushkin’s description three stanzas later of Onegin’s ‘dead sleep’ on the morning of the 
duel (‘CnaTi b  b t o  BpewA MepTBbiM c h o m ’: Six: XXIV: 2). When the sun is high in 
the sky, Onegin’s sleep has started to fly (‘Euje Haa hum  TiexaeT com ’: Six: XXIV:
10).63 When he eventually wakes up, the flying motif is maintained: Onegin ‘flies’ to 
the mill (Six: XXV: 10). This mill is mentioned on two other occasions during this 
scene (Six: XII: 11 and Six: XXVII: 11). Although it appears to be driven by water,64 
Pushkin may mentally associate it with the wind-powered version.63 In Russian the 
sails of a mill are called ‘wings’. The mill in Canto Six echoes the personified mel'nitsa 
which appeared in Tafiana’s dream, where it performed a grotesque jig and flapped its 
wings (Five: XVII: 5-6).66 Pushkin’s tendency to associate the water mill with the

63 Onegin’s behaviour is offensive to his opponent, who left before seven to hurry to the mill. In 
practical terms it means that Lenskii has to wait for a couple o f hours in Russian winter weather, 
ensuring that his shooting hand is cold: see Nabokov, Eugene Onegin, III, p. 40.
64 See Nabokov, Eugene Onegin, II, p. 203.
63 See Khodasevich, Poeticheskoe khoziaistvo Pushkina, pp. 152-53.
66 As Nabokov observes, a further echo occurred in the fair copy of Canto Eight when Tat iana 
included the mill in the list of the things to which she would so like to return (VI, 635): Nabokov, 
Eugene Onegin, III, p. 240.
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motif of flying can be observed in Rusalka where the deranged miller (of a water mill) 
claims to have metamorphosed into a raven when he tried to drown himself like his 
daughter:

KaKOM q MejibHMK, roBopflT Te6e,
H BopoH, a He Mê nbHMK. 'ïyflHbiH cjiynaM:
Korfla (Tbi noMHHiub?) 6pocMJiacb ona 
B peKy, fl no6e)Kaji sa Hero cjiezjoM 
H c TOM cKajibi npbirnyTb xoTeji, zja eapyr 
noHyBCTBOBaji, flea CM̂ nbHbie KpbiJia 
Mne BbipocjiM enesanno Ms-nofl MbiiueK 
H B Bosayxe caep)Kas7iM. C tom nopbi 
To saecb, TO tbm jieTaro, to KJiroro 
KopoBy MepTByro, to na MorM̂ Ke 
CM)Ky, aa KapKaro.
(VII, 206, 50-60)

As in Evgenii Onegin, Pushkin may have borrowed this image of the mill from 
Krasnoporskii’s opera Dneprovskaia Rusalka [1803]. This was an adaptation of Das 
Donauweibchen by Ferdinand Kauer with a libretto by Karl Friedrich Hensler.^^ The 
miller who uses water in order to do his work was traditionally thought to have occult, 
‘unclean’ powers. Thus the father in Rusalka claims to have sold the mill to the ‘devils’ 
(VII, 205, 36). This was reflected in the Sokolovskii’s comic opera Mel'nik-koldun, 
obmanshchik i svat [1779], with a libretto by Ablesimov.^^ But here, as in Canto Six 
of Evgenii Onegin, the mill is hardly comic but a symbol of death. Similarly, in the 
variant of ‘...Vnov' ia posetil’ the mill on the Mikhailovskoe estate is likened to a 
wounded ‘raven’, another symbol of death (III.2, 1001); and in Poltava the dead are 
buried near a ‘winged row of mills’ (V, 63, 435).^^

When Onegin fires (‘BbiCTpeJiM'Ti’: Six: XXX: 12), Pushkin introduces the image of 
the striking clock (Six: XXX: 13), which evokes the attendant image of its hands, 
strelki. This flow of flying images is briefly interrupted by the description of Lenskii’s 
fall. ‘Pushkin recreates the experience of falling described in the victim’s eve-of-duel 
verse, but the moving body now comes to an abrupt halt’ (Six: XXXI: 1-14).^^ It is 
this immobile figure which haunts Onegin in Canto Eight when he sees a corpse lying 
motionless in the snow, ‘as though asleep’ (Eight: XXXVII: 6-7). This metaphorical

Walter Vickery “The Water-Nymph” and “...Again I Visited”: Notes on an Old Controversy’, RLT, 
3, 1972, pp. 195-205; see also Nabokov, Eugene Onegin, II, pp. 246-47; III, p. 508.

Pushkin made a reference to this work in his first extant poem, ‘K Natal'e’ (I, 6, 62). He also uses a 
quotation from it as the epigraph to Chapter Five of ‘ Arap Petra Velikogo’ (VIII, 24).

Pushkin was probably quoting from Zhukovskii’s ‘Opustevshaia derevnia’ [1804], a free translation 
of Goldsmith’s ‘The Deserted Village’. However, in the English version, as Toporov points out, the 
mill is not winged, as it is in ‘Opustevshaia derevnia’, but ‘busy’. Pushkin was guided, therefore, by 
Zhukovskii: V.N. Toporov, Pushkin i Goldsmit. V kontekste russkoi Goldmithiana'y ( K postanovJœ 
voprosa), WSIA Special Series, 29, 1992, p. 56.

Sona Stephan Hoisington, ‘Parody in Evgenii Onegin: Lenskii’s Lament’, CanSP, 29, 1987, pp. 
266-78 (275).
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use of sleep to denote death which was earlier mocked by Onegin’s sleeping frame now 
torments him in his dreams.

Following Lenskii’s fall, in a tart reminder of the brutal continuity of life, Pushkin 
reapplies the metaphor of the arrow to the flying horses which take away the ‘dreadful 
load’, already ice-cold, in the sleigh:

JloHyfl MepTBoro, xpanai
M 6bHJTCFI KOHM, nBHOM 6eJ10M 
CTâTlbHbie MOHâT 
M no7i6T6JiM KaK CTpeTia.
(Six: XXXV: 11-14)

Typically, a horse which is used to draw a vehicle is a loshad' in Pushkin’s work. 
When the horses were tethered to two oaks during the duel, he referred to them as 
loshadi (Six: XXV: 13). The subsequent use of the more noble word ‘steed’ endows 
the animals with a sensitivity lacking in the normal beast of burden. The enhanced 
sensitivity, or even anthropomorphism, of the steeds which remove Lenskii’s corpse 
allows them to ‘smell’ the dead body and to convey at this dramatic moment a revulsion 
at Onegin’s behaviour. Moreover, given that his creator has consistently mocked 
Lenskii and ultimately allowed him to be shot down, it is the least that Pushkin can do 
to use the horses vicariously to express his own sympathy for this unfortunate, likeable 
Bird Man.
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Chapter Five

Images of Dreams and Flying in Pushkin’s Prose 
Fiction

M B npo3B 
Fjiac CJIbllilBH CÔOBbMH.
Derzhavin, ‘Progulka v Sarskom Sele’^

In 1822, in the unfinished piece ‘<0 proze>’, Pushkin made the following observation:

Ho HTO CKSBaib 0 6  HaiUMX nue aT 671 qX, KOTOpwe, nOHMTaSI 3a HMBOCTb 
MBt ACHMTb npOCTO B6 liJM CaMbl6  o 6 blKHOB6 HHbie, ZiyMaWT 0 )KMBMTb ZJ6 TCKyK> 
np03y fl0n071H6HklflMM M BflTlbIMM M6 Ta$OpaMM? 3tO TlKiflM HMKOrfla H6  CKa)KyT 

— H6  npn6 aBfi; cue CBqujeHHoe nyBCTBo, Koero ÔTiaropoflHbiM 
□TiaMeHb M np. ^otdkho 6 bi CKasaib pano noyjpy — a ohm nMiuyT; Eaaa nepBbie 
TiyHM Bocxoflflujero coTiHua osapMTiM BOCTOMHbie Kpafl He6 a — ax Kax b to  Bce 
HOBO M CB6 )KO, pa3B6 OHO TiyHUJe HOTOMy TOTlbKO, MTO flTlMHHee. (XI, 18)

During the early 1820s, as Debreczeny notes, prose appeared to Pushkin as an 
antithesis to poetry, ‘a mode of writing shorn of embellishments and deprived of 
histrionic gestures’.2 Prose demanded, in Pushkin’s now celebrated phrase, the virtues 
of ‘precision and brevity’ (XI, 19). Although ‘Arap Petra Velikogo’, his first serious 
attempt at prose fiction, was written some five years after this essay, it reflects the 
views of prose he held in the early 1820s.^ One of the features of Pushkin’s prose 
fiction which distinguishes it from the poetic works is the paucity of periphrastic and 
metaphorical language. In Evgenii Onegin he describes the contrasting personalities of 
Lenskii and Onegin as ‘verse and prose’ (Two: XIII: 6). He would only permit himself 
to employ such an ostentatious metaphor in a work, albeit a novel, written in verse. In a 
recent article, Richard Gregg describes Pushkin’s ‘hard prose’ as one which ‘shuns 
subordinate clauses, ornamental figures of speech, a plethora of modifiers and 
rhetorical flourishes’.4 One of the consequences of this approach is that the often 
elaborate imagery of dreams and flying, so prominent in the poetry, is relatively little 
employed in the prose fiction. In the 1830s Pushkin relaxed his self-imposed strictures

 ̂ Devzh3\\n, Stikhotvoreniia, p. 91.
2 A.S. Pushkin, Complete Prose Fiction, translated and notes by Paul Debreczeny, Stanford, 1983, p. 
2 .

 ̂Debreczeny, Complete Prose Fiction, p. 3.
Richard Gregg, ‘Pushkin’s Novelistic Prose: A Dead End?’, SRev, 57, 1998, pp. 1-27 (3).
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by allowing himself to use increasingly complex sentence structures and figurative 
language in works such as Pikovaiadama.^ However, even during this later period, he 
rarely employs motifs of dreaming and flying in a figurative sense in the prose. 
Moreover, some of the occasions when he does -  such as the correspondent’s 
observation that ‘time flies’ in ‘Roman v pis'm akh’ (VIII, 52) -  are of little 
significance.

In addition to these stylistic considerations, Pushkin was initially disinclined to use 
the motifs of dreams and flying in the prose fiction because they were so closely 
associated with poetry. We have seen that the winged dream appears at the very heart of 
those early lyrics which describe the poet and inspiration. From this seminal body of 
work the two areas of imagery consistently recur in the context of poetry throughout his 
career. As a result of the prominence which Pushkin gave to the relationship between 
dreams, flying and the poet, these images were often emblematic of poetry itself and 
therefore, at least in the first works in prose, to be avoided. Prior to ‘Egipetskie nochi’ 
and Kapitanskaia dochka, Pushkin successfully limits his use of this imagery, 
particularly the motif of dreams (as opposed to ‘real’ dreams). However, there are a 
number of occasions on which he uses this imagery, either directly or obliquely, as part 
of his increasingly playful mood in this genre. Then a turning-point occurs in 
‘Egipetskie nochi’, in which the motifs of dreams and flying are boldly introduced into 
the text. In the case of the flying motif, this occurs in verse. Paradoxically, in this work 
Pushkin ‘depoeticizes’ this imagery: he shows that it forms part of a ‘prosaic’ world in 
which the poet is not autonomous, or a ‘tsar’ (as he is, for example, in ‘Poetu’: III, 
223, 5). In Kapitanskaia dochka, this process of depoeticizing the poetic, specifically 
the motif of flying, is completed. The playful quality which marked Pushkin’s mood in 
his earlier prose works has dissipated. At the end of the novel he returns to Tsarskoe 
Selo, the fans et origo of his winged inspiration, and acknowledges that it is a ‘prosaic 
world’ in which the poet is not supreme and, perhaps, never was.

The mood of seriousness which had enveloped Pushkin by Kapitanskaia dochka can 
be illustrated by comparing several passages in the poetry and prose. In ‘Otryvki iz 
puteshestviia Onegina’, Pushkin provides an example of his new ‘prosaic’ vision:

 ̂ Victor Terras argues that it was Pushkin’s irrepressible need to describe ‘chatter’ (boltovnia) in his 
prose which made him moderate his treatment of the genre later in his career: see Victor Terras, 
‘PuSkin's Prose Fiction in a Historical Context', in Piùkin Today, ed. David M. Bethea, Bloomington 
and Indianapolis, 1993, pp. 214-20.
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MHbie Hy>KHbl MHe KapTMHbl: 
s?Ik)6,71K) necHaHbiM Kocorop, 
ITepefl M36yiiJKOM aee pqGkiHbi, 
KaTikiTKy, cjioMaHHbiM sa6op,
Ha H e6e cepeHbKMe lyHM,
ITepea ryMHOM co^oMbi Kynn — 
a a  n p y a  n o a  ceHbro mb rycTbix, 
Pasflojibe yjoK Mo^noabix; <...> 
(VI, 200)

The ducks in this passage are viewed as birds which are ‘unpoetic’.̂  This is why in 
Canto Four they took to flight rather than listen to Pushkin reciting his poetry. 
Similarly, when he wanted to talk in the language of ‘contemptible prose’ in GrafNulin 
(IV, 3,22), written four years before this part of ‘Otryvki iz puteshestviia Onegina’ in 
1825, he included ducks amongst the birds which inhabit the muddy yard outside 
NataFia Pavlovna’s window:

Me)K TBM nenaTibHo, n o n  okhom,
HHflBMKM C KPMKOM BblCTynaJIM 
B ocjiefl 3a MOKpbiM n eryxoM .
TpM yjKM noTiocKajiMCb B ^y)Ke,
Illjia 6a6a Hepe3 ipfl3HbiM flBop  
Be^ibe noBBCMTb na 3a6op ,
Horofla CTaHOBMJiacb xy>Ke <...>
(V, 5, 67-73)

Ducks, it seems, are the perfect visual images to describe a ‘prosaic’ scene.
On several occasions in the prose fiction, Pushkin employs aspects of the scene 

which he envisioned in ‘Otryvki iz puteshestviia Onegina’. As in Graf Nulin, he 
records this tableau from the point of view of a character. In the narrative the duck or 
other farmyard birds are symbolic of the drabness of the environment. For example, 
when the narrator describes the boring view from a post station in ‘Zapiski molodogo 
cheloveka’, he sees the rowans and fence described by Pushkin in Evgenii Onegin  ̂
then focuses on a duck pond:

3 ce 71 no a  okho. Bn ay  HMKa<Ko>ro. TecHbiM pna oaHoo6pa3Hbix M30, 
npMCTioHeHHbix oflHa K apyroM. K oe-rae aee-TpM aôtiohm, aee-Tpn pqfîMHbi, 
OKpy>KeHHbie xyabiM 3a6opoM, OTnpq)KeHHaq reTiera c momm MeM.<oaaHOM> m 
norpeÊuoM. <...> JTpotmb Menn ciapyxa cnaMT nepea m36ow noaropwHMBiuMCb. 
H3peaKo noHïT neryxM. <...> Kaxafi cKyxa! Hay ryjiATb b n o jie .— 
Pa3Ba7iMBiiJMMCfl KOTioaeu. Ok0710 ero — Me7iKafl 7iy>KMua. B hbm pe3BATcq 
)Ke7iTeHbKMe yTflia noa naasopoM r7iynoM yiKM, xax 6a7ioBaHHbie aeiM npn 
MaaaiYie. (VIII, 404)

 ̂ See Nabokov, Eugene Onegin, III, p. 291.
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There is a clear kinship between this scene and the passage cited earlier from ‘Otryvki iz 
puteshestviia Onegina’ (both were written in 1829). Ironically, Pushkin developed this 
scene, which implicitly advertises itself as being ‘prosaic’, in his poetry. However, if 
he wanted to describe a dismal scene devoid of any interest, as seems the case, he is not 
completely successful. His attempt is subverted by the ducks, the very symbols of the 
dreary environment. They are irredeemably comic, and distract the narrator (and 
Pushkin) as effectively as they did N atalia in Graf Nulin. Pushkin cannot help but 
insert a simile worthy of Evgenii Onegin, comparing them to spoilt children. There is a 
spark of the joie de vivre of the novel in verse in the description of the view. By 
Kapitanskaia dochka, however, the playful ducks have been banished from a similar 
scene viewed by Grinev when he looks for the first time through the little window of 
his izba, in the fortress. The scene is now truly miserable:

H cTaji rjiflzjeib b yseHbKoe okoujko . Ilepeflo m how  npocTkipajiacb nenaTibHafi 
crenb. HaMCKOCb CToqjio HecKOTibKo MsôyiueK; no yjiMue fipoziMTio HecKOJibKO 
KypMU. C iapyxa, c io n  Ha KpbMbue c k o p n t o m , KJiMKajia cbmmbm, K oiopw e  
oTBenajiM en apy)Kejiw6HbiM xpwKaHbeM. H b o x  b KaKofi crop  one ocyjKZjen q 
6bM npOBOZlMTb MOW MOTlOflOCTb! (VIII, 296)

I will turn now to the moment when, like Belkin, Pushkin first ‘stooped’ to prose 
(VIII, 131) in ‘Arap Petra Velikogo’. Having read Pushkin’s effort, Viazemskii 
remarked that ‘the prose writer had locked himself in the walls of his prose so that the 
poet could not even take a peek at him’.̂  This withdrawal from poetry is illustrated by 
Pushkin’s decision to cut from the text a passage in which Ibragim falls into a ‘poetic’ 
reverie. During his journey back to Russia he mentally continues to court the Countess 
whom he has left in Paris. Eventually his mental picture or ‘dream’ (mechtanie) 
becomes so vivid that he ‘completely forgets himself’:

UeTibiM flBHb OH ayM BJi o  ip.<a<i)MHe> 4 . ,  cj\enoBQj\ cep flu eM  s a  Hero, K a sa jio c b , 
6bM CBHfleieTieM KasKzioro e e  flBH)KeHbfl, KasKflOM ee  Mbic^M; b  nacbi, K oraa  o h

o 6blKHOB6HHO C HBK) BHfla^HCfl, OH MblCJieHHO COÊMpaJICfl K  H6M, BXOgM^ B 66 
K O M H aiy, caflM Jicfl n o f l j i e  n e e ,  p asroB ap H B a^ i c nero — m M eH iaH kie  
n ocien eH H O  ciaH O BM ^ocb la K  CM^bHo, l a x  oiyyTHT6,?ibHO, h t o  o h  c o B e p iiie n n o  
saëbiBaTicq. (VIII.2, 506)

The description of Ibragim’s reminiscence clearly derives from the poetry. Compare, 
for example, ‘Vospominaniia v Tsarskom Sele’, which was also written in 1829, the 
same year in which Pushkin worked on the prose story:

 ̂ P.A. Viazemskii, ‘Vzgliad na literatury nashu v desiatiletie posle smerti Pushkina’, in his 
Sochineniia v dvukh tomakh, compiled by M.I. Gillel son, 2 vols, 1982, M., II, pp. 189-216 (213); 
translated in Paul Debreczeny, The Other Pushkin: A Study o f Alexander Pushkin’s Prose Fiction, 
Stanford, 1983, p. 211.
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BHOBb He)KHblM OTpOKOM, TO HblTlKMM, TO JIBHMBblM, 
MeHTBHbfl CMyTHbie B ipyZlM MOBM TBM,
CKMTaqcb no TiyraM, no poujaM MOTi^ajiMBbiM, 

IÏ03T0M saëbiBarocb q.
(Ill, 189, 21-24)

As we saw in Chapter One, Gershenzon describes a recurrent process in the poetry, 
whereby Pushkin withdraws into a mental world (denoted by zabven'e or its verbal 
equivalent) and recalls events in the medium of a dream. Pushkin subsequently 
removed Ibragim’s reminiscence during his journey from the text of ‘Arap Petra 
Velikogo’, realizing that he had used language which was excessively poetic in 
derivation. In the final version Ibragim recalls the Countess in a dream (snovidenie) , 
but does so when he has reached the capital and gone to sleep (VIII, 12). The figurative 
dream has become ‘real’.̂

This aversion to overtly poetic language is reflected in the striking contrast in the use 
of mechta and its derivatives in the poetry and prose fiction. In the works written in 
verse mechta and mechtan'e are employed two hundred and twenty nine times (see 
Appendix C); they occur just five times in the prose (see Appendix D). Admittedly the 
poetry represents a much larger body of material than the prose fiction, but in Evgenii 
Onegin alone mechta and mechtan'e occur forty times. Pushkin is aware of the semantic 
link between the poet and these words: when he dreams of the past in ‘Vospominaniia v 
Tsarskom Sele’ he does so like a ‘poet’, poetom, as if the word had been placed in 
apostrophes. The association is parodied, of course, in Lenskii’s portrayal; and then in 
the description of Evgenii’s poetic dreaming in Mednyi vsadnik:

EBreHMM TyT B3flOXHy71 CepflBHHO
M pasMeHTasHCJi, kbk hobt;

iKeHMTbCfl? Hy.... 3a hbm skb hbt?
(V, 139, 47-49)

So Evgenii ‘dreamed’ (mechtaJ) (IV, 140, 63). His dreams are an ironic ‘poetic’ 
reworking of Ibragim’s rational, ‘prosaic’ thoughts on marriage in ‘Arap Petra 
Velikogo’:

 ̂Pushkin also removed Ibragim’s mental note during the journey that the past seemed like a ‘dream’ 
(son) to him (VIII.2, 506). The ‘dream’ is used in this conventional manner to express bewilderment on 
two later occasions in the prose. In Dubrovskii the Frenchman likens his encounter with an officer 
(Dubrovskii in disguise) who buys his identity papers to a ‘dream’ (snovidenie) (VIII, 202). The 
expression also occurs in Grinev’s narrative in Kapitanskaia dochka (VIII, 360).
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„3KeHMTbCfl!“ —fly n a ,? !  a $ p  MKaHe u ,— ,^ a  He M )Ke h 6 t ?  y  )K ejin  cy>K fleH O  m h6 
npOBeCTM )KM3Hb B OflMHOHeCTBB M HB 3H 3T b Jiy^lUMX H âCJI3 )KflBHMM M 
CBflliJBHHBMlUMX o6f13aHHOCTBM HBJIOBBKâ, HOTOMy TO^bKO, MTO pOgMJICq HOfl 
<**> rp aay C O M ? MHB HBJ1b3fl HajgBHJbCSl 6 b lJb  JimÉMMblM; flBTCKOB B03pa)KBHMB! 
(VIII, 27)

Ibragim’s thoughts of marriage may originate from a short lyric poem written in 
1824:

KaK ïKBHMTbCfl 3aayMa7i uapcKMM apan, 
Mb)k GoqpbiHb apan noxasKMBaBT, 
Ha 6oflpbiujBH apan norjinzjbiBaBT. 
^To Bbi6paji apan cb6b cyaapyujKy,
^BpHblM BOPOH 6eJ\y\H  TlBÈBflyilJKy,
A K3K OH apan h b p b u jb h b k , 
A ona-TO ay ma ÔBJiBmBHbKa.
(II, 300, 1-7)

In ‘Arap Petra Velikogo’ the question (in a slightly modified form) is retained but the 
simple bird imagery jettisoned. Instead of using the image of the raven to refer to 
Ibragim’s blackness, Korsakov refers in crude, realistic, ‘prosaic’ detail to his 
companion’s ‘splayed nose’, ‘prominent teeth’ and ‘curly hair’ (VIII, 30). When 
Pushkin abandoned the novel for Poltava in 1828, he enthusiastically returned to the 
poetic bird imagery: Mazepa, the old warrior who seduces Mariia, is described as an 
old kite which preys on a young dove (V, 26,260-61); Mariia is also likened to a swan 
(Pushkin included an ink drawing of a swan in the manuscript of the text: XVIII, 370):

EB flBM)KBHbfl 
To JlBÔBflq nyCTblHHbIX BOa 
H an o M M H aw T  njiaB H biM  x o a ,  <...>
(V, 19, 21-23)

Debreczeny observes that this is just one of eight similes in which the poet indulges in 
the second paragraph of the poem. It is as though Pushkin celebrates his return to 
poetry with a surfeit of figurative language which he could not allow himself in the 
prose (V, 19-20, 16-40).  ̂ The return to the bird imagery is as symbolic of the 
resumption of poetry as the run of similes.

One concession to the imagery of flying in ‘Arap Petra Velikogo’ occurs in the 
characterization of Korsakov, Ibragim’s foppish acquaintance from Paris. In a possible 
echo of Onegin’s portrayal in Canto One of the novel, all his movements are marked by 
great bursts of speed: upon hearing of Ibragim’s arrival he ‘runs’ to his residence (VIII, 
14); at the end of their meeting he turns on one foot and runs out of the room (VIII,

 ̂Debreczeny, The Other Pushkin, p. 40.



162

14); this mode of exit is then repeated in the house of Gavrila Afanas'evich (VIII, 31). 
However, when at the assembly he is drawn to Gavrila's daughter, Natal'ia, he starts 
to ‘fly’:

KopcaKOB K H6M paSJIBTaJICA M npOCMJI HeCTb nOMTM C HMM TaHUOBaTb. (VIII,
17)

Gavrila subsequently complains that when Korsakov paid a visit to his house he did not 
get out of his carriage at the gates in order to approach on foot but simply ‘flew’ right 
up to the porch (VIII, 22). Onegin’s energetic movements would give way to periods 
of sterile sleep; in Korsakov’s case the analogous period of stasis occurs when he 
preens himself in front of the mirror, ‘the usual refuge from his boredom’ (VIII, 30). 
The application to Korsakov of the motif of flying reveals a tiny chink in Pushkin’s 
otherwise impassive narrative style in the story. His kinship with Onegin invests this 
character with a vivacious pomposity which elevates those scenes in which he is 
present.

One can detect Pushkin’s playful use of the metaphorical use of flying in a different 
context in Povesti Belkina. The device of multiple narrators in the tales allows Pushkin 
to mock, at one remove, the narrators’ literary tastes. As Bayley observes: ‘Pushkin 
gives the impression of honouring prose by remaining outside it and not slipping into it 
with familiar ease as he slips into the garment of p o e t r y T h e  target, such as it exists, 
of the faintly parodie tone which accompanies these metaphors is a literary style: the 
ballad or sentimental tale. In ‘MiateP’, for example, the concealed target is the 
contemporary vogue for tales of romantic elopements and demon bridegrooms.^  ̂ The 
story was supposed to have been narrated to Belkin by a Miss K.I.T. (VIII, 61). One 
of her literary influences appears to be Zhukovskii’s ballad ‘Svetlana’, from which the 
epigraph is taken. Both works describe a nightmarish wedding in a blizzard. ̂ 2 At one 
point in the ballad it seems as if the horses pulling Svetlana’s sleigh are flying:

Mmbt, kbk 6 y m o  na KpbiJiax,
CaMM KOHM pbflH bi; <...>13

In Miss K.I.T. s narrative the horses are said to ‘fly’ when the sleigh takes Masha to 
the wedding service at Zhadrino:

[Kynep] noMor fiapbiiuHe m e e  fleeyujKe ycecTbcn m y7io)KMTb ysjibi m 
lUKaTyTiKy, esmji bo)kkm, m n̂oiuaaM no^neTejiM. (VIII, 79)

111 Bayley, Pushkin, p. 313.
11 Bayley, Pushkin, p. 311.
13 Debreczeny, The Other Pushkin, p. 83.
13 Zhukovskii, Sobranie sochinenii v chetyrekh tomakh, II, p. 24.
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The reference to the flying horses reinforces the association of the story with 
‘Svetlana’. In the extract from the ballad used as the epigraph, a black raven hovers 
over the sleigh flapping its wings and its prophetic ‘groan’ augurs sadness (VIII, 77). 
The motif of flying within the story picks up on the image of the wing and therefore 
magnifies the melodramatic presentiment of doom which was established in Masha’s 
nightmare. It may also echo the moment in her dream where she ‘flies’ headlong into an 
abyss (VIII, 78) (this itself is a possible echo of Ruslan’s dream in which the hero 
‘flies’ headlong into a similar hole: IV, 72,465).

While the most influential presence in Miss K.I.T.’s narrative, and the object of 
Pushkin’s distant but amused gaze, appears to be Zhukovskii, in her next story, 
‘Baryshnia-krestTanka’, Vinogradov detects the influence of K aram zin’s 
s e n t i m e n t a l i s m .  At the end of a long, loose compound sentence,!^ Liza, who is 
rushing to an assignation with Aleksei, starts to ‘fly’. The inspiration for her flight, it 
seems, is the sound of bird song:

3apa cMqjia Ha eocTOKe, m soTiOTbie pqaw ogjiaKos, Kaaajiocb, o)Kkiflajiki 
cojiHua, KaK uapeflBopubi o)KkiflaK>T rocyzjapq; qcHoe nefio, yrpeHHAfi 
CB6)KeCTb, poca, BBTepOK M neHMB HTMHeK HanOTIHflJlM cepflue TiMBbI 
MTiaaeHHeCKOM BBCBTIOCTMH); 6oflCb KaKOM-HMÔyflb BHaKOMOM BCTpeHM, OH a, 
KaBajiocb, He lUJia, a TiexeTia. (VIII, 113-14)

Of course, Pushkin frequently parodies a range of poetic genres in his poetry, but this 
normally takes place in the background of more specific ‘attacks’ on the characters, 
such as Onegin or Lenskii.

In the initial description of the eponymous hero in Dubrovskii^ written between 1832 
and 1833, it seemed that Pushkin, assuming once again the role of the omniscient 
narrator, was going to draw more freely on the language of poetry not so much to 
parody a literary style, but to subvert a literary type: the romantic hero, in the mould, 
perhaps, of one of Scott’s characters. In the first description of Dubrovskii he is a 
young man who spends his time gambling and running up debts whilst nurturing the 
dream {mechta) of finding himself a rich wife:

EyayHM pacTOHMTB̂ TieH m HecTOJiroÔMB, oh noBBOTiq  ̂ ce6e pocKoiuHbie npMxoTM; 
kirpav?! B Kapjbi m bxozjmti b aojuvi, hb BaôoTficb o fiyayiyeM, m npeflBMflq ce6e 
pano noBflHO fiorayyw neaecTy, Menry èbahom mojioaoctm. (VIII, 172)

In Evgenii Onegin, Pushkin refers to the ‘cold dreams’ or mechty of prose (Six: XLII:
11), but in fact they are not so much ‘cold’ as practically extinct in the prose fiction.

^4 Vinogradov, pp. 548-49.
 ̂  ̂Debreczeny, The Other Pushkin, p. 89.
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This one of only two occasions on which Pushkin uses mechta in this genre. The other 
occurs in the chapter which was removed from Kapitanskaia dochka where Grinev 
(here called Bulanin) immerses himself in a reverie (VIII, 375). The reference to 
Dubrovskii’s cynical ‘dream’ in this extract marks him as an ironically observed 
character. Pushkin reinforces this impression when he goes on to describe 
Dubrovskii’s ‘romantic attachment’ to his father:

Oh MaiepM c Ma^oaejcTBa M, homtm He 3nan o m a  cBoero, 6bM
npMBesen b ïïeTepèypr na 8̂  ̂ roay  CBoero Bospacia — c o  BceM tbm oh 
poMaHTkinecKM 6bM k neny npHBflsan, h tbm GoTiee ceMeMCTBeHHyro
)KM3Hb, H6M MeH6e ycneTi HacjiazjHTbCfi ee TuxaMM paaocTflMM. (VIII, 173)

Debreczeny notes that Pushkin soon removes all irony from his characterization: ‘What 
follows is the unhumorous stock in trade of romantic literature’. H o w e v e r ,  
Dubrovskii becomes a romantic hero who fails to live up to the expectations attached to 
the label: he becomes a failure within the romantic genre. Towards the end of the novel 
Pushkin notes, with some wry humour, that Dubrovskii did not ‘fly’ to free MarTa 
before her wedding to the prince (VIII, 220): he has not turned out to be the valiant 
‘falcon’ described earlier by his housekeeper (VIII, 173; 179). '̂^

Humour, in my view, is the key to understanding the significance of parts of 
Pushkin’s symbolic system in the prose fiction. For example, in ‘Arap Petra Velikogo’ 
he gave a rotund, old, female dwarf the misnomer Lastochka, or Swallow (VIII, 31). A 
more sophisticated illustration of his playful mood is the sign which hangs outside the 
undertaker’s premises in ‘Grobovshchik’:

Hafl BopoTaM B03BbicM7iacb BbiBecKa, M3o6pa )KaM)Ujam flopozjHoro Any pa c 
onpoKMHyjbiM $aKezioM b pyxe, c noanMCbw: „3aecb npoaawTcq m ofiMBarorcfl 
rpo6bi npocTbie m Kpamenbie, iaK)Ke oTaawTcq na npoKaT m noHMHfltoTCfl 
CTapbie“. (VIII, 89)

Wolf Schmid argues that the sign pokes fun at the absurd Masonic rituals with which 
Pushkin was familiar from his membership of the Lodge in K ishinev;D ebreczeny 
observes that the narrator simply made a mistake when recalling the sign: He must 
have remembered a sign over a tailor’s or carpenter’s door, rather than over an

 ̂̂  Debreczeny, The Other Pushkin, p. 159.
In the final chapter he has withdrawn into the environment of the ‘deep’ or ‘slumbering’ forest 

(dremuchii les) (VIII, 221). Had Pushkin revised Dubrovskii, which exists in effect in draft form, he 
may have removed this epithet which derives from the poetry: see Katz, The Literary Ballad in Early 
Nineteenth-Century Russian Literature, p. 94. A ‘slumbering forest’ occurs in six lyric poems: 'Kozak' 
(I, 27, 16); 'Osgar' (I, 30, 67); 'Blazhenstvo' (I, 42, 6; 15); 'Vospominaniia v Tsarskom Sele' (I, 61, 
79); 'Favn i Pastushka. Kartiny’ (I, 213, 75), Zhenikh' (II, 363, 114).

Wolf Schmid, Proza Pushkina v poeticheskom prochtenii “Povesti Belkina”, St Petersburg, 1996, 
pp. 262-65. According to the rites of initiation, the initiate was ‘killed’ and resurrected: see Lauren G. 
Leighton, ‘Freemasonry in “The Queen of Spades’” , The Esoteric Tradition in Russian Romantic 
Literature, pp. 175-94(182).
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undertaker’s However, the most plausible explanation for the sign is given by 
Vinogradov, who shows that it in fact parodies an archetypal motif of death, a winged 
spirit which carries an extinguished torch. This motif can be found in ‘K 
Zhukov skomu’ [1816]:

CMOTpMTe; nopa)KeH Bpa>Kfle6HbiMM cipeTiaMM,
C nOTyXlUMM $aKeJ10M, C HeflBMSKHblMkI KpblJiaMM 
K BaM OaepoBa ayx BBbiBaei; flpym! MecTb!..
(I, 153, 103-05)

Under Pushkin’s mischievous gaze in ‘Grobovshchik’ the winged spirit has now 
metamorphosed into Cupid.^® One can trace the origin of this transformation back to 
Lenskii’s contribution to OLga’s album in which he draws two hearts, a torch and 
flowers (Four: XXIX: 1); in the draft of this stanza Pushkin used ‘Cupids’ (amury) 
instead of the torch (VI, 365). Ironically, Lenskii uses these motifs to express his ‘love 
until the gravestone’ for OLga (Four: XXIX: 3-4).

Winged Cupids appear on ancient coffins as a symbol of the life after death promised 
to initiates of the so-called ‘mystery religions’.^i However, in both ‘Grobovshchik’ 
and Evgenii Onegin the Cupid symbolizes death after life. Petrunina observes that in 
Laokoon [1766] and How the Ancients Portrayed Death [1769] Lessing showed that in 
classical literature the emblem of death was not a skeleton, but sleep’s double, a young 
winged genie with a downtumed light. This image was then adopted by Schiller (with 
whom, as we saw in Evgenii Onegin, Lenskii was familiar). Petrunina also refers to 
Karamzin’s objection to the use of the skeleton as a conventional emblem of death.^2 
The affectionate embrace of the skeleton in Adriian’s dream draws attention away from 
the ‘proper’ motif of death, the sign. This act of mischief is worthy of Cupid himself 
and represents another key parodie element in the story.23

We saw in Chapter Three that Pushkin also uses motifs of flying and dreaming in his 
symbolic system in order to express and indeed hide political statements. In the prose 
fiction there is little scope for discovering a political agenda beneath these motifs

19 Debreczeny, The Other Pushkin, p. 99.
^9 Vinogradov, StiT Pushkina, p. 8. The variant has ‘an attractive little coffin’ instead of Cupid (VIII, 
625).
 ̂1 See M.C. Howartson and Ian Chilvers, The Concise Oxford Companion to Classical Literature, 

Oxford and New York, 1993, p. 152.
N.N. Petrunina, ‘Pervaia povesL Pushkina “Grobovshchik”’, RusL, 1983, 2, pp. 70-89 (79-80);—, 

Proza Pushkina (Puti evoliutsii), L., 1987, pp. 87-88. See also Sergei Davydov, ‘ Veselyi 
grobokopateP: Pushkin i ego “Grobovshchik”’, in Pushkin i drugie. Sbornik statei, posviashchennyi 
60-letiiu so dnia rozhdeniia SA . Fomicheva, ed. V.A. Koshelev, Novgorod, 1997, pp. 42-51 (43). 
Davydov points out that the obelisk over Pushkin’s own grave in the Sviatogorsk monastery bears the 
emblem of two lowered torches (p. 44).

As Robert Graves says: ‘Eros with torch and arrows is post-Homeric but, by the time of Apollonius 
Rhodius, his naughty behaviour [...] had become a literary joke which Apuleius took one stage further 
in Cupid and Psyche’: Robert Graves, The Greek Myths, 3rd edn, 2 vols, London, 1998, II, p. 545.
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because they are so seldom employed.24 The prose work which most lends itself to the 
scrutiny of commentators hoping to discover a politically motivated subtext in its 
symbolism is Pikovaiadama. Many critics have drawn attention to apparent Decembrist 
allusions in the text. For example, Esipov detects in Germann traces of the Decembrist 
leader Pavel PesteP, who was also of German origin. He also argues that the opening 
scene takes place in 1825, the year of the revolt.^5 Cornwell notes that the epigraph to 
Chapter One is a parody of the agitational songs for which Ryleev and Bestuzhev were 
well-known before the Decembrist uprising; this, combined with the content of the 
story, would suggest to the reader of the day an element of political gambling.^^ 
Gambling, according to Lotman, represents a challenge to fate and therefore an attempt 
to determine the future.27 One could extend this argument by arguing that gambling is 
an attempt to fulfil idealistic ‘dreams’ which are also oriented to the future. In the 
context of Pikovaiadama, both gambling and dreams may have a political subtext. The 
description of Germann’s real dream about winning at cards in Chapter Two (Pushkin 
uses the verb prigrezilis') (VIII, 236) is, perhaps, an allegorical reference to political 
idealism. There may even be an intentional pun on son in the phrase to ‘to win at once’ 
or ‘to win sonika' which occurs twice in the story (VIII, 229; 230).

A second interpretation of the symbolism of Pikovaia dama is provided by 
Debreczeny. He views the setting of the action in the archetypal phases of winter and 
night as central to the story’s symbolic structure: ‘As the story unfolds, winter and 
night become metaphors for madness—the ultimate in the triumph of chaos’ .^8 He also 
describes in some detail a number of other structural elements which Pushkin uses in a 
symbolic f a s h i o n . 2 9  The relationship between dreaming, sleep and wakefulness could 
also play a part in this complex system of symbols. The story opens with the gamblers 
playing until five o’clock in the morning, and only deciding to sleep forty five minutes 
later (VIII, 230); Paul tells his grandmother that he spent the previous night dancing 
until five o’clock (VIII, 231); during his nocturnal wanderings, Germann encounters a 
symbol of wakefulness, the sentry (VIII, 236); whilst the servant sleeps in the hall, and 
Liza’s sleepy maid has gone to bed, the Countess suffers from insomnia (VIII, 240), 
Germann waits outside the house (VIII, 239), and Liza herself waits in her room (VIII, 
244). There is, therefore, a general trend of sleep displacement amongst the characters.

^4 Of course this does not mean that the political subtext never exists. For example, Kodjak argues 
that there are encoded messages of support for the Decembrist movement in Povesti Belkina: Andrej 
Kodjak, Pushkin’s I.P. Belkin, Columbus, Ohio, 1979, pp. 50-53.

V. Esipov, ‘Istoricheskii podtekst v povesti Pushkina “Pikovaia dama’” , VL, 1989, 4, pp. 193-205 
(200-03).

Neil Cornwell, Pushkin’s The Queen o f Spades, London, 1993, p. 39.
Lotman, Besedy o russkoi kul'ture, pp. 141-45. See also Faith Wigzell, Reading Russian Fortunes: 

Print Culture, Gender and Divination in Russia from 1765, Cambridge, 1998, p. 118.
Debreczeny, The Other Pushkin, p. 213.
Debreczeny, The Other Pushkin, p. 213-28.



167

However, Germann also behaves like a character in a dream. In Chapter Two he finds 
himself involuntarily drawn by ‘an unknown force’, like a dreamer, towards the 
Countess’s house (VIII, 236). He is an outsider, whose natural environment is beyond 
a limen, Liza’s window: he is located, perhaps, in the ‘other world’ of the dream (a 
possible source of Pikovaiadama is Marmontel’s ‘La fenêtre’, which had been 
translated by K a r a m z i n ) . ^ ®  Furthermore, Tomskii teases Liza by saying that Germann 
may have appeared in her dream {son) (VIII, 244); and during their encounter in her 
bedroom, Lizaveta Ivanovna calls Germann a ‘monster’, chudovishche (VIII, 245): one 
critic detects a link in this word with Tatiana’s dream, in which the grotesque monsters 
are also described as chudovishcha (Five: XVI: 8).^ i There is evidence, therefore, that 
Pushkin constructs the story around a character who is a dreamer and who represents, 
in allegorical fashion, the idealism of political dreams.

I concur with the view expressed by Caryl Emerson that Pushkin deliberately 
encourages the reader to search for this sort of unified meaning in the story, even 
though one does not exist:

He teases the reader with partial keys -  because the reader, like Germann, does not 
really want to gamble. The reader wants to decipher, to study the past so that it will 
reveal the future, to predict patterns of behavior and events. [...] Puskin always 
promises system, but it is a trap.32

Justin Doherty has made a similar point, arguing that it is very difficult to read any clear 
meanings into a text which is defined by Pushkin’s ‘ludic attitude’. According to 
Doherty, Dostoevskii admired Pikovaiadama precisely because the reader is not sure 
what really happens; he does not know, for example, whether the Countess really visits 
Germann on the night of her funeral or whether Germann imagines it.^^ The inclusion 
by Pushkin of dreams or dreamlike events, which contrast with bouts of wakefulness, 
perpetrates this playful approach. The significance of the symbolism in Pikovaiadama 
lies in its lack of meaning, in its emptiness: Germann’s selfish, political, 
megalomaniacal or even sensual dreams are all ‘empty’, signifying nothing.^^ The joke

D.M. Sharypkin, ‘“Pikovaia dama” i povest' Marmontelia “Okno”’, VPK, 12, 1974, pp. 139-42 
(140-42).
3  ̂ Svetlana Grenier, “‘Everyone Knew Her...” or Did They? Rereading Pushkin’s Lizaveta Ivanovna 
(‘The Queen of Spades”) ’, CanSP, 38, 1996, pp. 93-107 (103).

Caryl Emerson, “‘The Queen of Spades” and the Open End’, in Pukkin Today, ed. David M. Bethea, 
Bloomington and Indianapolis, 1993, pp. 31-37 (36).

Justin Doherty, ‘Fictional Paradigms in Pushkin’s “Pikovaya dama’” , EPoet, 17, 1992, 1, pp. 49- 
63 (51-52).
^^The most significant ‘symbol’ in Pikovaiadama is Germann’s phallic gun, which he fishes from 
his pocket and brandishes at the Countess (VIII, 242). It is symbolic, as it were, of the symbolism in 
the story. It is both funny and represents the illusory. The actual and symbolic threat of the gun does 
not exist: as Germann reveals to Lizaveta, it was not even loaded (VIII, 245). Pushkin apparently 
considered calling the story ‘The Blank Shot’ (Kholostoi vystrel). V.D. Komovskii reported this to 
A.M. lazykov on 10 December 1833: see V. Veresaev, Pushkin v zhizni, M., 1926, Part Two, p. 107.
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is on him (and on the reader who tries to crack the code of the text). For this reason the 
Countess winks at him from her coffin (VIII, 247) and from the playing card when she 
metamorphoses into the Queen of Spades (VIII, 251).

Pushkin had earlier made oblique references to the theme of metamorphosis and, 
possibly, to the image of flying dreams, in the description of Germann’s departure 
from the Countess’s house. This part of the work contains distinct echoes of the lyric 
‘Prozerpina’, which he composed in 1824. Pushkin used two models for the poem; 
Ovid’s Metamorphoses and ‘Tableau XXVII’ in Parny’s Les déguisements de 
Vénus. In the poem, the goddess takes revenge on her philandering husband by 
finding herself a young mortal lover, whom she takes to Elysium. Subsequently, she 
herself decides to take him back to the mortal world along a ‘hidden path’ (‘noTaeHHafl 
Tpona’: II, 186, 39). When the lucky young man opens the door from Elysium, he 
releases a ‘false swarm of dreams’ which fly away:

H cnacTTiMBeu OTnnpaeT 
0CTOpO5KHOK) pyKOM 
^Bepb, oTKyaa BbMeraeT 
CHOBMflBHMM 7IO)KHblM pOM.
(II, 286, 40-43)

Greenleaf argues that this swarm derives from Ovid, who populates the cave from the 
river Lethe with ‘voiceless quiet and empty dreams [...] indistinguishable from the real 
shapes they imitate’. However, Pushkin departs from both Ovid and Pamy when his 
Persephone escorts the youth back home.^^ Germann appears to draw on ‘Prozerpina’ 
in his mental narrative as he makes his departure. Sixty years before, he imagines, the 
young Countess’s fortunate lover (‘CHacTJiMBeu’: VIII, 245) would make his furtive 
exit along the hidden staircase (‘noTaeHHan TiecTHMua’: VIII, 245) which leads to the 
street. In contrast to Persephone, the Countess would symbolically observe the dignity 
of her imperious station by refusing to accompany the young man (the fop 
presumptuously dresses his hair ‘à l ’oiseau royal’: VIII, 245). She is imperious 
because, in keeping with the theme of metamorphosis, this Persephone figure has been 
transformed into la Vénus moscovite (the expression used in Tomskii’s anecdote in 
Chapter One: VIII, 228). Her young men do not ascend to the real world after the 
encounter, but descend from her heavenly boudoir.

Although, in Germann’s narrative, the lover’s exit into the street signals the end of 
his royal audience, he has the not insignificant compensation of having been ‘lucky’ in

See Greenleaf, Pushkin and Romantic Fashion, pp. 96-102.
Greenleaf, Pushkin and Romantic Fashion, pp. 101-02. O’Bell, on the other hand, detects a 

reference to Virgil’s Gate of False Dreams through which the spirits of the dead send dreams to mortal 
men: Leslie O’Bell, Pushkin’s Egyptian Nights: The Biography o f a Work, Ann Arbor, Michigan, 
1984, p. 20.
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love. When Germann himself uses this hidden exit he has not only failed to find out the 
secret of the cards, but he has also failed to make himself a lover, either with the 
Countess or Liza (he had earlier contemplated becoming the Countess’s lover in order 
to secure the secret of the cards: VIII, 235).^^ Pushkin may have been aware that 
‘Venus’ was the name given to the highest throw at dice in the classical era.38 Germann 
has failed to secure his Venus in every way. He is unlucky, neschastlivets; and when 
he opens the door into the street (Pushkin uses the same verb as in the lyric, otper: 
VIII, 245) a swarm of false, obfuscatory dreams is symbolically released into the cold 
night air of the story in order to confuse its reader and amuse its author.

We have seen so far in this chapter that Pushkin is sparing in the open use of the 
imagery of dreams and flying in the prose fiction. By contrast, in ‘Egipetskie nochi’, 
which was written in the autumn of 1835, he boldly introduces into the prose text what 
essentially amounts to a paraphrase of the description of the poet’s ‘dream’ in poems 
like ‘Osen\ (Otryvok)’. In the first chapter he describes the onset of inspiration 
experienced by Charskii, a young aristocratic poet:

OaHa)Kabi y rp o M  MapcKHM HyBCTBOBa^i t o  Ô T iaroflarH oe p a c n o J io  >KeHne jqyxa, 
Korzja MBHTaHMfl flBCTBBHHo pk icyw T cq  n e p e a  bbmm, m b n  o f ip e T a e ie  >KkiBbie, 
Heo>KMaaHHbie c^noBa Bon^omeHM A BnaeHMM Baiukix, K o ra a  ctmxm jie rK o  
7io)KaTcq noa n e p o  B aiue, m 3ByHH<bie> pM$M<bi> 6 e r y j  Ha B c jp e n y  c tpom hom  
MbicTiM. MapcKHH norpyîK BH 6bM a y  HI OK) B C T iaaocT H oe saÔBeHMe... m c b b t ,  m 
MHeHMq c B e ia , m e r o  coficTBeHHbie npw yyabi a^nq H ero  n e  cym ecTBoeaTiM .— Oh 
m c 3 J \  CTMXM. (VIII, 264)

Like Ibragim in the draft of ‘Arap Petra Velikogo’, Charskii withdraws into the 
‘oblivion’ of his dream; but Charskii’s inspired dream results in poetry, whereas 
Ibragim recalls the Countess.

Although Pushkin clearly associates himself with Charskii, ‘at the same time he 
caricatures himself in him’.^  ̂He does this by framing the poetic experience in passages 
which deflate the poetic aura which surrounds the poet. Just prior to Charskii’s drian' -  
his term for inspiration (VIII, 264) -40 Pushkin observes that this character is as 
unavoidable at social occasions in St Peterburg as ice cream from Rezanov’s (a 
confectioner in the capital) (VIII, 264). Pushkin was keen to avoid the use of the simile 
in his earlier prose fiction. An indication of this is that Povesti Belkina contains only 
one simile. It occurs in the extract of Baryshnia-krest'ianka cited above (VIII, 113).4i 
However, rather than representing a concession to the influence of poetry, the simile in 
‘Egipetskie nochi’ mocks the poet.

See Debreczeny, The Other Pushkin, p. 238.
Howartson and Chilvers, The Concise Oxford Companion to Classical Literature, p. 564. 
Bayley, Pushkin, p. 329.

40 The poet also refers to inspiration as drian'in the prose fragment ‘Otryvok’ [1830] (VIII, 410).
41 See Debreczeny, The Other Pushkin, p. 94.
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Moreover, during Charskii’s creative outburst, Pushkin rouses the poet from his 
dream by arranging for the Italian improwizatore to make an untimely entrance:

Bflpyr flBepb ero  KafiMHeia CKphinnyjia m HesHaKOMam ro jio e a  noK asajiacb. 
âpcKMM B3flpomyji m HaxMypMJicfl. (VIII, 264)

Leslie O’Bell argues that the entrance of the Italian, far from breaking the poetic 
‘dream’, is a product of it. He is like one of the ‘swarm of guests’ which inhabits 
Pushkin during the onset of inspiration in ‘Osen\ (Otryvok)’:

H T yT  KO MHe M fleT HespMMbIM poM  rocTePi,
SHaKOMUbi aaBHMe, n jioab i MenTbi M oeii.
(Ill, 321, 79-80)

She concludes that the improwizatore is Charskii’s poetic alter e g o My reading 
differs from this intriguing interpretation. The description of the creaking door and the 
sudden appearance of a head not only disturbs Charskii, it disrupts the poetic mood. 
Quite possibly, the Italian is a prosaic parody of the poetic guest in ‘Osen\ (Otryvok)’.

This framing of poetic language in prose in Chapter One anticipates the inclusion of 
actual verse in the story in the next two chapters. In Chapter Three Pushkin includes a 
modified version of the lyric poem ‘Kleopatra’ which he worked on between 1824 and 
1828 (III, 130-32). Of more interest from the point of view of Pushkin’s imagery is the 
inclusion of part of Ezerskii in the Italian’s improvisation in Chapter Two (it is not clear 
from the manuscript that Pushkin intended to insert the verse fragment at this point but, 
as Bayley points out, there is a very strong supposition of it)."̂  ̂ In this extract the 
Italian defends the independence of a poet by invoking the image of the eagle:

3aH6M OT r o p  m mmmo 6 aujeH 
JlBTklT OpeTI, TflSKBJl M CTpaUiBH, 
Ha HaxTibiM n eH b ? CnpocM ero . <...>

TaKOB no3T; kbk AkbHs?ioh 
TTO XOHGT, TO M HOCMT OH —
Opjiy nofloÔHo, o h  JieTaeT 
M, He cnpocficb hm y  Koro, 
Kax /lesaeM ona MsfinpaeT 
KyMMp ATI 51 c e p flu a  C B oero .
(VIII, 269)

The irony of the scene has been frequently noted. The Italian’s declaration of the 
freedom of the poet is undermined by the fact that his performance was ordered by 
Charskii, his patron. Moreover, Charskii’s suggested topic was that ‘a poet chooses the

42 O’Bell, Pushkin’s Egyptian Nights, p. 106.
43 Bayley, Pushkin, p. 327.
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subjects of his songs himself: the crowd has no right to command his inspiration’ 
(VIII, 268). Charskii, on this occasion, is the representative of this commanding 
crowd.44 Another obvious irony is that the Italian’s dazzling improvised verse in both 
chapters is, in one sense, nothing of the kind: it is reworked from Pushkin’s earlier 
poetry which dates back as far as 1824.

In Ezerskii the image of the eagle expressed quite unequivocally the power and 
independence of the poet. The obvious ironic tone in ‘Egipetskie nochi’ questions this -  
not within the verse itself, but in the relationship between the Italian and his patron. 
Furthermore, the actual framing of the verse in prose is also a sophisticated metaphor 
signifying Pushkin’s acceptance that the poet -  he as well as the impoverished Italian -  
is constrained by ‘prosaic’ considerations such as money. In 1824 Pushkin had 
symbolically reverted to prose at the end of ‘Razgovor knigoprodavtsa s poetom’ and 
thereby acknowledged the validity of the ‘prosaic’ bookseller’s statement that there is 
no freedom without money (II, 294, 170). Now the verse and the image of the eagle 
are encased by prose. At the end of his inspired improvisation the poet, the ‘eagle’ (he 
even looks like an eagle with his aquiline nose: VIII, 265),^5 politely accepts Charskii’s 
compliments and, much to the patron’s distaste, immediately turns to the business of 
the price of the tickets for his imminent public performance: the eagle is depoeticized. 
Although ‘Egipetskie nochi’ is hybrid in form, switching from prose to actual verse, 
Pushkin detaches himself from the poetry and the poets in it. In his poetic works he had 
appraised Lenskii, the mediocre poet, and Evgenii in Mednyi vsadnik, the arch non
poet, but always from the poet’s point of view. In ‘Egipetskie nochi’ he views 
Charskii, the Italian and the eagle from the standpoint of a writer of prose. In this 
regard he has successfully made the transition to this genre.

Marina Tsvetaeva believed that in Kapitanskaia dochka, the final work which I will 
examine in this thesis, Pushkin wrote as a poet, especially in his characterization of 
Pugachev. She argued that although the description of his behaviour in Pushkin’s 
historical account of the rebellion, IstoriiaPugacheva, inevitably alienates him from the 
reader, his characterization in the novel makes him a charming p e r s o n P u s h k i n  
clearly makes the rebel a likeable character and, to a certain extent, romanticizes his

"̂ 4 Debreczeny, The Other Pushkin, p. 295.
O’Bell detects an echo of the lyric ‘Poet’, in which the poet-eagle is roused from sleep, in 

Charskii’s description of the performance:

Ho JIMUJb 6o)KeCTBeHHblM FTiaroji 
Ao cjiyxa nyjKoro kochctca, 
üyuia noBTa BCTpeneHGTCA,
KaK npofiyflMBUJMMCJi opeji. 
‘Poet’ (111,65, 9-12)

—YgMBMTBJIbHO, — OTBBMaJl HOST. — Kax! 
^y)Kam MbIcJib Hyjb K ocnyjiacb Bamero 
cjiyxa, M y x e  crajia Bamero co6ctbbhhoctmk),
KaK 6yflTO Bbl C HGH) HOCMJIMCb, JIB JIB A JIM, 
paSBMBBJIM BB fiBCPpBCTaHHO. (VIII, 270)

See O’Bell, Pushkin’s Egyptian Nights, p. 108.
Marina Tsvetaeva, ‘Pushkin i Pugachev’, Sobranie sochinenii v semi tomakh, V, pp. 498-524  

(514).
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exploits, at least from the point of view of the narrator, Grinev. However, a leitmotif 
throughout the novel is that the romantic and poetic become banal and prosaic.'*^ One of 
the interesting aspects of this process is that the ‘prosaic’, in this context, is feminine. 
Caryl Emerson has shown that the Belogorskii fortress, an apparent bastion of 
masculine power, is in fact feminized: ‘It is a citadel collapsed into a village, a parody 
on military order run by the captain’s wife’. For example, when Grinev visits Ivan 
Ignat ich in order to ask him to be his second in his duel with Shvabrin, he finds the 
lieutenant stringing up mushrooms for this woman (VIII, 301).48 The motif of flying 
plays a small but significant role in the depiction of Pugachev’s unsuccessful challenge 
to the state’s power which, as we will see in the final part of this chapter, is prosaic and 
feminine.

When the rebel leader sets out to the fortress in Chapter Eleven with Grinev, the 
vehicle becomes an emblem of his captivating romantic nature and his masculine 
power. As Pugachev gives the go-ahead to his broad-shouldered driver standing in the 
kibitka, Grinev’s heart races and the vehicle starts to ‘fly’:

Mbi yceTiMCb. ,3  BeTioropcKyto KpenocTbl“ — CKasaji JlyraneB lUkipoKonjieHeMy 
TaTapMHy, cToq npaBfliyeMy tpomkok). Cepaue mob cMJibHo 3a6njiocb. JIoiuaflM 
TpOHyJIklCb, K0,710K071bHMK BarpeMBJI, KMÊMTKa no^BTBJia... (VIII, 351)

The driver of this flying vehicle is reminiscent of the charioteer in ‘K Litsiniiu. (S 
latinskogo)’. In this case, it is apparently the passenger who is the important, albeit 
fearsome, figure of authority. However, just as the vehicle starts its flight, we 
immediately hear the voice of SavePich, Grinev’s male ‘nanny’:

„Ctom! ctom !“ pasflaTicfl roTioc, cjihujkom mhb snaKOMbiM, — h a yBMZjeji 
Cà3ej\bma, 6e>KaBiijeix> hbm Ha BCTpeny. IlyraneB BBJie^n ocraHOBHTbCfl. (VIII,
351)

Upon this intervention the charged atmosphere evaporates. Pugachev is not really a 
figure of authority at all if he can be stopped by this inconsequential, asexual figure. 
SavePich symbolically stops the advance of the flying vehicle and brings it, so to 
speak, back to earth (in a parallel, jarring intervention, the sudden appearance of the 
Italian’s head roused Charskii from his poetic dream). This is a prosaic earth: SavePich 
has grounded the flying vehicle merely to tell Pugachev that he will never again ask for 
the return of the hare skin coat which Grinev donated to the rebel in Chapter Two.

47 Debreczeny, The Other Pushkin, p. 263.
48 Emerson, ‘Grinev’s Dream’, p. 66.
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When the passengers resume their journey, the vehicle again ‘flies’, but the image no 
longer suggests an exuberance or liveliness of spirit. During the journey itself 
Pugachev says to Grinev:

„y^Mua MOfi TecHa; bojim mhb waTio. PeÈflia mom yMHMMaroT. Ohm Bopw. Mhb 
aOJDKHO flBp>KaTb yxo BOCTPO; npM HBPBOM HByflBHB OHM CBOtO lUBM) BblKynflT 
MOBM r0710B0H)“. (VIII, 352)^9

As in Evgenii Onegin, the motif of the flying journey does not exemplify the 
passenger’s freedom but signifies a lack of will, a fateful advance to an unpleasant 
denouement. As the kibitka draws closer to the fortress, it ‘flies’ across the smooth 
winter road:

06a Mbi 3aMO,7IMa7IM, noipysficb Ka)KflblM B CBOM paSMblUĵ BHMA. TajapMH 
saTAHyji yHbiJiyw hbchh); CaBBTibMH, apBMJiA, KanasTicfi na o6jiyHKB. KMÔMTKa 
TiBTB^a no FTiagKOMy SMMHBMy nyjM... (VIII, 353)

There is a resonance here of ‘Telega zhizni’ [1823] in which the traveller’s enthusiasm 
in the morning gives way to an air of apprehension at noon and, by evening, a sense of 
sad resignation (II, 272). The description of Pugachev, who buries himself in his 
thoughts, also recalls the end of Pir vo vremia chumy, in which Walsingham is 
described sitting amongst the revellers, immersed in deep and melancholy thought (VII, 
184, 239).

During his conversation with Grinev en route, Pugachev had become suddenly 
‘inspired’. He is momentarily lifted from the prosaic surroundings by the recollection 
of a skazka which could serve as an analogy to justify his criminal conduct to Grinev:

„Cs7iyujaM“— cKBSBJi IlyraHBB c KaKMM-To flMKMM BfloxHOBBHMBM.— ,faccKa)Ky 
tb6b cKasKy, KOTopyro b pb6ahbctbb mhb paccKasbiBa^ia CTapaq KajiMbNKa. 
OflHa)Kflbi opBJi cnpaiuMBaTi y Bopona; CKa>KM, BopoH-niMua, othbpo sKMBBiub tw 
Ha 6B7IOM CBBTB TpMCTa J1BT, a BCBPO-Ha-BCB TOTIbKO TpMflUaTb TpM 
rofla?—OTTOrO, daiWUJKa, OTBBMâ  BMy BOpOH, HTO TbI nbBlUb )KMByK) KpOBb, a 
fl HMTaHJCb MBPJBBMMHOM. OpBJl HOgyMaTI: flaBaM HOHpOÔyBM M Mbi HMTaTbCfl 
TBM >KB. XopOUJO. IIOJIBTBJIM OpBJI flB BOpOH. BOT 3aBMflB,7IM naJiytO ^OLUagb; 
CnyCTMTIMCb M CBJIM. BopOH CTB̂TI KJIBBBTb, flB HOXBâ TIMBaTb. OpBJl KJltOHyJI pB3, 
K,7iK)Hyji apyroM, Maxny^ KpbwoM m CKa3â n bo pony; hbt 6paT BopoH; hbm 
TpMCTa 7IBT HMTaTbCfl naflajibH), ^ynujB pa3 nanMTbcq >kmbom KpoBbw, a TaM 
HTO 6or zjacT!—KaKOBa KajiMbina CKa3Ka?“

— 3aTBM7IMBa,—OTBBHaJl q BMy.—Ho )KMTb yÔMMCTBOM M pB36oBM 3HaHMT HO 
MHB KJlBBBTb MBpTBBMMHy.

JlynaHBB nOCMOTpBJI na mb ha C ygMBJIBHMBM M HMHBPO hb OTBBMaJI. (VIII, 
353)

49 Pushkin records Pugachev’s expression, ‘My street is narrow’, in Istoriia Pugacheva (IX, 27).
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In Istoriia Pugacheva Pugachev describes himself as a voronenok, ‘little raven’, a pun 
on the word vor, ‘thief’ (IX, 78). In the novel Pugachev tries to dissociate himself 
from this image of the pillaging thief-raven. In the kibitka he refers disparagingly to his 
men as thieves, vory (VIII, 352), the implication being that he is different. He therefore 
turns to the make-believe world of the skazka in order to legitimize his conduct, but 
identifies himself with the wrong bird in it. Grinev’s comment stops the inspired 
allegory as decisively as SavePich stopped the flying kibitka. Grinev strips the 
consequences of Pugachev’s crimes of any illusory, poetic gloss and returns him back 
to earth, where carrion is devoured.

In Istoriia Pugacheva Pushkin refers to some marks on Pugachev’s chest left by an 
illness known as chernaianemoch' (IX, 41). The rebel passed them off as military 
scars (IX, 109). In Kapitanskaia dochka the mark has metamorphosed into a tattoo of a 
double-headed eagle. Grinev hears about the tattoo from a Cossack in Chapter Eight:

A B 6 awe, cjibiujHO, noKasbiBaji uapcKMe c b o m  3HaKH Ha ip yaflx : na o a h o m  
zlByr^aBbiM opeji, bbtim hm hok) c  nfliaK, a Ha apyroM nepcona ero. (VIII, 329)

There is a parallel here with Pugachev, the rebel leader in the novel, who distances 
himself from the historical figure by refusing to accept the label of a thief-raven in 
favour of the folkloric eagle. Now this character transforms an ugly scar on his 
historical counterpart into the symbol of imperial power. In the first case the prosaic 
murderer tries unsuccessfully to become a romantic vagabond; in the second, the rebel 
tries to pass himself off as the ‘legitimate’ heir to the throne. In both cases, Pugachev 
tries to poeticize his historical, factual image.

Pugachev’s tattoo symbolizes his preposterous, even amusing, attempt to abandon 
the label of vorlvoronenok and represent himself as an eagle or a legitimate power. 
When he takes over the Belogorskii fortress the inhabitants can avoid death only if they 
acknowledge his claim to the throne -  in effect, that he is not a thief or raven, but an 
‘eagle’. Both the Captain and Ivan Ignatlch die because they call him a vor. The 
Captain says:

„Tbi MHB H e rocyaapb, Tbi B o p  m c a M O S B a n e u , CTibiuib Tbi!“ (VIII, 324)

Pugachev immediately orders his execution. Ivan Ignafich repeats his Captain’s words 
(VIII, 325) and receives the same punishment:
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T o ra a  npMBeTiki k  J T y ra M e e y  Mb a n a  M m aT bM M a. ,JlpM C firaM “ — C K a s a ji  e n y  
JTyraH BB — , f o c y a a p H )  n e r p y  4 > e o flo p o B H H y !“  — Tbi HaM hb r o c y a a p b ,  — 
O T B B ^ a a  MbaH M rH aTbH 4, n o B T o p q q  c a o B a  C B o e r o  K a n n ia H a .  — Tbi, flflflK>ujKa, 
B o p  M c a M O B B an e u ! — J ly r a n e B  M a x H y ^  o n a T b  n ^ aT K O M , m ao S p b iM  n opynM K  
noBMC n o f l j i e  C B o e r o  c i a p o r o  H anajibH M K a. (VIII, 325)

All traces of humour, which often motivate Pushkin’s direct and indirect use of the 
flying motif in the prose fiction, have disappeared here. Implicit in Pushkin’s 
description of this scene is the message that majestic eagles do not kill men in this way. 
Pugachev is a raven, a bird which, in Puteshestvie v Arzrum, Pushkin says is the 
symbol of death by execution (VIII, 463). He is a Bird Man who will himself be put to 
death for his pursuit not of Catherine, but of her symbol of power.

In his historical account of the rebellion Pushkin notes that Catherine considered 
travelling to the troubled region to take personal command of the army (IX, 69). As 
with Pugachev her portrayal is ‘poeticized’ in the novel; but -  and this is a fundamental 
distinction -  in contrast to the rebel she is not overtly stripped of her poetic aura. As so 
often in Pushkin’s work, this picture is achieved with elaborate irony. Debreczeny 
notes that Masha’s encounter with Catherine, who sits incognito in the gardens of 
Tsarskoe Selo, is a tongue-in-cheek denouement. It is often compared to Jeanie Dean’s 
meeting with Queen Caroline in Scott’s The Heart of Midlothian [1830].^® Emerson 
argues that the idyllic nature of the setting conforms to the portrayal of Catherine as a 
fairy god mother, the matushka-gosudarynia whom the Captain had invoked on the 
battlements of the fortress (VIII, 322).^ ̂  Commentators have also noted the perfect 
reproduction of a famous portrait by Borovikovskii in 1791 of Catherine in her 
depiction in this chapter. It is as if she has stepped out of the painting for her encounter 
with Masha.^2

The irony in this episode is so obvious that Pushkin does not need to strip Catherine 
of her poetic aura: we know that it is not real. When Masha enters the garden she 
immediately sees some swans on the lake, but then her gaze moves to the Kagul 
monument, erected to honour a Russian v ic to r y .xhe apparent idyll, represented by 
the poetic swan, is in fact a beautiful memorial to Russia’s might (itself represented, as 
we saw in Chapter Three, by the eagles which adorn some of the monuments):

Debreczeny, The Other Pushkin, p. 258.
Emerson, ‘Grinev’s Dream’, p. 74.
See Emerson, ‘Grinev’s Dream’, p. 75.
See Jakobson, ‘The Statue in Pu§kin’s Poetic Mythology’, p. 17.
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UlMpoKoe 03epo cw ajo HenoflBH)KHO. ITpocHyBiiJMecfl j ib êb a m  bb>kho  
BbinjibiBBJiM M3-nofl KycTOB, ocBHAWinMX 6eper, Mapbfl MfeaHOBHa noujTia OKoao 
npeKpacHoro m e  t o  Jib k o  h t o  nociaBJieH 6biJi naMJiTHMK b necTb
HejjaBHMx no6efl rpa$a JTejpa AjieKcaHflpoBMHa FyMflHueBa. Bapyr 6ejiafl 
coSaHKa aHrjiMMCKOM nopoflbi aajiasiJia m no6e>Kajia ePi HaBcrpe^y. Mapbfl 
MBaHOBHa Mcnyrajiacb m ocraHOBOBMJiacb. B 3iy  canyio MMHyiy pa3aaJica 
npMfiTHbiM )KeHCKMM rojioc; ,^e  GoMTBCb, OHa He yKycMT“. (VIII, 371)

But of course Catherine bites, as the subsequent description of Pugachev’s execution 
shows (his fate reinforcing the relationship between the raven and the notion of punitive 
death). When Masha contradicts her during their conversation, Catherine momentarily 
‘blazes’ (VIII, 372), ‘and thereby reveals the power beneath the genteel shell’. T h e  
image of the swan is just part of the idyllic veneer. This elegant and conventional 
symbol of poetry in fact lives in a prosaic, feminine world.

In Chapter Three we saw that only in 1833, in ‘Skazka o zolotom petushke’, did 
Pushkin allow himself to be identified with the swan. Three years later, in Kapitanskaia 
dochka, he hinted at the reason for his aversion. The swans are Catherine’s, in the 
same way that she, and not Pugachev, is the true proprietor of the symbol of the eagle. 
Her generals were therefore called her ‘eagles’ in poems such as ‘<Mordvinovu>’ 
[1826] (III, 46, 2) and ‘Pered grobnitseiu sviatoi’ [1831] (III, 267, 12). Tsarskoe Selo 
is also hers, a symbol of her glorious age.^^ The eagle and the swan are permanent 
features within it, part of her domain.^^ Derzhavin had reached this conclusion in 
‘Razvaliny’ [1797] when he described Catherine, in the guise of Venus, watching her 
swans as they raised their wings. In Kapitanskaia dochka Pushkin had at last followed 
Derzhavin’s example. Viewed in this light, the obvious joke in the encounter between 
Catherine and Masha suddenly does not seem so funny. As Jakobson notes, the novel 
is dated October 19 1836, the anniversary of the founding of the Lyceum at Tsarskoe 
Selo (VIII, 374).^'^ In this work, in the final year of his life, a chastened Pushkin 
makes a curious return to the home of his poetry, and does so, symbolically, in prose. 
He shows that the beautiful creatures on the lake are trapped for ever in prosaic, 
imperial Russia. It seems, in the final analysis, that Pushkin may have identified 
himself with the swans all along.

Bayley, Pushkin, p. 346.
Gasparov, ‘Encounter of Two Poets in the Desert’, p. 127.
See Crone, ‘Akhmatova and the Passing of the Swans’, p. 88. 
Jakobson, ‘The Statue in Pu§kin’s Poetic Mythology’, p. 17.
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Conclusion

iKney, nmuy He ajia noxBa î.
Evgenii Onegin (Two; XXXIX: 10)

There is, as I said in the Introduction, an overall, albeit loose, consistency in Pushkin’s 
use of the imagery of dreams and flying. The greatest beneficiary of his ‘conspiracy of 
words’, the complex figurative mass which comprises this imagery, is Pushkin -  at 
least in the poetry. The greatest losers are those male characters to whom he applies this 
language. For them Pushkin’s poetry and even his prose fiction are, on the whole, 
unfortunate environments in which to dream or fly. With few exceptions, the imagery 
reveals the men’s inadequacies: their lack of talent, their mortality, their impotence, 
their romantic and sexual failings. In stark contrast stands the brilliantly-lit figure of the 
poet, usually Pushkin. He uses these motifs to promote himself and other artists, even 
though they and their work are often the object of his mocking, affectionate gaze.

Of all Pushkin’s male characters, the one to be most pitied is Lenskii, the harmless 
lad whom Pushkin sacrifices in order to illustrate the enormously negative potential of 
these images. Edmund Wilson said that Onegin hates and kills the poet in Lenskii.^ But 
Lenskii is not a real (that is, talented) poet and it is ultimately Pushkin who allows him 
to be killed. Shaw said that the moral of the novel is to suggest the importance of being 
poetic.^ However, Lenskii is conventionally ‘poetic’ but, unfortunately for him, he is 
not a good poet and is therefore not entitled to receive immunity from the debilitating 
imagery of dreams and flying. Only after his death, when his corpse is being carried 
away in the sleigh, does Pushkin fleetingly express a degree of pity for this character, 
before shifting the focus of his attack onto his killer.

Pushkin’s accomplices in this conspiracy are his engaging, peripheral women who 
mesmerize their male audience just as effectively as the flying figure of Istomina dazzles 
the Petersburg crowd in Canto One of Evgenii Onegin. Later in the novel Pushkin says 
that he has read with terror Hell’s inscription above women’s brows:

1 Edmund Wilson, The Triple Thinkers: Twelve Essays on Literary Subjects, London, 1952, p. 35.
 ̂J.T. Shaw, ‘The Problem of Unity of Author-Narrator’s Stance in Pu§kin’s Evgeni] Onegin", RLJ, 

35, 1981, 120, pp. 25-42 (35).
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Hazj MX 6poBfiMM HaanMCb aaa; 
cVrasfr HaBcer̂ .
BHyujaTb 7iH)6oBb HMX 6 e a a ,  
IlyraTb JirozjeM hmx orpajja. 
BbiTb MO)KeT Ha 6perax Hbbm 
ITOflOÔHblX ZjaM BMaaTIM Bbl. 
(Three: XXII: 9-14)

The inscription could serve as a warning for Pushkin’s Bird Men, whose downfall is 
accomplished by the women’s willing participation. In this regard, and this is possibly 
an unexpected conclusion, Pushkin turns out to be a ‘feminist’ writer, in the sense that 
his women are strong -  not in the pure, moralistic fashion described by Dostoevskii in 
his famous speech, but in the way that they subjugate their male counterparts. On the 
other hand, Pushkin’s work can be viewed as reinforcing the woman’s subservient 
role, because all the conspirators ultimately serve him. He uses the imagery of dreams 
and flying to construct an elaborate series of relationships between himself and his 
female characters in which he is nearly always the dominant party.

We saw in Chapter Three that Pushkin stands at the apex, the very summit of his 
poetic world in ‘Skazka o zolotom petushke’, and does so as the virile golden cockerel. 
The strictures of the imperial censorship forced him to enlist words and images in his 
conspiracy to express his political views whilst hiding the real meaning behind the 
‘opaque drapery of political loyalty’ (to recall Lednicki’s expression). The ever-present 
scrutiny of the censor was responsible, indirectly, for the series of contiguous images 
in Pushkin’s work which he uses to declare his independence. In order to trace this 
strange symbolic system we are forced to open up the ‘doors’, to which Mirskii 
referred and which link the compartments of imagery. Following this route, it is 
possible to establish a connection of sorts between the flying figure of the hateful 
charioteer in ‘K Litsiniiu. (S latinskogo)’ and the cockerel in ‘Skazka o zolotom 
petushke’. Pushkin uses the motif of dreaming in his camouflaged political statements, 
but he finds it more productive to exploit the strand of imagery relating to flying, both 
to subvert figures of authority such as the charioteer and to restate his independence. 
This culminates in his metamorphosis into the guardian cockerel which delivers a fatal 
blow to the monarch’s temple. In ‘Vol'nost'. Oda’ Pushkin criticized the criminals who 
assassinated Paul. But in ‘Skazka o zolotom petushke’, seventeen years later, he 
carried out his own assassination of a monarch, albeit in the make-believe world of a 
skazka.

One of the sophisticated threads which runs through Pushkin’s work, both his 
poetry and prose fiction, and one which incorporates the figure of the cockerel, relates 
to the sort of bird images with which he is prepared to identify. In the poetry this 
polemic is frequently conducted in the vivacious language of a literary game. In Chapter 
One, I said that the eagle appears to ‘win’ in the contest with the swan. However, this
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victory is confined to the poetry. In the prose fiction the game eventually loses its 
appeal and its accompanying vivacity of expression. In Kapitanskaia dochka Pushkin 
shows that both the swan and the eagle are, in a sense, ‘losers’, because these poetic 
symbols belong to a larger, more powerful, prosaic world. In Evgenii Onegin Pushkin 
was right, therefore, to describe prose as the ‘new devil’ which will inhabit him (Three: 
XIII: 4). His odyssey in prose leads him back to Tsarskoe Selo which is not, after all, 
the home of poetry, but a beautiful repository of imperial power. It is, moreover, a 
world which is feminine since it is Catherine’s. In this regard, Pushkin again reinforces 
the dominance of the woman. Bayley says that in ‘la pamiatnik sebe vozdvig 
nerukotvomyi’ Pushkin successfully dissociates his monument from the ‘stone and 
marble’ of Derzhavin’s corresponding edifice, which celebrated at the same time the 
poet’s fame and that of his imperial mistress, Catherine.^ But only as a poet is Pushkin 
able to assert his independence from her influence or that of any other Russian 
monarch.

In the same spirit of defiance, in this lyric Pushkin scorns the praise of the non- 
poetic crowd, represented by the ‘fool’ (III, 424, 20). This is essentially the same 
person who, in Evgenii Onegin, is described pointing at Pushkin’s famed portrait and 
saying: ‘Now that was a poet!’ (Two: XL: 5-8). This ‘ignoramus’ represents the 
inhabitants of the vast, non-poetic world, those mortals who are not blessed with the 
poet’s winged dreams and are therefore disqualified from passing judgement on his 
work, and who include amongst their number, alas, Pushkin’s humble student.

 ̂ Bayley, Pushkin, pp. 303-04.
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Appendix A

Words Denoting an Actual Dream in Pushkin’s Poetry, 
Drama and Prose Fiction

Title Dreamer Language used Alternative Language

Lyric Poetry
‘MonaJdi’ [1813] Pankratii son (1, 13, 39)
‘Podrazhaniia Koranu ’ [ 1824] T prisnilis' {W, 316, 1)
‘Zhenikh’ [1825] Natasha son (11, 362, 109)
‘Na Ispaniiu rodnuiu’ [1835] Rodrik snoviden 'e (III, 386, 97)
‘Rodrig’ [1830-36] T son (111, 445, 1)

P o e  m y  and Dramatic Works
Ruslan i Liudmila [1817-20] Ruslan son (IV, 72, 76) greza (IV, 73, 500)
Gavriiliada [1821] Mariia son (IV, 122, 50)
Vadim [1821] 1. Vadim son (IV, 141, 74) grezy (IV, 142, 101)

Brat 'ia razboiniki [1821 -22]
2. Old man 
brother

son(lW , 142, 112) 
grezy (IV, 150, 202)

mechty (IV, 142, 101) 

prividen'ia (IV, 148,

Tsygany [1824] 1. Aleko son (IV, 191, 312)
119)
mechia (IV, 192, 332)

Boris Godunov [1824-25]
2. Aleko 
1. Grigorii

videne (IV, 198, 441) 
son (Vll, 18, 28)

snoviden 'ia (333) 

mechtan'e (Vll, 18, 51)

Evgenii Onegin (Canto V) [1826]

2. Pi men
3. Boris
4. Shepherd 
Tat iana

chudiatsia (Vll, 19, 68) 
snilos'{WU, 49, 145) 
son (VII, 70, 74) 
son (Five: XI: 1) snoviden 'e (Five:

Stseny iz rytsarskikh vremen 1. Berta son (Vll, 225, 10)
XXIV: 1)

[1835] 2. Klotirda son (VII, 225, 12)

Prose Fiction
‘Arap Petra Velikogo’ [ 1827] Ibragim snoviden'e {Will, 12)
‘MiateP’ [1830] Marla mechtaniia (VIII, 78) videniia (VIll, 78)
‘Grobovshchik’ [1830] Adriian no reference to a ‘dream’
‘Baryshnia-krest'ianka’ [1830] Aleksei son (VIll, 116)
Duhrovskii [1832-33] Marla videniia (VIll, 214)
Pikovaiadama [1833] 1. Germann prigrezilis'iW lll, 236)

Kapitanskaia dochka [1833-36]
2. Germann 
Grinev

son (VIII, 249) 
son (VllI, 288) mechtaniia (VIll, 289)

Notes

1. This list is not exhaustive. The table represents the most significant dreams which 
Pushkin describes in some detail. Therefore, Tatiana's recurrent and prophetic dreams 
{snoviden la) about Onegin, to which she briefly refers in her letter (Three: letter: 39- 
46), are not included in the table.
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2. There are also ‘visions’ (viden'ia) in ‘Videnie korolia’ (III, 338, 26), one of the 
Pesni zapadnykh slavian [1834], and ‘Zhil na svete rytsar" bednyi’ [1829] (III, 161, 
5), an adapted version of which appears in Stseny iz rytsarskikh vremen (VII, 238-39). 
Characters see supernatural visual phenomena, both characterized as lights, in Tanko 
Mamavich’, another of the Pesni zapadnykh slavian (III, 341, 51), and ‘Strannik’ 
[1835] (III, 393, 60). In addition, there is, on occasions, an element of uncertainty in 
distinguishing between a dream and the supernatural in Pushkin’s work, such as in 
Pikovaiadama.

3. Natasha’s description of her dream in ‘Zhenikh’ turns out to be a recollection of her 
actual experiences. Nevertheless, the language which she uses in her narrative is similar 
to that employed in the ‘ authentic ’ dreams. ̂

4. Pavel has a series of dreams about the Countess in ‘Uedinennyi domik na 
Vasil evskom’. In a letter to A. V. Golovnin in 1879, V.P. Titov [1807-91] claimed to 
have heard the story from Pushkin in 1828. Having shown his transcript to Pushkin 
who suggested some alterations, Titov published it in the almanac Severnye tsvety in 
1829 under the pseudonym Tit Kosmokratov.^

 ̂ See A.M. Kukulevich and L.M. Lotman, ‘Iz tvorcheskoi istorii ball ad y Pushkina “Zhenikh”’, 
PVPK, 6, 1941, pp. 72-91.
 ̂Tsiavlovskaia discusses this story in an article in the revised Jubilee edition of Pushkin’s work; T.G. 

Tsiavlovskaia, ‘“Vliublennyi bes” (Neosushchestvlennyi zamysel Pushkina)’, X V lll, pp. 601-635 
(612-14); this first appeared in PIM, 3, 1960, pp. 101-30.



182

Appendix B

Occurrences of son  ̂mechta^ mechtan 'ê  snoviden 'e and gre:^ 
in Pushkin’s lyric poetry by period

Total
Lyrics I

Lyric
II

Period
III IV V

son 161 78 15 13 19 36
mechta 108 48 6 20 8 26
mechtan 'e 40 24 3 3 5 5
snoviden 'e 14 10 2 — — 2
grgzy 6 1 1 3 1

Source: J.T. Shaw, Pushkin: A Concordance to the Poetry, 2 vols, Columbus, Ohio, 
1985.

Period I relates to the poetry written before Pushkin left the Lyceum (to mid 1817); 
period II to the Petersburg years (mid 1817 to May 1820); period III to the Southern 
exile (May 1820 to July 1824); period IV to the second exile (August 1824 to 
September 1826); period five to the post-exile years.
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Appendix C

Occurrences of son, mechta^ mechtan snoviden 'e and grezy 
in Pushkin’s Poetic and Dramatic Works

Category son mechta mechtan 'e snoviden 'e grezy

Lyric poetry 161 108 40 14 6
Evgenii Onegin 46 27 13 2
Ruslan i Liudmila 37 10 3 1 1
Boris Godunov 12 1 1
Kavkazskii plennik 10 6 1
Poltava 10 7 1 2
Bakhchisaraiskiifontan 9 1
Tsygany 9 1 1
Skazki 8 1 1
Gavriiliada 7 1
Vadim 4 1 1
Mednyi vsadnik 4 1
Brat 'ia razboiniki 2 3
Domik V Kolomne 2 1
GrafNulin 2 1
Andzhelo 1 2
Kamennyi gost ' 1
Pir VO vremia chumy 1
Skupoi rytsar ' 1
Tazit 1 1
Ezerskii 1
Rusalka 1

Total 328 169 60 19 15

Source: Shaw, Pushkin: A Concordance to the Poetry.
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Appendix D

Occurrences of son  ̂mechta^ mechtan 'ê  snoviden 'e and grezy 
in Pushkin’s Prose Fiction

Category son mechta mechtan 'e snoviden 'e grezy

Duhrovskii 1 1 1
Kapitanskaia dochka 
Pikovaiadama

1
4

1 1 1

‘Arap Petra Velikogo’
‘ Baryshnia-krest'ianka’ 
‘M arla Shoning’ 
‘Uchast' moia reshena...’

2
1
1
1

1

‘Egipetskie nochi’ 
‘MiateP’

1
1

Total 23 2 3 3 —

Source: Vinogradov, ed., Slovar' iazyka Pushkina v chetyrekh tomakh.
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