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FOREWORD

This book was successfully defended as my doctoral dissertation at the University
of Michigan in May 1996. | have made some minor revisions for its publication here.

1 would like to express my gratitude to Peter Rehder for accepting my dissertation
for publication in the Slavistische Beitrdge serics, and to Igor P. Smirnov for
recommending the manuscnipt for publication 1n this series.

Portions of this book have cither been published or arc in press in Russia as

articles, all in Russian. They are the following:

“3ameTkn 06 McTouHMKax nacrepHakoBckoro ‘Llomena’™ (Teaucn),
Hemouunuxosederue u xomnapamugHolt Memoo 8 2ymanumapHom 3Hanuu. Te3nucol

noknagon. (MockBa: POCCHMACKMA rOCYHApCTREHHBIN TYMAHUTAPHBIA YHUBEPCHUTET,
1996)

“3ameTku 0 Guonornueckom u aBTobnorpaduueckom y Iacrepraka”, Cedomuoie

Totnsnosckue umenus. Te3nchl ROKNAXOB M MarepHabl 1A obcyxaewnn (Mockea,
1996)

“Cruxorsopenne INTacrepHaka ‘BeHeuma’ v TpaaMuUMM HEMELIKOTO pOMAHTH3MA ,

Numepamypuoir mexcm: [IpoGaemvt u memodw uccnedosarius (Taepn: Toepckoin
roCyAapCTBEHHbIA YHRUBEpcUTeET, 1997)

“3ameTKH 00 HCTOMHHKAX CTUXOTBOpeHun Tacrepraxa ‘3epkano’™, leanoi-cedvmoir
Tonanosckuit cboprux (Mocksa, 1997)

I am grateful to Professor Rehder, and to the editors of these journals and

collections, for allowing the republication of these articles as a part of this book.
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NOTEONTHE TRANSLITERATION

For technical reasons, I was unable to produce the diacritics necessary in order to adhere to
the standard transliteration system uscd in American Slavic studies. 1 therefore
compromised and adopted something of a hybnd systemn. The system throughout the
dissertation follows the American standard for Slavic studies, with the excepticn of letters
requinng diacntics. For example, the sound rendered in the Library of Congress system as
“kh” is here rendered “x”. The sound spelled as *“ts™ in the Library of Congress system is
here rendered “c”. The nominative masculine adjectival ending is rendered “ij”, the
feminine “aja”, the neuter “oe”. The only exceptions from the American Slavic studies
standard are the transliterations of the letters “7h”, “ch”, *sh”, and “sheh™, without the
diacntic marks. All proper names, whether commonly known by a different spelling or

not, arc spclled using the transliteration system | have outhined here.

Karen Evans-Romaine - 9783954790807
x Downloaded from PubFactory at 01/10/2019 02:58:39AM
via free access
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CHAPTER ONE
PASTERNAK AND GERMAN ROMANTICISM

The question of Pasternak’s relationship to Romanticism as a movement and to
what he calls “romanticism” is such a thorny one that it has drawn a great deal of critical
attention. Pasternak’s statements about Romanticism are confusing and somewhat
contradictory. The confusion is made worse by Pasternak’s clear attachment to his
Romantic predecessors, an attachment he acknowledges only selectively, in a manner
which changes during the course of his literary career, together with his attitude toward
Romanticism and correspondingly his reception of texts from the Romantic cra.

The goal of this dissertation is to document Pasternak’s reception of literature from
threc periods within German Romanticism: the early Romanticism of the Jena School’s
greatest literary representative, Fnednch von Hardenberg, whose pseudonym was Novalis,
the “second-gencration” Romanticism of E. T. A. Hoffmann; and the end and eventual
rejection of German Romanticism, represented by Heinnch Heine. Analysis of Pastemak’s
reception of texts by these three wnters, using the methods of subtextual analysis
developed by Taranovsky, Ronen, and Smimov, reveals that a coherent, if complex,
understanding of Romanticism underlies the apparent contradictuons in his atutude toward
Romanticism.

Though he never mentions Novalis in his work, Pasternak frequently makes use of
subtexts from this Jena Circle wnter, both directly and indirectly— through quotations and
translations by his contemporanies. Much of Pasternak’s work reflects an aesthetic typical
of the early German Romantics.' In Oxrannajagramota, however, Pasternak rejects what

he considers the excesses of Romanticism; in his late correspondence he directs his

' On this topic see partcularly Victor Terras, “Bons Pasternak and Romantic Aesthetics™, Paperson
languageand Literature, Vol. 3, No. | (Winter 1967), 42-56. Pasternak’s relationship to Jena
Romantcism s discussed to a lesser extent by Guy de Mallac, *Pasternak’s Cntical-Esthetic Views™,
Russian [aterature Triquarterly, 6, 1973, 502-532, as well as in his Boris Pasternak: His Life and Art
(Norman, Oklahoma: Umversity of Oklahoma Press, 1981), 339-356.
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cnucism explicily toward Hoffmann. Y et Pastemak's image of Hoffmann is shaped by
Decadent-era exaggerauons of Hoffmann'’s portraits of the isolated artist: analysis of
several Pastemak texts reveals his use of paired subtexts from Hoffmann and the Polish
Decadent Przybyszewski. This distortion of Hoff mann is the Romanticism which
Pasternak rejects. Pasternak’s very rejection of Romanticism has a Romantic-era
precedent—in the late- or post-Romantic Heinnich Heine, whom Pasternak tends to quote
directly, without intermediary subtexts. Indeed, so much did Pasternak identify with
Heine's struggle against Romanucism that he quotes Heine extensively in his
autobiographical texts. Articies and translations by other writers and critics in the first two
decades of the twenticth century set Pasternak’s reception of these three writers in context.
They show that Pastermak’s dual conception of German Romanticism, with its positive
assessment of both poles of the Romantic era— the “classic” Jena Circle Romanticism and
the end of Romanticism in Heine—and its distorted image of the middle Romantic
Hoffmanman artst, 1s typical of Pasternak's cra.

Pasternak’s reception of German Romantic texts can be seen as a paradigm for his
atutude toward Romanticism as a whole. His contradictory attitude toward what he
descnbes as “romanticism™ reflects the compiexitics of the Romantic movement itself, as
well as the history of the movement's reception in Russia. Indeed, as critics have pornted
out, his very use of the term “realism™ has Romantic roots.? The intention of this study is
to point out subtexts from the three periods of the Romantic era mentioned above, witha
focus on the wnters mentoned, and through analysis of his reception of these subtexts to
show not only the nichness of his reception, which can take many different forms on a wide
vanety of themes, but. more significantly, the underlying consistency in Pasternak’s
complicated aesthetic system. His usc of the term “romantic™ is idiosyncrauc, but it has its

roots tn literary history.

2 Guy de Mallac, “Pasternak’s Criucal -Esthetic Views™, Boris Pasternak: His Life and Art.
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The choice of specifically German Romanticism is a logical one, if one takes into
consideration Pasternak’s biography. His Germanophile parents originally wanted 1o send
him to a parochial school and gymnasium in which all courses were taught in German.
They refrained {rom this only because entrance to the Moscow State University required a
gold medal from a state gymnasium. Entrance into the Moscow Fifth Gymnasium, in
which Pasternak did enroll at the age of ten, required knowledge of German and French.
In 1906 Pasternak’s family spent seven months in Berlin. There the young Pasternak
worked on his German and tned to adopt the Berlin dialect. He read German Romantic
literature, particularly Jean Paul Richter and E. T. A. Hoffmann. He wrote to his Moscow
friend Aleksandr Shtikh in German.' Some of his early sketches in prose from about 1910
contan bnef passages in German, as we will see in subsequent chapters. He devoted a
1911 essay to Heinrich von Kleist, portions of which will be examined in Chapter Two.*
Dunng this peniod, while he was studying philosophy at Moscow State University,
Pasternak attended meetings of the philosophical circle of the Germanophile literary group

Musagct in Moscow, visits which he descnbes 1n his second autobiographical essay, Ljudi

' E. Pasternak, Bors Pasternak. Materialy dlja biografii (Moscow: Sovetskij pisatel’, 1989), 40;
Chnstopher Bames. Boris Pasternak: A Literary Biography. Vol. |: 1890-1928 (Cambnidge New York:
Cambndge University Press. 1989), 32. Bames notes Pasternak’s age when he entered school as eleven.

* E. Pasternak, Boris Pasternak. Matenaly dlja biografii, 88-90;, Bamnes, Boris Pasternak: A Literary
Biography, 62-67, Barnes. “Some Background Notes on Pasternak’s Early Translations. and Two Notes by
Pasternak on Hans Sachs and Ben Jonson™, in Aspects of Russia 1850-1970: Poerry, Prose, and Public
Opinion, ed. William Hamson and Avnl Pyman (Letchworth: Avebury Publishing Co., 1984) 202; editors’
introducuon to Boris Pasternak und Deutschland. ed. Sergej Dorzwetler ct al (Kassel: Briider Gnmm-
Museum, 1992), 5-8. See also Aleksandr Pasternak, Vospominanija (Munich: Ferdinand Schoeningh,
1983), 191.

5 Boris Pasternak, Sobrame sochinenij v pjat tomax (Moscow: Xudozhestvennaja literatura, 1989-92), IV
675-682. Pasternak texts will be cited from this edition unless otherwise specified. On this essay sec E.
Pasternak. Boris Pasternak. Matenaly dlja biografii, 141-142; Barnes, Boris Pasternak: A Literary
Biography, 114, 150. On Musaget’s German oncntation, see also “Emilij Medtmer och Pasternak™, Boris
Pasternak och hans nd (Stockholm: Almqvist & Wiksell International, 1991), 67-68. Another influence 1o
Pasternak’s Germanophile lcamings was Sergej Durylin. On Durylin, and on Serdarda and Musaget, see
Heishman, Bons Pasternak: The Poet and His Politics, 39-60, M. A. Rashkovskaja, “Dve sud’by
(Pasternak 1 Durylin. K istoni vzaimeotnoshenij)”, “Byt’ znamenyitym nekrasivo”. Pasternakovskie
chtenya, V vpusk 1 (Moscow: Nasledic. 1992), 235-244.



Q0051908

i polozhenija.® During his university years, Pasternak was planming on writing a doctoral
dissertation on Leibniz.” In 1912 Pasternak spent the summer semester studyving
philosophy with Hermann Cohen and others from the neo-Kantian school at the University
in Marburg.® That semester, and his break with philosophy and tum towards a literary
career, are described at iength in Pasternak’s first autobiographical essay, Oxrannaja
gramota, and quite briefly in Ljudi i polozhenija.® After his graduation from Moscow State
University in philosophy in 1913, Pasternak continued full-time with his literary career.'’
A letter from July 1913 to his friend Konstantin Loks, which will be examined in Chapter
Three, shows his continuing and more serious interest in the work of E. T. A.
Hoffmann."' The first several vears of Pasternak’s literary career saw the impact of
Pasternak's frniendship with poet Sergej Bobrov, who was very interested in German
Romantic hiterature. Dunng the years of their closest personal and professional contact in
the literary circles Linka and then Centnifuga, from about 1910-19135, these circles,
sometimes at Bobrov's inuative, were engaged in projects to translate works from the

German Romantics and wnters influential to the Romantics, including Jakob Bohme and

® E. Pastenak. Boris Pasternak. Matenialv dija biografii, 148, Bames, Boris Pasternak: A Literary
Biographyv, 121, Fleishman. Boris Pasternak: The Poet and His Politics, 46-54  On Pastenak’s attendance
see also the memonrs of Andrej Bely), Mezhdu dvux revoljucy (1 erungrad: lzdatel stvo pisatelej v
Lemngrade, 1934), 383 Pasternak’s descnpuon can be found 1n Sobramie sochineny, 1V: 319

" E. Pasternak, Boris Pasternak. Matenialv dlja brografit, 149. On the | cibniz essay and its impact on
Pasternak’s subscquent wnung, sce | azar Fleishman, Bornis Pasternak: The Poet and His Politics
(Cambnidge, Massachusctts/[ondon: Harvard University Press, 1990). 37-38. Scrge) Dorzweiler has also
studied Pastemmak’s interest in Leibmiz: Scrgej Dorzwciler, “Boris Pastemak und Gottfried Withelm
Leibmz”, Pasternak-Studien. 1. Beutrage zum Internationalen Pasternak-Kongrefs 1991 in Marburg (Munich:
Verlag Otto Sagmer, 1993), 25-31;1dem. “*Bons Pasternak und dic deutsche Philosophic™, Boris Pasternak
und Dewtschland, 25-37. E. Pasternak and Fleishman point out that Pasternak ended up wnting his
graduauon thesis from Moscow State University not on Letbniz, but rather on Cohen. See E. Pasternak.
Boris Pasternak. Materialy dlja biografii, 179, and | azar Fleishman. *Nakanunc poezii: Marburg v zhizni i
v 'Oxrannoj gramote” Pasternaka™, Pasternak-Studien, 72.

® E. Pastcmak, Boris Pasternak. Materialy dlja biografii, 150-162, Bamnes, Boris Pasternak: A Literary
Biographv, 124-144; Fleishman, Boris Pasternak: The Poet and His Politics, 27-38. Sec also Feishman,
“Nakanune poezii”, Pasternak-Studien, 59-72.

? Pasternak. Sobrame sochinenyj, IV: 166-195, 323.

W E. Pasternak, Boris Pasternak: Materialv dija biografit, 179-182, Bamcs, Borts Pasternak: A Literary
Biography. 148-149; Fleishman, Boris Pasternak: The Poet and His Politics, 39-83.
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Novalis.'* More will be said on this subject below. Pasternak himself translated works of
Kleist, as well as Schiller and Goethe.'® In addition, Pasternak began but never completed
projects to translaic Jean Paul Richter’s Vorschule der Asthetik; he was also interested in
the aesthetic theories of Friednch Schiegel.'* To the end of his life Pasternak continued to
correspond in German with colleagues abroad, and to discuss German literature in his
correspondence.'® Thus Pasternak’s interest in German Romantic literature was profound
and lasted throughout his literary career, although it changed with the years. These
changes, and their reflection in his work, will be examined in subsequent chapters.

Critics have tumned their attention to Bons Pasternak's relationship with his
minctcenth-century Western European antecedents, and with his Russian literary ancestors,
since the very beginning of his literary career. This is not in the least surprising, as
Pasternak’s work reflects the extent to which he wntes by the principle of poetic “memory
about memory”, to quote Andrej Belyj. Junj Tynjanov, in one of the best known cntical
responses to Pasternak’s first successful book of verse, Sesfra moja chizn’, charactenizes
Pasternak by his “mission” to use mnetecnth-century material while standing firmty on

twenticth-century cultural ground. Tynjanov makes specific compansons of Pasternak’s

' E. Pastemnak, Boris Pasternak. Matenialy dlja biografii, 188. The letter is published in Bons Pastemnak.
“Pis'ma k Konstantinu Loksu”, publikacija E. B. 1 E. V. Pasternak, Minuvshee, 13 (Moscow/St.
Petersburg: Athencum: Feniks, 1993), 178.

'? Viadimir Markov, Russtan Futurism: A Historv (Berkcley/Los Angeles: University of Califormia Press.
1968), 232-233; E. Pastemnak, Boris Pasternak. Materialy dlja biografii, 178-195; Bames, Borns Pasternak:
A Literary Biographv, 109, 142, 153 Fleishman, Boris Pasternak: The Poet and His Politics, 54-80;
Sveuana Kazakova, “Tvorcheskajaistonja ob"edinemja ‘Centnfugi’ (Zametki o rannix poé¢ticheskix
vzaimosvjazjax B. Pasternaka, N. Aseevai S. Bobrova)”, Russian Literature, 27 (1990), 461, 471.

¥ G. fon Klejst. Sobrame sochineny v dvux tomax (Moscow, 1923). Fridnx Shiller, Marija Stjuart
(Moscow, 1960). Translations from Goethe. including Fauwst, Pant 1, arc in Pastcrnak, Sobrame sochineny,
[I: 360-526, 603-614. On the Kleist translatons, scc E. Pasternak. Boris Pasternak. Materialv dlja
biografii, 216-217, 343, Bames, Boris Pasternak: A Literary Biography. 176, 187, 273, 338; Ilcishman,
Bons Pasternak: The Poet and His Politics, 70-71, 74-75, 109.

" See Rima Salys, “*lzmentcl’naja edinica russkoj zhizni’: Pushkin in the Work of Boris Pasternak”,
Russian Literature, XTX. 1986, 351. | was informed of Pasternak’s Jean Paul translation project and of his
interest in the aesthetic theories of Friednch Schlegel by Evgem) Bonisovich Pasternak, in a letter to me
from 20 August 1992.

I See, for example, Renate Schweitzer, Freundschaft mit Boris Pasternak (Vienna: K. Desch, 1963).
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poetry o Verlaine and especially to the Russian Romantic poet Afanasij Fet.'® Osip
Mandel’shtam also draws a parallel between Pasternak and Fet in his response to Sestra
moja chizn', pointing out a line extending back to the nineteenth century Russian poet as
that of the “*znachitel 'noe patnarxal 'noc javienic russkoj poezii Feta”, which he connects to
Pasternak’s “velichestvennaja domashnjaja russkaja poezija™."’

Pasternak’s reception of German literature is discussed in the critical lhiterature
beginning {ive years after the publicauon of Sestra moja zhizn': In 1927, Abram Lezhnev
continucs the parallel with Fet discussed by cntics previously. He calls Pasternak a “poet
of the Fet and Tjutchev type and cven, if we go back a little further in time, of the German
Romantic type™. He makes a more specific, and politically loaded, comparison to the
Scrapion Brothers, whose love for art partitioned them off from the “true struggle of
mankind™.'®

In 1932, Trenin and Xardzhiev echo Tynjanov's statement about the close ties
between Pasternak and his literary predecessors. Unlike Tynjanov, they discuss him in the
context of the Futunst literary group Centnfuga. Trenin and Xardzhiev specifically
mention Novahs and Hoffmann in their assessment of the group's literary modcls.
According to these cnitics, the Centnifuga pocts (Bobrov, Pasternak, Aseev, Bozhidar) arc

distinguished from their Cubo-Futunst colleagues in not rejecting their cultural hentage and

1n writing theoretical articles oriented toward Andrej Belyj's Symbolist theones and even

' Junj Tymjanov, “Promezhutok™, in tus Arkhaistv 1 novatorv (1eningrad: Pnboj, 1929), 562-568. Before
Tynjanov, Ija Erenburg referred to Pasternak’s own clear references to German Romanuc wniters m Sestra
moya huzn’, saying that Pastemak was saved from Lenau’s sentimentality by Heine's irony. See Erenburg,
Portrety russkix poétov (Berlin, 1922; repnnted Mumch: Wilhelm Fink Verlag, 1972, ranslated in Davie
and Livingstone, ed., Pasternak: Modern Judgements (1 .ondon: Macmillan, 1969)).

I Osip Mandel shiam. “Bons Pastemak™, Rossya, 6 (February 1923), reprinted in 1928 together with his
carlier article on Pasternak, “Vulgata. Zamctki o poe2it”™, Russkoe 1skusstve, 2, 1923, 68-70. The
combined publication, enutled “Zametks o poézi”, was published in Mandel shtam”s collecuon of enucal
wntings, O poézu, in 1928, and first reprinted in Sobrante sochineniy v trex tomax, ed. G. P. Struve and B
A. Fihippov, Vol. 2 (Washington- New York: Interlanguage Laterary Association, 1971), 260-265; idem,
Sochinenut v dvux tomax (Moscow: Xudozhestvennaja literatura, 1990), Vol. I1.

'® A Lezhnev, "Bons Pasternak™, Krasnajanov', 8, 1926, 205-219. Repnnted in A Lezhnev,
Sovremenmki (Moscow: Sovcetsky) pisatel’, 1927), 32-54.
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toward the Romantic theornists Novalis and Hoffmann (whom the authors group
together)."’

Not for another thirty years 1s the issue of Pastcmnak’s relationship to German
Romanucism raised again tn citicism. Only one article appeanng in the 1930s, in the
Soviet journal Zvezda, discusses Pasternak’s relationship to Rilke; that significant literary
relationship is also not disucssed for another thirty years afterwards.?® Robert Payne
writes of Pasternak’s debt to Kleist’s “Die Marquise von O in his early story “Apellesova
cherta™, Payne also notes Pasternak’s enjoyment of German philosophy and literature in
general, including his reading of Kant and Hegel, his enjovyment of the poet Richard
Dechmcl, his fascination with Wagner and antupathy toward Nietzsche, and his profound
admiration of Rilke.?'

In a collection of articles on Pasternak published in Munich in 1962, there are a
numbcr of articles on Pasternak’s ties to German Romantic and neo-Romantic literature, to
Rilke, and to philosophy (pnmanly German). This collection initiates the second wave of a
discussion which had lapsed for three decades, duning the peniod of insignificant and
unscholarly cnticism 1n the Soviet Umon dunng the Stalin era and dunng the decades of
virtual ignorance about Pasternak’s work among Western scholars. An anticle in this 1962
collection by Viktor Frank relates Pasternak's faith 1n art to the aesthetics of German
Romanticism, and ulumately to Plato. Frank discusses a Pasternak poem from his third
book of verse, Temv i variacii, published in 1923: this poem, *Kosyx kartin, letjashchix
livmja”, and specifically the stanza beginning “No veshchi rvut s sebja lichinu™, 1s

interpreted by Frank as an “overcoming of Kant”, an expression of the poet’s ability to get

¥\ V. Trenin and N. L. Xardzhiev, “OQ Borise Pasternake™, in Boris Pasternak. Essays, cd. Nils Ake
Nilsson (Stockholm: Almgwvist & Wiksell Interationat, 1976), 11
® R. Miller-Budnickaja, O filosofii iskussiva B. Pasternaka i R. M. Rit’ke™, Zvezda. 5. 1932, 160-168.

3 Robert Payne, The Three Worlds of Boris Pasternak (New York: 1.ongmans, Green & Co., 1961), 51-52,
91.
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to the essence of things in themselves.?? Indeed, this passage is key to Pasternak’s
perception of German Idealism, and of the philosophy of Husserl, the latier of which is not
discussed until Fleishman’s 1977 study.?® In the same 1962 coliection, Fedor Stepun, the
leader of the Musaget philosophical circle, analyzes Pasternak's acsthetic system from the
point of view of Pasternak’s (and his own) nco-Kantian studies. He sces Pasternak’s
“obraz cheloveka™ as denved from Kant’s transcendental subject, Fichte's absolute 1, and
Hegel's absolute spirit. Even closer to the theme of Pasternak’s Romantic roots, Stepun
finds the source for Pasternak’s notion of the independence of language in Humboldt,
Holderlin, and Novalis, adding that Russtan Symbolist and fellow participant in the
Musaget circle Vjacheslav [vanov translated Novalis's Hvmnen an die Nacht. Stepun adds
that Pasternak. unlike his Symbolist predecessors, was never “torn away from reality”, as
were some of the Western Romanties. This statement, though put in quite general terms, is
significant m cstablishing both that indeed. Pasternak’s reception of Jena Romanticism was
influenced by and yet quite different from that of the Russian Symbolists, and that the
Russian perception of Jena Romanticism at the turn of the century was clearly associated
with late- and post-Romantic clichés of carly Romantic Schwdrmerei.*

The tirst study devoted enuirely to Pasternak’s literary ties with carly German
Romanticism was published by Victor Termas in 1967. He classified Pasternak,
typologically and histonically, as a Romantic and pointed out that the roots for several
tmportant aspects of Pasternak’s aesthetics lay in the philosophy and acsthetics of
Schelling, Schlegel, and parucuiarly Novalis. The points in common discussed by Terras
include Pasternak’s “pantheism™ (a term also used by Stepun); his cosmic view of the

umverse; his admirauon for “details™ as connected to cach other and to the universe as a

V. 8. Frank. “Vodjano) znak (Potticheskoe mirovozzrenic Pasternaka)” in Shornik state;.
posvjashchennvx nvorchestvu B, L. Pasternaka (Munich: Institut fisr die Frforschung der UdSSR, 1962).
240-252. Repninted in Literaturnoe obozrenie, 2. 1990, 72-76.

=1 azar Fleishman, “K xaratenisuke ranncgo Pasternaka”, in his Stat'1 o Pasternake (Bremen: K-Presse,
1977), +-61.
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whole; his idea that nature and art are one, denved from the same source (sila, or Kraft);
the notion of love as the fundamental power of the universe; the notuon of art “drawing out”
or “sceing” (“herausholen”, “heraussehen”) from nature; the notion of ostranenie
(Verfremdung, or in Romantic terms, “romantisieren”); and the idea of the connection
between poetry and music. Terras indicates various sources for Pasternak’s aesthetics in
the writings of these threc Romantics.”® He has clearly laid the groundwork for more
detailed analysis of Pasternak’s reception of Romantic aesthetics in his excellent study. His
article nevertheless leaves room for more detailed analysis of Pasternak’s reception of
Novalis in terms of networks of subtexts and secondary reception. At the end of his article
he notes that he has not attempted to place Pasternak’s interest in Jena School aesthetics in
its histonical context, to show precisely why Pasternak would turn at the beginning of the
twenticth century to what is o Terras essentially a Schellingian aesthetic system.
Morcover, Terras’s study does not discuss in detail the techniques of Pasternak’s use of
texts from early Romanticism, nor how his use of Romantic subtexts fits into the
{framework of his reception of twentieth-century aesthetics and philosophy. Pasternak’s
reccption of Romantic aesthetics was clearly not direct; it was, rather, blended with other
literary “influences™ and can be seen as part of a complex system.

Some years later, Bodo Zelinsky follows along the lines of Terras’s study, noting

parallels between Pasternak's aesthetics and the poetic world view of Schelling and the

* Fedor Stepun, “Bons Pasternak™, Novvj thurnal, 56 (1959), 187-206. Reprinted in Sbornik statej,
posvjashchennyx tvorchestvu B. L. Pasternaka, 45-59; and in Literaturnoe obozrenie, 2, 1990, 65-71.

3 Victor Terras. "Boris Pasternak and Romantic Aesthetics™. Angela Livingstone made brief reference to
Friedrich Schlegel in reference to Pasternak in 1964, noting that Pasternak frequently echoes Schlegel’s
view that “Die Poesie stellt immer sich selbst dar.™ See Livingstone, “Pasternak’s Early Prose™, AUMLA.
Journal of the Australasian Universities' Language and Literature Association, 22, 1964, 255. Terras also
discusses Pasternak’s reception of Fet in his Romantc poetics. On Pasternak and Fet, see also V. Ja.
Buxshtab. *'l inka Pasternaka”, Literaturnoe obozreme, Vol. 46 (1987), No. 9, 106-112; Peter Alberg
Jensen “Boris Pasternak’s *Opredelenic potzii™™, in Text and Context. Essays to Honor Nils Ake Nilsson
(Stockholm: Almqyvist & Wiksell Internauonal, 1987), 96-110; V. S. Baevskij, “Lirika Pasternak v
1stonko-kul tumom kontekste™, Izvestiza Akademit Nauk SSSR. Serija hteratury i jazyka, Vol. 47 (1988),
No. 2, 130-141; idem, Pasternak—lirik. Osnovy poéticheskoj sistemv (Smolensk: Trast-Imakom, 1993).
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carly German Romantics. Points in common include their concepts of the music of nature,
the idenuty of pocetry and nature, and the Romantic notion of “Poesie der Poesie™.

Vladimir Markov, for the first ume in the cnitical literature on Pasternak, discusses
the cultural context for Pasternak’s reception of German Romanticism. In his 1968 study
of the Russian Futunst movement, Markov shows the significance of Serge) Bobrov and
the hiterary interests of the groups Sedarda, Musaget, Linka, and Centrifuga for
Pasternak’s development as a poet. Markov charactenzes Bobrov, the organizer and
driving force behind Linka and subsequently Centnfuga, as a poet of little spontaneity but
stunning cruditton, whose models come from a tremendous number of Russian and
Western European poets, including Novalis and Hoffmann. Markov brings to light Linka
projects to translate, among others, Jakob Bohme and Novalis, as | mentioned earlier in the
context of Pasternak’s literary biography. Pasternak’s colleague Petnikov did. in fact,
translatec Novalis’s Fragmente, and published them from his own publishing house,
“Liren’™, in 1914.27 As the focus of Markov's study of Centrifuga and its predecessors is
histoncal, rather than analytical, he does not discuss specific manifestations of Novalis's or
other German Romantic influence on Pasternak and his Futunst colleagues. Nevertheless,
his study sheds light on the context of Pasternak’s reception of this matenal.

Renate Donng points out a number of interesting aspects of Pasternak’s relationship
to German [dealism and Romanticism 1n her analysis of his “middle period™ verse. She
secs the impact of Schelling in Pasternak’s notion of the relationship between the reflection
and the reflected. Pasternak’s view of the image as involving the unity of appearance and
meamng corresponds, she argucs, with Schelling’s definition of the reflection as just as

concrete as that which is reflected, the umty of the ideal and the real. Further

correspondences to Schelling which she notes include the identity of the poet with nature,

* Bodo Zelinsky, “Sclbstdefinition der Poesie ber Pastemnak™, Zeischrift flir slavische Philologie, Band 38,
Heft 2, 1975, 268-278: 1dem, “Defimton der Poesie ber Pasternak™, Zevschrift fiir slavische Philologie,
Band 37, Heft 2, 1974, 275-290.

T Viadmur Markov, Russtan Futurism, chapter on Centnfuga.
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in which the poet can act as 2 medium between nature and the verbal expression of that
which is visible; nature becomes man’s alter ego, his sister. Donng sees Leibniz and
Hegel’s Naturlehre as sources for Pasternak’s much discussed concept of “forc;:".. sila,
which unifies the specific with the general. In addition, Doring draws a parallel between
the sca and sailing metaphors in Pasternak’s poem “Vse nakloneniia i zalogi” and the motif
of poet as wanderer in Novalis. She also notes the correspondence between Pasternak’s
concept of Romanticism and nineteenth-century German literary theory, which defined it in
contrast to Classicism — this despite, as Donng points out, Pasternak's statement in a letter
to Renate Schweitzer that he did not have the particular school in mind in defining
Romanucism.*®

The first full-scale work devoted to Pasternak’s German literary tics was a 1973
dissertation, Enka Freiberger Sheikholeslami’s Der deutsche Einfluss im Werke von Boris
Pasternak.*® Sheikholeslami discusses what she perceives as the main German influences
on Pasternak: the philosophical influence of the Marburg School, and the literary
influences of Rilke, Heine, Kleist, and Goethe. [ will touch on Sheikholeslami’s writings
on the Marburg School and Rilke in subscquent sections of the literature review. In her
section on Kleist, she discusses biographical parallels between Pasternak and Kleist,
including moves away from music and philosophy towards literature; the role of
corncidence and the unbelicvable as more than a structural device 1n the works of both
wnlters; the indivisibility of form and content in the works of both; their common
movement toward rcalism, which Pasternak calls “realism as tonality” in his essay on
Kleist; and the common use in both wnters® works of leitmotivic, musically influenced

structures. She illustrates this last point through a companson of Kleist's “Die heilige

* Renate Doning, Die Lyrtk Pasternaks in den Jahren 1928-1934 (Munich: Otto Sagner [Slavistische
Beitrage, Band 64), 1973), 73, 87.

* lirika Freiberger Sheikholeslami, Der deutsche Einfluss im Werke von Boris Pasternak (Dissertauon,
Umiversity of Pennsylvama, 1973). Freiberger Sheikholeslami's dissertation is summarnized in her arucle
*Bons Pasternak und dic deutsche 1 ateratur™, Boris Pasternak und Deutschland, 39-36. Fliot Mossman has

!
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Cicilic oder dic Gewalt der Musik™ and Pasternak’s carly “Istonja odnoj kontroktavy”,
pointing out as well the common motif of the destructive power of music. Most convincing
in her analvsis 1s her close examination of language and syntactic structures of the two
storics: she effectively demonstrates the degree to which Kleist was a model to Pasternak
as a young prose writer, as other cntics have shown Rilke to be a model to Pasternak in his
carly efforts to wnte verse. Portions of Pasternak’s prose in the “Suboctave Story”, she
writes, read practically like a parody of Kleistian breadth and density in narrative prose.
Finally, Sheikholeslami points out in gencral terms the ideological importance of Kleist's
play Prinz Friedrich von Homburg for Pasternak as a statement on the difficultics of a free-
thinking individual in a hostile and inflexible world. She also draws an interesting parallel
between Antipov-Strel'nikov in Pasternak’s Doktor Zhivago and Klcist’s Michael
Kohthaas as avengers and victims to an idea.

In her study of Pasternak and Heine, Sheikholeslami concentrates on Pasternak’s
1915 story “Apellcsova cherta”™, whose main character is named Heine. She sces
“Florentinische Nachte™ as a model, and correctly so; indeed, the Heine story is significant
not only for Pasternak’s prose of the peniod. [n addition, Sheikholeslami makes gencral
obscrvations about the nature of Heine's influence on Pasternak. Common motifs and
themes which she detects include the pereeption of the creative act as a game behind which
the artist can hide his true sclf; the more general 1dca of life as theatre. which, as she points
out, has a long tradition in the history of literature; the creation of a surrogate persona and
the 1ronic self-portrait of the poet: and the theme of banality and triviality. On the formal
plane, Sheikholeslami notes Heine's influence on Pasternak in the development of new
pocuc forms; however, she does not elaborate on this point. The textual examples in her
study arc generally imited to “Apellesova cherta” and the Pasternak poem “Mein Licbchen,

was willst du noch mehr?” from Sestra moja zhizn’, which quotes Heine's “Du hast

also wnitten of the presence of “Florenumsche Nachte™ in Pastemak’s story “Apellesova cherta™. See
Mossman, “Pasternak’s Short Ficuon”, Russian Literature Triguarterlv, 2, Winter 1972, 279-302.
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Diamanten und Perlen™.*® Sheikholestami’s study makes a number of important points, but
does not document specific instances of textual correspondence other than those discussed
herc. The topic is tremendously rich and warrants further study.

Sheikholesiami sees Goethe as the primary source for Pasternak’s aesthetic system.
She contends that Pasternak’s concept of a balance between man, nature, and history as a
means of healing twentieth-century ills derives from Goethe’s immersion of man in nature
and his concept of man’s healing through nature. As an illustration of the impact of Goethe
on Pasternak she compares Varvkino in Pastermak’s Doktor Zhivago to a Goethean
Arcadia. She wnites as well that Pastemak's concept of force, sila, set forth in his first
autobiographical essay, Oxrannajagramoia, derives from Natorp’s concept of substance
and ultimately from Goethe’s concept of “Dauer im Wechsel”.?'

Olga Racvsky Hughes expands on points {irst made in 1967 by Terras on
Pasternak’s underlying links with Romanticism. She points out correctly that when
Pasternak distances himself in Oxrannaja gramota from the Symbolist world view, denved
from that of the German Romantics, he is actually revealing the genealogy of his own

poctics. In using the term “realism”, she argues, Pasternak is recalling Blok’s 1919 essay

“Oromantizme™.*?

A number of critics discussed Pasternak’s Romantc geneaology at the 1975 Cénsy-
la-Salle conference on Pasternak. Among them were Peter France, who pointed out

affimues in Pasternak with the English Romantics Shelley, Keats, and particularly

% [nd.. 130-155.

3 Ihid., chapter on Goethe. Other studies on Pasternak’s reception of Goethe, which T will not discuss in
detail here, include Victor Terras. ™ Im Walde™: Goethe und Bons Pastemak™, Die Welt der Slaven, Vol. 16
(1971), No. 3, 283-288. Lev Kopelev, “Faustovski) mir Bonisa Pasternaka™, in Boris Pasternak 1890-1960.
Collogue de Cérisy-la-Salle. ed. M. Aucouturier (Pans: Revue des Fuudes Slaves. 1979), 491.514, V. S.
Baevskij. **Faust’ Gete v perevode Pasternaka™, Izvestija Akademu Nauk SSSR. Seryja literatury i jazyka.
Vol. 49 (1990). No. 4, 341-352; Angela Livingstone, “Pasternak and Faust”, Forum for Modern Language
Studies, Vol. XXVI, No. 4 (October 1990), 353-369, 1dem, “*Fausta li, Gamleta li': Faustovskic mouvy v
ranm X stixotvoremjax Pasternaka”, Pasternak-Studien, 91-96. Terras notes subtexts from Die leiden des

ungen Werthers in Pasternak’s poem "V lesu™;, Baevskij, besides studying the Faust translation, notes that
Pasternak quotes Lenau, Heine, and Hoffmann among numerous others in his verse.
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Wordsworth.>* Guy de Mallac argues that Pasternak s aesthetics derive to some degree
from Henn Bergson; he points out as well that Pastemak’s views on the independence of
language derive from the ideas of Herder, Humboldt, Friedrich Schilegel, and Hegel.** He
claborates on this both 1n his 1974 article on Pasternak’s critical-aesthetic views and in his
1981 biography of Pasternak, poinung out Novalis’s “Monolog” as a source for
Pasternak’s idea of language as self-absorbed and independent.>* Mallac’s 1974 article
also discusses the literary tradition behind some of Pasternak’s seemingly idiosyncratic
views, such as his concept of truth and lies in poetry, which will be discussed in Chapter
Two of this study.

Elisabeta Noldeke continues Shetkholeslami's work on the theme of Pasternak and
Kleist, as part of her general study of Pasternak’s relationship to German literature and
culture. Noldcke discusses formal similanties in the prose style of Pasternak and Kleist
and the fundamental role of coincidence in the works of both writers. She adds that both
writers use the techmque of reference to an unspecified source (“Govorjat...” in
Pasternak’s “Istonja odnoj kontroktavy™, and *Man crzahlte...” in Kleist). She also
discusses Pasternak's translations, including those of Kleist.*®

Bons Paramonov continucs the discussion of Pasternak’s Romantic roots, asserting
that 1t 1s misleading to view Pasternak’s acsthetics within the rubnic of neo-Kantanism, as
Pasternak rejected Cohen and the Marburg School when he turned to literature as a carcer,
though, as he points out, there are still distinct traces of his philosophical education in his

poetry. Paramonov asserts, like other cnitics, that Pasternak’s term “realism” is

2 Olga Raevsky Hughes, The Lyric World of Boris Pasternak (Pninceton: Princeton University Press,
1974).

¥ Peter France. "Pasternak et le romantisme™, Boris Pasternak 1890-1960. Colloque de Cérisy-la-Salle, 83-
92. Sce also Peter France. “*Pasternak and the English Romanties”™, Forum for Modern anguage Studies,
Vol. XXVI, No. 4 (October 1990), 315-325.

* Guy de Mallac, “Esteticheskic vozzrenija Pastemaka™, Borts Pasternak 1890-1960. Colloque de Cérisy-la-
Salle, 63-81.

¥ Guy de Mallac, “Pastemak’s Crical-Esthetic Views™; idem, Borts Pasternak. His Life and Art, 353.

* Elisabeta Noldeke, Boris Leonidovich Pasternak und seine Beziehungen zur deutschen Kultur
{Mssertauon, Umiversity of Tiibingen. 1985).



00051905

15

misieading, and that the Romanticism which influenced Pasternak was what Paramonov
calls “real”™, or Jena, Romanticism. Like Terras, he points out the closeness of Pasternak’s
aesthetic statements to Schelling, as, for example, in his “Neskol ko polozhenij”. He
mentions the closeness of Pasternak to Novalis as well in their views of the power of
language to reflect nature and the companson of life to a work of literature. Paramonov's
points are excellent ones; however, he does not make any detailed analyses of textual
examples showing Pasternak’s reception of Jena aesthetics.*’

Didsa di Simplicio notes German Romantic sources, as well as Rilke, in Pasternak’s
cffort to reshape his vaiues during his painful Marburg period. In particular, di Simplicio
notes the importance of Hoffmann's insane artists with tragic fates in the development of
Pasternak’s image of the artistic genius. The Kiinstlerdrama, di Simplicio notes, is one of
the main motifs in Pasternak’s art from carly sketches 1o Doktor Zhivago. The deaths of
these artists shift from self-destruction in his early work to martyrdom, atready evidentin
the Chnist-like hero of “Marburg”. Di Simplicio secs models as well in later German
literature: Gottfned Keller, Hauptmann, Kramer, Rilke. The Marburg period in di
Simplicio’s assessment gives nsc o German-influenced oppositions: genius and
mediocnty, genius and the common man, genius and woman'’s fate.>® We will explore the
first of thesc oppositions in reference to Pasternak’s reception of Hoffmann in Chapter
Three.

Beginning mainly with the studies of Lazar Fleishman in the mid-1970s, and
parucularly since the 1980s, Pasternak cniticism has begun to tum away from general
discussion of influence and toward more specific documentation of Pasternak’s reception

of German Romantic and other literatures, namely, toward the identification of subtexts in

" Bonis Paramonov, “Pasternak protiv romantizma. K ponimaniju problemy™, in Norwich Symposia on
Russian Literature and Culture, Volume [. Boris Pasternak 1890- 1990, ed. Lev Loseff. (Northfield. VT:
Russian School of Norwich University, 1991), 11-25.

‘¥ D4sa Silhankova di Simplicio, “Genij i drugie. K genealogii ponjatija tvorcheskoj lichnosti u
Pasternaka™, Pasternak-Studien, 147-153. See also Peter Alberg Jensen, who mentions bricfly the
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Pasternak from various sources.” Anna Ljunngren looks not at carly German
Romanticism, but at Hoffmann as a source for the very carly Pasternak in his prose drafts.
She points out a subtext from Hoffmann’s “Ritter Gluck™ in one of Pasternak’s fragments
on Reliquimini.*® T will discuss Ljunngren’s work in more detail in Chapter Three.

Junj Lotman shows Pasternak’s Futunst techniques of fragmentation and
mctonymy for the subversion of a Romantic Heine subtext, “Ich stand in dunkeln
Trdaumen”, in his brilliant analysis of Pasternak’s poem “Zamestitel'nica”. To a great
degree, Lotman’s study lays the groundwork for future scholarship on the analysis of
Pasternak texts.*!

I. P. Smurmov analyses Pasternak’s usc of subtexts from Nietzsche, Heine, and
Rilke in his groundbreaking study of intertextuality in the work of Pasternak. He examines
Pastermak’s use of Heine's “Ich hab im Traum geweinet” in his poems “Son™ and
“Avgust”. Pasternak perceives the poem together with two Blok poems, according to
Smimov’s analysis; Smimov shows that Pasternak reacts to precisely those aspects of the
Heine subtexts to which Blok does not react.*?

Alcksandr Zhotkovskij notes related Heine and Lermontov subtexts to Pasternak’s

late poem *Veter™ on the theme of the nearby pine and drecams of a faraway palm.*

importance of Hoffmann, Tieck, and Jean Paul to Pastcrnak’s carly prose. Jensen, “Fn digter pa jegt efter
sit iv — Bonis Pasternak og prosacn™, Boris Pasternak och hans nd, 31-54.

* For our purposes here. Fleishman's most significant statement on Pasiernak and Jena Romanueism 1s his
note that Pasternak’s menuon of Hegel as the one who called pocts backwards prophets was a (conscious or
unconscious} metonymic substitution for Schiegel, who made this statement in hus fragments. Sce 1 .azar
HMeishman. K xaraktensuke riannego Pastemaka™, Stat'i 0 Pasternake, 43, The Schlegel fragment in
quesuon 1s from Athendums-Fragmente, #34. Sece Friednch Schiegel, Kritische Schriften (Munich Car
Hanser Verag, 1964).

* Anna | junngren. Juvemlia B. Pasternaka. 6 fragmentov o Relikvinum (Dissertauon. University of
Stockholm, 1984), 76, 124-126.

* Ju. M. Lotman. “Analiz dvux stixotvorenij”, Tret’ja letnjaja shkola po viorichnym modelirujushchim
sistemam. Tezisy (Tartu: Uchenye zapiski Tartuskogo gosudarstvennogo universiteta, 1968), 210-223.
*1gor’ P. Smumov, Porozhdenie interteksta. Elementy intertekstual ‘nogo analiza s prnimeramu iz
tvorchestva B. L. Pasternaka (Vicnna: Wiener Slawistuscher Almanach. Sonderband 17), 1985. 123-129.

# Aleksandr Zholkovskij. "1 jubovnaja lodka. uprjazh® dlja Pegasa i1 poxoronnaja kolybel naja (Tri
suxotvoremja tn penoda Pastermaka)”™, in lus Mir avtora 1 struktura teksta. Stat'1 o russkoy literature
(Tenatly, New Jersey: Firmutazh, 1986).
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V. S. Baevskij notes a Holderlin poem on the theme of Diouma as a subtext to
Pasternak’s 1931 “Leto™ to explain the theme of the tragic resolved in poetry, which is
missing in the Plato source. He finds a subtext to Pastemak’s poem *“Ottepeljami iz
magazinov” in a poem by C. F. Meyer, “Fimelicht”. Like Terras and de Mallac, Baevski)
points out Pasternak’s paradoxical relationship to Romanticism, his rejection of the term
while following the Romantic tradition in his aesthetics. Baevskij, however, concentrates
more on subtexts in specific texts than did the other two scholars. He asserts generally,
without elaborating, that Pasternak rejects direct imitation of Romantic poetics and
stylistics, while assimilating the spirit of innovation among the great Romantics.**

In another thorough analysis of intertextuality in the work of Pasternak, Erika
Greber finds subtexts to Pasternak’s carly prose from a tremendous variety of sources.
Like Smirnov, she finds subtexts in Pasternak from Nietzsche, aptly pointing out that the
Nietzschean conception of Romanticism stems essentially from late German Romanticism
and the French Romanticism of Hugo, as well as from Wagner. She compares Pasternak’s
conception of Romanticism to Nietzsche's only in as [ar as both are idiosyncrauc and
ahistoncal. Although Novalis, Hoffmann, and Heine are not the focus of her study,
Grceber refers o their work. Greber mentions Novalis merely in passing as one of the
German Romantics whose theones of androgyny and whose extensive use of the literary
fragment left a trace on Pasternak's work in the realms both of content and form.* She

mentions Hoffmann as an intertextual signal for the theme of the improvisor (from such

V. S. Baevskij. “Lirika Pasternaka v istoriko-kul’ tumom kontekste”, Izvestija Akademu Nauk SSSR.
Serya literatury i jagvka, Vol. 47 (1988), No. 3, 130-141; idem, Boris Pasternak—lirik. Osnovy
poéticheskoj sistenty.

43 Erika Greber, Intertextualitir und Interpretierbarkeit des Texts. Zur friihen Prosa Boris Pasternaks
(Munich: Wilhelm Fink Verlag, 1989), 53, 247. A portion of Greber's dissertation, on which the 1989
book is based, is summarized in her articic “Boris Pasternak’s Prose Fragment ‘T glavy 1z povesu’. The
Armrangement of a Philosophical-Musical Subtext”, Studia Filologyczne, Zeszyt 31/12. Filologia Rosyjska.
Poétika Pasternaka (Bydgoszcz: Wydawnictwo Uczelniane wsp w Bydgoszcze, 1990), 123-15%. On
Pasternak and Nietzsche sce also [. N. Bushman, “Bons Pasternak und die deutsche Dichtung. Zweiter
Bauag: Pasternak und Nietzsche”, Sowjetstudien, 20, 1966, 74-87. Sce also Vadim Kozovoj, Poér v
katastrofe (Pans: Insttut d'¢études slaves, Moscow: Gnosis, 1994), 69-118. Kozovoj also mentions a
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works as “Der Magnetiscur™) behind subtexts from the Russian “Hoffmannists”™,
particularly Vladimir Odoevskij, in Pasternak’s “Povest™™.** The subtextual presence of
Hoffmann is also implicd in Greber’s discussion of the tradition of Nachtdichtung from
which Pasternak works in this storv.*” Greber mentions Heine in the context of a
discussion of Romantic forms and traditions and the push against them.*® Her discussion
of Nictzsche and Wagner illustrates the important notion that Pasternak’s conception of
Romanticism is not direct, but denved from the tradition of subsequent gencrations.

There have been a few studies of Pasternak and Heine, 1n addition to those already
mentioned. Mikhail Gasparov studies the semantic and intertextual aspects of Pastemnak's
metncs; this study includes an examination of Pastermak’s use of Heine’s meters in his
verse.*” Omry Ronen has shown the importance of Heine's metaphor of poetry as illness,
as the pearl is the illness of the oyster, to Pasternak’s notion of poetry as the “Lofty
Malady", in contrast to Novalis's image of the poet as transcendental doctor.® 1 will
cxpand on this vitally important theme in Pasternak’s poetics throughout this study.

A number of scholars have discussed the character Heine in Pasternak’'s story
“Apcllesova chena®, and its relationship to the real Heine. Michel Aucoutuncr writes of the
character Heine as a signal for Pasternak’s turn away from Romanticism (symbolized by
Relinquimini) torealism.® E. B. and E. V. Pastcrnak wntc that Pasternak felt close to
Heine all hus life. They descnbe the character Heine 1n this story as the embodiment of

“both the ordinary and the immortal, since he continues his Reisebilder in twenticth-century

resemblance between Pasternak’s views on gentus and world culture and thosce of the German Romanucs.
(Kozovo), op. cit., 97).

“ Greber, op. cit., 221, 230, 233,

¥ Greber, 238.

& Greber, 237-238.

¥ M. Gasparov, “Semantika metra u rannego Pastemaka®™, Izvestija Akadenni Nauk SSSR. Serija literatury
i jazyka. Vol. 47 (1988). No. 2. 142-147.

% Omry Ronen, “Pasternak, Zamjatin and Bradshaw”, Elementa. Vol. 1 (1993), No. 2, 215-218;
*“*Rossija—Sfinks’. K istorii krylatogo upodoblenija™, Novoe literaturnoe obozreme, 17 (1996), 422, 431
111 tratto di Apelle’. Manifeste littéraire du modermisme russe™, Revue des études slaves, 47, 1968, 159
On the etymology of the name Heinnch and tts implicauons for the interpretaton of “Apellesova cherta™,
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[taly, with its railroads and gaslights, and wrnites and publishes his ‘Posthumous Verses’ in
the story.™? Furthermore, the Pasternaks point out traits of Russian Futurist poet Vladimir
Majakovskij— the pnmary object of Pasternak’s perception of and rebellion against the
“romantic manner” —in the character Heinrich Heine.** Elena Pasternak reinforces the link
between the images of Majakovskij and of Heinnch Heine which had been descrnibed in the
Pasternaks’ biography. To Elena Pasternak, “Apellesova cherta” is Pasternak’s merciless
satire of his own recent past and poetics. He depicts the victorious Majakovskij, as
Pastcrnak perceived him in 1914 in comparison 10 himself, as the conquerning Heine in the
storv. The similanty between Heine and Majakovski), in Elena Pasternak’s interpretation,
lies mainly in their bold satires and bared lyricism, their poetry of fury and contempt.**
Lazar Fleishman also ties the character Heine in the story to Majakovskij, whose poetry, as
Fleishman points out, was frequently called “romantic”, with journal articles of the time
frequently linking Majakovskij to German Romanticism. Fleishman aptly points out that
the choice of the name Heine for the story’s main character signals Pasternak’s ambivalent
relationship to Romantcism, like Heine’s. Fleishman writes: “Of special importance to
him was the very possibility of the oscillation between the two—romantic and
antiromantic—within the same literary system, of the anmhilation of the opposite poles
within the same person or character.™** This point is significant in Pasternak’s perception
of Heine subtexts, particularly in his autobiographical works, as we will see in Chapter
Four of this study.

Baevskij refers to an indirect link between Pasternak and Heine through Fet in his

recent study of Pasternak’s verse. Baevski) points out subtexts from Blok and Fet to

sec¢ Jerzy Faryno, “Knjaginja Stolbunova-Enrici i ec syn Evgraf (Arxcopoetika "Doktora Zhivago'. )",
PoénkaPasternaka, 162-163.

52 E. Pasternak. Boris Pasternak. Materialy dlja biografii, 234-235. Sce also E. B. Pasternak, introduction
to Pasternak’s “Istonja odnoj kontroktavy™, Slavica Hierosolvmutana, |, 1977, 253.

3 Ihid.. 235.

* Flena Pasternak, **Ty car’ — /hivi odin..." (Bonts Pasternak 1 Vladimir Majakovskiy)", Scando Slavica.
Tomus 38, 1992, 64-76.

%5 | azar Fleishman, Boris Pasternak: The Poet and His Politics, 78-79.
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Pasternak’s 1941 poem *“Inej”, from his book of verse Na rannix poezdax). Without
making a direct link between this Pasternak poem and Heine, Bacvskij wnites that critics
perceived as imitations of Heine certain Fet poems similar to the ones which serve as
subtexts here (“Shumela polnochnaja v'juga™ and “Kakaja xolodnaja osen’!™}. The
important point to Baevskij is the literary chain involved, from Heine to Fet to Blok and
finally to Pastcrnak. In taking up this literary tradition, Pasternak alters it, as Bacvski)
shows.*® Baevskij linds other subtexts in Pasternak’s verse from the German Romantic
tradition. Another example is Pastemak’s “Vesna v lesu”, in which Bacvskij finds a Blok
subtext (“Po ulicam metel’ metet™) with its own roots in Goethe's “Der Fischer” and the
Zhukovskij translation of the Goethe poem, together with elements of the “Loreley™, with
its mouf of the drowning woman.*” Bacvskij finds many other examples of Pasternak’s
reception of the Romantic tradition in verse, including subtexts from Holderlin, Meyer,
Byron, and Verlaine, as well as from Russian Romantics Zhukovskij, Lermontov,
Batjushkov, Baratynskij, Tjutchev, and the Symbolists.*®

Othcr articles dealing with individual subtexts from German Romanticism include
Kathenne Tiernan O'Connor’s, which discusses the Lenau epigraph to the book of verse,*
as does Efim Etkind, who calls the epigraph “programmatc for the entire book™.*® Juny
Sheheglov analyzes Pasternak’s use of “middle brow™ prose genres, “children’s reading™,
in the construcuon of Doktor Zhivago. Among the models he notes arc Ludwig Tieck,
Voluire, Dickens, Scott, Dumas, Hugo, and Conan Dovle; the Tieck example he notes is

“Der blonde Eckbert™.®' Renate Doring-Smirnov discusses Pastemak’s use of subtexts

% \'. 8. Baevskij, B. Pasternak —lirik. Osnovy poéucheskoj sistemy, 100-101.

7 Ibid., 102-106.

¥ d., 140-153.

¥ Kathenne Tiernan O’ Connor, "Flena, Helen of Troy, and the Eternal Femnine™, in Boris Pasternak and
His Times. Selected Papers from ihe Second Internattonal Symposium on Pasternak, ed. I azar Fleishman
(Berkeley: Berkeley Slavic Specralties, 1989), 212-223.

“ Efim Etund, “Pasternak 1 Lermontov”, in Norwich Svmposia on Russian Literature and Culture,
Volume 1. Bonis Pasternak 1890-1990, 105-122.

¢ Junj Shecheglov, “O nekotoryx spomyx chertax poétiki pozdnego Pasternaka™, in Norwich Svmposia,
Vol. I, 190-216.
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from Schiller and Swinburne of underlying ideological significance to his poem

“Vakkhanalia” and to Doktor Zhivago.**

I have made several references to the scholarship on Pasternak’s philcsophical
underpinnings. | feel that an elaborauon on the literature relevant to the dissertation, if only
a bref one, is necessary, as it would be impossible to establish Pasternak’s reception of
Romantic literature apart from the philosophy from which that literature worked. As was
mentoned above, Pasternak studicd philosophy at Moscow State University. His
philosophy studies included a summer semester at Marburg University and papers on
Leibniz and Natorp.®® The carly scholarship on Pasternak, as | have noted above, deals to
a great extent with the theme of Pasternak’s nco-Kantian studies. Sheikholeslami sees
Pasternak’s concept of “subjectivity” as denved from Natorp's psychological concept of
“individuality™.** V. S.Baevskij looks to Pasternak’s neo-Kantian studies as well as the
source for Pasternak’s mask imagery, though he, like Paramonov later, asserts that
Pasternak did not in any way develop Kantian or neo-Kantian philosophy in his poetry,
since Pasternak abandoned philosophy in his pursuit of a literary career.®®

Other philosophical sources arc discussed in the scholarship as well.
Sheikholeslam sees Goethe as an important philosophical source, as well as the source for

Pasternak’s use of mathematical terminology and that of theoreucal physics.*® Doring sees

¢ J. Donng-Smimov, “Fin kamavaleskes Spiel mit fremden Texten. Zur Interpretation von B. Pasternaks
Poem Vakchanalija™, in Text. Symbol. Weltmodell. Johannes Holthusen zum 60. Geburtstag (Munich,
1987); idem, “Pasternak i nemeckij romantuzm (1. *Doktor Zhivago' i ‘Razbojniki’), Pushkin i Pasternak.
Studia Russica Budapestinensia, 1, 1991, 169-174. The later article also appears in German as *** Doktor
Zhivago’ und Schillers "Riuber™™, Pasternak-Studien, 33-39.

@ See E. Pasternak. Bor:s Pasternak. Materialy dlja biografit, 111-121, 148-162; Chnstopher Barnes, Boris

Pasternak: A Literarv Biography, 119-144; Fleishman. Stat'i o Pasternake, idem, Boris Pasternak: The Poet
and His Politics, 277-38.

* See Sheikholeslami, chapter on Marburg.

V. S. Baevskij, “Etnograficheskic temy v linke Borisa Pasternaka™, in Tipologicheskij analiz
literaturnogo proizvedenija. Sbormk trudov (Kemerovo, 1982), 148-154; "Temy i variacii. Ob istoriko-
kul"tumnom kontekste pot¢zii B. Pastemaka”, Voprosv literatury, 10, 1987, 30-59.

% See Sheikholeslami, op. cit., chapter on Goethe.
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Leibniz, rather, as the source for this kind of language.®” Pasternak's studies of Leibniz
and his influence on Pasternak’s wniting, particularly his notion of monad-like parucles of
existence and of the universality of all things, have been the focus of articles by Sergej
Dorzweiler, and have been mentioned by others.*®

Vijach. Vs. lvanov emphasizes in a brief article on Sestra moja zhizn’ that one can
read philosophy between the lines of every poem in this book, particularly Dilthey’s
philosophy of life, with roots in the Russian tradition embodied in Blok. Ivanov traces the
poctic cult of woman in Pasternak to the European tradition through Blok and Vliadimir
Solov’ev, back to carly German Romanticism, Dante, the Gnostics, and Plato.%’

Lazar Fleishman sees in the philosophy of Husserl the roots of salient aspects of
Pasternak’s poetic system, including the erasure of the poetic 1, the definition of art as
symbolic through its definiton of “free subjectivity”, the theatncal function of the word and
the “theory of poetic relativity” in which the poet becomes merely the prompter, the
arbitrariness of naming, and the elimination of the evaluative function of the word.”®
Fleishman adds that Rilke may have been an additional source of phenomenological
thinking for Pasternak. ciing Kite Hamburger’s 1966 study on Rilke and Husserlian

phenomenology.” He notes 1n addition 1n his analysis of Pasternak's 1913 paper

7 See Donng, op. cit.

*® Sergej Dorzweiler, “Bons Pasternak und die deutsche Philosophic™; idem. “'Bons Pasternak und Gottfried
Wilhelm Leibmz™. See also Darlene Reddaway, “Pastemak. Spengler, and Quantum Mechanics: Constants,
Vanables, and Chains of Eiquations”™, Russtan Literature, XXXI (1992), 37-70, Guy dc Mallac, “Zhivago
versus Prometheus™, Books Abroad, Vol. -4, No. 2 (Spnng 1970), 228. On Pastemnak and quantum
physics. see also Valenun Belenchukov, *Remimscencii teoni otnocitel’ nosu Ejnshtejna v romane B. 1.
Pastermaka ‘Doktor Zhivago'™, Pasternak-Studien, 13-24; 1 azar Fleishman, “K xarakienstike rannego
Pasternaka™, Stat’i o Pasternake, 37.

*® Vjach. Vs. Ivanov, O knige Pasternaka *Sestra moja zhizn’" [Fragment]”, in Russian literature and
History: in Honour of Professor I. Serman. ¢d. Wolf Moskovich et al (Jerusalem: Hebrew University Press,
1989), 83-89. Sec also Ivanov, “O teme zhenshchiny u Pastenaka™, Pasternakovskie chtenya, 43-54. On
Pastcmak and Dilthey, sce also Fleishman, *Nakanune po¢zii: Marburg v 7hizni i v *Oxrannoy gramote’
Pasternaka™, 60.

™ ] azar Fleishman, K xaraktenstike rannego Pasternaka”, in his Stat 't o Pasternake (Bremen: K-Presse.,
1977), 4-61.

" Kate Hamburger, “Dic phanomenologische Struktur der Dichtung Rilkes™, in Philosophie der Dichter.
Novalis. Schiller, Rilke (Swttgart, 1966), 179-275. In thus same collection is her study “Novalis und die
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“Simvolizm i bessmertie” that the onginal source for Pasternak’s notion of “bezumie bez
bezumnogo” lies in the German Romantic cult of insanity.”* The seeds of this cult might
well be found in the carly Romantic concept of fantasy, “freies Nachdenken™, which frees
the poet to create innovative forms. Ivanov elaborates on Fleishman’s analysis in his study
of Pasternak and Formalism. He notes the populanty of Husserl in Moscow University
circles at the time of Pasternak’s paper. He sees the mark of Husserlian philosophy in
Pasternak's “Neskol'ko polozhemj” and in his “mirror” poems, adding that the image of
the mirror is also important in Rilke, a part of Rilke’s poetics of the thing, significant for
Pasternak. Ivanov adds that Belyj's 1910 Simvolizm, with which Pasternak was most
likely familiar, was the only study at the time which examined Symbolism as a world view
with reference to Marburg neo-Kantianism.

A number of scholars see the roots of significant aspects of Pasternak’s poetics in
the philosophy of Bergson, namely the concept of durée in Pastemak’s concept of time as a

universally binding force, flowing constantly but unevenly, and the concept of élan vital in

Pastcrnak’s ammism.”

Mathematik™, in which she relates the poctics of Novalis to neo-Kanuan philosophy (op. cit., 11-82), this
indicates a further possible link between Pasternak’s and Novalis’s poetic systems.

" Fleishman, “K xarakterisukc rannego Pasternaka™, Russtan Literature, 12, 1975, 88. Sce also Angcla

| ivingstone’s introduction to Boris Pasternak and Creativity, trans. and cd. Livingstone (Cambndge/New
York: Cambridge University Press, 1985), 22. Erika Greber and Elena Coler continue this hnk to
Nietzsche's depiction of the insane artist. See Greber, op. cit., and Coler, ‘Infection’, Symbolism and
Immortality in Pasternak's Poetics (Disscrtation, University of Pennsylvania, 1991), 65.

™ Sec, for cxample, Guy de Mallac, “Pour unc ésthetique pastcrakicnne”, Problémes soviétiques, 7, 1964,
103-123; idem, Fstetichekic vozzrenija Pasternaka”, in Borts Pasternak 1890-1960. Colloque de Cérisy-la-
Salle.idem, *Pasternak’s Critical-Aesthetic Views™, Victor Terras. “Bors Pasternak and Time™, Canadian
Slavic Studies, Vol. 2, No. 2 (Summer 1968), 264-270. Irenc Masing-Delic, “*Bersons *Schopfensche
Entwickiung” und Pasternaks Doktor Schiwago'™, in Literatur- und Sprachentwicklung in Osteuropa tm
20. Jahrhundert. Ausgewdhite Beitrige :um Zweiten Weltkongrep fiir Sowjet- und Osteuropastudien, ed. E.
ReiBner (Berlin: Berdin Verlag, 1982), 112-130; Bons Gasparov, **V remennoj kontrapunkt kak
formoobrazujushchij princip romana Pasternaka *Doktor Zhivago'™, in Boris Pasternak and His Times.

Selected Papers from the Second International Svmposium on Pasternak (Berkeley: Berkeley Slavic
Specialiies. 1989), 315-358.
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References have been made to Pasternak’s reception of Hegel as well, for example,
his ideas of the historical role of Christianity m creating modern man.™ Schelling is also
mentioned in the literature as a source for Pasternak’s poctics. Zander refers to the
importance of Schelling and Hegel in Pasternak’s novel; she, like [vanov later, also
mentions Pasternak’s continuation of the philosophical tradition of the eternal feminine in
works of Goethe, Novalis, Vladimir Solov’ev, the last of which goes back to Dostoevskij
and ultimately to Plato.” Terras, in the 1967 article mentioned above, considers
Pasternak’s aesthetics “Schellingian™.”® Boris Gasparov notes that Pasternak follows
Schellingian ideas of art as the highest form of perception, and of the artist’s messianic role
to overcome the tragic gap between the human consciousness and the world around.
According to Gasparov, Pasternak does not accept Schellingian nouons of synthesis,
however; the Pasternakian artist fulfills his mission not through synthesis, but through
breaks, rejection, departures from previous states, which then become immortal by leaving
traccs on the mortal artist’s work.”

L. P. Smimov analyzes vanous philosophical references in Doktor Zhivago.
Pasternak. according to Smirmov, opposes the Schellingian identity of subject and object to
Max Surncr’s absolutizanon of subject and object; Pasternak, according to Smnnov,
subverts the latter philosophy by transforming the Nihilist Stirner’s idea “Alles spukt™ into
Pamlil Palyx’s hallucinatuons. (Zhivago had been meditauing about the Schellingian

concept of identity prior to his mecting with Palyx.) This is onc of a series of specilic

™ Stuart Hampshire, *Doctor Zhivago: As From a Lost Culture™, Encounter, Vol. 9 (1958). No. 5. 5;
Barry Scherm, “Pastemak. Hegel, and Chrisuanity: Religion in ‘Doktor Zhivago™, in Boris Pasternak 1890-
1990. Norwich Svmposia on Russian Literature and Culture, 26-39.

L. A Zander, “Filosofskic temy v romane Pastemaka *Doktor Zhivago™™. Part |, Vestmk RSKhD, 52,
1959, 3644 Part II, Vestmk RSKhD, 53, 1959, 3748

¢ \"ictor Terras, “Bons Pastemak and Romanuc Aesthetics™.

~ Boris Gasparov, "‘Gradus ad Pamassum’ (Samosovershenstvovame kak Kkategorja tvorcheskogo mira
Pastemaka)”, Pasternakovskie chienya, 110-135. Dorzwciler also notes Pasternak’s closeness to Schelling
in “Bons Pasternak und Goufricd Withelm Leibniz™, 30-31.
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references to philosophical views in the form of nddles which Smirnov detects in

Pasternak’s novel.”®

Finally, as I will be refeming to Pasternak's reception of Novalis through Rilke in
some cases, it would be helpful to discuss the literature on Pasternak and Rilke, which, due
to Pasternak’s of t-expressed admiration of Rilke, forms the largest body of comparative
scholarship on Pasternak and his reception of any other single writer. As in the case of
studics on Pasternak and Romanticism and on Pasternak’s reception of philosophy in his
work, the scholarship moves from more general assertions to the study of specific textual
references and to specific biographical information. Von Gronicka notes in an article
concerned more with biographical links that Pasternak shared with the Symbolists and
particularly Rilke a view of the transforming power of the poet’s word, capable of lifting
amorphous being to a higher planc.” Nils Ake Nilsson, in his discussion of Pasternak's
poem “Gamlet”, notes that Pastcrnak does not subvert or distort a Romantic model, as 1s
the case in his earlier poetry, but rather follows Rilke’s diminution of the role of the poetin
relation to things around, noting, for example, Rilke’s characterization of Rodin as “der
Namc unzahliger Dinge™, which Nilsson places under the general notion of the arust’s self-
subjugation and sclf-sacnfice.*

I. N. Bushman compares formal and thematic aspects of the two poets’ work,
finding a stronger resemblance in content than in form, to the degree that, as she asserts,
Pasternak enters a long philosophical dialogue with Rilke, in which Pasternak’s poems are

full of answers, while Rilke’s are full of questions and charactenzed by religious and

1. P Smimov, “Dvojnoj roman (O *Doktore Zhivago™), Wiener Slawistischer Almanach, 27 (1991), 119-
136.

™ A. von Gronicka, “Rilke and the Pastemaks™, Germamc Review, 27, 1952, 260-271.

0 Nils Ake Nilsson, ““Life as Ecstasy and Sacrifice: Two Poems by Bonis Pasternak™, Scando Slavica.
Copenhagen. Tomus 5, 1959, 180-198.
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philosophical doubt. She points out a common element in the two poets’ depiction of
“active™ nature, and she finds a subtext to Pasternak’s “Zerkalo™ in Rilke's “Frithling”.*!

Leonid Rzevskij also discusses similanties in the poetics of Pasternak and Rilke:
the theme of the world’s second birth, its rediscovery; the poet’s penetration into the hidden
nature of all things, going beyond the visible; the necessity of silence in order to perceive
and comprehend nature. Rzevskij illustrates his points with several examples of specific
textual correspondence between the two poets.

Chnstopher Barnes studies a number of motivic links betwecn Pasternak and Rilke.
He points outs that several of Pasternak’s first expenments at writing poetry, published in
1968, arc actuatly translations from Rilke. He wntes that the Rilke influence in Pasternak
lessened after 1913, when Pastemak tummed more toward Futurism, though, according to
Bames, one {inds reflections of late Rilke in Dokror Zhivago. Barnes also studics
Pasternak’s translations of two Rilke Requiems.*

Jean-Luc Moreau traces the roots of Pasternak’s Zhivago poems “Gefsimanskij
sad”, “*Skarka”, and “Rorhdestvenskaja zvezda™ back 1o Rilke's poems “Der
Olbaumgarden”, “Picta”, “Sankt Georg™, and “Die hetligen dreit Konige™. Both poets,
according to Morcau, insist on the human side of the gospel drama. In addition, Morcau
finds Rilke’s sonnct *Der Tod der Geliebten™ significant for Pasternak’s Doktor Zhivago:
in both, a child finds himsclf the ‘close relative of the dead’, and death thus becomes *the
other country’ for both protagonists.**

Olga Raevsky Hughes menuons Rilke’s importance to Pasternak, particulariy 1n his

1dca of a poet’s becoming a part of life and nature upon his death and 1n his negative

3 |. N. Bushman. “Pasternak i Ril'ke (12 raboty na temu "Nemcckaja poézija i tvorchestvo Pastemaka’)”, in
Sbormik statej, posvjashchennvx tvorchestvu B. L. Pasternaka, 233-239.

# [ eonid Rzhevskij, “Jazyk i sul” romana B. 1. Pasternaka ‘Doktor Zhivago'™, in Shormk state;,
posvjashchennyx tvorchestvu B. L. Pasternaka, 115-189.

® Chnstopher Barnes, "Boris Pastemnak and Rainer Maria Rilke: Some Missing Links™, Forum for Modern
Language Studies, Vol. 8. No. 1 (January 1972), 61-78.

* Jean-l.uc Moreau, “The Passion According to Zhivago™, Books Abroad, Vol. 44, No. 2 (Spning 1970),
237-243
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attitude about fame as ‘the sum of all the misunderstandings that gather about a new name’,
as Rilke writes in his work on Rodin.*

The 1975 Cénsy-la-Salle conference included several papers on Pasternak and
Rilke. Leomd Chertkov charactenzes the literary relationship as one of congemiality, rather
than mutual dependence.® Gleb Struve adds to the discoveries about the number of
Pasternak’'s early expenments which are actually translations from Rilke, pointing out
several more early translations.*” Angela Livingstone compares Pasternak’s Oxrannaja
gramota and Rilke’s Aufzeichnungen des Malte Laurids Brigge as a starting point for a
more general comparison between the two writers’ poetics and world views. She sees
stnking similantes in their poetics and modes of expression which, in turn, point to
differences in their temperaments and outlooks: she opposes Pasternak’s life-affirming
world view to Rilke’s pessimism.® Livingstone expands on her conference statements in
her 1989 book on Doktor Zhivago, pointing out Rilke’s “Der Olbaumgarten” and “Pieta” as
subtexts to Pasternak’s Gospel poems in the novel’s Zhivago verse cycle, while opposing
Pasternak’s Christian outlook to Rilke’s anti-Christian one.*

Henry Gifford points out Rilke’s “Der Tod des Dichters™ as a subtext to
Pasternak’s “Smert’ poéta”, as Doning had also pointed outin her 1973 study. Like
Livingstone, Gifford notes Rilke's intense doubting as profoundly different from
Pasternak’s world view, while seeing similanties in their views on art as a transcendant

reality with transforming power. Gifford also points out in Pasternak and Rilke a common

8 (Olga Raevsky Hughes, The Lyric World of Boris Pasternak, 116, 139.

% |eomd Chertkov, “K voprosu o literaturnoj geneaologii Pasternaka™, in Boris Pasternak 1890-1960.
Collogque de Cérisy-la-Salle, 55-62.

¥ Gleb Struve, “Koe-chto o Pasternake i Ril'ke™, in Boris Pasternak 1890-1960. Colloque de Cérisy-ia-
Salle, +41-H8.

* Angela Livingstone, “Pasternak i Ril'ke”, in Boris Pasternak 1890-1960. Collogue de Cérisv-la-Salle,
431-H0.

* Angela Livingstone. Boris Pasternak. Doktor Zhivago (Cambridge: Cambridge University Press, 1989).
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desire to surrender to a higher pninciple, despite vast differences in their religious

outlooks.”

Igor’ Smirnov retums to the relationship of “Der Olbaumgarten™ and “Gefsimanskij
sad” in his analysis of intertextuality in Pasternak.”

Per-Ame Bodin identifies a Rilke source for Pasternak’s war-era poem “Dumoyj
son™ Rilke’s “Geschichte vom licben Gott™, about a God who has lost control over his
people.”

Elisabeta Noldeke devotes a chapter of her study on Pasternak and German culture
to Pasternak’s reception of Rilke. She notes several formal aspects in common between the
two wrters. In discussing their similar depictions of “active” nature, Noldeke argues that
Rilke's naturescapes arc at umes linked with death and fear, which is generally not the case
with Pasternak. She compares Pasternak’s and Rilke's view of a work of art as
independent of its author, citing examples from Rilke’s essays “Auguste Rodin™ and “Uber
Kunst”. Finally, she makes several perceptive comparisons between Oxrannajagramota
and Aufeichnungen des Malte Laurids Brigge in reference to their depiction of nature’s
cfforts to distract man in order that he not comprehend her secrets, in their depictions of the
poct who steps 1nto the background, in their similar use of metonymy, and in their similar
views of the poct’s passivity in waiting for memones to return to the poet's mind before
they can become art.”?

Elena Gessen also compares these two works. In her comparison, she asserts that

Pastemnak s dedication to Rilke in Oxrannaja gramota must refer o Aufzeichnungen des

®Henry Gifford, Pasternak: A Critcal Study (Cambndge: Cambndge University Press, 1977).

M Igor’ Smimov, “Das aucrte Zitat”, Dialog der Texte. Hamburger Kolloquium zur Intertextualitat, hrsg.
von Wolf Schmid und Wolf-Diter Stempel (Vienna: Wiener Slawisuscher Almanach, Sonderband 11,
1983), 273-290:. 1dem, Porozhdeme interteksta, 279-280.

% Per-Ame Bodin, *“The Sleeping Demourge: An Analysis of Boris Pasternak’s Poem *Dumnoy son'™, in
Text and Context: Essays to Honor Nils Ake Nilsson (Stockholm: Almgvist & Wiksell, 1987),

% Noldeke. op. cit., chapter on Rilke.
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Malie Laurids Brigge. She notes as common features in the two texts the equal status of
people and things and the search of both heroes for an aesthetic system.*

Vladimir Al’fonosov, 100, sees the two writers’ depictions of the relationship
between man and nature as similar. He charactenzes this relationship as extremely close
and balanced, but without an anthropomorphization of nature. Al’fonsov notes Rilke’s
essay “Auguste Rodin” as a model for Pasternak. He argues that Pasternak’s views are not
based on Naturphilosophie, but rather that Pasternak saw the world as a mystery in much
the same way as the Symbolists did, but within a *subjective biographical framework”. In
making this statement, Al’fonsov does not examine the Symbolists® literary sources.>®

Romantic sources come into play in Serafima Roll’s article on Pasternak’s and
Rilke’s common conceptions of death and self-erasure. She mentions in this context
Novalis and Schlegel’s notion of the single, absolute, and endless book; this concept, she
argucs, is present in Pasternak’s idea that “no genuine book has a first page”.®® In another
article on the literary relations between the two writers, Roll argues that Pasternak’s
perception of Rilke in Oxrannaja gramotais based, paradoxically, on Rilke’s earlier work,
prior to his Sonnels to Orpheus. Early Rilke, wntes Roll, i1s focused on the abandonment
of this world and concentrates on death and the eternal. Although this rejection of the
evervday world is the very opposite of Pasternak’s life-affirming world view, Pasternak’s
inumate hink with the unknown and uncertain, the indeterminacy of Safe Conduct, in Roll’s
interpretation. inadvertently connects Pasternak’s poetic world view with the early, rather
than the more life-affirming late Rilke.*’

Symbolist literary sources form a part of Larissa Rudova’s recent study of

Pasternak’s literary milieu as reflected in his short fiction. In her chapter on Pasternak and

* tlena Gessen, ***Oxrannaja gramota’ 1 “Zapiski Mal'te [aundsa Brigge™: Sxodstvai razlichija”, in Boris
Pasternak 1890-1990. Norwich Svmposia on Russwan Literature and Culture, Vol. I, op. cit., 157-167.
% Vladimur Al'fonsov, Poézija Borisa Pasternaka (| emngrad, 1990).

* Serafima Roll, “The Force of Creative Negation: The Author in Boris Pasternak’s Safe Conduct”,
Canadian Slavic Papers, Vol. XXXIV, Nos. 1-2 (March-June 1992), 79-96.
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Rilke, Rudova discusses Pasternak’s and Rilke’s common view of the transcendent power
of art, a nouon inhented from the German Romantics, as she points out; their common
reception of what she calls “Cohen’s Romantic Identitatasthetik™ through Symbolism; their
belief in the “objectifving power of language™, in which language acts independently of the
wnter, again with roots in German Romanticism; and their belief, common to their age, in
literature as a svncretic art, the creation of a Gesamtkunsnwverk, which once again harks
back to German Romantic theortes. Rudova also compares Pasternak’s and Rilke's use of
“estrangement”, which Terras had also linked 1o the Jena Circle’s notion of “poetisicren™;
to both Pasternak and Rulke, like their Symbolist and Romantic predecessors, the artist
capable of such “estranged™ or “childlike” vision 1s unique, a chosen one. In sum, Rudova
traces the elements in common in the poetics of Pasternak and Rilke to their common
Svmbolist and Romantic ancestry. She wntes that Pasternak did not, however, share much
of Rilke’s or the Symbolists” mysticism. Rudova also discusses their common techmques
of fragmentation, shifting planes, color imagery, and their depictions of “living things™
(ammalted objects). She wnites that Rilke's technique defined the lines along which
Pasternak’s art would develop.®®

Lazar Fleishman works with the problem in a different way, sceing the image of
Rilke as more important than the man himself in Oxrannajagramota;, this 1s similar to his
discussion of the sigmlicance of Heine in Pasternak’s story “A pellesova cherta™.
Fleishman analvzes Oxrannaja gramota as a deeply polemical work, a subversion of the
Soviet “literature of fact™. Rilke 1s, according to Fleishman’s analysis, portraved as a man
between two centunies, “two bells™ at the tram station, changing trains. He is set at the
opening of the work 1n opposttion to Majakovskij, with whom the work ends, just as

Cvetacva had noted Rilke and Majakovskij as t(wo opposite poles, and just as Pasternak

¥ Serafima Roll. “Rilke, Death and Wnting in Bons Pastemak’s Safe Conduct”, Germano-Slavica, Vol.
VIL, No. 1, 1991, 13.24.

* | anssa Rudova, Pasternak’s Short Fiction and the Cultural Vanguard (New York: Peter Lang, 1994), 43-
78.
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opposes poet and hero, “natural” death and suicide, meeting and non-meeting, blurring the
borders of fiction and reality in his anti-autobiography.*’

On the biographical side of their literary relations, Konstantin Azadovskij, one of
the editors of the Pasternak-Cvetacva-Rilke correspondence, reviewed the history of their
relations at the 1991 Pasternak conference in Marburg. Azadovskij characterized

.

Pasternak’s attitude toward Germany as “ecstatic, and, if you will, romantic”.'®®

I have reviewed the relevant literature on Pasternak and Rilke here, because this
relationship is of tremendous significance for the undersianding of Pasternak’s reception of
texts from Jena Romanticism. In Chapter Two, 1 intend to show that some of the elements
in common between Pasternak and Rilke, as pointed out in the literature discussed here,
actually have their roots in Jena Circle poetics. In some cases, this ts because of a direct
link between Pastermnak and Novalis, and in other cases, Rilke acts as a textual
intermediary. The presence of Novalis and carly German Romantic texts in Pasternak’s
reception of Rilke illustrates the complexity of the literary relationship and thus cannot be

ignored, either 1n a discussion of Pasternak’s reception of Rilke, or in a discussion of

Pasternak’s reception of German Romantic texts.

There has. then, been a gradual movement in the scholarly litecrature on Pasternak
toward a clearer identification of his literary models and ancestors. Parallel to this, there
have been tremendous accomplishments in the area of biography, with three outstanding
and complementary biographies published in 1989 and 1990.'®" Finally, the number of
published analyses of specific texts, and of whole books of verse and periods in

Pasternak’s literary career, has steadily been growing, with its peak at the time of the

# |.azar Fleishman, Boris Pasternak v dvadcatve godv (Munich: Wilhelm Fink, 1981). Fleishman's
discussion of Rilke in Oxrannajagramotais extensive, and references to Rilke are many; sce the index for
page lisungs.

'® Konstanun Azadovskij, “Boris Pastenak 1 Rajner Marnja Ril'ke”, Pasternak-Studien, 1-12.
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Pastcmak centenary in 1990. These studies form a vast body of literature, which | have
not discussed in my overview of the relevant scholarship, as they lic outstde the bounds of
my study.

Y ct many questions about Pasternak’s poctic system remain unanswered; indeed, in
many cases scholars are only beginning to discover what some extremely complex
Pasternak poems “are about™.

The literature on Pasternak’s relationship both to Romanticism in general and
specifically to German Romanticism, some of it outstanding, nevertheless still lcaves
unanswered questions as well. Much of it discusses the problem of “influence™ in fairly
general terms, without examining cither spectfic “quotations” or subtexts in Pasternak’s
work or the interaction of vanous subtexts. An examination of these aspects of Pasternak’s
sources from the German Romantic cra sheds light on the question posed by Terras in his
article on Pasternak and carly German Romanticism, to date the most extensive published
discusston of this relationship,'® namely, how it is that a twenticth-century poet draw's so
much from a minetcenth-century aesthetic system (or, rather, series of systems). Terras
published his study before the bulk of the scholarship which we now possess related to
Pasternak’s poctic and philosophrcal interests, and related to his use of subtexts, appcared,
and his sound theses must be reexamined in light of these findings. In the case of
Pasternak’s reception of the “second-generatton™ German Romanticism of Hoffmann, and
of Heme's late- or post-Romantic literature, there also still remains a great deal to be
examined. The intention of this three-part study is to give a fuller account of Pasternak's
reception of German Romantic literature 1n general — not only on the theme of acsthetics—

by studying subtexts from representatives of its three “generations™.

1% Chnstopher Barnes, Boris Pasternak: A Literary Biography, Vol. I: 1890-1928, 1989; E. Pasternak.
Boris Pasternak. Materialv dlja biografii, 1989; Lazar Fleishman, Boris Pasternak: The Poet and His
Politics, 1990.

1% A more recent paper on Pasternak and Novalis, delivered at the 1990 conference on Pasternak in Oxford
by Renate Donng-Smirnov, has yet to be published. 1 did not attend this conference and do not know the
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In my attempt to document Pasternak’s reception of this complex body of texts, 1
have worked from the methodological foundations of “subtextual analysis”,'®* developed
prior to the establishment of “intertextuality theory™® by Kiril Taranovsky and Omry
Ronen in their studies of the poetry of Osip Mandel’shtam. A ‘subtext’ is an ‘already
existing text (or texts) reflected in a new one’. A given text is based on fragments of earlier
texts, figures of a “distanced reiteration”, which “undergo synchronization and various
complex transformations of their meaning, while the text based on such fragments,
inasmuch as their original meaning is not canceled out but co-exists, as it were, with the
new ‘shifted’ meaning, enters a diachronic relationship with its sources.™®* [gor” Smimov
has demonstrated that Pasternak often “quotes™ texts that are themselves quotations,
thercby adding to a previously exisung subtextual chain (“reconstructive intertextuality™) or
quotes two or more previously unrelated texts in the same context, creating a new network
of subtexts (“constructive intertextuality”).'”® According to Smimov’s analysis, Pasternak
tends 1o suppress the intermediate link in a subtextual chain, reverting to the earlier of a pair
of subtexts.'”” Critics have found diverse subtexts in Pasternak’s work from Russian and
other European literatures; [ mentioned above only studies on sources in Pasternak from
German hterature.

itis my intention to clanfy Pasternak’s relationship to German Romantic literature
using this methodology, in order to go beyond the sometimes vague concept of
“influence”. Generally the subtexts to Pasternak’s works occur in interrelated networks, as

has been shown to be the case not only for Pasternak by Taranovsky, Ronen, Smimov,

contents of the paper. An overview of it can be found in Mikhail Mejlax, “Jubilcjny) god Pastemaka v
Anglii”, Voprosy literanarv, avgust 1991, 241.

'® Omry Ronen, An Approach to Mandel 'stam (Jerusalem: Hebrew University Press, 1983), IX.

1% See, for example, Enka Greber, Intertextualitiit und Interpretierbarkeut des Texts, 1.

1% Ormry Ronen. op. cit.. VI, XVL

1% { P. Smumov, Porozhdenie interteksta, 22-23. Smimov's study opens with an excellent review of the
literature on intertexiuality theory. Inna Podgaeckaja also writes of the multiplicity of Pasternak’s sources,
making the tracing of a single subtext difficult, as that particular subtext interacts with other subtexts in
Pasternak's poctic system, and has in tum its own mynad sources. See L. Ju. Podgacckaja, “Pasternak i
Verlén”, Pasternak-Studien, 108 idem, “Pasternak 1 Verlén™, De Visu, 1, 1993, 47-56.
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Greber, and others. [tis therefore necessary not only 1o compare two texts, as has
frequently been done in the scholarship, but to work toward a broader analysis of his
recepton of subtexts along certain motivic lines or among various interrelated texts of the
same or several authors. Only through such examination can the Pasternak reader hope to
approach a clearer conception of his relauonship to a given author or body of literature,
and, through this investigation of its sources, o a more profound understanding of his
work. Indecd, in some cases, the interpretation of certain texts is impossible without

knowledge of their sources.

This study is motivated above all by a desire to understand Pasternak’s complex
and scemingly inconsistent definition of “romanticism™. [t would, therefore, be useful
before turming to the study of subtexts to review Pasternak’s statements on romanticism.

Scholars have noted Pasternak’s paradoxical relationship to the Romantic tradition
and what he terms “romanticism™, since the carly essays of Tynjanov and Mandel'shtam,
discusscd above. The scholarship has examined the problem from a variety of angles, but
the general consensus is that despite Pasternak 's avowed rejection of the “romantic
manncr™, he does not reject the traditions of Romanticism. The result, as a number of

cntics have pointed out, 1s the paradox ol Pasternak’s actual faithfulness to what he claims

o reyect.'®

7 Ibid.

'™ On this "paradox™, see, for example, I. Cohen. “The Poetry of Bonis Pasternak™, Horizon, Vol 10
(1943), No. 55, 34, Renago Poggtoli, The Poets of Russia, 1890)-1930 (Cambndge, Massachuseits:
Harvard Umversity Press, 1960), 326; Victor Edich, who calls Pasternak’s romanticism “romanticism with
adifference” in " Life by Verses': Bons Pasternak™, in hus book The Double Image (Balimore: The Johns
Hopkins Press, 1964), 154, Terras, “Bons Pastcmak and Romantic Aesthetics™; Guy de Mallac.
“Pastemak’s Critical-Esthetic Views™, Angela [ivingstone, who calls the phenomenon “modem
romanticism™ in "Bons Pasternak: A New Romanticism”, PN Review, Vol. 5, No. | (1977), 21-25; Milan
Djurcinov, ** Antommija romanuzm-realizm v tvorchestve Pasternaka™, and Peter France, *Pasternak et e
romanusme”, in Boris Pasternak 1890-1960. Colloque de Cérisy-la-Salle. Peter France, Poets of Modern
Russia (Cambridge New York: Cambndge University Press 1982), 86; John Edward MacKinnon, *'Boris
Pasternak’s Conception of Reahism™, Philosophv and Literature, Vol. 12, No. 12 (October 1988), 211-231,

Bons Paramonov, who opposcs Novalis to Nictzsche in Pastemnak’s work in “Pasternak prouv
romantizma’.
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A good example of this oft expressed view can be found in Baevskij, who writes of

Pasternak’s peculiar relationship to Romanticism:

Pasternak’s relationship to Romantictsm was paradoxical. The poet felt a
close link to the Romantic tradition. He loved Romantic poets and

musicians, but he fought the term Romanticism and tended 1o rename
Romantics as Realists.'”

A number of cnitics seek historical roots for the paradox. Victor Terras defines
Pasternak’s positive conception of realism (which Pasternak opposes to romanticism as an
antipode and antidote) in terms of the Dostoevskian realism “in the higher sense™.'*® Olga
Racvsky Hughes finds a source for Pasternak’s idiosyncratically opposed concepts of
romanticism and realism in Russian Symbolist Aleksandr Blok’s essay “O romantizme”,
which discusses the truly romantic principle of a realism which does not imitate, but
transforms naturc.''' Indeed, Andrej Belyj writes along similar lines in his memoir
Mezhdu dvux revoljucii, quoting from his “Arabeski™: **Realizm, romantizm...
projavienija edinogo principa tvorchestva’—v simvolizme.™'* Guy de Mallac finds the
roots for the pejorative use of the term “romantic” as “fanciful” or “improbable” in Jena
Romanticism, particularly Friedrich Schlegel.'** Greber links Pasternak’s conception of
Romanticism with late Romanticism and the French Romanuicism of Victor Hugo. Greber
compares Pasternak’s ahistonical conception of Romanticism to that of Nietzsche, whose
assessment of Wagner's Romanticism was based to a great degree on Wagner's theatncs,
Pastemak criticizes not Romantic literature, but Romantic attitude. He onents his
conception of Romanticism toward Goethe's maxim, “Klassisch ist das Gesunde,

romantisch das Kranke™, as Greber accurately points out.''* Both Pasternak and Nietzsche

'® Baevskij, Pasternak—lirik. Osnovy poéticheskoy sistemy, 139.

0 Victor Terras, "Boris Pasternak and Romanuc Aesthetics™, 55-56.

" Olga Racvsky Hughes, op. cit., 170-173.

12 Andrej Belyj, Mezhdu dvix revoljuci: (1.eningrad. 1935), 193.

'3 Guy de Mallac, “*Pastemak’s Cnitical- Esthetic Views™: idem, Borts Pasternak: His Life and Art, 339-356.
He also notes the importance of Blok's O romantizme™.

" Greber, Intertextualitds und Interpretierbarkeit des Texts, 124-125; idem. **Boris Pasternak's Prose
Iragment “Tn glavy iz povesti’. The Arrangement of a Philosophical-Musical Subtext”, Poetika
Pasternaka, 123-151; 1dem, Intertextualitit und Interpretierbarket des Texts, 111-126. On Niectzsche's role
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rcalize they arc “infected” with romanticism themselves, much as they find it repellent, as
Greber writes. This opposition of sick and healthy art, which does indeed play a profound
role 1n Pasternak’s poetic system, will appear in all three subsequent chapters of this study,
as it forms a part of Pasternak’s reception of the early Romanticism of Novalis, the late
Romanucism of Hoffmann, and particularly Heine's ambivalent relationship toward
Romanticism. Salys and Fleishman note a domestic source to Pastemak’s tum to what he
perceives as realism in the 1920s, namely Pushkin, whose 1824 long poem “Cygany”
which is present as a subtext in Pasternak’s 1921 poem “Tak nachinajut...”, signaled
Pushkin's tumn to realism.''?

Donng notes the social and political significance of Pasternak’s introduction of the
term “realism™ into his writing at the beginning of the era of Socialist Realism.''®

Pasternak contemporary Asmus puts aside the historical explanations, writing that
realism and romanticism to Pasternak are not two specific, opposed schools of art, but two
different attitudes to life. and thus to the tasks of the artist.'"’

With the scholarly commentary in mund. let us turn briefly to Pasternak's own
statements on romanticism.

In his carly prose sketches, Pasternak refers with fair frequency o Romantuicism.
In his sketch “Uzhe temncet...”, which will be examined in Chapter Two, Pasternak wnites
in terms which define his attitude to Romantictsm and his own aesthetic system for the rest

of his carcer:

in Pasternak’s images of the athing pocet, see also Irene Buschmann, “Bons Pasternak und die deutsche
Dichtung. Zwarter Beitrag: Pastemak und Nictzsche”, Sowjetstudien, 20, Juni 1966, 80.

5 Rima E. Salys Gaigalas, Boris Pasternak’s ‘Temy t variacii’: A Commentarv (Disscrtation. Harvard
University, 1978), 172, Lazar Fleishman. “In Secarch of the Word: An Analysis of Pasternak's Poem ‘Tak
nachinajut. ", Poétika Pasternaka, 78-79. Cf. Frolovskaja, who notes that both Pasternak and [ ermontov
came to litcrature when the canon was falling apart: T. .. Frolovskaja, “I.crmonotov i Pasternak-
Problema lincheskoy lichnosu™, Pasternakovskie chtemja, 136.

''$ johanne Renate Donng, Die Lyrik Pasternaks in den Jahren 1928-1934, Chapter One.

' V. F. Asmus, introduction to Boris Pasternak ob iskusstve, ed. E. B. and E. V. Pasternak (Moscow
Iskussivo, 1990), 19.
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[...] MoxeT, 3TO 611M3K0 POMAHTH3MY, KOTOPBIH BCE XOTEN MOCTPOUTD
Ha acretuke [...} (IV:719)

As we will see in Chapter Two, the continuation of this passage, in which the hero
defines romanticism, is actually an improvization on Novalis’s prose. Later excerpts of
this sketch are developed in the imagery of Pastenak's essay on acsthetics, “Neskol’ko

polozhentj” (1918, 1922), which will also be examined in Chapter Two, as it, too, contains

a number of Novalis subtexits.

In the introductory poems 10 his third and best-known book of verse, Sestra moja
thizn’ (1917), Pasternak openly acknowledges his Romantic ancestors. The first poem,
“Pamjati Demona™, works obviously from the foundation of Lermontov’s “Demon”. The
introductory epigraph is from Lenau. In the second poem, “Pro &ti stixi”, Pasternak wrnites:

[Noka s ¢ BanpoHom Kypun,
Moxa a nuna ¢ Sarapom [1o?

[Toxa B Japbsan, Kak K Apyry, BXOX,
Kax B an, B uefixray3 u B apceHad,

1 wm3Hb, Kak J/lepMOHTOBA APOXKD,
Kak ry6st B BepMyT, okyHan. (I: 110)

As we will sce in Chapter Four, the irony behind Pasternak’s acknowledged debt to
Romanticism 1s made clear through a Heine subtext, a viciously 1ronic portrait of the half-
crazed artist in his Reisebilder. Pasternak wnites of the spirit behind Sestra moja zhizn’,

and of the contrast between Pushkin’s realism and Lermontov's romanticism, in a 1958

letter to Eugene Kayden:

C INywkxHa Havyanach pycckas COBPEMEHHOCTb, XKiBas,
AEACTBUTENbHAA, HAILI HbIHEeIUHK A o6pa3 mbicnert. [lylwikKH nocrpoun
30AHHE HALLUEH AYXOBHON XXH3HH, IOM PYCCKOro HCTOPHYECKOTO
cosHaHHuA. JIepMOHTOB Obl/ NepBLIM, KTO B HEM nocennaca. B
JlepmoHTOBE CBILIHA HE3aBUCHMAA HCNOBEAHAA HOTA NOC/AEOYIOLLEH
HCTEUIEKTYAIbHOU TpaaMLUKHK HAlllero BpeMeEHH B MTO33MHU U Npo3e,
KOTOPYIO NMo3iHee 000raTraa OCAeN#TeNLHAA KOHKPETHOCTb JIbBa
Toncroro u 3arem abconioTHan YyTKOCTDb raasa y Yexosa

Ho tam, rae [Tymxnn o6mekTHBeH, 0cA3aeM H TOYEH, B 00LLEM
WHpOYaHLLEM 3HAYeHUH, /IepMOHTOB rop A4 U AuveH u notromy Gonee
orpaHuyeH, — Tam, rae [TylIHHH peannucTHyeH U BLICOK B CBOEH
TBOPYECKON AEATENbHOCTH, /IEPMOHTOB ee XHBOe AMYHOE
CBHIETENbCTBO. Ero onepHbiit poMaHTH3M, Kak Bul Bbipasunuce, — He
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Gonee, yeM YaCTHOCTL. Bansanue Baipona 6eccnopHo, nockonbky
nonosuHa Esponsl 6bi1a non ero obasHueM. Ho T0o, 4TO Mbl OLLUKGOYHO
Ha3blBatM POMAHTU3MOM Y J/IepMOHTOBA, B AEHCTBHUTENLHOCTH, KaK MHe
NpencTaBnAfeTcs, — Heoby3naHHasA CTHXHUA COBPEMEHHOrO
cy6bexTHBHO-6HOrpadHUECKOTO peanuama U NMpeaBecTHe HALLEH
COBPEMEHHON MO3I3UH U NPO3bI.

A nocaTHn “CecTpy MO0 XH3HL" He NaMATH JIePMOHTOBA, HO
CaMOMY NO3TY, TOYHO OH €L1e XU/ CPeAH HaC — ero AyXy, BCe elle
AEACTBEHHOMY B Haillel nuTeparype. Bbl cnpawmBaere, yeM oH 661
s MeHs netoM 1917 rona? OnuueTBopeHHeM TBOPUECKOH CMENOCTH H

OTKPBITHH, HAYA1OM CBOGOOHOrO MO3TUYECKOTO YTBEP XKICHHU A
NMOBCENHEeBHOCTH... "™

Not unul 1931, in Oxrannajagramota, does Pasternak define his own turn away

from what he calls the “romantic manner™

Bpems 1 o6LIHOCTL BAMAHUI PORHUAM MeHA ¢ MaAKOBCKUM. Y Hac
MMETUCH coBnianeHba. Sl nx samerun. Sl moHuman, yTo €M He caenarthb
4ero-To ¢ 06010, oHu B OyayuneM y4acTATcA. OT UX MOLIOCTH €ro
Hago 6b110 ybepeub. He yMest HasBaTh 3TOrO, i peLLMA OTKa3aTbCsl OT
TOro, YTO K HUM NpHBOaHAO. f OTKasalcA OT pOMAHTUHECKON MaHepHl.
Tak nomyynnach HepoMaHTHYeckas no3THka “[Tosepx 6apbepoB”.

Ho non poMaHTH4eCKOH MaHepoit, KOTOPYIO i OTHBIHE
BO36pansan cebe, KPbINOCH Len0e MUPOBOCNPUATLE. ITO ObIIO
MOHHMaHHE XKH3HH Kak XH3HH nodTa. OHO nepewLw1o K Ham OT
CHMBO/THCTOB, CHMBO/TMCTAMH e ObI/I0 YCBOEHO OT POMaHTHKOB,
rAasHbIM 06pa3soM HeMeukux, |[...]

3peaniuHoe noHHManne 6uorpadum 6bI10 CBOHCTBEHHO MOEMY
BpeMeHH. Sl 3Ty KOHUenuHIO pa3gensn co sceMu. Sl paccTaBaica ¢ Hel
B TOW elle ee CTaAMH, Korja oHa 6b1/1a Heo6s13aTeLHO MArKa Y
CHMMBONUCTOR, repOH3Ma He NPeAnonarana U Kposhio eute He naxaa. 1,
BO-MEPBHX, A 0CBOOOXAAICA OT Hee 6eCCO3HATENLHO, OTKA3LIBAACH OT
POMaHTHUYECKHMX NPHEMOB, KOTOPbLIM OHA CTYXKHAA OCHOBaHbeM. Bo-
BTOPhIX, i U CO3HATEALHO U3beran ee, Kak 6necka, MHe HEMOAXOARLLETO,
MOTOMY YTO, OTPaHHYHUB cebe pemecomM, A 60ANCA BCAKOW MO3ITH3ALMH,
KOTOpast NOCTaBH/Aa Obl MEHA B I0XXHOE H HECOOTBETCTBEHHOE
nonoxeuse. (IV: 227-228)

This statcment 1s the beginming of a long line of statements against what Pasternak
calls romanucism. The best examples of this are in his late correspondence. He wrote to

Jacqueline dc Proyart in 1959:

Je n’avais jamais aimé ni méme compnis (¢t jc ne crois pas de son existencce)
le fantastique, le romantique, de lui-méme comme domaine indépendent, la

'8 Bonis Pasternak, lctter to Eugene Kayden, 22 August 1958, Quoted from Boris Pasternak ob iskusstve,”
355-356.
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bizzarenc d’un Hoffmann, par exemple, ou d’un Carlo Gozzi. Pour moi
I’art est une obsession, l'artiste est un possédé, un homme atteint, frappé de
la réalité de I'existence, journaliere qui, pour une réceptivité chalereuse et
animée apparait plus fabuleuse qu'un conte justement par cetélémentde
prose toute nue et quotidienne d’habituel, d’ordinaire.'**

Also toward the end of his life, he wrote similarly to Renate Schweitzer, who had

asked him to wnite an article on Hoffmann:

Den Romantismus liebe ich nicht als etwas amtsartig bewusstes,
sekundares, als Kunst in einer Genieuniform. Die unoffizielle Originalitit
eines Gottfned Keller {...] sagt mir viel mehr als alle Wildheiten

E.T.A.Hoffmanns. Andererseits, was wire Dostoevsky und vielleicht auch
Dickens ohne Hoffmann!"*

As we see here, these statements are important 10 his conception of Hoffmann as well; they
will be important to the discussion in Chapter Threc.
Pasternak made similar statements to Zoja Maslennikova, who recorded them in her

memoir of meetings with Pasternak. In regard to Hoffmann (we will return to this too in

Chapter Three):

[...] HarucaTh 06 3TOM TPYAHO: POMAHTH3M C €70 NOCTPOCHHUAMMH,
HHYEM HE NTPOBEPEHHBIMH, 3 CKOpee oTBepral.'™

In Pasternak’s only recorded statement about Novalis, memonist Aleksandr
Gladkov, who met with Pasternak late in the poet’s life, notes the name in the context of

highly romantic, “gypsy verse™

CHoBa roBopuM 0 3aMbicie Gnorpaduueckon apamsl B CTHXAX, O

[leredu. Emy on HpaButca. On rosopuT o pomantusme, Hosanuce, o
“UBITAHCKON CTpye” B MUPOBOA No33nn.”

Despite the apparent confusion of literary history in the above quote from Gladkov
(which may be the confusion of Gladkov, rather than Pasternak), we learn from another

letter 10 Schweitzer, however, that Pasternak does not mean the Romantic School in his

cntcism of Romanticism:

1'% Jacquline de Proyart, Pasternak (Panis: Gallimard, 1964), 238.

'2 Renate Schweitzer, Freundschaft mit Boris Pasternak (Vienna, Munich, Basel: Verlag Kunt Desch,
1963), 80-81.

12 Zoja Maslenmkova. Portret BorisaPasternaka (Moscow: Sovetskaja Rossija, 1990), 143.
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Unter Romantismus verstand ich nicht die einst dagewesenc Stromung,

nicht dic tatsichliche Schule, nicht den Grad der Kunstentwicklung,

sondern dic Romantik als Prinzip: das Abgeleitete, das Nichturspriingliche,

Literatur iiber Literatur, das Kunstbewundern seitens der Kinstler

(wogegen ein schopfenisches Kunstgenic ein Kunstverachter und

Lebensanbeter durch Kunstist (wieder cinseitig iibertricben, damit Du es

crtappst), Musik steht nebenan wetl das nichtinhaltliche, das formelle an ihr

cinen beinahe erschopfenden Anteil hat, einen grosseren als in Dichtung und

Malerei. Du horst Brahms. Es ruhrt Dich, dass ¢s so ist wic es sein sollte,

dass Du Dich an nichts Unerwartetes, Ungewohnliches stosst. Haydn,

Weber, Schubert scheinen arglose Glockenspiele und Uhrwerke ihrer

Zeitalter zu sein. Nehmen wir z.B. Bach (teilweise Mozart, zum Teil

Beethoven und Schumann, Chopin, Wagner). Aber ncben wir z.B. Bach.

Etwas wider das Erwarten, iiber dic Forderungen der Acsthetik hinaus ist

da, ist Hauptsache, ist grossartig.'*

The notion of “life in art™ appears time and time again, in the image of the oblivious
mating grouse tn Pasternak’s “Neskol ko polozheni)™, in Pasternak’s portrayal of Chopin's
life 1n his essay “Shopen™ (to be examined 1n Chapter Three), in his repeated statcments
about the image spcaking for man, for example in Oxrannaja gramota and Doktor Zhivago.
Pasternak opposes this to the notion of life as art, to biography as spectacle, in the excerpt
quoted above from Oxrannajagramota.

What we see, then, from Pasternak’s wntings on what he calls “romanticism” is
that his conception of romanticism 1s tied to the more neo-romantic conception of the poct
as superman and his biography as a work of art in itself, which 1s, on the one hand, tied to
Futunsm, and on the other, has its roots in German Romanticism, as Pasternak himself
points out.

In the chapters that follow, | will trace Pasternak’s reception of the Romantic
sources themselves. Some of Pasternak’s quotations are tied to his own statements on his
acsthetic system; others involve a whole vanety of themes other than art and the

relauonship of the poet to his art. We will see from the breadth of Pasternak’s reception of

Romantic sources that his understanding of Romantic literature was profound, as was his

2 Alcksandr Gladkov, Vstrecht s Pasternakom (Pans: Y MCA Press, 1973). 68.
'2 Bons Pasternak, letter to Renate Schweitzer, 26 July 1959. Quoted from Schweitzer. op. cit., 89.
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debt to it. It was, at the same time, vaned and complex, as were his statements on the

subject which we have examined here.
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CHAPTERTWO
PASTERNAK AND NOVALIS

The reasons why Pasternak would have been interested in the works of Novalis are
numerous. Pasternak’s predecessors, the “second-generation™ Symbolist poets Aleksandr
Blok, Andrej Belyj, and Vjacheslav Ivanov had a very strong interest in the work of
Novalis, following the general trend in Novalis’s popularity at the tum of the century.! We
know that Blok had a Russian copy of Heinrich von Ofterdingen in his library.?
Vjacheslav lvanov translated much of Novalis’s poetry in 1909; six of these translations
were published in the journal Apollon in 1910, though the rest remained unpublished until
after Pasternak's death.® Ivanov gave lectures on Novalis in Moscow in 1909, 1914, and
1920, including readings of his own translatons from Novalis.* Whether Pasternak was at
ctther of these lectures has not, 1o my knowledge, been reported, but it is possible that he
attended the 1909 or 1914 lecture. The intense interest of fellow member of the literary
circles (and publishing houses) Linka and Centnfuga, Sergej Bobrov, in the work of
Novalis is evident from the number of epigraphs and quotations from the Romantic writer

in his poetry and polemical wntings, particularly in his first book of verse, Vertogradari

' On Novalis's reccption in Westemn Europe duning the Symbolist era see Wemer Vordtriede, Novalis und
die franzosischen Symbolisten (Stuttgant: \V. Kohlhammcr Verlag, 1963). For an excellent history of
Novalis's reception in Russia in the nincteenth and early twentieth centunies, see Michael Alex Wachtel,
Goethe and Novalis in the Life and Work of Vyacheslav Ivanov (Dissentaton, Harvard University, 1990),
93-106; idem, Russian Symbolism and Literary Theory: Goethe. Novalis, and the Poetics of Vyacheslav
Ivanov (Madison: Umversity of Wisconsin Press, 1994), 113-127.

2 Biblioteka A. A. Bloka. Opisanie. Kniga 3 (Leningrad: Institut russkoj literatury AN SSSR, 1986), 243,
#2166. Blok also owned Grigon) Petnikov’s translation of Novalis's Fragments: Ihid., 244, #2167, as
well as Maeterlinck's translations from Novalis: Ibid., 123, #1354. Finally, Blok owned Zhirmunskij's
Nemeckij romantizm i sovremennaja mistika, on which he made cxtensive marks and comments: Opisanie,
Kniga | (Leningrad, 1984), 274, #423. Wc know from Blok's diary that he received Zhirmunskij's book
from the author in March 1914 and read Novalis in December 1914: Aleksandr Blok, Zapisnye knizhm
19011920 (Moscow: Xudozhcstvennaja literatura, 1965), 210, 249. Blok's possession of Novalis's novel
is mentoned in K. M. Azadovskij, “Rajmer Mana Ril'ke i Aleksandr Blok (predvaritel’ nye zametki)”,
Russkajaliteratura, 2, 1991, 147, 154

? Vjacheslav Ivanov, Sobrame sochinemj. 4 vols., ed. D. V. Ivanov and O. Deshart, Vol. 1V (Brussels:
IFoyer Onental Chréucen, 1987), 728. On Ivanov’s translations and his reception of Novalis, see Wachtel,
op. cit., 1990, 107-243; op. cit., 1994, 128-209. Sce also Efim Etkind, “Potzija Novalisa:
“Mifologicheskij perevod’ Viacheslava lvanova™, Russkaja literatura, 3, 1990, 157-164.
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nad lozami (Gardeners Over the Vines).® Further evidence of Bobrov’s serious interest in
the work of Novalis can be found in his papers, where there are prose translations of the
poetry from Heinrich von Ofterdingen.® Bobrov’s archive also contains correspondence
with literary colleague Grigonj Petnikov about the publication of Petnikov’s translation of
Novalis's Die Lehrlinge zu Sais.” That translation, dated 1913, was not published by
Centrifuga until 1919.° Petnikov’s translation of sclected Novalis Fragments was
published by his own publishing house, Liren’, in 1914.° That year also saw the
publication of a Russian translation of Heinrich von Ofterdingen by Zinaida Vengerova and
Vassilij Gippius.'® Also in 1914, Viktor Zhirmunskij published his study of Jena
Romanucism, entitled Nemeckij romantiun i sovremennaja mistika, in St. Petersburg. The

book. which draws a parallel between the mysticism of the early Romantic and the Russian

* Ivanov, op. cit. See also Wachtel, op. cit., 1990, 101-106; op. cit., 1994, 120-125.

* Viadimur Markov, Russian Futurism: A History (Berkeley'1os Angeles: University of Califormia Press.
1968). Secc the chapter on "Centnfuga™, parucularly 232, 234, 239. Vermrogradariwas published in
Moscow by linka in 1913.

® Rossijskaja gosudarstvennaja arxiva literatury 1 iskusstva (RGALL Russian State Archive of Litcrature
and Ant). Fond Sergeja Bobrova, fond 2554, op. 2. ed. xr. 235. *“*Gennx von Ofterdingen” Perevod
suxotvorcni) 1z romana Novalisa s ncmecskogo jaz. Chernoviki. Aviograf v tetradi (1908 - nachalo 1910-
x godov).” Scveral other translations from Novalis can be found in fond 2554, op. 2. ed. xr. 238, which
contains Bobrov's translauons of works by Novalis. Remer. Rodenbach, Shelley, and others

’ Bnef cormespondence can be found in fond 2554, op. 2, ed. xr. 568. A lctter dated 14 November 1913
contains a posiscnpt: “Pnlozhu moj perevod “Uchemkov v Saise™.™ More detailed and, for our purposes.
sigmficant, letters from Petmkov can be found in fond 2554, op. 1, ¢d. xr. 57, which includes Petukov's
letters to Bobrov from March 1913 through June 1916. According to these letters, Petnikov did not send
hus ranslation of Die Lehrlinge zu Sais to Bobrov until the end of 1914, Petmukov's letter to Bobrov from
2 December 1914 indicates that he had almost completed copying out the translauon before sending it A
letter from 21 January 1915 states that he finished the translation “long ago™. A letter from 5 July 1914
indicates that Petmkov and Pastemak were in contact: After explaining that he would send the translauon
to Bobrov in ten days, Petnikov says that “B. P. sobiralsja vam pisat’.” I have been unable to find any
evidence in Petmkov's letters to Bobrov that Pastermak saw Petmkov's translations. but since the two were
apparenuy 1n contact, and since Pasternak and Bobrov were in close professional contactin the 1910s. it is
quute possible that Pastemnak saw Petnukov's translations before they were published. 1| hope to prove in
this chapter that Pasternak must have scen Petukov's translation of Die Lehrlinge zu Sais while wnung
pocms from Foverxbar'erov.

¥ Novalis, Ucheniki v Saise. V percvode GGrigonja Petukova (Moscow: Centrifuga. 1919). Repnnted in
Novalis, Geynrix von Ofterdingen. Fragmenty. Ucheniki v Saise. “Novalis”. Literaturvnyy étjud T.
Karlefha, ed. S. Fedorov (St. Petersburg: Evrazija, 1995). 161-190.

*Novalis, Fragmenty v perevode Gngonja Petikova. 1 (Moscow: Liren®, 1914). Repnnted in Novalis. op.
cit. 1995, 143-160. On Petnukov’s publication, see Markov, op. cit., 245.
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Symbolist world views, must have inspired discussions in literary circles of the time."'
Thus Jena Romanticism, parucularly Novalis, was very much “in the air” at the ume when
Pasternak launched his literary career. Pasternak himself was certainly exposed to the
literature and aesthetics of German Romanucism dunng his philosophy studics at Moscow
State University.'* Pasternak’s son writes that his father was interested in the aesthetics of
Friednich Schlegel, and that Pasternak began, but never completed, a translation of
Vorschule der Asthetik by Jean Paul Richter, a contemporary of the Jena circle writers.'

Pasternak's reception of Novalis is evident from his earliest sketches through
Doktor Zhivago, though textual echoes are fewer and more distant after Vioroe rozhdenie.
His quotation of Novalis texts evolved toward greater subtlety. For example, an early
prosc sketch, “Uzhe tcmneet”, is a kind of improvizauon on, among other sources, the
Hymnen an die Nacht and Heinrich von Ofterdingen, with particular focus on the more
“mystical” aspects of these works, those aspects which found such resonance among the
Symbolists. Later his quotation of Novalis texts was refined to the briefest of references,
from a striking word or phrase to an image or line which implies a more profound

similanty between the two writers® poctic systems than at first scems apparent. Novalis

'% Novalis, Geynrix von Ofterdingen (posmertny) roman). Pcrevod s nemeckogo Zin. Vengerovoi i Vasilija
Gippiusa (stuxa). Vstupitel'naja stat’ja Zin. Vengerovoj. (Moscow: K. IF. Nekrasov, 1914). Repnnted in
Novalis, op. cit., 1995, 5-142.

' Sce [.azar Flcishman, Boris Pasternak: The Poet and His Politics, 70, and Efim Eikind, “Istonzm V. M.
Zhirmunskogo™, Izvestija rossijskoj Akademii Nauk. Serija literatury i jazyka, Vol. 51 (1992), No. 2, 5.
Etdand mentions the interest only of Ivanov, Blok. Belyj, and Anna Axmatova in Zhirmunskij's book. A
companson of the poeucs of Blok and Novalis i1s also given by Komej Chukovski). See K. Chukovsk,,
Kniga ob Aleksandre Bloke (Berlin: Epoxa, 1922), 41-48. Chukovski) also mentions Blok's shift from
Novalis in hus carly work to Heine in hus later work: *Iz Novalisa on sdelalsja Gejne.” Ihd., 97.

'2 One of Pasternak’s final examination questions for graduation from Moscow State University was on
“Fichte and the Romanuc School”, for the examination in modem philosophy, 27 May 1913. E.
Pastemak. Boris Pasternak. Matenaly dlja biografii, 182.

B E. B. Pasternak wrote to me of Pasternak’s interest in the acsthetics of Schlegel and Jean Paul in a letter
from August 1992. The Jean Paul translation project is also mentioned in Rima Salys, ***Izmeritel naja
cdinica russkoj zhizmi*: Pushkin in the Work of Bons Pastemak”, Russtan Literature, XIX, 1986, 351.
Pastemnak humself wnites in extraordinanly Jena-esque terms in a letter reviewing poems of Russian
Svmbolist poet Aleksandr Dobroljuboy: **Ponjatie sily (neprotjazhennogo dvizheme) (...] Bez ljubvi k
pnrode 1 kako)-to svoej naturfilosofii ne byvaet tvorchestva [...] ldeja ‘neznmo) bun’ zakljuchenno) v pokoe
cvetka, ¢to ved' ne tol'ko obraz. no i utverzhden’e, v otnoshenii organichesko) zhizm besspomoe, t. ¢. &to
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texts cited in late Pasternak arc gencrally the same as those quoted in Pasternak’s carliest
sketches; they are simply refined to a “distilled” form.

Reception of Novalis texis is clearest in Pasternak’s carly experimental prose
sketches, which remained unpublished until after his death. Herc Pasternak adhercs

closcly to his sources, without the characteristic atternpt at subtextual “track covering”

noted by Fleishman. '

2.1 Novahis Reception, 1910-1913

Although Ivanov’s translations of Novalis's poetry apparently did not have a
significant impact on Pasternak’s work, the 1910 publication of the translations may well
have stirred Pasternak’s interest in the Hymnen an die Nacht and Heinrich von
Ofterdingen. His perception of Novalis both through the [vanov translations and through
the Musaget discussion which likely followed would, however, have been affected by their
specifically Symbolist interpretation of Novalis. Ivanov, for example, charactenzed
Novalis in the introduction 1o his Apallon publication as “mifotvorec i slagatel’ gimnov
[...], organ taynogo predamja 1 vmestc samostojatel 'nyj myslitel” [...], mudryj skazochmk 1
dia-uchiiel”.™'*

Onc of the works of Novahs chosen by Ivanov for publication in Apoifon in 1910
1s the “Song of the Prilgnm™ from Part [1 of Heinrich von Ofterdingen. Pastermak takes the
theme of the prlgnmage from this poem and expands on it to include other recurnng themes
from Novalis's oeuvre in his 1910 sketch, “Uzhe temneet”, published posthumously.

The relevant stanzas from the pilgnm’s song read:

I: Licbeszahren, Licbestlammen

FlicBt z7usammen;
Hetligt diese Wundcerstiat(t)en,

obraz. dejstvitel 'nogo obraza ” Bons Pasternak. letter to V. V. Veresaev, 1939. Quoted from E. V
Ivanova. “Neizvestnyy otzyv o stuxax Aleksandra Dobroljubova®”, Pasternakovskie chtemya, 197-202.

“Lazar Flcishman, “Fragmenty “futunsuchesko)' biogratii Pasternaka”, Slavica Hierosolvmutana. 4. 1979,
79-133.

'Vjachestav Ivanov, Sobrame sochmemy, Vol 4, 182,
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Wo der Himmel mir erschienen,
Schwirmt um diesen Baum wie Bienen
In unzihligen Gebeten.

3: Auch der Felsen ist gesunken
Freudentrunken

Zu der selgen Mutter Fiiflen.

Ist die Andacht auch in Steinen

Sollte da der Mensch nicht weinen
Und sein Blut fir sie vergieBen?

4: Die Bedriingten miissen ziehen

Und hier Kknieen,
Alle werden hier genesen. (1. 323;[V: 222-223)'¢

o daw

Pasternak’s Reliquimim nods to the Romantic era in the prose fragment, remarking,

“Konechno, {...] ¢to blizko romantizmu. No ponimaesh’ li ego.” He continues,

— fl BUXY Le/I0¢ MaJOMHHYECTBO, KOTOpOe CBepraer, Nobexaaer,
3a/IHBAET, TOMUT B CBOCH MONTHTBE OTXKUBIUME OYEPTAHHA U HE MOXKET
MOTOHYTh B 60/bllUEM, a IO Beyepam, AKe BHELHU N oyepx — 6or,
TOPHM3OHT, 1aXKe FOPHU3OHT 11O BeYepaM BblBETPUBAETCA, KaK FPaHb
MecYaHHUKa UM KaK Monia, KoTopas, Taed, MPoXOKeHa O0MbIINMH,
nenensbHO AOTOP AOLL MMH, IVIHHHBIMY OKYPKaMH — BHELLIHHMU
YAHUAMH; HX Bedb TyLHaT, pa3faBauBan o ropH3oHT. [a, n BoT
NpencTaBb cebe BCIO 3Ty PETHIHOIHYIO PEBOMIOLHIO CyMep €K, Koraa
OKe Te TMHUH, YTO COepXUBAIH HaHATH3M AHA, MEPECTAIOT ObITH
rpaHsAMH, KOraa U GOroTBOPHMBIE THHHH HU3/1aMbIBAIOTCA, MHOXATCH,
FHYTCA ¥ BAPYT CaMH HAYHHAIOT T/ILITh, CAMH CTAHOBATCA HAa KOJICHH,

CaMH XOTAT NepeOHpaTh KaKHC-HHOYAb YeTKH, IbHYTH K anrapio |...|
(1V: 719-720)"7

'*Novalis texts arc cited from two editions: the first page number indicated is from the critical edition of
Novalis: Novalis Schriften. Die Werke Fricdnch von Hardenbergs. Begriindet von Paul Kluckhohn umd
Richard Samuel (Stuttgart: W. Kohlhammer Verlag, 1960-1988), 5 vols. The second page number
indicated is from Novalis Schriften, hrsg. von 1. Minor (Jena: Diedenichs, 1907), 4 vols., the last edition
10 come out hefore the beginning of Pasternak's literary career. As there is no definite evidence as to which
cdition of Novalis Pasternak actually read, | have followed the spelling and form of the more rccent critical
cdition, however, | oniginally checked texts from the 1907 edition which Petnikov used for his translations,
and to which Pasternak most likely had access. If there are significant differences between the cnucal and
1907 ediuons. 1 indicate the differences in footnotes. Italics are taken from the Novalis critical edition. 1o
indicate text which Novalis imself underlined. 1 have marked in bold text which I wish to emphasize.
""Pasternak texts are quoted from Boris Pasternak, Sobrante sochinenij v pjati tomax (Moscow:
Xudozhestvennaja literatura, 1989-92). Italics are taken from this edition. | have marked in bold text which
I wish to ecmphasize. Assya Humesky pointed out a text which may be an intermediary link between the
Novalis poem and the Pastemak sketch: Tjutchev’s poem “Tem sizye smestlis™. The second stanza
opens: “Sumrak Uxij, sumrak sonnyj,’ Lejsja v glub’ moej dushi,/ Tixij, lemnyj, blagovonnyj.: Vse zalej
1 utishi.” She also notes the Ime *Vsc vo mnce 1 ja vo vsem!™ and Pasternak, “Volny™, I: 381. Quoted
from bedor Tjutchev, Sochinentja v dvux tomax (Moscow: Pravda, 1980), I: 81. Although Michacl
Wachtel points out that there is no evidence that Tjutchev knew the work of Novalis (Wachtel, op. cit.,
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The image of flames and tears (lowing together in the Novalis excerpt is reflected in
Pasternak’s imagery of flames, water, and the blurring of borders. For Pasternak, twilight
is a uime durtng which contours are made fuzzy and the disparate comes together. The lines
“break, multiply, and themselves suddenly begin to swim”. The “multitude™ in Pasternak
is not of flames and tears of love, compared to bees in Novalis, but of the particles that
make up the twilight. The reflection of Novalis’s imagery of pilgrimage is obvious at the
end of the Pasternak cxcerpt quoted here.

One sees already here in 1910 Pasternak’s mix of Romantic and Modemist
imagery. Novalis's lofty image of the animation of all things, which constitutes not mere
personification, but rather a reflection of his readings from Schelling, Baader, and Ritter,
among others,'® is present in Pasternak s fragment together with prosaic urban imagery
typical of Modernist poets. The “flames of love” from Novalis become the “cigarette butts”
of streets at twilight, “cxtinguished in the honizon™. We see here the seeds of Pasternak the
Futunst.

Another significant subtext to the Pasternak fragment is the first of Novalis's
Hvymnen an die Nacht. The second paragraph of the prose version reads:

Abwirts wend ich mich zu der heiligen, unaussprechlichen,

geheimmisvollen Nacht. Fernab liegt dic Welt — in cine tiefe Gruf't versenkt

— wiist und einsam st thre Stelle. 1n den Saiten der Brust weht tiefe

Wchmut. In Tautropfen will ich hinuntersinken und mit der Asche mich

vermischen. — Femen der Ennnerung, Wiinsche der Jugend, der Kindheit

Traume, des ganzen langen Lebens kurze Freuden und vergebliche

Hoffnungen kommen 1n grauen Kleidern, wic Abendnebel nach der Sonne
Untergang. In anderen Raumen schiug die lustigen Gezelte das Licht auf.
[...]

Wie arm und Kindisch

Diinkt mir das Licht,

[-..]

Wic erfreulich und gesegnet

1990, 94, op. cit., 1994, 116), the closeness of these two texts in meter and imagery seems (o indicate a
familiarity. Compare the first two hines of Novalis's third stanza with the lines from Tjutchev quoted here.
'*Sce Gerhard Schulz, Novalis in Selbstzeugnissen und Bilddokumnenten, (Reinbek bei Hamburg:
Rohwohlt, 1969), 96-97.
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Des Tages Abschied. (I: 131-2;1: 445)"°

Besides the most obvious common treatment of twilight, the passages share other
common motifs, some of which continue in later works of Pasternak. One such mouf is
that of ashes, which appears both here and in the “Song of the Pilgrim”, and which
Pasternak transforms into “cigarette butts”. The motif of ashes and flame and its
connection with creativity recurs throughout Pasternak’s ceuvre: it can be seen in such
poems as “Skripka Paganinmi™ (I: 472-474), “Fevral’ (I: 47), “Kak bronzovoj zoloj
zharoven’” (I: 48), “Pro Domo” (I: 480), “Ljubov’ Fausta™ (I: 529), “Marine Cvetaevo;” (I:
229}, “Remeslo™ (1: 550), “Zapiski Spektorskogo™ (I: 570), and in the motif of the candle
in Doktor Zhivago. The motif of dew is linked as well with creativity in Pasternak, as in
“Zapiski zavsegdataja...” (I: 533), “Manne Cvetaevo)” (I: 229), and “Lesnoe” (I: 428). It
is, of course, a part of what is probably Pasternak’s best-known and most charactenistic
leitmotif, that of rain.?® In *“Uzhe temneet” the water imagery occurs as a flood or
drowning: “zalivaet, topit...”. The motifs of dew and ashes in the Novalis Hymn are, in
tumn, closely tied to another motif which also occurs in Pasternak (albeit not ncarly as
frequently as the motifs of dew and ashes): that of falling as a consequence of inspiration.
If here in Novalis the fall 1s into dew (“In Tautropfen will ich hinuntersinken und mit der
Asche mich vermischen.™), then elsewhere the “inspired fall” is into the grass. {n Chapter

Three of Heinrich von Ofterdingen, the *newborn” poet of the merchants’ tale sings:

Er sinkt im hohen Grase meder,

Und schldft mit nassen Wangen ein;

Da schwebt der hohe Geist der Lieder

In die beklemmte Brust hinein [...] (I: 226;1V: 95)

' The 1907 ediion of this Hymn is entircly in prose. The last portion of this excerpt in the 1907 edition
reads: “*Wic arm und kindisch diinkt mir das [icht nun —wic erfreulich und gesegnet des Tages Abschied.”
*'he most famous critical response to the theme of Pasternak and rain is the secuon of the same title in
Manna Cvetaeva's 1922 “Svetovoj liven'. Poézija vechnoj muzhestvennosti”, Epopeja. 3. 1992. Repr. in
Izbrannaja proza v dvuch tomax, (New York, 1979), vol. 1, 135-148. See also Viktor Frank. “Vodjanoj
znak (Potticheskoc mirovozremc Pasternaka)”™, in Shornik state), posviashchennvx rvorchestvu B. L.
Pasternaka. Repr. in Literaturnoe obozrente, 2, 1990, 72-76. Sce also Angelika Meyer, “Sestra moja—
chizn® von Boris Pasternak. Analvse und Interpretation (Munich: Otto Sagner {Slavistische Beitrige, Band

2071. 1987). Aleksandr Zholkovskij, “*Mesto okna v poétichcskom mire Pasternaka”, Russian Literature,
V1-1 (January 1978), 1-38.
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About a decade after penning his sketches, Pasternak wrote the following on the

birth of a poet:

Tak HOuUM AeTHHE, HUUKOM

Ynas B oBCbl C MOALOOI: UCMTONHDBCA,

[po3sT 3ape TBOMM 3pavkoM,

Tax 3aTeBaioT ccopbl ¢ conHuem.?!
(“Tak nachinajut™, 1921, I: 202)

I will return to this poem in another context later. The passage, “Wic arm und
kindisch/ Diinkt mir das Licht/ [...] Wie erfreulich und gesegnet/ Des Tages Abschied.” (I:
132;1: 445),1s reflected in another Pasternak fragment, “Kogda Reliquimini vspominalos'

detstvo™

Koraa PenMKBUMUHHM BCMOMUMHANTOCH OETCTBO, OH HAXOAUA €T0
OKPY>KE€HHbIM MOAYAECHHBIMY AepeBbaMY |...]

JleTcTBO 3aMOMHU/IO MONAHH W BO3BpallleHHUs TTONOAOK C pabor;
IOHOCT b CBA3Q/1a Ce0st C PacCBETOM.

[MoaTomy 10HOCTHL PeAMKBMMHHM HacTana LIS HETO paHblue ero
nercrBa. KOHOCTB npenlecTBoBana aeTcTBY PeMHKBUMUHM.
[...} pebsiveckme nonaAHY oCylIany TPEBOTY MapTOBCKHX

MocToBbix. (1V: 725-726)

Pasternak. like Novalts, links childhood to bright sunlight; for both poets, as for
many others, transttional tmes of day are linked to more spiritually charged ages and states
of mind.

There are two more stnking points of correspondence between the first of Novalis's
Hymnen and Pasternak’s sketch, “*Uzhe temncet”. One is their poetic depiction of things
imammale. This “animation™ of the inanimate goes for both wnters bevond the common
device of personificaton. Though their treatment of the inanimate would seem o come
penlously close to this device in the examples cited above, the *Song of the Pilgnm™ and

“Uzhe temneet™, other works of cach author prove otherwise.

Novalis writes in a Fragment:

*'On this poem, sce Lazar Fleishman. “In Search of the Word: An Analysis of Pasternak’s Poem “Tak
nachinajut. .*", PoénkaPasternaka, 65-%), Angela Livingstone, ' Fausta li, Gamleta li*: Faustovskic
mouvy v ranmx stixotvorenijax Pasternaka”, Pasternak-Studien, 91.96.
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Einc wahrhalte Liebe zu einer leblosen Sache ist wol gedenkbar—
auch zu Pflanzen, Thieren, zur Natur — ja zu sich selbst. Wenn der
Mensch erst ein wahrhaft innerliches Du hat — so entsteht ein

hochstgeisuger und sinnlicher Umgang, und dfie] heftigste Leidenschaft ist
moglich — Genie ist vielleicht nichts, als Resultat eines solchen innemn

Plurals. Die Geheimnisse dieses Umgangs sind noch schr unbeleuchtet —
(I1I: 577, #172; 11: 197, #64)

Pasternak plays with the notion of the animate and inanimate in reference to the
lines and borders of twilight in *Uzhe temneet™. On the one hand, he speaks of lines which
swim, as in an inspired flood. To continue the excerpt from the sketch quoted earlier:

[...] GoroTBOpHUMBIE TMHUM U3NAMBIBAIOTCA, MHOXATCA, THYTCA M BOPYT
CaMM HAYMHAIOT TUILITH, [...} M BOT B3myBaeTcs BCe, YTO Thi BUAMIUD,
KaK KaKoe-TO OMYXOTBOPEHHOE MOAOBOAbLE, H BOT Tebe CyMepKH —
uenas MOAHABLUAACA CTenb KoueBHUKOB [...] (I1V: 720)

Thus the twalight’s lines and borders come alive, as if inspired. Pasternak switches to

German, in fact, in his improvization on the theme of “spiritualized lines™

— 3TO 3HAYMT, 'ITO XH3Hb Obl/Ia B pamax, U pamMbi 6b1IH
HEH3MEHHLIMH, HETIONBAACTHHIMM; HO K OHM 3aPA3H/IUCH KHU3HBIO,

crany eio0 und man muss die Gotter die Licbe, alie Rahmen die Leben
geworden umrahmen [...] (IV: 721)

On the other hand., at the end of the fragment Pasternak treats his image ironically,

with a word play on “line” and on “animated™:

PennxkBMMHUHHM M MaKkenoOHCKHA HAYT K TOM YAHUKe, FO€

MPOXOAUT TPaMBai. 3TO MAICOXHBACHHAA THHHUA, ¥ 30ECh TPOXOAAT
TPACKHE BaroHkhl ctaporo oopasua. (IV: 722)

In another carly prose fragment, “Zakaz. dramy™, Pasternak examines more closcly

the notion of “Liebe zu einer Ieblosen Sache™. He writes,

Komnosurop lecruxkprinos 61 TOH TepaneBTHYECKOH HHUTDIO,
KOTOpas AOMXKHA Obifa CLUMBATh ONEPHPOBAHHBIH MHPONOPALOK:
nepBoe — HOPOTOM, ObITH MOXeET, caMbliil LOPOroft HEOMYLLIEBACHHbIH
MHP; NECTPYIO, PACKPALLEHHYIO HYXKAY NpeaMeTOB, 6€3>KH3eHHYIO
XH3Hb, H BTOPOE — YHUCTYIO MY3bIKY, 00S3aHHOCT b 4ero-To
HEMbIC/IMMOTO CTATh AEACTBHTENLHOCTBIO H XH3HbIO [...] (1V: 744)

He continues on the same theme, with vet another Novalis subtext:

BriocneacrBusy onn cranu xynoxHukamu. Ouum 6bi1mn 6onee
BHHUMAaTE/bHBL; MOAXOAA K TOMY, YTO Ka3aI0Ch MAcCe OOYLUEBACHHBIM,
OHH TOBOPWAK: “Mbl BHAKM Bally HYXIy, Mbl BHIHM, KaK
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HEOMYLUEB/IEHHbl H REKOPATHBHbI Bbl, HALLIM BOCTIOMHUHAHUA; H Mbl
Or1ayeM BacC, M 3UTOMHM 32 BaC pyku™.

Kak co3upaerca npama B )XM3HM; KaK HE B COCTOAHHUH Gonee
BLIHECTH HEOAYLLUEBACHHbIX TTPOCHO, Pa3ABUTAIOT CTY/IbA U Kpecaa,

4yTOOBI Maxnyesame, maxyesams — BOT YTO XOYETCA NEPEAATH MHE
sgech. (IV:746)

The second Novalis subtext is another of his Fragments:

Man sucht mit der Poesie, die gleichsam nur das mechanische
Instrument dazu ist, innre Stimmungen, und Gemahtde oder Anschauungen
hervorzubningen — vielleicht auch geistige Tanze etc. Poésie
=Gemiitserregungskunst. (111: 639, #507; 11: 299, #380)

The link between Pasternak and Novalis on the theme of the inanimate is, however,
complicated by the intermediary of Rainer Maria Rilke's poetry and prose.?* Kite
Hamburger, in her analysis of the relationship of Rilke’s philosophy, as expressed through
his poetry, to Husserlian phenomenology, assesses Rilke's concept of the “thing” in

reference to the Ninth Duino Elegy:

Er verstand unter Ding im wesentlichen nicht totes Ding, sondern etwas
Beseeltes, und seine Liebe galt den mit dem Leben des Menschen und der
menschiichen Kultur mitgewachsenen, aus ihr hervorgegangenen Dingen,
den Kunstdingen im weitesten Sinne, die nun—so lduft der Gedankengang
der Elegie weiter—den *Zeitgeist’, dem technischen, weichen miissen:
‘Tempel kennt er nicht mehr.'?

Hamburger ties the importance of the world of things not to the Romantuc concept
of the umty and interdependence of all things, but rather to concepts drawn from Rilke's

study of Husserl:

Auf den ersten Blick konnte man das Einheitsgefiihl, das das
Gedicht ausspncht, zuruckleiten zu einer tradiuonellen romantischen Form
dieses Gefiihls, wie es etwa jener von des Novalis Lehrlingen zu Sais
ausspricht, der ein Dichter ist [...] Aber es ist deutlich, daB dies [...] nur
ein Moment in einem umfassenederen Zusammenhang angibt, ja daB die
Gefiihlsbezeichnung fiir das Verhaltnis von Ich und Dingen Metaphem
dieses Zusammenhangs bedeuten. Es ist aber der noematische
Zusammenhang, in dem nicht unterschieden werden kann, was ‘innen’ und

**See Chapter One for a review of the wealth of literature on Pasternak and Rilke. Anna L junggren n
particular discusses the theme of the animated thing as a common theme between Pasternak and Rilke. Sce
her Juvenilia Borisa Pasternaka. 6 fragmentov o Relikvimn, 95-118.

JKite Hamburger, “Die phinomenologische Struktur der Dichtung Rilkes™, in her Philosophie der Dichter.
Novalis, Schiller, Rilke (Stuttigart: Kohlhammer, 1966), 259. See also [.azar Fleishman, K xaraktenstike
rannego Pasternaka”, Stat’i o Pasternake, 11.
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was ‘auflen’ ist. [...] Es treten dic abstrakten allgemeinen Begriffe Wesen,
Raum, Weltnnenraum auf, Begnffe und nicht Metaphern |[...] (242-243)

Yet, specifically in the theme of the Dingwelt there are textual echoes between Rilke

and Novalis. In the passage immediately after the one to which Hamburger refers, in Die

Lehrlinge zu Sais, Novalis writes about the world of stones:

—Ob jemand die Steine und Gesume schon verstand, wei ich nicht, aber
gewiB muB dieser ein erhabnes Wesen gewesen sein. [n jenen Statuen, die
aus einer untergegangenen Zeit der Herrlichkeit des
Menschengeschlechts iibrig geblieben sind, lecuchtetallein so ein
tiefer Geist, so ein seltsames Verstindnis der Steinwelt hervor, und

iiberzeiht den sinnvollen Betrachter mit einer Steinrinde, die nach innen zu
wachsen scheint. (1: 101;1V: 32)

Rilke echoes Novalis’s thoughts on the “world of stones” in his long essay

“Auguste Rodin™

Denn gerade das suchte er: die Gnade der groBen Dinge. [...] dahinter
erhoben sich andere, schwere steinerne Dinge, aus undenklichen
Kulturen hiniiberdauern in noch nicht ggkommene Zeiten. Da waren
Steine, die schliefen, und man fiihlte, daf sie erwachen wiirden bei irgend
einem Jiingsten Gencht. Steine, an denen nichts Sterbliches war,
und andere, dic cine Bewegung trugen, eine Gebirde, die so frisch
geblicben war, als sollte sie hier, nur aufbewahrt und eines Tages
irgencinem Kinde gegeben werden, das voriiberkam. Und nicht allein in
den beruhmten Werken und den Weithinsichtbaren war dieses
Lebendigsein; das Unbeachtete, Kleine, das Namenlose und Uberzihlige
war nicht wemger erfullt von dieser tiefen, innerlichen Erregtheit,
von dieser reichen und iiberraschenden Unruhe des Lebendigen. (353)

And later in the same work:
[...] Und sogar die Steine dlterer Kulturen waren nicht ruhig. In

dic hicratisch verhaltene Gebiirde uralter Kulte war die Unruhe lebendiger

Flachen eingeschlossen, wie Wasser in die Wande des GefaBes.
(111: 368)*

Rilke, in fact, quotes the same Novalis “Song of the Pilgnm” cited by Pasternak in
“Uzhe temneet”, specifically in reference to his conception of the poet being barely

disunguishable from the things around him. In a poem from Das Stundenbuch, he writes

of herds of things, reminiscent of Novalis's bees:

“Raincr Mana Rilke, Werke in dret Biinden, (anidun am Main: Insel. 1966). On Rilke's notion of
Rodin as ““der Name unzahhiger Dinge™ in Pasternak’s nouon of self-subjugauon, see Nils Ake Nilsson.
“Life as Ecstasy and Sacrifice: Two Poems by Bons Pasternak™, Scando-Slavica, Copenhagen. 35, 180-198
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Ich habe Hymnen, die ich schweige. Es giebt ein Aufgenchtetsem, dann
ich meine Sinne neige: du siehst mich groB und ich bin klein.

Du kannst mich dunkel unterscheiden von jenen Dingen,
welche knien; sic sind wie Herden und sie weiden,

ich bin der Hirt um Hang der Heiden,

vor welchem sie zu Abend ziehn. (I: 25)

Recall the stanzas from Novalis’s song, sung at eveningtime (“Es war Abend
geworden [...]", I: 322;1V: 222):

Ach der Felsen ist gesunken Freudentrunken

Zu der selgen Mutter FiiBen.

ist die Andacht auch in Steinen

sollte da der Mensch nicht weinen

Und scin Blut fiir sie vergieBen?

Die Bedringten miissen ziehen

Und hier knieen,

Alle werden hier genesen. (I:323;[V:222-223)

In taking up the theme of the poet as “der Freund, der Vertraute, der Dichter der
Dinge”, as Rilke charactenzes the artist in his Introduction to “Worpswede” (111: 495),
Pasternak thus continues a tradition from Rilke and extending back to Novalis. Pasternak's
treatment of the theme in his early sketches is explicitly Romantic: the section of “Uzhe
temncet” which deals with the amimaton of twilight begins, as we recall, with the statement
“Koncchno [...] &to blizko romantuizmu.” (IV: 719) Although Rilke explicitly rejects the
Romantic treatment of nature in the Introduction to “Worpswede” —

In den deutschen Romantikern war eine groBBe Liebe zur Natur. Aber sie

liebten sie dhnlich wie der Held einer Turgemeffschen Novelle jenes

Midchen liebte, von dem er sagt: “Sophia gefiel mir besonders, wenn ich

saB und ihr den Riicken zuwendete, das heiBt, wenn ich ihrer gedachte,

wenn ich sie im Geiste vor mir sah, besonders Abends, auf der Terrasse...”

(111: 484)

—itis evident from the texts cited above that Rilke echoes texts from Novalis in his
discussion of the relationship of the poet to the things around him, whatever the underlying

philosophical differences between them. Pasternak. in tumn, takes up the link between the

poet whom he so often cites as his model and one whose name he never mentions,*® and he

**1 have found 1n the memoir hiterature onty one Pasternak reference, related second-hand. to Novalis,
namely in Aleksandr Gladkov's Vstrechi s Pasternakom (Paris: YMCA Press, 1973), 68.
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contmues the textual chain which links them. On the one hand, Pastcrnak develops in his
prose sketches the theme of the pocet’s relationship to things which so frequently appears in
Rilke's oeuvre;*® on the other hand, Pasternak returns explicitly to Novalisian texts in
general in these sketches, and specifically to one which Rilke also quotes in regard to this
theme. This is a typical example of Pasternak’s use of interrelated muitiple sources.?’

A second large thematic correspondence between Pasternak’s “Uzhe temneet” and
Novalis’s first Hymn involves another intermediary: Leibniz.*® Leibniz’s philosophy of
the monad and his development of integral calculus were significant to the development of
both Pasternak’s and Novalis’s poetic systems. Pasternak wrote in Oxrannajagramota of
his plans to wnite a doctoral thesis on Letbniz (1V: 166). Kite Hamburger discusses the
importance of integral calculus on Novalis’s poetic world view. Moreover, she draws a
parallel between Novalis’s treatment of mathematics, under the influence of Leibniz, and
the mathematically-oriented thought of Cohen, Natorp, and Cassirer, members of the
Marburg School of Philosophy which so attracted Pasternak that he chose to study there
with Cohen and Natorp.?® (These expenences are described in detail in Part Two of
Oxrannajagramota, IV: 176-87.) Darlene Reddaway points out that Pasternak
charactenzed Cohen’s causal approach as the essence of Galileo, Netwon, Pascal and

Leibmz.*® 1t was preciscly this causal world-view that Pasternak intended to abandon

**For a lengthy discussion of Rilke's treatment of the concept of theDingwelt, see Hermann Kunisch,
Rainer Maria Rilke: Dasein und Dichtung. (Berlin: Duncker & Humblot, 1975), 45-57.

“'On Pasternak's use of multiple sources, see 1. Ju Podgaeckaja, “Pasternak | Verlen™, De Visu. 1, 1993,
47, and |. P. Smimov, Porozhdeme interteksta: Elementy interiekstual'nogo analiza s primerami iz
tvorchestva B. L. Pasternaka (Vienna: Wiener Slawistischer Almanach, Sonderband 17). Ouo Pasternak’s
conncclon between Novalis and Rilke through a subtext, see K. Evans-Romaine, “K voprosu ob
otnoshenii Pasternaka k tvorchestvu Novalisa™, Shestve Tvnjanovskie chtemja. Tezisy dokladov
materialv dlja obsuzhdenya, (Riga: Moscow, 1992), 16.

% On Pasternak and Leibniz. sce Renate Doring, Die Lvrik Pasternaks in den Jahren 1928-1934, 13, Serge;
Dorzweiler, "Bors Pastemak und Gottfnied Wilhelm Leibmiz™; idem, “Bons Pasternak und die deutsche
Philosophie™

“Kate Hamburger, *“Novalis and dic Mathemauk™, in Philosopte der Dichter. Novalis, Schiller, Rilke.
“Darienc Reddaway, “"Pastemak. Spengler, and Quantum Mechanics: Constants, Vanables. and Chains of
liquasons™, Russtan Literature, XXX (1992). 61-62. On small particles in Pasternak’s poetic world. see
Alcksandr Zholkovskij, '1_jubovnaja lodka. uprjazh’ dlja Pegasa 1 poxoronnaja kolybel naja (Tn
stixotvoremja 1 tn penoda Pasternaka)”, in lis Mir aviora @ struktura teksta. Stat’i o russkoy literature
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when he broke with Cohen, but the “post-Faustian quantum world™ which Reddaway
descnbes remains in Pasternak’s work in his use of the motif of particles (dust, spots, and
so forth). Reddaway opposes this world of particles to the straight lines of socialist
progression and Lenin’s “prjamolinejnaja logika™.*! Precisely the lines, however, form a
part of Pasternak’s early improvization in “Uzhe temneet”, written at the time of his
university studies in philosophy. He writes about inspired lines and spots, lumping them
together into one animated universe. Here Pasternak echoes a Leibniz-influenced Fragment
from Novalis, which also speaks of the animation of lines and points. Whether one can
speak of a direct subtextual link between the Pasternak and the Novalis texts is uncertain,
but the common influence of Leibniz’s mathematics is evident, and the inspired
poeticization of simple geometric objects common to the Pasternak and Novalis texts tempts

one to suppose a subtextual responsc in Pasternak not only to Leibniz, but also to Novalis.

The relevant passage from “Uzhe temneet” reads:

[...] BOT 2 XynOXHHK, U 51 He MOTY BLINEPKATh, KOTAa BUXY BOKPYF
MO3My OYEPTAHUH U IMHHI; TOTIA BO MHE NOET, MOET KaKasi-To
NIABHasA IMPUKA [...| ¥ MHE X04eTCA CO3BATH Ue/BIN MPUXOA
MOK/IOHAIOLLLMXCH, IKCTATHYECKHX KPACOK K 3THM THHUAM, A BEAD
CKa3a/1 BaM, MTHHHAM NOKIIOHAIOTCA 00e3yMeBLINe KPackH [...] u BoT
Tebe CyMEpKH — Le1aA MOAHARLLUAACH CTeNb KOYCBHUKOB, KAKOH-TO
MOXOM NPH3PAKOB, NATEH, KTOYKOB, H OHH OOHUMAIOTCS, M1aYyT,

6uyyloT cebn — [...], Bce TMHHH, 3BaTEMbLHBIC NAZEKH 1 BETOB
CKIOHW/THCD, NEPeCTanH 6b1Th C06010, CTaU nopuiBoM [...} (1V: 719-
720)

Similarly, in “Zakaz dramy”, he writes,

O, 3Ta 60n1b1LaRA KH3IHB, XKU3Hb — MUTHAP ABI KUBIX KpoLleK,
KOTOphle Noa6pacBbIaeT U TOHUT BHM3 TYAA BKOCb YepHaa NAoTHad
TbMa [...] T. e. Becenas norows HAKPOLUCHHOHW PA3HOM XH3HH 3a
cnpsTasiuencs My3sbikoi |...] (IV: 743)*?

(Tenafly, New Jersey: [irmitazh, 1986). On Pasternak’s “theory of poelic relauvity”, see Lazar Fleishman,
K xaraktensukc rannego Pasternaka™, Stat’i 0 Pasternake, 37. On the effect of quantum physics on early
twenteth-century fragmentation and in Pasternak’s poetics, see J. R. Doring-Smimov and I. P. Smimov,
Ocherkt po istoricheskoj tipologui kul'tury (Salzburg: Institut fiir Slawistik, Universitat Salzburg, 1982).
3'Reddaway, op.cit., 63-64.

32Cf. Aleksandr Blok, “'l vse, chto bylo nevozmozhno: V trevoge dnja, il poutru, Svershitsja zdes’, v pyli
dorozhno). V luchax zakatnyx, vvecheru.” and “Uxodit den’, v pyli dorozhnoy...” Aleksandr Blok, Sobranie
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This motif of life as “billions of living crumbs™ is linked to Novalis’s reception of
Leibniz’s Monadenlehre and related wnuings. Novalis refers to Leibniz’s concept of

monads in the following Fragments:

[...] — So muB das Auge, wo die Hand fiihlt, und das Ohr hort, eme
bestimmte Farbe, einen besummten, passenden Umri8 bilden unumgekehrt
— Ohne Geist keine Farben, und Umrisse — keine

verschiedenen Tone etc.— keine verschiednen Gefiihle und
bestimmte Oberflichen und Grenzen etc. [...]

<Die Seele ist die Monas, dercn AuBerungen mannichfaltige
Monaden sind — der Sinn, sit Venia Verbis, der die Gibrigen Sinne durch
Centralpuncte acuvirt und vereinigt. Der Geist dirigirt diesen
monadischen Sinn — Aktivirt und punctirt beliebig die

Urmonas.
/(Punct) (Linie) (Flache) (Corper)/
/Puncurt — limin  —  plamt  —  animirt/

Die Animauon geht voraus — der Geist, insofern er animirt, heiSt

Secle; durch Animation — wird Planition — Lineation und

Punctation maglich.> (II: 582, #243, 245; II1: 204, #217)**

Pasternak, like Novalis, deals with the concept of the animation of these billions of
points; both denve f rom Leibniz the notion that each of the particles of existence reflects the
universc as a whole, and, as Leibniz wnites in his Discourse on Metaphysics, are a further
reflection of Divine Wisdom. Although one cannot say with any certainty whether the
Novalis fragment i1s actually a subtext, similanties in the texts’ terms indicate either a
subtextual link or a common source m Leibniz. >

This motf, in one of its vanants 1n the Pastermak sketches, 1s connected to another
of Novalis's Hymnen an die Nachi. Earlier in this chapter | discussed subtexts in

Pasternak’s “Uzhe temncet” from the first of Novalis’s Hymns. There is also a subtext to

this prose fragment from the fourth Hymn. Pasternak, as we have seen, describes the

sochineniy v vos'm tomax (Moscow: | emngrad: Xudozhcsvennaja literatura, 1960). Vol. 1, 163. The
image of dust in the work of Blok was pointed out to me by Inna Stepanovna Prihod’ko.

% In the 1907 cdition, these two Fragments are printed as one. The list is pnnted in simplc prosc, as
follows: “(Punkt: punktiert; Linie: linitert; Flache: planiert; Korper: animiert.)”

1 junggren discusses Pastemak’s motif of points, crumbs, flakes as its relationship to Rilke's writngs on
the subject. Sce Ljunggren, Juvenilia Borisa Pasternaka, 100.
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twilight in the manner of an improvization. After the excerpts cited above, he tums toa

descnption of the twilight as “a thousand lost children™

[ oHuM 6b11M KaK THICAYA MOTEPABLUMXCA OETEN, M BCE OHU NOAXOAM/H
6/M3KO M CMPALUHBAIH, HE BHOEI IH A UX MATEPH; U eC/11 Obl MOA
M060BL 6biNa Obl NIOC/IENHEH ONPABON, A ONIPABM 3THX GE3MOMHDIX
meter cBoeH Mo60BbLI0,—A cKasan Obl,— [aa, A BHAET BALIy MATh,
AHIKEMHKY, 1 HAY K HeHt Cefyac ¥ BO3bMY Bac ¢ co6oit; HO U M060BbL
MOf TIPMILUIAa KO MHE XYABIM, BO3MYLLLEHHO CYMEPEYHbIM YIHYHBIM
MTBYMKOM C 06111HM BONpOCOM; 1 uTO 6b1/10 Oenatb MHe ¢ HUM? SlcHee
M TIPOLLLE BCEro ITO ObIO Y JIUCTHEB. |

CyMepKu, MOHHMAETE 1M Bbl, YTO CYMEPKH 3TO KaKoe-TO
THICAYHOE He3J0MHOE BOTTHEHHE, COMBIeeCH U noTepABLIee ceba; U
AUPHK OONXKEH PasMeCTUTH cyMepkH {...] (IV:721)

In the fourth Hymn, Novalis writes the following:

Tragt nicht alles

Was uns begeistert

Die Farbe der Nacht—

Sie triagt dich miitterlich
Und 1hr verdankst du

All deine Herrlichkeit.

Du verlogst

In dir selbst

In endlosen Raum
Zergingst du,

Wenn sie dich nicht hielte —
Dich nicht biande

DaB du warm wurdest

Und lammend

Die Welt zcugtest. (I: 138;1: 23)**

In the Novalis excerpt, night 1s the mother and savior. Pasternak alters the sense of
the Hymn and places himself, the poct. in the role of the mother and guide to lost and
temporanly orphaned twilight.

The opposite of this motif of “homeless agitation™, that of the “homeward path™,
forms another subtextual link between Novalis and Pasternak, onc which, in one of its
manifestations, goes bevond the pentod under discussion. In Heinrich von Ofterdingen

there 1s a climactic scene in which Heinnch. after having sung the “Song of the Pilgnm”

*5 In the 1907 cdition. this Hymn 1s wntten out in prose as follows: “[...) Tragt nicht alles, was uns
begerstert, die Farbe der Nacht? Sie tragt dich mutterlich und ihr verdankst du all detne Herrlichkeit. Du
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quoted above, meets a young girl, presumably a vision of his deceased beloved, Mathilde,

now transformed:

Unter seinem Gesang war er nichts gewahr worden. Wie er aber aufsah,
stand ein junges Madchen nah bei thm am Felsen, die ihn freundlich, wie
einen alten Bekannten, griiBte und ihn einlud mit zu ihrer Wohnung zu
gehn, wo sie ihm schon ein Abendessen zubereitet habe. Er schloB sie
zdntlich in seinen Arm. Thr ganzes Wesen und Tun war ithm befreundet.
[---] “Wer hat dir von mir gesagt”, frug der Pilgnim. *“Unsre Mutter.”
“Wer ist deine Mutter?” “Die Mutter Gottes.” “Seit wann bist du hier?”
“Seitdem ich aus dem Grabe gekommen bin?” “Warst du schon einmal
gestorben?” “Wie konnt' ich denn leben?” “Lebst du hier ganz allein?”
“Ein alter Mann ist zu Hause, doch kenn ich noch viele, die gelebt haben.”
“Hast du Lust, bei mir zu bleiben?” “Ich habe dich jalieb.” [...] “Wo gehn
wir denn hin?”’ “Immer nach Hause.” (I:324-325;1V:223-24)

Pasternak responds twice to Novalis’s key phrase “immer nach Hause™: once in
“Volny” in 1931, and once—ironically—in the same early prose sketch.*® In “Mne

xochetsja domo)”, from “Volny”, he wntes:

MHe xoyeTcs IOMOR, B OTPOMHOCTD
KsapTupul, HaBoDALLLEH TPYCTD.
Bonay, CHUMY naibTO, OMOMHIOCD,
OrHsaMu yruu osapiock. (I: 375)

In both the Novalis scene and this poem, the return home involves a kind of epiphany —
“opomnjus’, / Ognjami ulic ozarjus’.” There arc other connections between this Pasternak
poem and Novalis. on the theme of inner light, which I will discuss later in the chapter. In
the Novalis text, the motif of the homeward path is connected to the theme of death and

transfiguration, so loved by Romantics and neo-Romantics. There is a parallel scene 1o the

verlogst in dir selbst—in endlosen Raum zergingst du. wenn sie dich nicht hielte, dich nicht biinde. daB du
warm wiirdest und flammend die Welt zcugtest.™ (1: 138, 1. 23)

*Renate Doring mentions the motif of the “homeward path™ in her study of Pasternak’s “middle pertod”, in
reference to Novalis's and Mallarmé’s image of the poet as traveller or seafarer; she ties this motif and the
underlying medieval allegory of faith as sea voyage to the marine imagery in Pasternak's **Vse naklonenija i
zalog”. Ciung Wemer Vordtnede’s Novalis und die franzosischen Symbolisten (Stuttgart: W.
Kohlhammer Verlag, 1963, 69-71), she mentions Novalis's image of the poet as traveller always heading
home. She does not. however. elaborate on the significance of the Novalisian image of the “homeward
path” for Pasternak’s poetic system. See Die Lyrik Pasternaks in den Jarhen 1928-1934 (Miinchen:

Verlag Outo Sagncer [Slavistische Beitrage, Band 64], 1973). 87.

“The connection of this poem to Hetnrich von Ofterdingen was confirmed to me by Omry Ronen, who
pointed out the link between the poem’s lines “Projdu, kak obraz vxodit v obrazi I kak predmet sechet
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one cited above in the first part of Heinrich von Ofterdingen, in which Heinrich meets with
his beloved Mathilde in a dream, after their death. She drowns in a boating accident, and
he leaps in to save her and finds himself on the other shore, where she greets him. They
have a conversation, similar to the one quoted from Part II of the novel, also consisting of
questions and answers. Part of this conversation reads:

“Woist der Strom?” nef er mit Tranen. — “Siehst du nicht seine blauen

Wellen uber uns?” Er sah hinauf, und der blaue Strom floB leise iiber ihrem

Haupte. “Wo sind wir, liebe Mathilde?”— “Bei unsern Eltern.” — “Bleiben

wir zusammen?”— “Ewig”, versetzte sie [...] (I: 278-279; 1V: 161)*®

In this context, one can understand the underlying significance of the motif of the
Journey home from Heinrich von Ofterdingen for the following excerpt from Pasternak’s

“Uzhe temneet”. Makedonskij has just invited Relikvimini to come visit his fiancée:

—Yro Tht Aenaewmis Tenepsb, PenukBuMuHM?
—I[loru6ato, a Thi, Makenonckun?
—Eny c To6oit k HeBecTe. (IV: 722)

In the context of the above excerpt, the two statements mean one and the same
thing. We have seen. then, how twicc in “Uzhe temneet” Pasternak refers ironically to
Novalis subtexts: in the excerpt just quoted, and in his reference to the “Maloozhivlennaja
lingja™. His early techmque of refernng comically or ironically to a serious subtext, whosc
meaning his text nevertheless bears, is later changed tnto a tendency to refer in an carly
vanant to a subtext, only to hide or destroy that reference in a later variant. The latter
tendency will be discussed below. In this regard it is significant that Pastemak never

published his carly expenments, which so clearly reveal their sources.

predmet”, I: 375, and the lines “Vertreibt die Geister durch die Geister™ from another poem in Novalis's
novcel. “Ich kenne wo ein festes SchloB™, in the fifth chapter (I 250; IV: 125).

*Novalis makes the connection between death and the journey home explicit in another work, his sixth
Hvmn an die Nacht. *Gelobt se1 uns die ewge Nacht, / Gelobt der ewge Schiummer. / Woh! hat der Tag uns
warm gemacht, / Und welk der lange Kummer. / Dic Lust der Fremde ging uns aus, / Zum Vater wollen
wir nach Haus.” (I: 153)
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There is a subtextual connection between Novalis and Pasternak on another aspect

of the theme of death—dcath as the principle of de-individualization. Novalis writes in one

of his Fragments:

Wir springen, wie ein electrischer Funken, in die Andre Welt
hinuber etc. Zunahme der Capazitact. Tod ist Verwandlung —
Verdringung des Individualprincips — das nun eine neue
haltbarere, fdhigere Verbindung eingeht. (I1I: 259, #100; 11: 312, #429)

In another early sketch, also published only posthumously, “G. von Klejst. Ob

asketike v kul’ture”, Pasternak wntes:

M Mb! BHECeM CBOWM ROAT, €C/IH OTAENHM OT €ro Cynan6b uder, CKphITYO
B HeH, M B HEH HaleM BEYHbIH MOTHB €T0 KAHOHM3UPOBAHHON CMEPTH.
[...] Torma—, “Tonbko caMoy6UHCTBO”, —Kax nocaeaHee
MOMOXHUTENbHOE 3BEHO TParenH, cBOOONHO COYETAHHOE CAMHM

yOnitiess 8 oxHy 061my1o rapMoHHio |...]

[...] 6e3 BTOpOroO, 63 yyacTHMKa 6ayKAaH ue TOHUMOTO ObINO U
AUYHBIM, CTYHaNHBIM COOBITHEM, HEMBIM M 6€30THOCUTENBHBIM K
CIOBY; a BElb 3TOT 3AMbICEA MOTHA €70 32 MOPOT, 3aMbICeNl, KOTOP b}
X04eT 6BITH MUPOBBIM, [...] @ WA ITOTO HYXKHO XOTA 6B NPHUCYTCTBHE

BTOPOTO, B HHCTOM, TO/KYIOLUEM BHUMaHUH KOTOPOTO Pa3birpbiBacTCA
3HAYall[an BEYHOCTb.”’

Pastcrnak repeats this thought in his sketches for Doktor Zhivago:

B camoy6uiicre CTpenbHHKOBA B3ATH CaMOYOHUICTBO BCAKOTO

YE/IOREKA, @ HE OTACTBHOE ONPENETICHHE C KAKHMH-TO NTPHYHHAMMH. ..
(I11: 621)

To Pasternak, not only death— suicide, to be more precise in this case —but also
rmmortality has a generic quality, as he expressed it in his early paper, “Simvolizm 1

bessmertic™

HyBcTBO HeCCMEPTHA CONPOBOXAIET NEPEKMUTOE, KOTAA B
CyObeKTHBHOCTH MbI NTOY43aeMCA BHAETh HHCKOMBLKO HE

NPHHAWISK HOCTb THYHOCTH, HO CBOHCTBO, MPMHAN/IEXKALll €€ KA4ECTBY
poodue. (IV: 682)

Pasternak’s interest in the “mystical™ Novalis continued to the period of his first

published verse. His 1913 poem, “Kak bronzovoj zoloj zharoven’™ includes the

“Quoted from Boris Pasternak ob iskusstve, ed. E. B. i E. V. Pasternak. introductory article by V. F.
Asmus (Moscow: Iskusstvo, 1990), 254-255.
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“Symbolist”-sounding lines: “I kak v neslyxannuju veru,/ ja v &tu noch’ perexozhu.” (I:
48).
These lines remained unchanged in his 1928 revision of the poem. In 1928,

however, he removed a final stanza which praises the night;

O Ho4b, Heman 6e33all HTHOCT b
lNpen HaTUCKOM TEHET — MMEH,
Y10 HallleH MBICIH HEHACLITHOCTD
Paccrasuna non TBon Jow! (I: 639)

This stanza points to the source, the Hymnen an die Nacht, in a general sense, that
of a hymn of praise to the night. More concretely, though, the two lines cited above have a

subtext in the third Hymn:

— Es war der erste, einzige Traum —und erst seitdem fishl ich ewigen,

unwandelbaren Glauben an den Himmel der Nacht und sein Licht,

die Geliebte. (I: 135;1: 17)

Finally, Pasternak's poem “Edem” is an interesting case as it serves as an example
of Pasternak’s shift from reception of the Romantic, “mystical” Novalis in his work from
the penod 1910-1913, to reception of the more worldly, philosophical (in the non-mystical
sense) Novalis not so well known through the Zhirmumskij study, Romantic accounts
including Tieck’s short biography, “Novalis’ Lebensumstande™, published in the 1846
Schlegel-Tieck editon, or vanov's transiations, but reflected rather in Petnikov's—and

Carlyle's before him — choice of Fragments for translation.*

In the 1913 version of “Edem”, Pasternak borrows Novalis's notion of the flame

L4

serving as a border between being and nothingness from the following Fragment.

Aller Zufall ist wunderbar — Beruhrung eines hohern Wesens —
cin Problem Danumn des thatig religiosen Sinns.

(Verwandl[ung] in Zufall.)

Wunderbare Worte — und Formeln. (Synth[esis] d{es]
Willkiirhchen und Unwillk[urhichen}.)

“See “Novalis™. Etjud T. Karlejlja. Perevod s anglijskogo V [azurskogo (Moscow: Tovanshchestvo
Tipografij A. 1. Mamontova, 1901), translated from Thomas Carlyle, “Novalis™, in Crincaland

Miscellaneous Essays (Boston: Philipps. Sampson & Co., 1856); Novalis, Fragmenty v perevode Grigoryja
Petnikova. | (Moscow: Kmgoizdatel’stvo “Liren™, 1914).
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(Flamme zwischen nichts und Etwas.) (III: 441, #901; 111: 50, #244)

Onc of the main moufs of the early version of “Edem”, as Fleishman points out, is
that of existence and non-existence or legend, the edge of reality.*' Pasternak takes the
Novalisian motif of the flame between existence and non-existence, by which Novalis

charactenzes the power of chance, and transforms this motif to signify love, which spans

all time. The poem reads:

Koraa 3a aupbl nabupuur
[ToaTbt B30Op BHEpAT,
Haneso rannsl canxer Unn,
A Bnipasb yiner Esdpar.

TOpHUT HeMBICTUMBIH JaeM
B anTapHbix OHAX BHHa,
U HeGbIBanBIM ObITHEM
Touartcsa BpeMeHa.

MHHYR HU3MEHHYIO TEHb,

Hx anrennr B3HeCyT.
3eMnsA — CaHOATHH PEMEHD,

M sHoBb Anam — pasyr.

H connue — mepTBBIX 1yd npoben
H cHer XHBBIX MOWwen

Toro,— KTO Bcell BceneHHoNn Oaen
[MpenconHewyHbIX HOMERN.

Thl K 4yAy HYTKOCTb NPHTOTOBD

M k Tanne nepsbix aHen:
Kypurca pybexom mo6oBn

Mexnay semaehn H nen. (I: 427)

The significance of the sun as the flame “zwischen nichts und Etwas” is hinted at in
linc 13, butitis love that 1s the border flame between the real (this earth) and the unreal (the
secret of the first days).

Pasternak responds to this and many other writings of Novalis on chance in his

1912 poem “Fevral™™, but not in its 1912 version, but rather in its revised, 1928 version, in

the famous lines:

" .azar" Flcishmann, Boris Pasternak v dvadcatve godv (Miinchen: Withem Fink Verlag, 1981), 96.
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W uem cryvanHen, TeM BepHee
Cnaralorcs cTuxy Hasspbin. (1: 47)

For that reason, | will return to this motif and 1ts links to Novalis later in the chapter.

[tis evident, however, that Pasternak was on some level aware of the Novalisian
presence in his early poem “Edem” when he was revising the poem in 1928; what takes
place in this revision is a remarkable transition from one side of Novalis to another,
through a change in subtexts. As Fleishman has pointed out, the pnimary theme of the
poem changes in its 1928 version from “byl’™ to the “historical forest”, a motif which in
another poem of Pasternak’s middle period and again in Doktor Zhivago.** The historicl
process is depicted in these three works as something organic, like the growth of a fores.
In the 1928 “Edem™, the motif appears as follows, beginning with the second stanza:

A nocCpenH MeX CMM H TeM

Co crpawuHof npocToTon

Jlerenne BenoMon JoeM

BsoBber cBOK CTBO/IbHBIfI CTPOH.

OHn BhIpacTeT Haa NPpUULTIEUOM
M npowyMHUT: MO# ChiH!

Sl HcTOpHYECKHMM THNOM
Bowuen B cemnio necun. (I: 50)

In Pasternak’s 1927 pocm, “Kogda smertel'ny) tresk sosny skripuche)™, the same

image appears in these lines:

Bcen pouei norpebaer neperton,
HUctopus, HepybaeHHOW0 nywed
Uubix nepes BcTaews Tol npeno muon. (1: 548)*

And in Dokior Zhivago, Pasternak charactenzes Zhivago’s thoughts on history

ustng a vanant of the same mouf:

OH cHoBa AyMai, 4TO HCTOPHIO, TO, YTO Ha3bi BACTCA XOLOM
MCTOPHH, OH NPEACTABAAET ce6e COBCEM HE TAK, KaK MPUHATO, U eMY
OHa pHUCYeTcs Hanomobue XHU3HU pacTUTensHoro uapcraa. (I111: 448)

“nd.

“For a bnlliant analysis of this poem. see Ju. L.. Levin, “Razbor odnogo malopopuljamogo stixotvorenija
Borisa Pastemaka™, Russian Literature, vol. 6, no. | (January 1978), 39-45.
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Pasternak’s revision of the early poem “Edem” thus involves the replacement of one
Novalis subtext by another. In the 1913 version, which reflects more closely the mystical
tendencies of late Symbolism, in whose spirit Pasternak wrote the poem,** Pasternak
refers to a Novalis fragment of a mystical bent, one which would have attracted the second-
generation Symbolists. The lines which contain that subtext are abandoned in the 1928
version of the poem, and Pasternak chooses instead another Novalis subtext which
corresponds to his own turn toward historical themes, a less mystical Fragment on history
as an organic being, or a trec. The significance of Novalis remains the same in this shift;
the switch itself is consistent with Pasternak’s poetics of metonymy in which all objects of

his attention are equally valid, and one can replace another, the part standing for the

whole.*

This mottf has a subtext in another Novalis Fragment:
[...] Die Naturlehre muB nicht mehr capitelweise — fachweise behandelt

werden — Sie muB (ein Continuum) eine Geschichte — ein

organisches Gewidchs — ein Baum werden — oder ein Thier —
oder cin Mensch. (I11: 574, #140; I11: 40, #198)

As we have seen, Pastenak’s reception of Novalis in the carliest period of his
literary activity, 1910-1913, bears the mark of the Symbolist era. Those aspects of Novalis
which are most congemal 10 the art and philosophy of the second-generation Symbolists,
particularly to Vjacheslav Ivanov in his papers and translations, are reflected in Pasternak’s
reception.®® This is the Novalis of the Hymnen an die Nacht, which provide subtexts to
several Pasternak prose sketches, particularly his “Uzhe temneet”, and to an early poem;
the fragmentary second, highly mystical part of Heinrich von Ofterdingen , entiticd “Die

Erfiillung”, whose “Song of the Pilgnm™ and subsequent scene of epiphany provided

“For an analysis of Symbolist poetics in the poetry of Pasternak’s first book. Bliznec v uchax, se¢
Chnistopher Barnes, The Poetry of Boris Pasternak with Special Reference to the Period 1913-1917
(Disscriauon, Umversity of Cambnidge, 1969). 119-159.

*The classic works on metonymy in Pasternak are Roman Jakobson, “Randbemerkungen zur Prosa des
Dichters Pasternak™, Slavische Rundschau, 8, 1935, 357-374; and Ju. M. Lounan, “Stxotvorenija rannego

Pasternaka 1 nckotorye voprosy struktumogo izuchcenija teksta™, Trudy po nakovym sistemam, Tartu, 4,
1969, 206-238.
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maltcnal for the same Pasternak sketch; and some of the more mystical Fragments, for
example, the Fragment on poetry as a “spiritual dance”, and the one on death as de-
individualizing pninciple. Morcover, motifs from the “mystical” which appear as
reiterations or subtexts in Pastemak’s carliest work, such as that of the ashes and dew of
inspiration and that of the homeward path of death and transfiguration, appear later in
Pasternak’s work, generally in the context of verses on inspiration or epiphany. Later,
however, these appear not with the trappings of Symbolist or highly romantic language,
which Pasternak gradually and so zealously abandoned beginning in the mid-1910s, butin
subtler form. They nevertheless reveal a deeper meaning to verses in which they appear, as
in the case of “Mne xochetsja domoj”, wntien at a time of great changes and disturbances
both in his personal life and in histonico-political circumstances. The only exception to the
“mystical” tendency in Pasternak’s choice of matenal from Novalis is the Leibniz-inspired
Fragment on points, lines, and infinity. Even then, Pasternak “re-romanticizes” the subtext
within the context of his sketch and its long discourse on the nature of Romanticism.
Moreover, Pastemak’s ironic play on Novalis subtexts in two instances in “Uzhe temneet”
does not stnp the subtexts of their essentially Romantic meaning.

Like his predecessor Ivanov and others, Pasternak is highly sclective 1n his choice
of Novalis texts, which reflect the creative context in which they appear. This 1s most
evident from the last example under discussion, the revision of “Edem™. Pasternak alters
the choice of subltext along with the text itself. In his revision, Pasternak chooses a
different side of the oeuvre of this many-sided wniter for his own poctic revisions. This is
highly significant for the late 1920s, a period during which Pasternak was reassessing his
own views on acsthetics and prepanng to explain them in Oxrannajagramota.

We see, then, for the later period, about 1928-1931, a dual phenomenon with
regard to Novalis subtexts: on the one hand, the continued use of a mystically-onented

subtext tn the context of purposefully mundanc imagery (“Mne xochetsja domoj™), and on

“ On Ivanov's reception of Novalis, sce Wachtel, op. cit.
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the other hand, the rejection of a “mystcal™ Novalis subtext for a more scholarly one in
Pasternak’s revised “Edem™. 1 will discuss this phenomenon in more detail below, when

cxamining Novalis's presence in Pasternak’s middle penod.

2.2 Reception of Die Lehrlinge zu Sais

One of the most influenual Novalis texts for Pasternak in the period 1914-1921 —
and later as well —was his prose work Die Lehrlinge zu Sais. That the text should have
strong resonance 1n Pasternak is hardly surpnising since the work is perhaps Novalis’s
mosl important from the point of view of his Naturlehre.*’ Pasternak’s colleague, Grigorij
Pctmikov, translated the work in 1913; the translation was published in 1919. [n addition,
L.azurskij’s 1901 translation of Thomas Carlyle’s essay on Novalis,which included large
cxcerpts from Novalis works, including Lehrlinge, can be seen as reiterations in
Pasternak’s reception of the Novalis work.*® Athough the translation remained
unpublished unul 1919, there is textual evidence that Pastemak had access to the text pnor
to its publication. There arc images in Pasternak which reflect both the onginal Novalis
and the translations, particularly the Petnikov translation, in some cases more stnikingly
than the onginal. In citing examples of subtexts, 1 will follow the order of the Novalis
onginal, rather than the chronological order of the related Pasternak texts or the order of
their significance in the context of the intertextual relationship.

Descnibing man’s difficulty in interpreting the signs of nature, Novalis writes:

In ihnen ahndet man den Schliissel dieser Wunderschnft, die Sprachlchre

derselben; allem die Ahndung will sich selbst in keine feste Formen fiigen,
und scheint kein hoherer Schliissel werden zu wollen. Ein Alkahest

scheint iiber die Sinne der Menschen ausgegossen zu sein. Nur
augenblicklich scheinen ithre Wiinsche, ihre Gedanken zu verdichten. So

entstehen ihre Ahndungen, aber nach kurzen Zeiten schwimmt alles
wieder, wie vorher, vor thren Blicken. (1: 79;1V: 3)

YOne example of a subtextual link to this work on the theme of the poet and nature can be found in Evans-
Romaine, op. cil., 15.

“8 Thomas Carlyle, op. cit.
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Petnmikov translates the excerpt as follows:

B HMX npeayyBCTByeT KAIOY K 3TOMY YyAEeCHOMY MHCAHHIO, €ro
rPaMMaTHKY, HO NPEAYYBCTBHE CAMO HE XOUeT NTPHHATD CTOMKHX HopM
M, KOKETCA, He XO4eT CTaTh BhiCLUMM K1oueM. Kaxercsa, yTo ankarect
Npo/MT Ha YyBCcTBO moack. Kaxercs, TONbKO MTHOBEHHAMM
CrYLLAIOTCA MX XKeNaHHs, HX MbICIH. TaK BOSHHKAIOT HX

NpeIYyBCTBHS, HO CKOP O BCE MONPeXHeMy Paci/IbiBaeTCs Npen HX
B3opamu. (3; 162)*

Two Pasternak poems show the mark of this excerpt. In one case, itis purely the
image which is striking; in the other case, Pasternak repeats Petnikov's language almost
verbatim.

In *Zerkalo” (“The Mirror™), from Sestra moja zhizn’, appears the remarkable

image of collodion pouring over the mirror, combined with the image of hypnosis.*®

Beginning with the third stanza:

M k 3aaHemy nnaHy, BO Mpak, 3a KATUTKY
B crens, B 3anax COMHBIX 1eKapCTB
CTpyHTCA IOPOXKKOMH, B CyYKax U B YAHTKaX
Mepuaiowmun xapkun ksapu.

OrpoMHbIfi cal TOPMOLLIMTCA B 3a1€
B TpioMo — u He 6ber crekna!

Kasanoch 6Gbi, Bce xonmoaun 3aamun
C xomona o wymMa B CTBONAX.

3epkanbHan Bce 6, Ka3anoch, Hax/blHb
HenorHbiM Abaom o6auna,
Y106 CyK He rOPYHA M CHPEHDb He naxna,—

* The first page number is from Novalis, Uchentkt v Saise. V perevode Grigorija Petnikova (Moscow:
Centnfuga, 1919). The second page number 1s from the rccent repnnt of the Petnikov translations in
Novalis. Gejnrix fon Ofterdingen. Fragmentv. Ucheniki v Saise (St. Petersburg: Evrazija, 1995).

*There have been two excellent studies of this poem: Jean Marie Schulz, “Pasternak’s 'Zerkalo™™, Russiin
Luerature, 13, 1983, 81-100; and Anna [junggren, **Sam’ 1 'Ja sam’: smysl 1 kompozicija stixotvoremp
“Zerkalo™”, i Borts Pasternak and His Times, 224-237. 1.azar Fleishman mentions the image of the nuror
as a metaphor for perception, going hack to Plato and the Apostle Paul: Fleishman, “K xaraktenstike
rannecgo Pasternaka™, Stat'i o Pasternake, 38. V jacheslav ivanov has pointed out the importance of the
murror image 1n regard to the subject-object relauonship and the theme of mesmensm and hypnosis for
Rainer Mana Rilke. See Vjach. Vs. Ivanov, "Pasternak 1 OPOJaZ (K postanovke voprosa)”, Tynjanovsiiy
sbormk. Tret'i Tvnjanovskie chtenija (Riga, 1988), 70-82. There has been an unpublished term paper
devoted to the hustory of mirror imagery and its sigmficance to the poetics of Aleksandr Blok: O. A.
Gavnlova, “Mouv 7crkala i otrazhenie v tvorcheskom soznanin A. A. Bloka™ (Diplomnaja rabota, Moscow
State Unaverstty, 1992). 1 am grateful to Inna Stepanovna Prihod ko for giving me access 10 her notes m
this paper.



00051905

69

I'unHo3a 3a7IHTL He MOTIA.

HecMmeTHBIA MHpP CEMEHHT B MECMEPH3Me,
H Tonbko BeTpy cBA3aTh,

HYT0 NOMHTCA B XXH3HL M IOMaETCA B IpH3Me
M pano urpare B cresax.

[...]

M BOT, B rHTHOTHYECKOH 3TOH OTYHIHE
Huuem MHe oyelt He 3a0yTh.

Tak mocae noXxas MpONOA3aAOT C/IU3HHU
[nasamu crary# B camy. (I: 114-115)

Common to both texts, then, are the image of a liquid being poured over one’s
consciousness or senses with the resultant inability to come to one’s senses, as if under
hypnosis, and the linked image of swimming and pouring.®'

Later in the Novalis/Petnikov excerpt is a phrase which indicates Pasternak’s
awareness of the translation. Petnikov writes, “Tak voznikajut ix predchuvstvija” (“So
cntstchen ihre Ahndungen™). Pasternak responds to this two years after the publication of
Petnikov'’s translation, in his poem *Tak nachinajut...” from the book of verseTerny i
vanacii, with the line “Tak voznikajut podozrenija.™ (1: 202) The meter of Petnikov's prose
line 1s preserved, as is the “p” sound from the vanant word. Both lines appear in
discussions of momentary inspiration.

The next example links a portion of Die Lehrlinge zu Sais to a later work of

Pastemak’s, Oxrannajagramota. The relevant Novalis excerpt reads:

Durch Ubung werden Entwickelungen befordert, und in allen
Entwicklungen gehen Teilungen, Zergliederungen vor, die man bequem
mit den Brechungen des Lichtstrahls vergleichen kann. So hat
sich auch nur allmahlich unser Innres in so mannichfaltige Krifte zerspaltet,

und mit fortdaucrnder Ubung wird auch diese Zerspaltung zunchmen. (1:
82:1V: 8)

Petnikov's translation reads:

* On the line “Nichem mne ochej ne zadut’™, see Ju. M. Lotman, *Stixotvorenija rannego Pasternaka i

nekotorye voprosy strukturnogo izuchenija teksta”™, Trudy po znakovym sistemam, 4, Tartu, 1969, 206-
238.
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YnpaxHeHHe Cioco6CTBYET Pa3sBUTHAM, a BO BCeX Pa3BUTHSAX
NPOHCXOOAT ACNEHHUA, PACUMCIEHHUA, KOH MOXHO CPaBHHTD C
NpeoMIEHHAMH CBETOBOTO My4a. TOYHO TaKXe U Halle BHYTpPEHHee
CY111eCT BO /IH1Ub MOCTENEHHO Pasap oOHAOCh Ha CTONb PasHOOOpasHbie
CHJ/IBI, A C TPORO/IKHMTENBHBIM YIIPDKHEHHEM 3TO Apobnenne 6yaer
el e Bo3pacrars. (6; 166-167)

In one of the most often quoted passages of Oxrannajagramota, Pasternak defines
his aesthetics in terms of force and symbol. To define this force he uses the same image

employed here by Novalis.** Pasternak writes:

Ecnu 661 npu 3HaHBAX, CTOCOOHOCT AX H JOCYTe A 3aXyMan

TEMNepb MUCATh TBOPYECKYIO 3CTETHKY, A TTOCTPOMI Obl ee Ha ABYX

MOHATBAX, HA MOHATBU CHABI ¥ cuMBona  mokasan 6wl, 4YTO, B

OT/IMYbe OT HAYKH, OepyLl el NPHPORY B paspese CBETOBOro cronba,

HCKYCCTBO MHTEPECYETCA XKHU3HBIO NPU NPOX0XKOeHbU CKBO3b HEe Tyva

cunosoro. (1V: 187)%
Thus in both texts there is the dual image of force and a light beam. Later in Die Lehrlinge
zu Sais is a passage relating this light beam to emotion, which Pasternak characterizes as
the dominating force. Pasternak continues later in the passage:

fl moscHAM 6b1, YTO B paMKax CaMOCO3HAHbA CH/Ia Ha3bIBAETCH
yyscTBoM. (I1V: 187)

Novalis wnites in Die ehrlinge zu Sais:

[...] das Element des Gefiihls st cin inneres Licht, was sich in
schonern, kriftigern Farben bricht. (I: 96;1V: 25-26)

And in Petnitkov's translation:

[...] 3eMeHT HyBCTBa—3TO CBET BHYTPEHHMMN, KOTOPbIH pa3busaercs
Ha 6onee NpeKpacHbie U CHAbHBbIE Kpacky. (17, 178)

Once again, then, 1n both the Novalis and Pasternak texts the three notions of a light
beam broken againsta pnsm, force, and feeling are combined. The Novalis text quoted

here is significant for an exccrpt cited carlier in this chapter, from the 1931 poem from

3*Victor Terras quotes this passage in “Boris Pasternak and Romantc Aesthetics™, Papers on Language and
Luteranere. Vol. 3, No. 1 (Winter 1967). 52-53. He discusses the ongins of Pastenak's notion of power,
Kraft. in the German Romantics and Goethe. He does not, however, note this textual parallel.

% Sergej Dorzweiler has connected Pasternak’s light beam imagery with Leibmiz. See Dorzweiler, “Bons
Pasternak und Gottfried Wilhelm Leibmz™.
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“Volny”, “Mne xochetsja domoj”, with its image of inner light. There he reiterates his
image of inner man as light, and there, too, appears the motif of a light beam breaking

against an object. The second stanza reads:

[leperoponok ToHKOpeOpoOCTH

flpoiny HacKBO3b, NPOMMY, KaK CBET.
[Mponmny, kak o6pas BxoauT B 06pa3

M xak npeamer ceyer npeamer. (I: 375)

This passage, in which the poet’s spirit breaks through objects around it, has

another Novalis subtext on the motif of the light beam, from Heinrich von Ofterdingen :
“Die Natur”, versetzte Klingsohr, “ist fir unser Gemiit, was ein

Korper fiir das Lichtist. Er hilt es zuriick; er bricht es in

eigentiimliche Farben; er ziindet auf seiner Oberfliche oder in

seinem Innern ein Licht an, das, wenn es seiner Dunketheit gleich

kommt, ihn klar und durchsichtig macht, wenn es sie iiberwiegt, von thm

ausgeht, um andere Korper zu erleuchten.” (I: 280;1V: 165)

This passage recalls the linc on “inner light” being turned on from earlier in *“Mne xochetsja
domoj™: “Ognjami ulic ozarjus’” (I: 375). Inside and outside interact in both excerpts. |
will retum to the passage later, in regard to another Pasternak text.

Two other texts are involved in Pasternak’s reception of this image: one from the
German Romantic-cra writer Jean Paul Richter, and one from Pasternak’s Centrifuga
collecague, Sergej Bobrov, who was himself a great admirer of Novalis, as one can sec
from the frequent references to Novalis in his 1913 book of verse, Vertogradari nad lozami
(Gardeners Over the Vines).**

Jean Paul's text s also related to a motif to be discussed later, that of the mill. This
“mll text” i1s much more important for Bobrov’s positive image than for Pasternak’s

negative one. The relevant text, from Jean Paul’s first novel, Die unsichibare Loge, reads:

Als jetzt die Miihle der Schépfung mitallen Ridern und Stromen
rauschte und stiirmte: wollten wir in siiBer Betaubung kaum gehen, es war

~On Pasternak’s youthful interest in the works of Jean Paul, sce A. L. Pasternak, Vosporinanija (Munich:
Wilhelm Fink Verlag. Verlag Ferdinand Schomngh, 1983), 185; also E. Pastemak, Boris Pasternak.
Matenalv dljabiografii (Moscow: Sovetskij pisatel’, 1989), 89, Christopher Barnes, Boris Pasternak: A
Literarv Biography, Vol. I: 1890-1928 (Cambndge: Cambndge University Press, 1989). 65.
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uns iiberall wohl; wir waren Lichtstrahlen, die jedes Medium aus
ihrem Wege brach [...]**

Bobrov picks up this image of the poct’s reception of nature as the breaking of a
light bcam against a prism or lens, from both Jean Paul and from Novalis. The second

stanza of Bobrov’s poem “Lira lir” reads:

Jai MHe, 0, 30/10TO XHU3HH,

Bpara 6e3KOHEYHBIX CMBIC/IOB

Yamapss, Kak Tyd 1o 1HH3e—

[lo Tpenery MbiceHHbIX 06pbIBOB. (34)*

The image of man’s perception of nature as a prism breaking a light beam, then, has
anich literary tradition.

Later in Die Lehrlinge zu Sais 1s a possible source for Pasternak’s “culinary”
tmagery, a motif which appears in Pasternak’s work from his 1910 “Zakaz dramy™ to his
last verses, but particularly in his verse of the 1920s, soon after the 1919 publication of the
Petnikov translation of Die Lehrlinge zu Sais. Examples of this leitmotf in Pasternak’s
work include “Zakaz dramy” (IV: 140-41, 1910), “Vstrecha” (I: 177, 1921), “Mefistofel™™
(I: 180, c. 1919), “Pamjati Rejsner” (I: 246, 1926), *Vysokaja bolezn’” (I: 560, 1923 1:
277-78. 1928, with a different “culinary” image),*” “Spektorskij” (I: 337, 345, 1924-
1930), *“Volny™ (I: 374, 376-7, 1931), “Smert’ poeta” (I: 390-1, 1930), “Vse sneg da
sneg”, (I: 397, 1931}, *Zhit’ na zemle ne yazhelo” (I1: 566, vanant 567).

One of the probably numerous sources for Pasternak's recurmng “culinary™ or

“gastronomic landscape” is found in Novalis's Die Lehrlinge zu Sais. He wnites:

Jean Paul Richter, Werke. Erster Band, hrsg. von Norbert Miller, Nachwort von Walter Hollerer
(Munich: Carl Hanser Verlag, 1960), 387.

% Sergej Bobrov, Lira lir (Moscow: Centrifuga, 1917).

“For other examples of “gastromonic landscape™ in Pasternak and its subtextual connecton to Cvetaeva,
see Omry Ronen, “Chasy uchenichestva Manny Cvelaevoy” Novoe hteraturnoe obozreme, 1992, 188-190,
and Mikhail Gasparov, "Gastronomicheski) pejzazh v poeme Mariny Cvetaevoj ‘Aviobus'™, Russkajarech’,
4, 1990, 20-26. On the function of gastronomic imagery to make the macrocosmos ordinary in Pasternak's
poctic system, sce Alcksandr Zholkovskij, “Mesto okna v po¢ticheskom mire Pasternaka™, Russian
Literature, V'1-1 (January 1978), 1-38.
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[-..] So entstehn mannichfache Naturbetrachtungen,®® und wenn an
einem Ende die Naturempfindung ein lustiger Einfall, eine Mahlzeit wird,
so sieht man dort zur andichtigsten Religion verwandelt, einem ganzen
Leben Richtung, Haltung und Bedeutung geben. Schon unter den
kindlichen Volkern gab’s solche ernste Gemiiter, denen die Natur das
Antlitz einer Gotthett war, indessen andre frohliche Herzen sich nur auf sie
zu Tische baten; die Luft war ihnen ein erquickender Trank, die
Gestimne Lichter zum niachtlichen Tanz, und Pflanzen und Tiere nur
kostliche Speisen, und so kam thnen die Natur nicht wie ein stiller,
wundervoller Tempel, sondern wie eine lustige Kiiche und
Speisekammer vor. (I: 85-86;1V: 12)

In particular, Pasternak repeats the image of the air as a thirst-quenching drink in
“Spektorskij™

3akpbIB rnasa, OH HO4b, KakK COK ap6y3a,
Bnusan, u cHer, BauBance B aywy, paen. (1: 345)

Like Novalis’s image, Pasternak’s culinary images have the effect of a reaction
against the view of nature as a tcmple, espoused by his Symbotist predecessors, and image
which goes back to Baudelaire's “Correspondances”.

One other example of culinary imagery in Pasternak is aimed ironically at

Romanticism and the Romantic hero, in his 1916 “Marburg™

HOCTaTO‘lO, TATOCTHO CO/THLE MHE IHEM,
YTo CThIHET, KaK cano B Tape¢aKe H3 01084,
Ho Houb 3aHKMMaeT BeChb OM CONOBLEM

M nom npespautaerca 8 apdy Jonosy. (1: 492)
This excerpt, from a poem famous as an exampie of Pasternak's turn away from the
“romantic manner™ as he saw it, contains two clichés of the Romantic movement, images
which appear in Novalis’s work: the image of the nightingale, and the image of nature or

man as an Acolian harp. On the latter, Novalis wnites in Die Lehrlinge zu Sais:

[...] er wuBte, wo und wie er dies und jenes finden, und erscheinen iassen

konnte, und gnff so selbst in den Saiten nach Tonen und Gingen umbher. (I:
R0 1V: 4)

In Petnikov’s translation:

*Once again in the translaton appears Petnikov’s *'Tak nachinajut”, which Pasternak echoes, as [ have
discussed carhicr.
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{...] oH Hrpan cunamu 1 ABNEHHAMM, 3HAN, IE H KaK eMY HaUTH TO HAH
HHOE H TIOBE/IETb €MY ABHTbCA H, TaK, Nepedupan CTpyHb, caM
CTapaics U3B/eYb H3 HUX TOHbI U HX nepexonsl. (4; 164)

Closer to the point, Novalis makes the Aeolian harp analogy in two of his
Fragments:
UnermeBliche Mannigfaltigkeit der WindharfenTone und Einfachheit
der bewegenden Potenz. So mit dem Menschen. Der Mensch ist die Harfe,
soll die Harfe seyn. (111: 434, #855; I11: 387, #182)
Wolkenspiel — Naturspiel duBerst poétisch. Die Natur ist eine
Aeolsharfe — sie ist ein musikal[isches] Instrument — dessen Tone wieder
Tasten hoherer Savten in uns sind. (Ideenassociation.) (111: 452, #966; 111:
93, #423)
A portion of the latter fragment was published in the 1901 Lazurski translation of
Thomas Carlyle’s essay, “Novalis™

Flpupona—30n0Ba apda, My3bIKaNbHBIH MHCTPYMEHT, 3BYKH
KOTOPOFO B CBOX OMCpeNb 3aTparuBaloT 0osee BbICOKHE CTPYHBI,
HaXOmALULMeCA B HAC. (56)°°
Pasternak responds to the quintessentially Romantic image of the Aeolian harp
ironically in his verse. He takes the mouf of “hoherer Saiten in uns” and transforms it, to
make the lofty harp a somewhat carthier guitar and to make himself, the poet, the vicim of

torture by the plucking of these stnings in “Neskuchnyj” (1917):

U, oxynan napk 3a crapo#

Becenxoro B 3arnoxumu npyan,

[Moxox 1 OH HA TEHb FMTapHI,

C KOTOpOH, Tewacs, CTpyHsl pByT. (1: 205)

This ironic portrait has another subtextin Heine, which [ will discuss in Chapter Four.

In a poem from the more joyous Sestra moja zhizn’, “Dozhd’™, Pasternak works
with an tmage closer to the second Fragment and the excerpt from Die Lehrlinge zu Sais, in
that nature is depicted as the harp (once again a guttar in Pasternak):

Tenepb 6exHM COLLLMNIBIBATD,
Kax cron co cra ruTap,
OMBITBIH MT/I010 TMNOBO

* Quoted from Lazurskij's translation, “*Novalis. Edjud T. Karlejlja™ (Moscow, 1901).
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Canosobiit Cen-Torapa. (I: 119)

Here again Pasternak chooses the guitar over the Romantic harp, and again the
guitars’ song is forced. Here, though, nature is the instrument which the perceptive poct
plucks, as in the excerpt from Die Lehrlinge zu Sais.

Thus Pasternak takes the Novalisian culinary imagery and his image of man or
nature as an Acolian harp upon which the other force (nature or man) acts, and he debunks
these images in his “anti-Romantic” poem “Marburg”. Typically for his technique, it is
neither the poet/man nor exactly nature which is the Acolian harp in Pasternak’s poem, but
the house with which his emotions arc metonymically associated. It is actually he whois
the harp, who “tumns into” the harp; the poet/man is victim, as he is in the final stanza of
“Neskuchnyj”, quoted above (and as he is in the Heine subtext, to be discussed later).*

Later in Die Lehrlinge zu Sais, “several™ express the opinion that man has the ability
to read the great clockwork mechanism of nature. The passage rcads as follows:

Sic haben recht, sprechen mehrere; hier oder nirgends liegt der

Talisman. [...] Wir brauchen nicht erst lange nachzuforschen, cine leichte

Vergleichung, nur wenige Ziige im Sande sind genug um uns zu

verstandigen. So ist uns alles eine groBe Schrift, wozu wir den Schlitisscl

haben. und nichts kKommt uns uncrwartet, weil wir voraus den Gang des

grofien Uhrwerks wissen. Nur wir genicBen die Natur mit vollen
Sinnen, weil sic uns nicht von Sinnen bringt, weil keine

Fiebertrdaume uns dngstigen und helle Besonnenheit uns zuversichtlich
und rulig macht. (IV: 17-18)

“The motif of the tortured instrument is not unique to the verses cited here, nor does Pasternak paint
portraits only of tortured guitars. The piano is vicum in his 1931 poem “Opjat’ Shopen ne 1shchet vygod™.
Once again, as in the other two poems, Pastemak ends the poem with the dramatic image of the tortured
instrument: “Opjat’? [, posvjauv socvet’ jam: Rojalja gulkij ritual,/ Vsem devjatnadcatym stolet’ cmy
Upast' na staryj trotuar.” (I: 407)

In its earlier vanant, published in Krasnajanov’, 9, 1931, Pasternak claborates on the grucsome
dcath scene of the pano: “Vsej chemoj kryshkoj vniz s ploshchadki./ Vsem étim tret'im étazhom: Kogda
my v dome lampu zhzhem ™ (I: 723)

As in the mctonymic poct housc transformaton in “Marburg”, the artist’s tragic fate in general, as
portrayed here. 1s metonymically associated with the dramauc death of the 1nstrument. On this Chopin
pocm and the theme of artist as martyr in Pasternak’s poetic system, sce Krystyna Pomorska, *“Music as
Theme and Constituent of Pastemak’s Poems”, Slavic Poerics. Essavs in Honor of Kiril Taranovsky (The

Haguc Pans: Mouton, 1973), 338-344. Sce also Bons Kac, “[z kommentanev k tckstam A. A. Axmatovo)
1 B. L. Pasternaka”, De Visu, 5:6 (16), 1994, 72-78.
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This passage 1s translated both by Petnikov in his version of Die Lehrlinge zu Sais
and by Lazurskij in his translation (from the English) of Carlyle's essay on Novalis.
Petrukov translates the phrase “Gang des groBen Uhnwerks™ as “xod velikogo chasovogo
mexamzma” (Petnikov, 12; 173 —as opposed to Lazurskij’s translation from the Carlyle
essay “xod velikix chasov”, 48). Pastemak plays with both the notion of the great world

clock and of “Ficbertraume™, “fevensh dreams”, in his 1917 poem, “V lesu™®

Jlyra MyTHIO )XapOM IHIOBAaTbIM,

B necy wrybuncsa kadenpanbHbii Mpax.
Yro ocraBanoch B MHpe UENOBATH HM?

On Bech 6b171 UM, KaK BOCK Ha Ma/Tblax MSIK.

EcTb COH Tako#i,— He CMHLLUb, a TONbKO CHUTCA,
Yr0 Xaxaelwb CHA; 4TO APEM/IET YeoBex,
KoTopomy ckBO3b COH NMAUT pecCHHUbI

JlBa 4epHbIX CONMHMA, ObIOLIMX H3-TOO BeEK.

Texnu nyun. Texnu Xyku ¢ OTAHBOM,
CTeK/10 CTPEK03 CHOBANO MO L1eKaM.

Bbin nonox nec MepuanbeM KpONOTIUBLIM,
Kak mon wunuamu y 4acosiuHka.

Kasanock, oH ycHyn non cryk undupu,
Mex TeM Kak Bbllle, B TEPNKOM HHTape,
HUcnbiTaHHeiwme yacol 8 3dpupe
[epecrarnsioT, cBepUB No xape.

Mx nepesoasT, COTPHCAIOT UTALI

M ceoT TeHb, M MAIOT, M CBEPAAT

MayToBbIH MpaK, KOTOPbii BBBICh BO3ABMT IO,
B ucromy aus, na cuuni undepbnar.

Kasanoch, ApeBHOCTb cHacTby obneraer.
Kasanocb, n1ec 3aKkaToM CHOB OOBAHT.
Cyactausble 4acoB He HabmonaloT,

Ho te, BaBoem, Ka3zanoch, Tonbnko cnar. (1: 208)

In this forest, there 1s a tension between the clockwork mechanism and the heat by
which 1t1s being reset and synchronized, between the dreamless sleep and the dream,

beween the flow of the sun’s rays and the ticking by which he seemed to have fallen

*'For an equally valid proposal of a subtext 10 this poem, see Victor Terras, *'Im Walde™: Goethe und Boris
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aslecp. The contrast reflects the clear thinking, rcading the world’s obvious scnipt, and the
“fevensh dreams™ which govern a mind not so disposed to read these signs. The
implication in the Novalis text is clearly that the “several™ who express this opinion arc
misguided, for the Teacher voices a quite different opinion at the end of Die Lehrlinge zu
Sazis.

So, 100, 1n the Pasternak pocm. If in the Petnikov translation “lixoradochnye sny”
(Ficbertraume) are opposed to “svetlaja soznatel 'nost’” (helle Besonnenheit), and nothing

1s uncxpected —

Taxum o6pa3om Bce 1A HAC—23TO BETUKHE MHCbMEHA, K KOTOPBIM Y Hac

€CTb KJIIOY, H HUYTO He ABMAAETCA WIA HAC HEOXHAAHHDBIM, HOO MBI

3HaeM 3apaHee XOMl BEIMKOTO YacoBOro MexaHuaMa. ToNbKo Mbt

HACADKAAEMCA MPHUPOIOHA C NOTHBIMH YyBCTBaMH, H6O OHa Hac He

CBOMAMT C YMa, NOTOMY YTO HAC HE TPEBOXKAT NUXOPAROUHBIE CHbL, U

CBETNasi CO3HATE/IbHOCTD NeNAeT HaC AOBEPYHBHLIMHM M CITIOKOWHbIMH.

(12, 173)
—then in the Pasternak poem all is uncxpected — thus the anaphone *Kazalos’,...”. The
darkness 1s emphasized (“kafedral'ny) mrak”, *“Machtovy) mrak”, “zakatom snov”). There
1s a play between slecping and dreaming (“ne spish’, a tol’ko snitsja/ Chto zhazhdesh' sna;
chto dremlet chelovek™). Finally, the mouf of heat, char, appears twice; it is ctymologically
related to fever, “zhara”™ (which can also mean “heat™). Asin the German Romantic
tradition, fever or illness in Pasternak is closely associated with creativity, as | will discuss
later in this chapter. Thus“V lesu” reflects the same opposition to the rational view of the
universe as does the Novalis excerpt from Die Lehrlinge n Sais.

Another Pastecrnak nature poem reflects the response to this exeerpt from Die
lehrlinge “u Sais, namely another very famous excerpt from this Novalis work on man’s

relauonship to nature. E. B. and E. V. Pasternak wnite of the opposition between the

“false™ garden of Temy i variacii and the “natural™ garden of Sestra moja zhizn":

Ecan Cecmpa—310 HacTOAW Mt call, BO BCEN €T0 CBEXECTH H
6narononyumH, M can AywH Kak 60raTcTBO M W eApPOCTh

Pasternak™, Welr der Slaven, 16 (1973), 283-288.
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Ye0BEYeCKOro Ayxa, To Heckyunstit can—aTto... cal MoKasHoH,
YBECETHTENbHbIM H MYOMHYHBIA, TO €CTh 0OpaTHan CTOpOHA
HaCTOALLLErO Caa, ero NPOTUBHOMOMOKHOCTD, €r0 TeHb. **

The “real™ garden described by Pasternak’s biographers can be seen in Pasternak’s

poem from Sestra moja zhizn' , “*Plachushchij sad™:

Yxacuntn! — Kanner u Bcrywaercs,
Bce on 1 onmH Ha cBeTe

MHeT BETKy B OKHe, KaKk KpyXesue,
Hnu ectb cBunerens.

Ho naBHUTCs BHATHO OT TATOCTH
OrexkoB — 3emns HO3ApeBad,

M ciblluHoO: naneko, Kak B aBrycre,
[Monynous B nonsx Haspesaer.

Hu spyka. U Her cornsnaraes.

B nyCTBIHHOCTH YROCT OBEp ACH,
Bepercsa 3a crapoe — cxarniBaercs

[To kposne, 3a xeno0b u yepes.

K ry6am noaHecy u npHCTyLIaOCh,
Bce n v onMH Ha ¢cBeTE,—

lFoToBLIA HAB3PHIA NPH CAYYae,—
WUnu ecTb cBUAETEND.

Ho tuwn. Y ancrok He wenoxuercs,

Hu npHu3Haxa 3ru, KpoMe XXYTKHX
[noTKoB M NECKaHKA B UIIENaH 11AX

M n3noxos u cnes s npomexyrxe. (I: 113)

Pasternak's direct parallel bewceen the poct’s behavior and that of the garden m the
rain very closely reflects the following climactic excerpt from Die Lehrlinge zu Sais.:

Druckt nicht die ganze Natur so gut, wie das Gesicht, und alle Gebirden,
der Puls und dic Farben, den Zustand eines jeden der hoheren,
wunderbaren Wesen aus, die wir Menschen nennen? Wird nicht der Fels
ein cigentumliches Du, eben wenn ich thn anrede? Und was bin ich anders
als der Strom, wenn ich wehmiitig in seine Wellen hinabschaue, und die
Gedanken 1n seinem Gleiten verliere? Nur ein ruhiges, genuBvolles Gemiit

3E. Pasternak. Boris Pasternak. Matenaly dlja brografii, 383. On the history of garden imagery in verse,
sec . S. Pnxod’ko. Mifopoétika A. Bloka (Vadimur: Viadimirskn gosudarstvennyj pedagogicheskij
nsutut, 1994), 76-82. Of particular interest for Pasternak is the “Song of Songs™ (Ibid., 78): *“Zamknuty)
sad, — sestra moja, nevesta”, which could be of importance to Pasternak’s tile Sesira moja thizn', with its
extensive garden imagery.
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wird die Pflanzenwelt, nur ¢in lustiges Kind oder ein Wilder die Tiere
verstehn. (I: 100-101;1V:32)

The underlying image of water and reflection in its literal and figurative meanings is

manifested as well in the Pasternak text, with its motif of rain and flowing (*Strom” in
Novalis).%

The mouf of rain and water is symbolically important in both Pasternak’s oeuvre
and Novalis’s, in fact; in the work of both writers, the motif of water has both erotic and
philosophical components, as Zholkovski) has pointed out i1n his analyses of Pasternak’s
“poctic world™ with the concepts of “intensivity” and *“contact”, the latter indicating an
underlying unity of all things.**

Water imagery is related to acommon motf in the wntings of Pasternak and
Novalis—that of the world as a work of literature. Bonts Paramonov has pointed out the
link between the two writers on this motif, but he did not point out its subtextual
manifestations in Pasternak’s work.** There is one particularly interesting case in Die
Lehrlinge zu Sais and Pastemak’s 1916 poem “Ballada™. Novalis describes Hyazinth, the
hero of the tale, 1n the following context in Die Lehrlinge zu Sais:

[...] Erblhiebaber immer miimsch und emsthaft ungeachtet sich das

Eichhomchen, die Meerkatze, der Papager und der Gimpel alle Mithe gaben

thn zu zerstreuen, und 1hn auf den nchtigen Weg 7zu weisen. Dic Gans

crzahlte Mirchen, der Bach klimperte eine Ballade dazwischen, cin

groBer dicker Stein machte licherliche Bocksspninge, die Rose schlich sich

freundlich hinter thm herum, kroch durch seine Locken, und der Efeu
streichelte thm die sorgenvolle Surn. (1: 91-92;[V: 20)

¢} On water imagery in Pasternak, see Manna Cvetacva, “Svetovoj liven'™; Viktor Frank, "*Vodjano) znak™
*Sce, for example, A. K. Zholkovsky, “*Window’ in the Poetic World of Bors Pasternak™, in Zholkovsky
and Yun Shcheglov, Themes and Texts. Towards a Poetics of Expressiveness (Ithaca, 1.ondon: Comell
University Press, 1984). Trans. from “Mesto okna v po¢ucheskom mire Pasternaka”, Russian Literature,
6. 1978, 1-38; also “Invananty i struktura poeticheskogo teksta. Pasternak™, in Zholkovskij and Ju. K.
Shchegloy, Poétika vvrautel'nosn. Sbornik statej (Vienna: Wiener Slawisuscher Almanach. Sonderband
2, 1980).

**Bons Paramonov, “Pastermak protiv romanuzma’”, in Boris Pasternak 1890-1990. Norwich Symposia on

Russtan 1.iterature and Culture, Vol. 1, ed. Lev Loseff (Northfield, Vermont: Russian School of Norwich
University, 1991), 15-17.
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The motifs of water and the ballad are combined in Pasternak’s “Ballada™ as well.
ktis not a brook which is first identified as a “ballad”, but the rustling of branches; then,

howver, the ballad is associated with the sound of the rain falling:

M#ue nano
Bugers rpada’
3arem, yTo ponoT crBOoN0OB — Ganiana,
3aTeM, YTO, AbIXAHbA HE NEPEBOAA,
MyTach, MATETCA HOYb M3MAaNa,
3arem, HakOHeU, yTO — Ga/aga, 6annana,
Moneruni it asop noxna. (1: 476)

The sound of rain, like falling coins, is associated with the ballad or creativity, in
the Pasternak text. Itis, of course, far more complex than the trope in Novalis’s Die
Lehrlinge zu Sais, but the tmages are cssentially linked.

The Novalis trope appears in another Pasternak poem, again in altered form,
“Vesenneju poroju 1'da”, from Vioroe rozhdenie:

Korma py4ybH nooT poMaHc

O nenponasHou rpasm,

W serep ABHO He NpoO HaC
TamucTBeHeH W yepHoMas [...] (I: 422)

The underlying phrasc *“der Bach klimperte eine Ballade dazwischen™ is thus
present in *split” form in the two Pasternak poems, “Ballada™ and “Vesseneju porojul'da”.
In the earlier work, the “literary game™ remains, and in the later one, the body of water
docs. In both cases, water s associated with creativity.

In Die Lehrlinge zu Sais, Novalis discusses the importance of water in both the
crotic and philosophical aspects I mentioned above. This excerpt provides several subtexts
for Pastemak. [ will quote only portions of this quite long passage:

Das Wasser, dieses erstgeborne Kind lustiger Verschmeltzungen, kann
seincn wolltisugen Ursprung nicht verleugnen und zeigt sich, als Element
der Liebe und der Mischung mit himmlischer Allgewalt auf Erden. Nicht
unwahr haben atle Weisen im Wasser den Ursprung der Dinge gesucht. und
wahrlich sie haben von einem hohern Wasser als dem Meer- und
Qucllwasser gesprochen. [n jenem offenbaret sich nur das Urfliissige, wie
es im fliissigen Metall zum Vorschein kommt, und darum mogen die
Menschen ¢s immer auch nur gottlich verchren. Wie wenige haben sich
noch in die Geheimnisse des Fliissigen vertieft und manchem ist diese
Ahndung des hochsten Genusses und Lebens wohl nie in der trunkenen
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Seele aufgegangen. Im Durste offenbaret sich diese Weltseele, diese
gewaluge Sehnsucht nach dem ZerflieBen. Die Berauschten fiihlen nur zu
gut diese ubenrdische Wonne des Fliissigen, und am Ende sind alle

angenehme Empfindungen in uns mannichfache ZerflieBungen, Regungen
jener Urgewasser in uns. (I: 104, 1V: 36-37)

[-..] Nur Dichter soliten mit dem Fliissigen umgehn, und von ihm der
glihenden Jugend erzihlen diirfen [....] (I: 105;1V: 38)

Bona, 3To nepBOPORHOE AUTR BO3OYLUHBIX TAAHUA U CTMAHUMA, HE
MOXKET OTPHUATL CBOEro C/IANOCT PACTHOTO NPOUCXOXAEHUS, H OHa
AB/ACTCA Ha 3eM/1e B HEOECHOM BCEMOTYHIECTBE CTHXHEN MOOBM U
cmeuteHus. [IpeBHHE MynpeUb! He TOXKHO HCKAIH MPOUCXOXKICHHUA
Bell el B BOAC M, BOHCTHHY, TOBOPHU/IY OHH O 60/€e BO3BLILLIEHHON BOME,
4eM BOXE MOpeH U POAHMKOB. B TOH BOME OTKpPBIBAETCA TOABKO
H3HAYAIbHO-TEKy'4ee, KAKHM MPOABAAETCA OHO B XXMAKOM MeETaNNE, U
MOTOMY HYXXHO, YT0OBI /IIOAM TAK)XKe BCEra MOYUTATH ee 3a H0XKECTBO.
Kax mano ewie moneft yrmy6unoch B TalHbl TEKY4ero, a y MHOTO 3TO
YySIHHE BBICLLIETO HACIDKACHMUA U BbICILEH XH3HM, BEPHO, HUKOT A HE
ABAANOCH B ONbAHEHHON Aylte. B xaxne ckasniBaercs 3Ta Muposas
Hywa, 3Ta Heo6opHUMan TOCKa MO pacnabiBaHHi0. OnbAHEHHbBIE
YYBCTBYIOT, HO Y C/IKLLKOM XOPOLLUO 3TY HE3eMHYIO Hery TEKyuero, 1 B
KOHUE KOHUOB BCE TIPUATHBIE B HAC OULYLILEHHUA—3TO MHOrooOpasHsele
KBHKEHMSA B HAC TeX M3HAYATLHBIX BORHBLIX NPOCTPAHCTB. (24; 184)

[...) Tonbxo noaThl nomxHb! 6 6biAM 06PALLATHCR C TEKYUUM H
pacckasbiBaTh O HEM MIAMEHEIOLLLEMY IOHOLLECTBY. (25; 185)

Pasternak echoes Petnikov's translation of the opening of the large excerpt quoted

M, Ha Bcex OCTepBEHACH,
HNoxnuk, nepsexeu TBopeHbA. (“JlenteHant UIMunr”, I: 330)

The notion of thirst as inspiration, expressed in the Novalis excerpt as contact with the

world soul, appears in Pasternak’s 1922 poem “Pej 1 pishi”, from the cycle “Son v letnjuju

noch

[Te#t ¥ Ny, HENPEPBIBHBIM NATpy/ieM
JlaMn KepOCHHOBBIX MOAKAPAY/NEHHBIA

C ynuu, rynsiollux Nox pyKy B Hione

C KpYXKO10 NHBa, T06010 NpUTy6IeHHON.

3enexornasan xaxna ruraHTos!

Tononb CTOABI OCBIMAET MUKYNAMH,

HInaHxon, WIIMNOBHUKOM.— THLue, He rambTe! —
UlenyyT M wenyyT NMBUA 3arOTYIHHBI.
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bypHas Kkpyxka c TpexropHbiM Pem6panarom!
CnepTocTh Mpearpo3ba Te0a He HCTTOPTHAA.
Houbio 6biTh 6ype. Bunenns, obparso!

[Tamars, Tpy6u orcrynnenue k noprepHos! (I: 219)

In this poem, both the approaching storm and the beer-drinking are signals for
inspiration. The signs of the approaching storm and their link with creativity can be seen in
poems of Poverx bar’erov, to be discussed below.

There is an intermediate text involved in the image of drinking (specifically beer-
dnnking, in fact) and poetic inspiration — Arthur Rimbaud’s “L.’Oraison du soir™

Je vis assis, telqu'un ange aux mains d'un barbier,

Empoignant une chope a fortes cannelures,

L'hypogastre et le col cambrés; une Gambier

Aux dents, sous I"air gonfl€ d'impalpables voilures.

Tels que les excréments chauds d’un vicux colombier,

Milile Réves en moi font de douces brilures:

Puis par instants mon coeur triste ¢st comme un aubicr

Qu’'ensanglante 1’or jeune et sombre des coulures.

Puis, quand j’ai ravalé mes réves avec soin,

Je me tourne, ayant bu trente ou quarante chopes,

Et me recucille, pour lacher I'acre besoin:

Doux comme le Seigneur du cedre et des hysopes,

Je pisse vers les cieux bruns, trés haus et tres loin,

Avec |'assentiment des grands héliotropes.*®

The pocm *“Pej 1 pishi™ is sigmificant becausc of its linked images of dninking and
rain, tying it closer to the Novalis subtext, in which vanous manifestations of hiquid as a
means of access to some higher force are combined into one phenomenon, with thirst as
only one aspecl.

The connection between rain and creativity, which Novalis does not specifically

discuss, 1s so prevalent in Pasternak that it hardly requires examination. In two texts,

however, he makes it obvious that rain in its higher sense means something only to the

*Arthur Rimbaud, Oeuvres (Pans: Editions Baudelaire, 1966), 76. Compare also Aleksandr Blok: *1
virov', 1 voov' tvoj dux tanstvennyj V gluxoj nochi, v nochi pustoy Velit k tvoe) mechte edinstvenno)
Pril’'nut” 1 pit” napitok tvoy./l Vnov' pnchasus’ dushi neistovoj, | jad. 1 bol’, i stadost” pej.. [ tixo kmgu
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receptive poet, reflecting Novalis’s statement, “Nur Dichter sollten mit dem Fliissigen
umgehen...” (IV: 38). These texis are “Vstav iz groxochushchego romba” and perhaps his
most famous poem, “Sestra moja— zhizn’...". [n the former, both the 1913 and the 1928
versions cxpress the exclusive nature of the poet’s relationship to rain. In 1913 he wntes:

O, Bce Toraa — B KOHL€ MO3IMbI:
Onanuubl onansix pos,

U TatiHbl Tex, KTO — TAfHO HEMBI,

U tex, yro BcxonaT scxoaom rpos (1: 432)

Andin 1928:

[Toa AcHBIM HeOOM He UL UTE

MeHs B TOANE CYXUX KOAAET.

 CMOK 10 HUTKH OT HAMTUM,

M cesep ¢ nercrsa mont Howrer. (1: 59)

In both versions the poem opens:

Bcras 13 rpoxoyyuiero pomb6a
lMepenpaccBerHLIX MAOLLANEH,
Hares Mo oneuaran naombon
HeusbbiBaembix goxnen. (I: 59, 432)

The first stanza of the 1917 poem “Sestra moja— zhizn'” suffices to show the same
cxclusivity of the pocet’s perception of rain:

CecTpa MOSt — XHU3Hb W CETONHA B pa3nuBe
Pacwunbnach BeceHHHUM poxaeM 060 Bcex.
Ho nioan B Openokax BLICOKO 6pIO3rIHBLI
M Bexnupo xannt, Kak 3men n once. (I: 112)

Another cxcellent example of thisis “Vstrecha”, which will be discussed in another
context below.

In the works of both poets, water and rain are linked not only to inspiration and a
higher state of being, but also to the crotic. Novalis states this in the excerpt quoted above,
and demonstrates 1t in several different scenes from Heinrich von Ofterdingen . In

Pasternak the connection between rain and eros 1s expressed in “*Sestra moja— zhizn™ and

perehistyva)y Vpivajas' v zerkalo tene). " ("Valenju Brjusovu™), Aleksandr Blok, Sobranie sochineny v
vos'mt tomax, Vol. 11, 139.
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“Dozhd’™, among various others. The relationship here is not a subtextual one per se, but

only a general motivic similanty.

Soon after the excerpts quoted above from Die Lehrlinge zu Sais appears a phrasc

which, along with the Petnikov translation, serves as a subtext for Pasternak in his 1931

“Voiny”. The relevant Novalis excerpt reads:

So wird auch keiner die Natur begreifen, der kein Naturorgan, kein innres
naturerzeugendes und absondemdes Werkzeug hat, der nicht, wie von
selbst, uberall die Natur an allem erkennt und unterscheidet und mit
angeborner Zeugungslust, in inniger mannigfaltiger
Verwandtschaft mit allen Korpern, durch das Medium der

Empfindung, sich mit allen Naturwesen vermischt, sich gleichsam in sie
hineinfiihit. (I: 105;1V: 38)

The Petnikov transiation reads:

TouHO TaK )Xe HUKTO HE NTOUMET NMPHPOADb, Y KOTO HET OpraHa
BOCTIPHATHA NTPUPOAbI, BRYTPEHHETO MPHPOAOTBOPYECKOTO M
Pa3sIMYHTENbHOTO OPYAHA, KTO HE CAMONPOM3BO/ILHO Be3fe MTPHU3HAET U
PA3NTUYACT BO BCEM NMPHPONY H € BPOXIAEHHOM CTPACTDbIO K
ONIOJOTBOPEHHIO H POXXIEHHIO, B OIH3KOM, MHOTOOOpa3HoOM
POICTBE CO BCEMH TEIAMH, €pe3 MOCPEACTBO Ol YL EeHHSA
CMEILIMBAETCA CO BCEMM CYLLLECTBAaMH TIPUPORBI M KakK Ob1 BceM
YYBCTBOM CBOHM, BXOASs, CIMBAETCA ¢ HUMHU. (25; 185)

The phrase refernng to “Zeugungslust™ is significant 1n another context, to be

discussed 1n another section of this chapter. The phrase following it, **v blizkom,

mnogoobraznom rodstve so vsemi telami™, has an exact analogue in Pasternak’s *Volny™:

B poncrse co BceMm, UTO ecTh, yREpACh,
M snaace ¢ 6yomymum B 6biTY,

Henn3a He BMACcTh K KOHLY, KaK B epech,
B Hecabixauuyio npocroty. (I: 381)

The last two lines of the cxcerpt, on simplicity, are also linked to Novalis; however,

this, too, will be discussed later.

Having come to the end of the text of Die Lehrlinge Zu Sais in regard 10 1ts impact

on Pasternak’s oeuvre, | have skipped over the most complex of the subtextual links in

Pasternak with this Novalis work. [ will turn to it now.
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2.3 Reception of Mill Imagery

Pasternak deals with the image of the mill in several different works, from the very
begnning to the very end of his career. It appears in an early verse sketch, probably from
1910; in hus 1915 poem “Mel’nicy”, revised in 1928; in his essay “Neskol 'ko polozhenij”
from 1918-1922; and in the 1956 poem “Dusha”. The core work exploring the image of
the mill is his poem “Mel’nicy” is, in tumn, is related to other works or portions of works
which deal with the mill image. The two variants of the poem read as follows:

ME/IBHHULBI (1928)

Cryuar Ko/eca Ha cefe.
CTpyATCA U XPYCTAT KOMOCHA.
Haneko, Ha npyrow 3emne
Poiaaer rnec, obesronoces.

Ceno B cepe6paHOM MIeHY
lopuT 6enxkamy xaT MOTYXLIMX,
U 6pewuer nec, u 6ber B TyHY
Llenton, KynnaToft KOMOTYLUKOH.

MHUTraoT BHLUHM, CTIAT BOMBI,
CnesaT WeETKHU nepsbiX XHHBbLEB,
M xyxypy3Hbie CTBOMB

ConAaT ¥ MuyTCcA, 3aBLUNBEB.

A Hao KMLUeHbeM BCeX eCTeCTB,
CorbeHHbix OpemeHeM HaTUBA,
KocTnasos MenbHHLBL KpecTel,
Kak kpenocrs, BBICUTCA BOpWIHBO.

[Mrakyumn XapbKOBCKHR yean,
Pycanoubu Hauyechl eHH,

M Beten, v naerHen, 1 3Be31,
Kak cu3bIX cBeuex lLueBe/leHbe.

Kak ryObl,— wenyyT, Kak pyKu,— BAXYT,

Kak B3A0X,— HEBHATHBINH, KaK KUCTH,— APAXIILI,
M kTO y3Haer, H KTO paccKaxer,

YeMm TyT KOrma-To oemo naxuol

M KTO OTBAXHTCA M KTO OCMEIUTCA

M3 coHHOM omypH XOThb naiten BbiCBOOOANTD,
Korma v BeTpAHble METbHHULIBI

OxoveHeny Ha TyHHOH HCNOBeEaH?
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Mm Berep Obin po3naH, Kax 3Be3famM — CBeT.
OH BhInYlLLEH B BO3AYX, 3 HOBOTO HET.

A TONBKO, KaK CYHA, 3€M/€ BOMPEKH,
Bo3nyluHoI0 cCyno XHBYT BETPAKH.

Knmounust cytyas, xpbiia pasbpocas,
[TapAT Ha xomynax cremneu napyca.

M coxHyT Ha cpyfax, BUCAT Ha rop6ax
Py6axmu u3 my6a, nopThi-Kopoba.

Koraa e 6ecHyoTCA KYpbl H CTPYXKH,
M abIM KOpOMBICAOM, U NbIAB CTONOOM,
M nagaioT kanau MeaALIKaMH B KP YXKKH,
M Ho4b noanabiBaeT BO BCeM romy6Gom.

U pByTca obopku HacTypuui, u 6yps,
bannonom pasnys nonoTHO NaHTaIoH,
B6eraer y BUIMT, KaK TOMOMb, 3KMYPACD,
HawuecrBreM cHera cienuT HeOOCKNOH, —

Torna npocbinalTca MeNbHUYHbIE TEHHU.
Ux MbICTH BOpOYAIOTCA, KaK >KEPHOBA.

U oHM OorpoMHbl, KaK MbICIH FE€HHEB,

M HecopasMepHBbI, KaK WX npasa

Tenepb nepea HUMH BCEH XKHU3IHH YMO/IOT.
Bce nombicau cTenu u Bce cnosa.
Kakue xapa » ropax npuaymana,
Oxankamu NagaloT B HX MOCTaBa.

3aBuaeBIUM KX, MAPOBO3bI TOTYAC KE
BpesaioTca B Kawty, CrpeMs K BeTpAKaM,
M xnonaior napom no ThMe KIOKOHYLLEH,
M MeuyT M3 TOMOK BO MPaK MoTpoxa.

A pAOOM, BeCh B NEKJIEBAHHBIX BbIKIMKAX,
3axneOblBasACh Ky/l€LIOM NOAKOB,
[MoaBOMMT WLAAX, B NbUTH MO LIHKOAKY,
[Mom ux cBOM CycanyM# noakonm.

Oum X, ycTaBas OT DaneH, NOXKAI0BaHHbIX
Banam HecyacTHO#M WeCTepHH,

Menosbie 00Ba/Ibl NPOCTPAHCTB 0OMANBIBAIOT
M cymn6bn1, u cepnua, U IHH.

M oHu nepemanbiBalOT UAPCTBA NPOT/IOUYEHHBIE,
M, spawias 6enxamu, nbiaat obnaka,
M, 6bITH MOXET, HUT1Ee HE HAUIETCA BOTYMHBI,
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Y106 6e310MHBIM MO3raM UX Obisia BeIUKa.

Ho onu ¥ He XaryoTCcA Ha Karopry.
Hanusasce B rpanyLieM v T1es B 6b110M,
Heun3sBecTHbIC 3apeBa, KaK 3/1€BaTOPHI,
[Mpeucnonusior ux rernom. (I: 98-100)

MEJ/IBHHULBI (1915)

Han ¢BexxeB3pbITOR THLLMHON,
Han BeyHoM naMATHIO N1ad

CeMb THICAY 3Be3 3a YIOKOH,

Kak ry6st 6neaHbix cBed, MbIAAOT.

Kak ry6bl wienyyT, Kak pyKu BSKYT,

Kak B310X HEBHATHBI, KaK KMCTH APAXALI,
M KxTO y3Haer, ¥ KTO pacCKaXeT

YeM, B UX MUHYBLLEM, A€10 Maxno?

M KTO OTBOXHTCH, ¥ KTO OCMENUTCA,

3Be3naMy CBA3aHHBIM, XOTb Nanel BbICBOOOAMTS,
Benb naxxe MenbHULBL, 0 daxce MeavHuyst!
OkoueHeny Ha TYHHOH UCIOBEOM.

HUm Betep 6b1n po3nan,
A HOBOTrO HeT,

OHu Xe, KaK 3B€30bl,
3aMMCTBYIOT CBeT

Y cBera.

M BesitHbe KPbIN Y HANKPbI/ILEB
’KyKkoB — M ronoBoOKpy>XeHbe ronos,

Ot nbian, rONOBOKPYXXUTEABHON NBIIH
M oT nAsACOBBIX rONOBELLEK KOCTPOB.

Korna xe 6ecHY10TCA Kypbl M CTPYXKH,
M opiM KOpOMBICNOM, H NbLAb CTONGOM,
Y mapaioT kanau MenskamMu B KpyXKH
M pesko, u uspenxa nuwip — cepeOpoM,—

Toraa npochINAITCA MEbHUYHBIE TCHH,
Mx MbICIH BOPOYAIOTCA, KK XEPHOBa,

M oHM OrpOMHBI, KaK MbIC/TH T€HHEB,

M TAXenoBeCHbI, KaK UX C/I0BA;

M, xak npubanxKeHHbIe UX, OHH MPHOAUIKEH I
BnnoTHY10, CaXKeHHbIE, K CAXEHHBIM r71a3aMm,
[ThakyyuMy Ty4amy £0OCyXa BBIXKEHHBIM
Hanogo6me o611 X MOrHABHBIX AM.

Karen Evans-Romaine - 9783954790807
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A Mo3ramu, yCTaIbIMH OT QQIeH MOXKATOBAHHbBIX,
M Banamu yCraablx Mo3ros

['po3oBble rpoMaibl OHM MepeMaIblBAlOT
M nonsyune cxanbl KyueBbIX 00/1aKOB.

M oHu nepemManbiBaiOT UAPCTBa NPOT/I04EHHbIE

H, spaman 6enkamu, nbLAsT obnaka —

M B nonobHble HOYU MOX HeOOM HET BOTHYHHDI,

Yro6 6e3noMHBIM rnasam ux Obina senuka. (I: 465-466)

The two vanants of the poem from 1915 and 1928 reflect the general trend of Pasternak’s
revisions toward the theme of history, as discussed by Fleishman.®’ Pasternak’s 1928
revision also reflects his increasing interest in Pushkin, as reflected, for example, in his

answer to a questionnaire published in 1927 in Na literaturnom postu, **Nashi

sovremmennye pisatel o klassikax™

B cBoeit pabore a yyscrByio Bauanue [Nywxuua. [lywkurckas
3CTeTHKA TaK LWHPOKA M 3MACTHUYHA, YTO AONYCKAIOTCA pasHble
TO/NKOBaHHA B pasHom Bo3pacte. [loppiBHcTan H3obperarebHOCTD
[MywkHHa MO3BONAET MOHMMATDL €r0 U HMIIPECCHOHUCTHUECKH, KaK A
MOHHMAN €ro JIET NATHAALLaTb Ha3al, B COOTBETCTBHHU C
COOCTBEHHBIMHM BKYCaMH M LApMBLUMMH TOTAA TEYEHUAMM B

nauteparype. Cefidac 3TO MOHMMAHHE Y MEHA PACLLIMPHUAOCDH, H B HETO
BOLLIM 3/IEMEHTH! HPABCTBEHHOTO XapaKTepa.

[...} Mon acTeTHKON e XYAOKHHUKA A MOHMMAIO €ro
npencTasneHne o NpUpone HCKYCCTRA, O POAH HCKYCCTBA B MCTOPHM M O

ero co6CTBEHHON omsemansenHocmu nepen Helo. (1V: 622)

Pasternak wrote this one year before his published revisions of poems from Poverx
bar'erov. He indicates the contrast between his current conception of Pushkin and that of
about fifteen years carlier, roughly the peniod of his earlier “Mel nicy™.

In this context, one can certainly agree with Rima Salys’s charactenization of

“Mel’nmicy™ as “a kind of mood vanation on *Poltava’ with its famous descniption of the

07

Sce also Fleishman's mention of the mill imagery in its transformaton to historically significant imagery
as m the phrase “nesorazmemy, kak ix prava™ (I: 98), Boris Pasternak v dvadcatve godv, 269. Fleishman
also menuons two other bnef appearances of the mill image in Pasternak: in “Spektorskij”, companng the
artist to “"Pushkin’s mll”, and at the end of Oxrannajagramota, the image of *zhernov ravnomemogo
sharkan’ja". Mixail Polivanov bricfly mentons Pasternak’s “Mel nicy™ as the image of a poet’s
transformauon of the world: **V'toraja vsclennaja’ u Pasternaka™, Pasternak-Studien, 143.
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Ukrainian night™.*® The statement is particularly apt in regard to the second, 1928 version,
in which the Pushkinian associations are not only with “Poltava” but, for example, with
“Rusalki” as well, in the phrase “rusaloch’i nachesy leni” (1: 98).

For the 1915 version, however, the Pushkinian solution to the subtextual riddles
posed by Pasternak remains unsatisfactory. Clues to the mill image here are to be found
in, among other sources, Novalis. The poem in its 1915 version is built on the extended
double metaphor of, on the one hand, the destructive mill of creation, and its flip-side, the
mill of exhausted mindless wniting, and on the other hand, the voracious mill of nature or
history.®’

Both meanings of the mill in “Mel nicy” have their beginnings in an earlier
Pasternak verse sketch from 1910: The sketch reads as follows:

PeanyBiuencs semau nenans,
TBoe#n NUILHNBLIAACA TAAHDL,
Kak MenpHuu maluyuian nanp

B 3n10Bew1HA rox HeypoOXKanHbIf.

Kak aTHx MensHul B3feT OecuenbHbIN
M cmbicn npenarns 3a6nit
O xpbiconose w3 lamennHa. (I: 576)

Two images are intertwined in this text: the image of a dangerous creative force,
impiied by the reference to the Pied Piper, and the image of nature as a hostile force,

cxpressed through the metaphor of the poor harvest and famine. The latter image is revived

1n Pastemak’s essay on aesthetics, “Neskol'ko polozhenij™

“*See Rima Salys. “lzmenitel naja edinica russkoj zhizni: Pushkin in the Work of Boris Pasternak™,
Russian Literature, XIX, 1986, 351.

**As Omry Ronen has pointed out 1o me, the saying underlying the image of the mill of hack writing is
“molot” vzdor”. Common sayings and proverbs are. as Professor Roncn has brought to my attention, often
of extraordinary importance to Pasternak’s verse. As to the second main aspect of the mill metaphor, that
of nature or espeeially history, that aspect of the mill is, as | have noted carlier, strengthened in the 1928
revision of the poem. For examples of literary and folk phrases on mills and milling in the metaphoncal
sense indicated here, see Vladimir Dal’, Tolkovyy slovar' thivogo velikogo russkogo jazyka (St.
Petersburg: Moscow: M. O. VoI'f, 1881), Vol. 11, 317, 343, and Slovar' sovremennogo russkogo

hteraturnogo jazvka (Moscow: Lemingrad: Izdatel’ stvo Akademii Nauk SSSR, 1957).Vol. VI, 826, 1200-
1201.
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Tax mMbl BMIOTHY0 MOAXOOMM K YHCTOH CYLLLHOCTH TMO33HH.
OHa TpeBOXKHA, KaK 3/10BELLeE KPY>KEHbeE NeCATKA MebHU Ll Ha KPaio
ro/ioro MoJjifA B YepHbIH, ronoaHbii rom. (1V: 370)

Poetry is double-sided, both an act of inspiration, a kind of movement,
(“kruzheme™), yet one which can be essentially useiess, milling nothing. It can even verze
on evil (“zloveshchee kruzhenie” —"ill-boding tuming”).

[n the early sketch, Pasternak works with two generally familiar legends of
European culture, that of the Picd Piper and that of Don Quixote. As Omry Ronen has
pointed out to me, the “aimless flight” of the mills negates the Quixotic association of
windmills with fantasy. If Don Quixote poeticizes the real world, turning windmills into
giants, then Pasternak depoeticizes the mill, making it churn uselessly in a time of famine,
and thus depriving it of its romantic mythos.”® In the 1915 version of “Mel’nicy”,
however, he still preserves the illusion of windmilis as giants:

M, kak npubanxKeHHbIE UX, OHHU MPHOAHIKEHBI
BnnotHyio, caxeHHbie, K CAKeHHbIM r1asaMm [...] (I: 466)

The wording and imagery already in the 1910 Pasternak sketch suggest a subtextin
Novalis, from Die Lehrlinge zu Sais, particularly in the 1901 translation of Carlyle’s essay.
The subtext from Novalis deals with man’s view of nature as a homblce mill of death, a
perception which prevents man from perceiving its sccrets. Novalis wntes:

Nun diinkt es Einigen, es se1 der Miihe gar nicht wert, den endlosen
Zerspaltungen der Natur nachzugehn, und iiberdem cin gefahrliches
Untemehmen, ohne Frucht und Ausgang. So wie man nie das kleinste
Korn der festen Korper, nie dic einfachste Faser finden werde, weil alle
GroBe vor- und riickwarts sich ins Unendliche verliert, so sei es auch mit
den Arten der Korper und Krifte; auch hier gerate man auf neuc Arten, neue
Zusammensctzungen, neuc Erscheinungen bis ins Unendliche. Sic
schicnen dann nur still zu stehn, wenn unser Flei3 ermatte, und so
verschwende man die edle Zeit mit miiBigen Betrachtungen und
langweiligem Zihlen, und werde dies zuletzt ein wahrer Wahnsinn, ein
fester Schwindel an der entsetzlichen Tiefe. Auch bleibe die Natur, so weit

™ Cf. Pasternak’s 1920 letter to Petrovskij about his colleague, Novalis translator Grigonj Petnikov,
whosc translations arc significant as subtexts to Pasternak: Byl tut Petnikov. On tozhe ved', est’ grex, 1z
L.amanchi. S mm ne tak odinoko sebja chuvstvoval.” Boris Pasternak, letter to D. V. Petrovskij, 1 June
1920 (V: 113). Naum Berkovskij writes that the carly Romantics saw a reflection of themseives in Don
Quixote: Naum Berkovskij, Romantizm v (Germami (1 emungrad: Xudozhestvennaja literatura, 1973), 122,
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man kidme, immer eine furchtbare Mithle des Todes: iiberall ungeheurer
Umschwung, unauflosliche Wirbelkette, ein Reich der GefraBigkeit, des
tollsten Ubermuts, eine ungliicksschwangere UnermeBlichkeit; die wenigen
lichten Punkte beleuchten nur eine desto grausendere Nacht, und Schrecken

alier Art miiBten jeden Beobachter zur Gefiihllosigkeit dngstigen. (I: 87-88;
IV: 15)

Vanous portions of this long excerpt are relevant to Pasternak’s mill imagery in

vanious different ways.

itself includes many excerpts of Novalis's work in order to familiarize the reader with a

The 1901 Lazursky) translation of Carlyle’s introductory essay on Novalis, which

broad spectrum of his oeuvre, 1s significant for Pasternak’s 1910 sketch. The relevant

Pasternak lines:

The word “zloveshchaja™ and play on the prefix “bez” are echoed in Pasternak’s sketch, as

Kak MeabHHU Maluyluas ganb
B 3noBewtui ron HeypoOXKaiHbINA.

Kak aTux MenbHuU B3ner 6eclienbHbIA
M cmbicn npepanus 3a6biT
O kpbiconose u3 lamennHa. (I: 576)

Lazurksi) translates a portion of the Die Lehrlinge zu Sais excerpt as follows:

[pupona, c Tex MOP KaK MOABHAHUCDH MIOMH, BCE OCTAETCA CTPAHHON
Me/TbHHLIEA CMEPTH: MOBCIONY HEBEPOATHbBIE NEPEBOPOTHI,

HECKOHYAEMbIE BUXPH, LAPCTBO NPOXOP IMBOCTH U Ge3paccynHenLein
TUPAHHH, 310Ben1as OecnpenenbHOCTS |...] (46)

For Nature too remains, so far as we have yet come, ever a frightful
Machine of Death: everywhere monstrous revolution, inexplicable vortices

of movement; a king,dom of Devouring, of the maddest tyranny; a baleful
Immense {...] (178)"

is the meaning of the relevant phrase on the senselessness (**bezrassudnejshej”) of the

mull’s flight.

Interesungly, Pasternak responds o a later translation, Petnikov's, in “Neskol’ko

polozhenij”. Petnikov translates the following phrase—

[...] und werde dies zuletzt ein wahrer Wahnsinn, ein fester Schwindel an
der entsetzlichen Tiefe. (I: 88;1V: 15)

" Carlyle, op. cil. Translated Lazurskij, op. cit.
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thus:

[...] ®3T0 CTaHOBHTCS HaKkOHEL HACTORLKUM Ge3yMHueM, CTOMKHM
rofOBOKPYXKEHKHEM Hal YXacHOH rayOuHon. (11; 171)

Pasternak responds to Petnikov's translation in his description not of nature, but of
inspiration:

[...] 3T0 BO BCAKOM cmyyae — uncTentuee 6esympe! (1V: 370)
And in tus words about poetry:

Ona TPeBOXHA, KaK 3/110BelLiIee KPY)KEHbE NeCATKA METbHML Ha KPaKw
ronoro nojs B YepHLBIA, ronoaHsi# roa. (1V: 370)

Here Pasternak splits Petnikov's ( and his own, from 1915) word “golovokruzhenie™ into

two parts, the first uttered after the sccond in an echo effect: “golovo™ - “golo™ - “go”.

Thus Pasternak in these two texts, the carly verse sketch and “Neskol’ko

polozhenuj”, presents the ominous dark side of nature, the very opposite of the ecstatic

landscapes for which he is best known. So, 100, does Pasternak depict the negative side of

creative inspiration in both texts: poetic creation is associated with the Pied Piper’s

dangerous and seductive song in the carly sketch and with a nightmansh vision of a storm

in the essay. Man 1s helpless before this storm. He can only:

[...] 3aBOAMTL MOPOIO rN1a3a u npu OLICTPO NOAHUMAIOLLLEHCA
TEMIIEPATYpe KPOBM C/IbILLATD, KAK MAX 32 MaXOM, HaNoOMHHas
KOHBY/bCHH MOMHHHA HA NbIALHBIX MOTONKAX U TMIICAX, HAYMHAET
WHPATH U LLUYMETD MO CO3HAHBIO OTPaXKEHHasA CTEHOMMCh KaKoH-TO
HE3NeLIHEeN, HECYLLLeHCA MHMO M BEYHO BeCeHHER rposbl |...] (IV: 370)

The storm is described in “Mel'nicy” also, as is the dizziness. [ will quote from the

1915 version:

M BeAHbE Kpbi/N Y HALKPHIALEB
/KykoB — 1 roIOBOKpYy>XeHbe ro/ios,

Or nbiny, rONOBOKPYXXHMTENLHONM NbIIK
U ot nnsacosbix ronoseutek kocrpos. (1: 465)

Thus, as 1n *Neskol ko polozhenij”, inner and outer are intertwined: with the

beginming of the storm starts the moton of the windmull, which itself is associated with
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thought (“mysli vorochajutsja kak zhernova™). The metaphor of coins falling like rain as
inspiration appears in the early vanant of “Ballada™ as well:

3aTeMm, HakoHel, YTo — Oannana, 6aiana,
MonerHbiit aBop noxas. (1: 476)

If the horrendous picture of the mill itself has a subtext in Novalis’s Die Lehrlinge
Zu Sais, then the nightmansh image of the storm as a metaphor for thought, combined with
the image of a mill, has a subtext from Jean Paul Richter, a favorite writer of Pasternak’s
youth, whose Vorschule der Asthetik Pasternak translated. In this work, Jean Paul

describes a state of “inner night”, a feeling:

welches der romantische Dichter nur verklarter aufweckt, namlich das
ungeheure, fast hiilflose Gefiihl, womit der stille Geist gleichsam in der
wilden Riesenmiihle des Weltalls betidubt steht und einsam. Unzihlige
unuberwindliche Weltrdder sieht er in der seltsamen Miihle hintereinander
kreisen — und hort das Brausen eines ewigen treibenden Stroms—um
1thn her donnert es, und der Boden zittert—bald hie, bald da fillt ein
kurzes Klingeln ein in den Sturm— hier wird zerknirscht, dort
vorgetrieben und aufgesammelt— und so steht er verlassen in der
allgewaltigen blinden einsamen Maschine, welche um ihn
mechanisch rauschet und doch ihn mit keinem geistigen Ton anredet [...]"*

Herc the images of man’s helplessness before the storm and the blind, solitary, enormous
mill arc combined, just as Pasternak wnites of the “bumt out”, homeless eyes of the mills in

the storm in the last and antepenultimate stanzas of “*Mel nicy™

U, xak mpHOAHXKEHHbIE UX, OHU MTPHOMIKEHBI
BnioTHyl0, CakeHHbIE, K CAKEHHBIM I/1a3aM,
[l12KyYMMH Ty4aMH JOCYXa BBIKKEHHbIM
Hanono6ue 061X MOTHABHBIX AM.

1 mMo3ramu, yCTanbIMHU OT Ka/leH NOXATOBAHHBIX,
A Banamu ycranbix MO3ros

Ipo3oBbie rpoMankl OHH MEPEMANnbIBAIOT

M nonsyuue ckanbl KydyeBbix 06/1akoB.

M oHu nepemManbiBaloT UAPCTBA NPOr/OYEHHbIE
M, Bpawas 6enkamu, nbisT obnaxa —

Y B nonobHble HOUYM noa HeOGOM HET BOTUYMHBI,
Y106 Ge3noMHbIM Fa3am KUX Obina Benuka. (1: 466)

“*Jean Paul Richter, Werke. Funfter Band, hrsg. von Norbert Miller (Munich: Carl Hanser Verlag, 1963),
96.97.



00051905

Jean Paul’s description of this state as man’s “inner night” corresponds to Pasternak’s
phrase “v podobnye nochi™.
Novalis, 0o, describes the monstrous mill of nature in Die Lehrlinge zu Sais:

[...] die wemigen lichten Punkte beleuchten nur cine desto grausendere
Nacht, und Schrecken aller Art miiten jeden Beobachter zur
Gefihlosigkeit angstigen. [...] Gerade jenes Streben nach Ergriindung
dieses riesenmaBigen Triebwerks sei schon ein Zug in die Tiefe, ein
beginnender Schwindel: denn jeder Reiz scheine ein wachsender Wirbel,
der bald sich des Unglucklichen ganz bemachtige, und ihn dann durch eine
schreckenvolle Nacht mitsich fortreiBe. (1: 88;1V: 15)

The notion of a mill as a giant, echoing the Quixotic theme, appears in both translations, in

terms different from Pasternak’s. The Lazurskij translation reads:

YXe 3TO CTpeMeHHE NO3HATb TMrAaHTCKHI MEXAHM3M €CThb Luar K
Ge3nne, Hayano 6e3yMus, NOTOMY YTO C KAKABIM BO36YXAeHHEM Kak 6bl
YCHIMBAETCS BUXPh, KOTOPbIA ObICTPO OB/1AEBAET CBOEH XEPTBOH M
YHOCHT €€ BMeCTe C Co00/ CKBO3b CTPALLHYIO HOYb. (46)

The Petnikov translation:

Kax pa3 To cTpeMnieHHe K H3MEPEHHIO ITOTO HCTIOAUHCKOTO ABUTATENs
€CTh YK€ HEONONHMOE BIeYeHHE B ITy6b B 6e3AHY, HauMHalOLLEECA
rOIOBOKpEXEHHE: HOO BCAKOE BO3OYKNEHME KAKETCA BO3PACTAIOU MM
BUXPEM, KOTOPbIH CKOPO COBCEM O0YAET HECHACTHOrO M YMUYHUT ¢ cobO¥
uepe3 MOAHYIO YXacoB HOYb. (11; 171)

The 1image of the growing whirlwind from both the Novalis original and the translations is
reflected 1n Pasternak’s image of the coming storm 1n “Mel nicy” and, to a lesser degrec. 1n
“Neskol 'ko polozhenij™. In*“Mel’'nicy™ of 19185, this image, together with the notion of
dizziness, appears in the fifth and sixth stanzas.

The image of blindness also appears in the Carlyle essay, in itts English and
(Lazurskij’s) Russian translations from the Novalis ontginal, which does not have the

image of blindness.

Xopotuo ele, YTO AETCKOE HEBEAEHHE H HEBHHHOCT b AEPXaAT NIOACH B
OC/IEN/IEHHH OTHOCHTENBHO TeX YXXaCHbIX OMAcHOCTEH, KOTOp bie
NOBCIOKY, MOAOOHO CTPAHHBIM TPOMOBBIM TY4YaM, O01ETAIOT HX MUPHOE

MHAULLE U KOKAYI0 MUHYTY FrOTOBbI OOPYLUHMTBLCA HA HX TOAOBHI, (46-
47)
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Hail to that chuldlike ignorance and innocence of men, which kept them
blind to the homble pentls, that everywhere, like gnm thunder-clouds, lay

round their peacelul dwelling, and each moment were ready to rush down
on them. (178)

Here, as in “Mel’nicy” of 1915, images of the mill, blindness, and storm clouds are
combined.

The Novalisian image of the windmill-giant appears in both translations as well.
The Lazurskyj translation has textual “reverberations™ not only in Pasternak’s “Mel’nicy”,
with its description of the giant (“sazhennye™) windmills. The following excerpt from

Lazurskij’s 1901 translation is echoed in an carlier Pasternak poem.

[...] 370 mpeBpawenne 605Keckoro U YenOBEHECKOro B HeoOy3NaHHbIE
CH/IbI €CTh XYX NPHPOABI, ITOrO CTPAWHOTO NPOXOPAHBOTO TMTAHTA.
Passe Bce, YTO MbI TENEPb BHOKM, He pa3pylueHua Heba, He BeTHKHE
pasBaIHHDLI NPEXHEr0 BEIHYKA, HE OCTAaTKH OT CTPALLHOrO MUPLIEeCTBA?
(47
[...] this Metamorphosis, and dissolution of the Divine and the Human, into
ungovernable Forces, is even the Spint of Nature, that frightfully voracious
Power: and is not all that we see even now a prey from Heaven, a great
Ruin of former Glornes, the Remains of a ternfic Repast? (179)
Pastemak’s 1913 poem “Pirshestva” (“Feasts”™), from his first book of verse Bliznec v
tuchax, describes the creative process as a nightime (cast, the remains of which are
gathercd 1n the mormning as poetry:

M KpOXH ACTB HOYHBIX CKHTAIbYECKHX aHanecT
HayTpo noabeper, kak kpoiuka CanopunboH. (I: 439)

The image remains in veiled form in the 1928 version, which Pasternak renames “Piry™;
this is the term Petnikov uses in his translation of the same passage, “ostatki strashnogo
pira” (11; 172—*the Remains of a temfic Repast” in Carlyle's translation). As the feat is
“strashnyj™ (“termific” in the sense of fnghtening) in the Novalis text, so is the feat of
inspiration negatively portrayed in the Pasternak poem, both of whose vanants begin “P’ju
gorech tuberoz, nebes osennix gorech’ (I: 58, 439). Nature in the Novalis textis
translated 1o the creative process in this Pasternak poem. The twoare hnked in “Mel nicy”

and “Neskol 'ko polozhenij™ in the image of a storm moving the windmills of the mind.
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While Pasternak depicts in both texts the insanity of creativity, he also creates a brilliant
landscape. The Quixotic metaphor of windmills to giants remains on one level.

The nnging sound of the mill from the Jean Paul text appears in an important
intermediary text, Sergej Bobrov's poem “Lira lir”, dedicated to Pasternak, published first
in the 1914 Centrifuga miscellany Rukonog, thenin a 1917 collection of the same name.>

The poem reads:

HeoObIKHOBEHHAR NOCTYNh BpeMeHH
KOCTbMH JIOXKHTCS Mepex CHM JIETOM.
CoBep1luaeM Hal ObICTPBIM NbAOM

3TOT eT Mbl—ORHH.

Ku3Hb, Kak MeZibHHLA HEBO3MOXXHOCTeH
Cobnpaer TalHOE 3€pHO:

I1Ber 1 3BOH ycTanoCTEN

M HecpaBHEHHBI I KOMOKON.

Jlan e MHe, 0 30/10TO KU3HH,

Bpara 6e3K0oHeYHbIX CMBIC/IOB
Ypapss, KaK fy4 Mo AMH3e—

[To Tpenery MbiCIeHHbBIX OOpBIBOB.
Ha#n, 60oruHs, BOCNIETH HECPABHEHHO
3onoTa TeKy4ero nNpo3pauHbli XHp;—
Han MHE MO0 YMBILLLIEHHYIO

Jiupy nup. (33-34)™

The Bobrov text, in fact, reflects another cxcerpt from Jean Paul —from his first
novel, Die unsichtbare Loge. Here, as in the Bobrov poem, are both the images of the mil
of creauon (or life) and the image of a sphit light beam, which we recall from the Pasternak
and Novalis texts examined earlier. The excerpt from Die unsichtbare Loge reads:
Als jetzt die Miihle der Schépfung mit allen Ridern und
Stromen rauschte und stirmte: wollten wir in suiBBer Betaubung kaum

gehen, es war uns uberall wohl; wir waren Lichtstrahlen, die jedes
Medium aus ihrem Wege brach [...]"*

“Vladimir Markov discusses this poem bricfly in his Russian Futurism: A History (Berkeley/lLos Angeles:
University of Califorria Press, 1968), 244,

Sergej Bobrov, Lira lir (Moscow: Centrfuga, 1917).

“Jcan Paul Richter, Werke. Lrster Band, hrsg. von Norbert Miller, Nachwort von Walter Hollerer (Munich:
Carl Hanser Verlag. 1960), 387.
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Like the second Jean Paul text, the Bobrov text is ecstatic; his mill is a positive image.
Pasternak, on the other hand, responds not to Jean Paul’s positive image of the mill of
creation, but to his nightmansh vision of the “inner night™ and the blind fury of the mills.
The Bobrov poem 1s significant as an intermediary text in another regard as well:
his poem introduces the theme of the exhausted mill of creation in the artistic sense, as the
mill of mindless creation, with lus line “Cvet i zvon ustalostej”. He reiterates the thought in
much clearer and strongly polemical form in his essay “Liricheskaja tema™ “Ot bezdarnyx

pottov my otmezhevyvaemsja, ibo forma ix dushi tol'ko forma dvizhenij rotacionnoj

mashiny."

Pasternak picks up Bobrov's theme of exhausted brains milling senselessly in his

1915 poem:

Y Mo3sramu, yCTabiMH OT Oaned MOXKaT0BAHHbIX,
M Banamu ycranbix MO3ros

I'po3oBble TpOMaAbl OHK NEPEMATBIBAIOT
M nonsyume ckanp Ky4esbix 061axos.

M onu nepemanbiBalOT HaApCcTBa NpornoveHHbie | ..} (I: 466)

The last words, “carstva proglochcnnye™, echo both Lazurskij’s and Pctnikov's
phrases “carstva prozhorlivosti” from their translations of Novalis's phrase “Reich der
GefraBigkeit” from Die Lehrlinge zu Sais, 1n regard to the violence of the natural world (I:
88:1V: 15).

The notion of the exhausted mill-minds, however, in both the Pasternak and the
Bobrov poems, has its source in another Novalis text, from his essay “Die Christenheit
oder Europa”, the relevant excerpt of which appeared in translation in Viktor Zhirminskij’s
influential 1914 book Nemeckij romantizm i sovremennaja mistika, though it is likely that

both Pasternak and Bobrov would have read the essay earlier. Novalis, in attacking what

“*Serge) Bobrov, “Liricheskaja tema™; in Die Manifeste und Programmschriften der russischen Futunisten.
hrsg. von Vladimir Markov. (Munich: Wilhelm Fink Verlag [Slavische Propylden, Band 27), 1967), 100.
Bayerische \
8taatsbibliothak l
Minchen
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he perceives the danger of the Enlightenment love of stenle reason and hatred of religion,
wntes:

Noch mehr — der Religions-HaB [...] machte die unendliche schopfensche

Musik des Weltalls zum einformigen Klappern einer ungeheuren Miihle, die

vom Strom des Zufalls getneben und auf ihm schwimmend, ein Miihle an

sich, chne Baumeister und Miiller und eigentlich ein achtes Perpetuum

mobile, eine sich selbst mahlende Miihle sey. (111: 515; I1: 33)

This text thus serves as the basis for the other aspect of Pasternak’s mill, the notion
of the dreaded monotony of thought, the “waves of exhausted brains” — the very negation
of the Quixotic depiction of the mill. This mill is that which re-mills “devoured kingdoms™.
Stenle reason in Novalis, or mindless creation in Pasternak, can lead its victim to his doom;
this is the dark side of creation which Pasternak depicts.

This aspect of the Pasternak-Bobrovian dialogue on the subject of the mill with its
basis in subtexts from German Romanticism, serves, 1n turn, as a starting point for a
Futunist debate:  Vladimir Majakovskij responded to Pasternak’s and Bobrov’s texts,
apparently without any awareness of the Romantic texts underlying them, in his agitational
1918 poem “Poet rabochij”. Bengt Jangfeldt, noting that the poem was published as an

cditonal, considers tt a direct response to cniticism which Majakovskij reccived from

workers dunng his appearances before them.”

“Bengt Jangfeldt, **Notes on *Manifest Letuchej Federacii Futunistov® and the Revolution of the Spint™, in
Viadumir Majakovskiy. Memotrs and Essays, ed. Jangfeldt and Nils Ake Nilsson (Stockholm: Almgvist &
Wiksell Intemauonal [Stockholm Studies in Russian Literature, 2], 1975), 160-161; idem, Majakovski) and
Futurism, 1917-1921, Stockholm: Almgvist & Wiksell Intemauonal, 1976), 30-31, 93-94. On Pasternak
and Majakovskij. sec also E. V. Mireckaja, **Majakovski) 1 Pasternak 1910-1920-x godov”, Pasternakovskie
chtenyja. 203-212; L.. F. Kacis, “K tvorcheskoj istoni cikla B. Pasternaka *Neskot ko suxotvoremy'™,
Pasternakovskie chtenija, 213-224, Hans-Bernd Harder. **Pasternak oder Majakovskl)? Wege der russischen
Literatur™, Pasternak-Studien, 75-80. For other discussions of the poem “Podt rabochij”, mainly as
Majakovsij's defense of the poct as a useful member of society, in the context of his new poetry of
revolutionary engagement. sec A. Metchenko, Tvorchestvo Majakovskogo 1917-1924 gg. (Moscow:
Soveltskij pisatel’, 1954), 106-107; Mectchenko, Majakovskij (Moscow: Xudozhestvennaja literatura,
1964), 136. K. G. Petrosov, Tvorchestvo V. V. Majakovskogo (Moscow: Vysshaja shkola, 1985}, 80;
Fdward J. Brown:, Mavakovsky: A Poet in the Revolution (New York: Paragon House Publishers, 1973),
193; Victor Terras, Viadimir Mavakovsky (Boston: Twayne Publishers [Twayne's World Author Senes,
706}, 1983), 71-72.) Cf. Majakovskij's pocm “Razgovor s fininspektorom o po¢zii™, brought to my
attention by Assya Humesky: “Trud moj ljubimomu - trudu: rodstven. [...] Po¢zija—/ ta zhe dobycha
radija.” Vladimir Majakovski). Polnoe sobrante sochineny v trinadcan iomax (Moscow: Nudozhestvennaja
literatura, 1955-1961), VIIL: 119-126.
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The second half of Majakovskij’s poem reads:

KTo BhllLIE—NI03T

WIH TEXHHK,

KOTOpbt#

BeleT /MIONEH K BellleCTBEHHON BbIroae?
O6a.

Cepaua—TaxkHe X MOTOpHL.
Jlywia—TaKo# e XUTPbIH ABUTaTeNb.
Mur paBHble.

TosapuluH B paboyert Macce.
[lponerapuu Tena u nyxa.

Tuwb BMecTe

BcenenHyo Mbl pasyKkpacum

M MapLUAaMH AYCTHM YXaTh.
OTtropoanMca oT 6ypb CTOBECHBIX MOJIOM.
K neny!

Pabora xx1Ba M HOBa.

A npasaHbIX OpaTOpOB—

Ha MeNbHHLY!

K mykomomnam!

Bonoit peuen Beprerh xepnosa. (II: 19)

Majakovskij responds in this excerpt both to Pasternak and to Bobrov texts.”® His lines:

A npasAHbIX OpaTopoB—
Ha MenbHHLY!

respond to Bobrov’s image of the mill in both his polemical essay “O liricheskoj teme”, and
his poem “Lira lir”, published in 1917 with the subtitle *“Oratorija™ (*Oratorio”).
Majakovskij’s rhyme *molom — mukomolam™ plays on the tniple meaning of the root
“mol”, to indicate speech and to indicate milling, besides 1ts meaning here as a bamer—a
pier or sea-wall. This prepares the reader for his final metaphor, *Vodoj rechej vertet’
zhemova”™.

This metaphor differs significantly from the Pasternak and the Bobrov texts in one

sense: Majakovskij depicts poetry not as a windmill, as do Pasternak and Bobrov (in the

"Majakovskij's charactenization of the soul as “takoj zhe xitryj dvigatel' “industrializes” Pasternak’s own
already “anti-romantic™ image of the soul as “ten’ bez osobyx primet” (*Dusha™, II: 75). Later in the poem.
Majakovskij's ““Otgorodimsja ot bur’ slovesnyx molom” responds quite obviously to a line from the
opening poem of Poverxbar'erov, Posvjashchen’e” (renamed “Dvor” in 1928): “Ogorodites’ ot vjugi v
stixax / Shuboj, ot nochi v po¢me — / svechoju™ (I: 453) On Majakovskij's love and thorough
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poem), refernng back to Novalis, with the Quixotic image of creativity, but as a watermitl.
Here Majakovskij reaches back through Aleksandr Blok to another Romantic tradition,
from Wilhelm Miiller’s cycle Die schone Miillerin, known best through Schubert’s famous
seting. In this cycle, the brook’s and mill’s song is a dominant image. We know from the
memoirs of Majakovskij’s mother that he knew this song cycle.” There is, of course, no
question that with Pasternak’s musical background, he knew the cycle as well. In fact, one
stanza of Pasternak’s 1915 “Mel’nicy” picks up the balladic meter of Miiller’s poem “Der
Miiller und der Bach™

Wo ein treues Herze

In Liebe vergeht,

Da welken die Lilien

Auf jedem Beet.®

Majakovskij drew the metaphor from an intermediary source as well: Aleksandr

Blok's essay, “O lirike”, published in 1907 in Zolotoe runo (No. 6):

Ho ymeowiuit cnywars M yMeoLw ui o6paTUTh LUYMHbIA BOAONAN
AHPHUKH HA KO/ECO, KOTOPOC ABHIKET TAXKHE H XXHBbIE XKEPHOBA,
3HAIOLL M, YTO BCE CTUXMUHOE M BEIHKOE OT BeKa O1arogeTenbHO H

Y KacHO BMeCTe, 3HAIOLLHA ::lTo H HE XOTALUHA NPUHATHLCA—EMY Mbl
nochl/IaeM CBOE NMpe3peHue.

knowledge of Pasternak’s pocetry from this cra. see L. Ju. Bnk. “Chuzhic suxi”, in V. Majakovsy v
vospormnaniaix sovremennikov (Moscow: Xudozhestvennaja literatura, 1963), 342.

“"Majakovskaja recalls his singing the first song from the cycle, “Das Wandem™. See V. Majakovskij v
vospominantjax sovremennikov (Moscow: Xudozhestvennaja literatura, 1963), 64, 618. | am grateful to
Lev Loself for poinung me toward these memoirs.

*Quoted from Amold Feil, Franz Schubert. Die Schone Miillerin. Winterreise. Mit cinem Essay “Wilhelm
Miiller und dic Romanuk™ von Rolf Vollmann. Mit 88 Notenbeispiclen. (Stuttgart: Philipp Reclamm
jun.. 1975), 161. Mixal Gasparov denves this common balladic meter room the two-beat dol” nik of Sturm
undDrang. Sec M. 1. Gasparov Ocherk istorii risskogo stixa. (Moscow: Nauka, 1984), 122. The 1928
version of Pasternak’s ““Mel nicy” takes not the balladic mcter of some of the poems of this cycle, but the
image of rusalki, thus with its source not only from Pushkin. See. for cxample, in the poem “Wohin?"
from the Miiller cycle, where the image of Nixen is juxtaposed with that of the watermull: “Was sag ich
denn von Rauschen? Das kann ketn Rauschen sein:/ Es singen wohl die Nixens Dort unten ithren Reihn i/

1 a8 singen, Gesell, laB rauschen, Und wandre frohhich nach!/ Es gehn ja Miihlenrider/ In jedem klaren
Bach.” Quoted from Wilhelm Miiller, Gedichte. Volistandige kritische Ausgabe. Mit Einleitung und
Anmerkungen besorgt von James Taft Hafield (Berdin: B. Behr's Verlag, 1906), 6. (See also Feil, 153.)
Cf. AlI'mi, who notes that the galloping rhythms in Pasternak’s “Ballada™ recall the Schubert setung of
“Erlkomg”. See L. L. Al'mi. “Ballady B. L. Pastemaka”, /zvestija Akademii Nauk SSSR. Seriyja literatury i
Jazvka, Vol. 49 (1990). No. 5, 420-431.

“Quoted from Alcksandr Blok, Sobrante sochinenij v vos'mt tomax, Vol. 5, 133.
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Pasternak responds to the Miiller, Blok, and Majakovskij in the only truly positive
manifestation of this moul in his work, in a passage from Doktor Zhivago:

Toraa nono6Ho KaTsLLeAcs rpoMane pEYHOro NoToKa, CaMblM
OBHXKEHUEM CBOMM 00TAYHBaIOLLEH KaMHHU OHA U BOPO4AIOLLEH KOIECA
MebHHUL, IbIOLLAACA pPeyub CaMa, CH/IOH CBOMX 3aKOHOB CO3aaeT no

MyTH, MUMOXOIOM, pa3Mep, U pudMmy, u Toicauu Apyrux GopM u
06pa3oBaHu# ewle 60/1ee BOKHDBIX, HO 0 CHX MOP He Y3HAHHBIX, He
yYTEHHBIX, HE HasBaHHbIX. (I11: 431)

This passage appears in the context of a discussion of the independence of speech, and
thus implicitly against Majakovskij’s use of the same metaphor for his more practical
purposes.®* This polemical use of Romantic subtexts against Majakovskij is not at all
surprising in the era of his second. anti-Majakovskian and pro-Blokian, autobiography,
Ljudi i polozhenija.

The final manifestation of mill imagery 1n Pasternak is his 1956 poem, “Dusha”,
from his last book of verse, Kogda razgidjaetsja.® The last two stanzas of the poem read:

Hyiua mos, cKyaenbHU LA,

Bce suaeHnoe 3aech,

[Tepemonos, kak mMenbHULA,
Tsl npeBparuna s cmech.

H manbue nepemantipan

Bce GbiBLIEE CO MHOH,

Kak copok ner 6e3 manoro

B norocrubiit nepernon. (I1: 75)

The reference to *“sorok let bez malogo™ points to the perniod of his previous poem on the
mill, inits first vanant. Asinthe 1915 “Mel’nicy”, Pasternak here uses the word
“peremalyvat’/peremolot’”; and, as in *Mel'nicy”, he wntes of remilling events or objects
in the natural world, “Vse vidennoe zdes'”, *Vse byvshee”, or, in the case of the more

dramauc early poem, “Grozovye gromady™. The repetitive nature of this milling hints at

®n fact, Guy de Mallac found a subtext to the passage immediately preceding the one just quoted. on the
independence of language, from Novalis's Monolog. See de Mallac, *Pasternak’s Critical-Estheuc Views™,
Russian laterature Triquarterly. 6, 1973, 520-522, 529-530; and his Boris Pasternak: His Life and Art |
352-353.

® On “Dusha” sec Angela Livingstone. “Pasternak’s Last Poetry”, Meanjin Quarterly, 22, 388-396.
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the Novalisian sense of the mill as deadened thought; however, the rest of the imagery in
the poem hints more strongly at the second Novalisian mill, that of the voracious mill of
nature, from Die Lehrlinge zu Sais. 1t hints at the Bobrov poem *“Lira lir” as well, both in
the image of the lyre (*Rydajushcheju liroju™) and in the image of death, from Bobrov’s

first stanza:

HeobbikHOBEHHaA MOCTYNb BPpEMEHH
KocrbMH n10KMTCR Mepen CHM NeToM.

which are followed directly by Bobrov’s simile with the mill:

JKH3HB, Kak Me/lIbHK1LIa HEBO3MOXHOCTEH,
Cobupaer TaiHoe 3epHO.

Thus the Bobrov poem and the Novalis and Jean Paul texts behind it remain
significant to the end of Pasternak’s career, albeit in “distilled”, much more subtle, form.
Pasternak takes Romantic, “neo-Romantic” (the Blok passage), and Futurist sources and
transforms them 1n his own Futunist texts. The 1915 poem “Mel’nicy”, in tumn, together
with the Bobrov texts, becomes the object of Futunst-oriented polemics on the usefulness
of art. Pastermak’s poem “Mel’nicy”, his essay “Neskol'ko polozhenij”, and the 1910
verse sketch, which served as the germ to both texts, reflect two “dark” aspects of the
image of the mill, each related to a key text from Novalis, and each closely related to the
other. Nature, as Novalis wrote 1in Die Lehrlinge zu Sais, is 1tself a ternfying, monstrous
mill of death. Poeuic creativity, according to Pasternak, reflects the violence and terror of
nature 1n that 1t, t0o, 1s termifving; it renders the poet a helpless victim, who can no more
control the process of inspiration than he can a coming storm. Poetry puts one at the edge
of an abyss: in the hands of a Pied Piper, an evil seducer of minds about whom we have
forgotten (1: 466), or in the powecr of the “purest insanity” (1V: 470). This horrific image
of the creative process is reflected in his nightmarish image of nature, as mentioned above,
and thus 1n Pasternak’s choice of the violent landscape of “Poltava™, with Pushkin’s
depiction of the land in which the bones of histoncal figures who gave birth to legend are

buned. Like the natural world, the creative process depicted through the metaphor of the
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mills inspires fear, revulsion, and a sense of helplessness in the writer. On the other hand,
the image of the mill is even more temifying 1n its other aspect, with its subtextual sources
in the Novalis cssay and the two Bobrov texts: the demon of mental exhaustion, the very
ncgation of the Quixotic which is positively reflected in the image of the insanity of
creativity. The lack of inspirauon, the exhaustion, is more terrifying than the storm and
violence of inspiration.

As we have seen, Novalis’s Die Lehrlinge zu Sais found tremendous resonance in
Pastecrnak’s work, from his carliest sketches 10 his very last verses. Pasternak responded
not only to many vaned aspects of the work itself, but to its two translations, only one of
which was complete, and to responses to this work by his contemporanes. The Novalis
text, in tumn, was onc of several Romantic texts to which Pasternak responded. Finally, the
Novalis and Jean Paul texts inspired works which themselves sparked a Futurist-oriented
debate on the uses of creativity, in which one writer involved (Majakovskij) was most
likely unaware of the sources behind the works toward which his polemic was aimed. The
Novalis text thus found an astoundingly nch and productive series of responses in

Pastcrnak's work and that of his contemporanes, in texts which in turn responded to each

other as well.

2.4 Reception of Other Motifs

There are a number of cases like the one examined above involving Pasternak’s
reception of Die Lehrlinge zu Sais in which Pasternak transforms a Romantic subtext to
create a Futunst one in verses from Poverx bar’erov, Sestra moja zhizn', and Temy i
variacii. In nonc of the instances to be examined below does a single subtext inspire so
rich a reception as that of the longer Die Lehrlinge zu Sais. Here, rather, we have to do
with cases in which a single text inspires, or at least serves as a key subtext to, a single

text. Insome cases, | have found intermediary texts which may or may not also respond to

the Novalis ongtnal.
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Igor’ Smirnov considers the image of the “sticky green leaves” in Pastemak’s 1914
poem “Vesna” to derive from that same tmage in Dostoevskij's Idior and Brat'ja
Karamazovy.* The image of the bench comes, according to Smimov, from the green
bench in Pavlovsk Park where Myshkin meets with Aglaja and Nastas’ja Filippovna: the
“sticky green leaves”, in Smimov’s analysis, come from [van Karamazov’s mention of
“klejkie, raspuskajushchiesja vesnoj listochki™.

There is, however, another subtext to the image of the birth of poetry on a garden
bench and its comparison to the “carly sprouts of spring™: Novalis's poem “An Tieck”.

The relevant stanzas from Pasternak’s poem read:

MMo3asun! ['peyeckon rybkon B npucockax
Bynb Thi, M MEX 3€IEHU KIEAKON

Tebs 6 NON0XHA Ha MOKPYIO ROCKY
3eneHow canoBoM CKaMEAKH.

Pactu cebe npitunbie GpbIkU M GHKMBI,
B6upan obnaka u osparu,

A HOYBIO, TOI3NA, A TEOA BHIKMY

Bo 3parne xannon Oymarn. (1: 81)

The relevant stanzas (the second and third) from the Novalis poem read:

Nach langem Suchen, langem Warten,
Nach manchem miihevollen Gang,
Fand es in einem 6den Garten
Auf einer lingst verfallnen Bank

Ein altes Buch mit Gold verschlossen,
Und nie gehorte Worte dnin;

Und, wie des Friihlings zarte Sprossen,
So wuchs in thm eininnrer Sinn. (1: 411; 1: 224-5)

1. P. Smurnov, “Dostocevskiy i podzija Pastermaka (Marburg)”, Dostoevskij und die Literatur [=Schnfien
des Komitees der Bundesrepublik Deutshland zur Forderung der Slawischen Studicn.  Herausgegeben von
Hans Rother. 7.] (Vienna: Béhlau Verlag, 1983). 257-296. Sce also Henry Gifford, Pasternak. A Critical
Studv (Cambndge New York: Cambndge University Press. 1977); and Jerzy Faryno, “Grecheskaja gubka na
zelenoj skamejke v "Vesne' Pasternaka™, in Acta Universitans Szegediensis de Attila Jozseff Nominatae
Scctio histonac litterarum Slavicae, No. 19 (Szeged: J6zseff Atula Tudomanyegyetem Osszehasonlito Pito
Irodalomiudomanyi Tanszéke, 1988), 181-222.
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Pastiernak thus takes one aspect of the image from Dostoevskij, who may or may not have

known the Novalis poem, and one from the Novalis poem itself. This combining of two

subtexts is typical for Pasternak, as Smimnov has written elsewhere.®

In another poem from Poverx bar’erov, “Exo”, Pasternak takes another subtext

from a Novalis poem. The Pasternak poem is strongly reminiscent of Majakovskij in its

use of violent imagery to depict the creative process. The poem reads:

Houam conosbnem obnanars,

Y10 BEPOM NMOMHOMOHHBIM KOAOLLAM.
He 3H1aio a, 3Be3nHan rnaab

M3 necHK M1 B MECHIO /IH IbETCA.

Ho yeM ero necnsa nonxen,

TeM MONHOYD HAZ MECHBIO NPOCTOPHEN.
Tem ray6xe ornaya kopHe#,

Korna oHa 6berca o6 KOpHH.

H ecan 6epe3osbix Kyn
Be3spo3rnacHo Benukonense,
MHe kaxerca, 6berca o cpy6d
Ta necHa Xesie3HOI0 LENbIo,

H kanner co cranu TocKa,

M Houb pacrekaercs B CIAKOTH,

M elo cnenaT ¢ UBeTHUKa

Jlo caMux 3akpanHHbIX naxor. (I: 87)

The Novalis subtext is the poem “Die Nachugall™. The relevant portions of the

pocm read:

Auch uns sing hier in fernen Schattentale

Du kleine, frohe Liederkonigin

Dein wirbelnd Lied, wenn aus der vollen Schale
Veoll Milch wir schopfen frohen Sinn

Und uns, mit unserm Schicksal wohl zufrieden,
Der Scherz, die Freude hier im Kiihlen bliiht,
Wenn drau3en noch von fermen Flammensiiden
Der Hundsstern die Gefilde gliiht.

O, streite mit dem wachen Echo immer,
Ergotze uns, dein Weib, den Hain und dich,
So lange bis mit blasser Wangen Schimmer

*See I. V. Smimov, Porozhdenie interteksia. See also Podgaeckaja, op. cit.
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Der Mond von seinem Lager schlich.

[...]

Denn du bist reich an siiBen Harmonien,

Die wonnevoll und seelenschmelzend sind,

Dich einen guter Seelen Sympathien,

Du wirkst aufs Herz so siiB und hind. (1: 529-530; [: 143)

Pasternak takes several of the metaphors from the Novalis poem and transforms
them. For example, he takes Novalis's image of pouring song from a bowl full of milk
and “lowers” the stylistic register to describe a well with its bucket pounng song.
Typically for Pasternak (a famous example 1s “Zimnee nebo™), the focus immediately shifts

from low to high:

He 3naro 1, 38e3nHan rnags
M3 necHu mu B necHio au averca. (I1: 87)

At the same time, the basic image of pouring song remains.
Pasternak makes concrete Novalis’s image of the burning and melting that results
from the warmth of the song, in the word “seelenschmelzend”, to descnbe the harmonies

and the lines:

Wenn draufien noch von fermen Flammensiiden
Der Hundsstern die Gefilde gliiht. (1: 530; 1: 143)

In Pasternak’s Futunst reworking of the metaphor, the iron of the chain meltuing, longing
dnpping from it, produces a heat that turns the might, along with the fields in the last
stanza, to slush. He maintains the image of the field melting or buming from the heat of
the song.

Thus Pasternak takes the highly Romantic text and realizes its metaphors in Futunst
style. while still maintaining the underlying meaning of the text — the power of song (o
ccho everywhere and to warm everything around it. The image of the nightingale’s duel

with 1ts echo from the Novalis poem, “O, streite mit dem wachen Echo immer”,
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is “split”” among two Pasternak poems, “Exo” (where no echo is mentioned, other than the
main one implied, the reverberatons of the song everywhere) and “Opredelenie poezii™, in

the phrase “Eto — dvux solov’ev poedinok.” (I: 134).

The imagery from “Opredelenie poezii” directly corresponds to another Novalis

text, a Fragment. The relevant excerpt reads:

[...] Alle Tone, die die Natur hervorbringt, sind rauh — und geistlos —
nur der musikalischen Seele diinkt oft das Rauschen des
Waldes — das Pfeifen des Windes, der Gesang der Nachtigall,
das Platschern des Bachs melodisch und bedeutsam. Der Musiker
nimmt das Wesen seiner Kunst aus sich — auch nicht der leiseste Verdacht
von Nachahmung kann 1hn treffen. (II: 573-574, #226)

The Pasternak text echoes the Novalis images:

3TO-~KPYTO HATHBIUNUACA CBUCT,
(das Pfeifen des Windes)

3To— UL eNKaHbe CAABAECHHBIX TbAHHOK,

(das Platschern des Bachs — modified to add winter imagery)
ITO—HOMb, NEACHALLAA TUCT,

(das Rauschen des Waldes — again, modified, but the underlying sound
imagery and instrumentation on hushers, sibilants, and “d”, “I” remains)
3TO—NABYX CONOBLEB MOCAMHOK.

(das Gesang der Nachtigall)

g;:(])—c nynbToB ¥ ¢ baent—odurapo. (I: 134)
(nur der musikalischen Seele...)

Pasternak maintains the sound play reflecting the wind or rush of water: that on
hushers (Platschem/shchelkan’e, rauschen/ledenjashchaja), sibilants (das Pfeifen des
Windes/nalivshijsja svist), obstruents (das Pfeifen des Windes/Eto — kruto nalivshijsja
svist). The underlying sigmficance of the sound play to emphasize the musicality of the
underlving equivalence between nature and art in both excerpts remains the same.®®

There 1s, on the other hand, a Novalis Fragment with which Pasternak polemicizes

in hus “Definition of Poetry™:

*Sce Terras, “Borns Pasternak and Romantic Aesthetics™, on the Romantc roots of Pasternak’s writings on
art and naturc. Terras speafically menuons “Echo™ and “Defimuon of Poctry™ as examples of Pasternak’s
work, the acsthetics of which has 1ts roots in Novalis. He does not, however, point out the subtexts

discussed here. On sound orchestration in Pastemak, see Dale Plank. Pasternak's Lyric. A Studyv of Sound
and Imagerv (The Hague Panis: Mouton, 1966).
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[...] Die Poésie ist durchaus personell und darum unbeschreiblich und
indefinissabel. Wer es nicht unmittelbar wei und fiihlt, was Poésie ist,
dem laBt sich kein Begnff davon beybringen. Poésie ist Poésie. Von
Rede(Sprach)kunst himmelweit verschieden.® (111: 685, #668; I1: 299,
#379)

Another poem of Poverx bar'erov, like “Exo”, involves a strongly Futurist-style
transformation of a Romantic text. The poem is “Dusha”, probably from 1915:

O, BOTbHOOTNYLLEHHHLA, eC/TH BCTOMHUTCA,
O, ectn 3abynercs, NAeHHKLA NeT.

Mo MHEeHM 0 MHOTHX, TyllIa H MTATOMHHUA,
[To-MoeMy — TeHb 6€3 0coObIX MpHUMET.

O,— B KaMHe CTHXa, OaXe eI Thl KaHyna,
YTonneHHuua, faXe €CIH — B MBI,

Trt 6beiubca, Kak 6unack KHsxHa TapakaHoBa,
Korna deBpanem 3amnio paseauH.

O BHeapenHas! Xnonoya o6 aMHHUCTHH,
Knsansa BpeMeHa, KaK KIAHYT CTOpOXeH,
Ctyyarca onaslUHe roibl, KaK THCTbA,

B camosyio usropoay xarennapent. (1. 73)

The poem ties together two key excerpts from Novalis’s unfinished novel Heinrich
von Ofterdingen : the image of the pilgnm, discussed earlier in this chapter in reference to
Pastermak’s early prose fragments, and the image of the drowning woman, also discussed
carlier in reference to the Novalisian theme of the homeward journey and its connection to
an carly Pasternak prose fragment and a passage from his 1931 poem “Mne xochetsja
domoj”, from the cycle “Volny™.*® As1 discussed earlier, the scene from Heinrich von
Ofterdingen , after which Heinrich sings the “Song of the Pilgnm”, and the scene in which
he dreams of drowning, are parallel in structure. In each, the hero meets Mathilde, in each

he poses a series of questions (o her and reccives enigmatic answers, and in both her

¥Zelinsky menuons the indefinability of poetry in lus analysis of Pasternak’s poem. See Bodo Zcelinsky,
“Selbstdefiniion der Poesie bei Pasternak™, Zeitschrift fiir Slavische Philologe, Band 38, Heft 2, 1975,
268-78. On “Opredelenie poézii” see also Peter Alberg Jensen, “Bons Pasternak’s ‘Opredeleme poezi’™, in
Text and Contexi. Essavs to Honor Nils Ake Nilsson (Stockholm: Almqvist & Wiksell International,
1987). 96-110. Jensen points out Fet and Pushkin, as well as Futunist, subtexts to this poem.
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answers are associated with a kind of epiphany. Pasternak connects these two images as
well, those of the pilgrim and of the drowned woman: the soul is defined as both in his
poem. He conceals the connection to the Novalisian link soul/pilgnm/drowned woman
through an allusion to a Russian historical event and a famous painting depicting that event.
The Romantic ongin of the source is further concealed by Pasternak’s Futunist technique —
his use of an extraordinarnily long word lcading to a ternary phyrric foot, his
“depocticization” of the soul by calling 1t “ten’ bez osobyx pnmet”, and his use of prosaic
terminology from the political sphere, like “xlopocha ob amnistii”.*”

Pasternak compares poetry to a drowned woman in another Futunist-related context,

a review of Majakovski)'s book of verse Prostoe kak mychanie:

On NoOXOOMT K NM033UM BCe NMpOLLe U BCE yBep eHHeN, Kak Bpad K
YTOI/ICHHHLLE, 3aCTaBNAA OHHM Y)XKe MOABNCHHEM CBOUM PACCTYMHUTHCA
Tonny Ha 6epery. 1o ero ABHXXEHHUAM A BUXKY: OH XHUBO, KaK XMPYPpT,

3HaeT, Te Y HEH cepaue, e IeTKHe; 3HaeT, YTO HAlo CAeNars C Hex,
yT00bl 3aCTaBUTDL ee Apiarh. (IV: 366)

The roots to the significance of the metaphor of poetry as a drowned woman can be
found in the following lengthy passage from Heinrich von Ofterdingen . Here, as in the
Pasternak poem “Dusha”, drowning is associated with a spiritual epiphany.

In wunderliche Traume flossen die Gedanken seiner Seele zusammen. Ein
tiefer blauer Strom schimmerte aus der grunen Ebene heraus. Auf der
glatten Fliche schwamm ein Kahn. Mathilde sa und ruderte. Sie war mit
Kranzen geschmiickt, sang ein cinfaches Lied. und sah nach thm mit siiBer
Wehmut heniber. Seine Brust war becklommen. Er wuBte nicht warum.
Der Himmel war heiter, die Flut ruhig. Thr himmlisches Gesicht spiegelte
sich in den Wellen. Auf einmal fing der Kahn an sich umzudrehen. Er rief
thr dngstlich zu. Sie lachelte und legte das Ruder in den Kahn, der sich
immerwihrend drehte. Eine ungeheure Bangigkeit ergnff ithn. Er stirtzte
sich in den Strom; aber er konnte nicht fort, das Wasser trug ihn. Sie
winkte, sie schien thm etwas sagen zu wollen, der Kahn schopfte schon
Wasser; doch lachelte sie mit einer unsaglichen Innigkeit, und sah hetter in
den Wirbel hinein. Auf einmal zog es sie hinunter. Eine leise Luft

¥ On the history of Princess Tarakanova (imprisoncd for being an impostor) and its significance for the
image of soul as impostor, see Jerzy Faryno, “Knjaginja Stolbunova-Enrici 1 ee syn Evgraf (Arxcopoétika
‘Doktora Zhivago'. 1.)", PoétikaPasternaka, 206.

*¥ The image of a drowning woman appears as well at the beginning of Oxrannajagramota. as his first

image of woman as naked and suffering, becausc of a woman who went mad after a student who leapt into
the water to save her drowned (IV: 150).
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stnch itber den Strom, der ebenso ruhig und glanzend floB, wie vorher. Die
entsetzliche Angst raubte ihm das BewuBtsein. Das Herz schlug nicht

mehr. Er kam erst zu sich, als er sich auf trocknem Boden fiihite. Er
mochte weit geschwommen sein. Es war eine fremde Gegend. Er wuBte
nicht wie ihm geschehen war. Sein Gemiit war verschwunden.
Gedankenlos ging er tiefer ins Land. Entsetzlich matt fiihlte er sich. Eine
kleine Quelle kam aus etnem Hiigel, sie tonte wie lauter Glocken. Mitder
Hand schopfte er einige Tropfen und netzte seine diirren Lippen. Wie ein
banger Traum lag die schreckliche Begebenheit hinter ihm. Immer weiter
und weiter ging er, Blumen und Baume redeten ihn an. Thm wurde so wohl
und heimatlich zu Sinne. Da horte er jenes einfache Lied wieder. Er lief
den Tonen nach. Auf einmal hielt ihn jemand am Gewande zuriick. “Lieber
Heinnch”, nef eine bekannte Stimme. Er sah sich um, und Mathilde schloB
ithnin ithre Arme. “Warum liefst du vor mir, liebes Herz?” sagte sie
tiefatmend. “Kaum konnte ich dich einholen.” Heinrich weinte. Er driickte
sie an sich. — “Wo ist der Strom?” rief er mit Trinen. —
“Siehst du nicht seine blauen Wellen iiber uns?’ Er sah

hinauf, und der blaue Strom flofl leise iiber ihrem Haupte.

“Wo sind wir, liebe Mathilde?’ — “Bei unsern Eltern.” —
“Bleiben wir zusammen?’ — *“Ewig"”, versetzte sie, indem sie ihre
Lippen an die seinigen driickte, und ihn so umschloB, daB sie nicht wieder
von ihm konnte. Sie sagte ihm ein wunderbares geheimes Wort in
den Mund, was sein ganzes Wesen durchklang. Er wollte es
wiederholen, als sein GroBvater nief, und er aufwachte. Er hitte sein Leben
darum geben mogen, das Wort noch zu wissen. (I: 278-279;1V: 161-163)

Typically for Pasternak, one source closer to the Romantic subtext (“Dusha™)
serves in turn as a subtext for a second Pastenak text, in which the subtext which inspired
the first Pasternak text can barely be traced. The imagery in Pasternak’s review of the
Majakovski) book 1s so couched 1n Futunst imagery of the prosaic, concrete, and violent,
that the Romantic source 1s virtually obliterated; nevertheless, the basic connection remains.

In fact, the image of the poet as doctor also inherent in the review of Prostoe kak
mvchanie has a subtext from Novalis. This connection will be discussed later in the
chapter.

Typical for Pasternak’s use of subtexts is to take one or more texts from the
Romantic canon and one or more Futunst texts. This is the case with “Dusha”. Pasternak
takes the image of drowning poetry from a 1913 Bobrov poem, dedicated to the Cubo-

Futunist Bol’shakov, called **Sud’ba stixa™

Kax<np1 # CTHX, OTN/IBIBasA, TOHET
B pasrHeBaHHBIX NOJAHEBHBIX Mapax,
[TonoeHb Ny4 pacnaseHHbIN TOHUT W CTOHET,
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HUcnapsas maneHbkuh npax.

Kax bl cTHX, OTN/ILIBaA, THOHET
B paBHomywHyio npopy6b AyHHL,
OHa ero He OTpHHET,

CeTb MepPTBOH, )KECTOKON BOJHbI.

Bbl e, nerkue Konoccbl—3Be3bl,
Bbl BcTpevaere pagocTHo ero!

1 cTuxoB HatuTHIE TPO3MLI

He oTHHMeET y Bac HHKTO.

Bel enMHoe MepHUTE Ceprue
Pa3sHOMEpHbBIM BalLUM TY4YOM,—

M pooHoro npuBeTHTe CTPenbLA Bb
B HecpasHenHbIH 3GHUPHBIN TOM. (33)

This poem, written in 1913 and published in the 1917 collection Lira lir,
immediately before his “Oratono”, “Lira lir”, discussed above, was quite possibly shown
to Pastermak before its publication, since Pasternak and Bobrov worked together closely at
that ime. [t combines two images important to Pasternak, both with their sources in
Novalis—drowning poetry (connected in the Romantic vision with the soul and love) and
the light beam. Here the light beam, discussed earlier in this chapter, is not a manifestation
of the force of poetry, but is rather an inimical force which chases poetry away (stanza [)
or acts indifferently toward 1t (stanza 2). Pasternak thus uses a text from one branch of
Futunsm—Centrifuga—to review a collection from another branch— Cubo-Futurism. That
text 1s itself linked 1o Cubo-Futunsm through its dedication to a poet of that branch, though
not Majakovskij. As is frequently the case, the subtextual network is quite complex.

Pasternak's “anti-Romantic” poem Marburg from 1916, though it cannot be called a
“transtormation” of a Romantic text, refers at several points to famous scenes in Novalis’s
Heinrich von Ofterdingen . The reference to Novalis’s image of nature or the poet as an
Acohan harp on which higher forces play has already been discussed in regard to
“Marburg”. Two key excerpts [rom Novalis’s novel are at play here as well, as subtexts

which help clanfy the interpretation of the poem.
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Earlier in this chapter, | discussed the contrast between the “true” and “false™

gardens, the latter depicted in “V lesu”. The mouf of ticking and sleeping from that poem
appears also in the earliest (1916) version of “Marburg™:

M nu1ub HacekoMble K COMHLY € KYCTa

CnetaloT, XKaK 4YaCMKH CIALLETro THKad.

[To crenam ucnyranHo Meuercsa 6on

YacoB H HeceTcA OCeIaHHBIA MaATHHK, [...] (I: 492)

Asin“V lesu”, this mouf is associated both with the daytime sun and with a kind of

falseness in creativity. Two of the three stanzas between the excerpts quoted read:

B Tor nens B0 Teba oT rpebeHoK n0 Hor,

Kak Tparuk B npoBuHumnu apamy lilekcnuposy,
Hocun s ¢ coboto u 3Han Hasybok,

lllaTanca mo ropoxy u peneTHpoBa.

JLOCTaTO4YHO, TATOCTHO COMHLE MHE IHEM,

YT0 CTHIHET, KaK Cal0 B TaApe/Ke U3 0/I0Ba,

Ho Ho4b 3aHMMaeT BECh IOM CO/TOBbEM

M nom npespawaerca B apdy Jonosy. (I: 492)

Thus the day is expenienced as a time of falsehood and poor performances, while

the mightis associated with the rebirth of creativity, manifested in the common metaphor of
the nightingale, mentioned carlier. The clock in the day is “the ucking watch of a siceping
man”. The clock at might is a wall clock which beats as if startled, the pendulum racing

along, “saddled™; it, 100, changes with the hero, who has awoken emotionally.®®

The motif of the clock, and its assoication with the both image of night sleep and

the opposition of a stultif ying lack of creativity and an awakening of the creative spirit, has

a subtext in the opening to Heinrich von Ofterdingen:

Die Eltern lagen schon und schliefen, die Wanduhr schlug ihren
einformigen Takt, vor den klappernden Fenstern sauste der Wind;
abwechselnd wurde die Stube hell von dem Schimmer des Mondes. Der
Jingling lag unruhig auf seinem Lager, und gedachte des Fremden und
seiner Erziahlungen. (I: 195;[V: 53)

% Rima Salys analyzes the imitation of the sound ot a ticking clock in the sound play of “V lesu™, as in
“Marburg™” See Salys, Boris Pasternak’s ‘Temy 1 variacii’: A Commentary (Dissenation, Harvard
University, 1978), 201-202.



00061905

113

Two translations of these lines appeared before the writing of “Marburg”: the 1901
Lazurskij translation of the Carlyle essay and the translation by Zinaida Vengerova and
Vasili) Gippius of the entire novel, published in 1914. Both translations used the sound
“uk-tak”, as does Pasternak (“tikaja” in “Marburg”); the later translation uses the same verb

as Pasternak uses. The Carlyle reads (without the last sentence from Novalis, included

only 1o set the context):

Ponurenu yxe nernu cnarb. CTeHHble Yacsl OTOMBAIH CBOE
MOHOTOHHOE THK-TaK. Berep wuymen u cryvan okHamu. [lo BpemeHam
KOMHaTa 0CBeuanoch TYHHBIM CBeTOM. (64)

And 1n the Vcngerova-Gippius version:

PonuTtenu yxe nexanu U CnaiM, CTeHHbIE 4acbl OAHOOOPA3HO
THKAJ/IH, 33 X/IONMAIOWHKMH OKHAMK CBUCTe/T BETEP; KOMHATa No
BpEMEHaM 03apAIach XYHHbIM cuAHHeM. (7, ] 1)*

In both poems the contrast between the ordinary and the extraordinary is set off by
the moonlight. In Novalis the sound of the wind is set in opposition to the sounds of the
ticking clock. The moonlight is, of course, associated with the former force as coming
from outside and thus unpredictable. [n Pasternak, the contrast remains, but is made more
complex: the heat of the “onorous™ or “burdensome” (“tjagostno™) daytime sun is linked
with the monotonous ticking of a sleeping man’s watch, while the moon, “povsemestna
celostna™, is associated with the “animated™ ticking of the transformed clock. The contrast
goes back to the day/night contrast of Pasternak’s carly prose sketches, with their own
roots 1n Novalis’s Hymnen an die Nacht. The complex network of associations between
ticking and the light from outside, from the “daytime™ or the “nighttime sun™, brings the
relationship between “Marburg™ and the Novalis texts beyond the simple coincidence of

two manifestations of the same widely-known genre of night poetry.

™ The first page number is from the original printing of the Vengerova:Gippius translation: Gejarix fon
Ofterdingen (posmertny) roman). Perevod s nemeckogo Zin. Vengerovoj1 Vasilija Gippiusa (suxi)
(Moscow' K. F. Nekrasov, 1914). The second page number is from the reprint of this translation in
Novalis. Gejnrix fon Ofterdingen. Fragmenty. Ucheniki v Saise (St. Petersburg: Evrazija, 1995).
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The last line in “Marburg™, “Ja beloe utro v lico uznaju” (I: 493), also has a subtext
from a key scene in Heinrich von Ofterdingen . The epiphany associated with this scene in
the Novalis novel, in which Heinrich recogmzes his love for Mathilde, underlines the irony

of this line in the Pasternak poem, in which the hero decides to step away from the love in

which he was rejected.”
The Novalis text reads:

Er trat ans Fenster. Der Chor der Gestrne stand am dunklen
Himmel und 1im Morgen kiindigte ein weiBBer Schein den kommenden
Tag an.

Mit vollem Entziicken nef Heinnch aus: “Euch, ihrewigen
Gesume, ihr stillen Wandrer, euch rufe ich zu Zeugen meines heiligen
Schwurs an. Fiir Mathilden will ich leben, und ewige Treue soll mein Herz
an das 1hrige kniipfen. Auch mir bricht der Morgen eines ewigen Tages an.
Die Nacht ist voriiber. Ich ziinde der aufgehenden Sonne mich selbst zum
nieverglithenden Opferan.” (I: 277-278;1V: 161)*

The excerpt from Lazurskij’s transiation of the Carlyle essay reads:

OHn nopotuen K OKHY. XOp CBETH/ CTOAA Ha TEMHOM Hebe, a Ha
BOCTOKe Genbiti CBeT BO3BELL A1 HACTYIIEHHE OHA.

[Monnbiit BocTopra, FeHpHUX BOCKAMKHYA: “Bbl, BEUHbIE CBETHIIA,
Bbl, MOTYAIKBLIE NYTHHKK! [Ipu3biBalo Bac B cBHAeTemM Moe
CBAILLLCHHOW KAATBBI: A OYMY XHThb N MaTHALOBI, U BeYHaA BEPHOCTD
6ymer coemMHATH Moe cepaue ¢ Hed. [Ina mMeHs Takxe HacTynaer 3aps
BeyHoro nHA. Houb npoluna; nepen BOCXOOALLLMM CONHUEM A CaM TFop 10,
KaK XepTBa, KOTOpas HUKOraa He noryxaer. (67-68)

The Vengerova/Gippius translation reads:

OH nonowen k oxHy. XOp 3B€3[ CTOAN HAa TEMHOM Hebe 1
CBET/asi NOMOCA HA BOCTOKE BO3BELLLA/1A IEHD.

Bocxuutennbin [efHp X BOCKIMKHYN: —Bac, Beunble 3Be3abt,
THXHE MYTHHKH, BaC MPHU3bIBAK0 B CBHAETETH Moech KIATBBL. A 6ymny
KHUTDH ANA MaTHIlbllbl H BeYHas BCPHOCTI: CMAIOTHT MOC Cepaule C €¢
cepauem. M s mens HacTynaer yTpo seyHoro aHd. Houb muHOBaA.

A Bo3xurawo ceba caMoro, Kak HeyracHMyIo XepTBY BOCXOAALLEMY
conHuy. (112-113;81)

%2 On the theme of second birth in “Marburg™, sec Olga Raevsky Hughes, “Stixotvoremic *Marburg' i tema
*vtorogo rozhdenija’: Nabljudenja nad raznymi redakcijami stixotvorenija *Marburg™™, in Boris Pasternak
1890-1960. Colloque de Cérisy-la-Salle, 289-301.

# Compare Aleksandr Blok: “Razverzlos’ utrennee oko. Sijan’e I'etsja bez konca. Moj dux letit tuda, k
Vostoku,: Navstrechu pomyslam tvorca./ Kogda ja den” molitvoj vstrechw Na svetloj utrenncj cherte,—,
Novorozhdennomu navstrechw Pojdu v duxovnoj chistote.” Blok, Sebranie sochinenyy v vos 'mi tomax,
Vol. [, 39.
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Like the Novalis texts, the Pasternak text combines the moufs of the nising sun and
the outside witness to the scene. Pasternak metonymically shifts the role of witness from

the night stars to passion itself:

Benb HOuM HTpaTh CARATCA B LLAXMATBI
Co MHOHM Ha TYHHOM MapKETHOM MOny.
AKauueH MaxHeT, H OKHA PacnaxHyTHI,
M crpacrts, Kak cBuaeTend, ceneer B yray. (I: 493)

This stanza, and the one following (with the exception of half a line of verse), were
preserved in the 1928 version of the poem. Obviously the connection to the Novalis text
remained important to Pasternak; this can be the case without strong evidence of *“track
covering”, because Pasternak takes the Romantic text and makes it underline the irony of
the poct/hero’s position. For Novalis's hero, love and the poetic gift arrive hand-in-hand
(**Schon nahte sich ein Dichter, ein liebliches Madchen an der Hand™, I: 268;1V: 149):; for
Pasternak’s hero, one comes as the other rejects him (*Ja tjanus’ k solovju.™). The
Romantic image of the nightingale underlines Pasternak’s source.

Examination of Pasternak’s 1917 poem “Slozha vesla™ reveals an interesting link to
the Petnikov translatton of one of Novalis's Fragments.™
The relevant fragment:

[...] Uber Vignetten. (Alle Asche st Bliithenstaub — der Kelch ist der
Himmel.) (II1: 301, #339; 111: 357, #1059)

The translation rcads:

Bcakui nenen — 370 uBeTeHb, — yameyka — Hebo. (S; 145)°°

™ Analyses of this pocm can be found in Nils Ake Nilsson, “Life as estasy and Saerifice: Two Poems by
Bons Pasternak™; idem. **With Oars at Rest’ and the Poctic Tradiuon”, in Boris Pasternak. Essays, 180-
202, 1n which the poem’s Romantc predecessors arc discussed. Dale Plank, Pasternak’s Lyric. A Studv of
Sound and Imagery (The Hague:Pans: Mouton, 1966). Alcksandr Zholkovskij. '] .jubovnaja lodka. uprjazh’
dija Pegasa 1 poxoronnaja kolybel 'naja (Tri stixotvorenija i tn perioda Pasternaka)™.

% The first page number is from the onginal prinung of Petnikov’s translations: Novalis. Fragmentv v
perevode Grigoryya Petnitkova. | (Moscow: Liren’, 1914). The second page number is from the repnnt in
Novahis. Genrix fon Ofierdingen. Fragmenty. Uchemki v Saise (St. Petersburg: Evrazija, 1995).
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This is the {irst of the Fragments in Petnikov's translation. For that reason itis
hardly surprising that it would be memorable.

The translation not only works with the same imagery as Pasternak’s poem, but
also with the same sound “orchestration”. The following is the relevant excerpt from

Pasternak’s poem:

JTO BEAL 3HAYMT — MENEN CUPEHEBBIN,
Pockowpb xpoleHon poMaliKu B poce,
['y6bt v ry6bi Ha 3B€3abt BLIMEHMBATD!

3TO BeAb 3HAYUT — OOHATH Hebocsox,
Pyxu cnnecru skpyr 'epakna rpomantoro (I: 129)

The connection ashes/flowers/sky from the Novalis Fragment remains in the
Pastermak poem. In the general context of Pasternak’s adoption of the Romantic
connection of the micro- and macrocosmos, as discussed by Terras,” this link of the small
detail to the cosmic is not termbly surprising. That the very objects remain the same is more
surpnising. Sull more intnguing is that Pasternak maintains and expands Petnikov’s sound
play, based on the vowel “¢”, the cluster “cn”, and hushers “ch™, “sh™. This sound play,
bascd on Petmikov’s, is present in an carlier version, published in 1918 1n Vesennij salon
poétov, though the word “ashes™, which exactly corresponds to Novalis's and Petmkov's,

IS ROt vet present:

3TO Bellb 3HAYHUT LIOPOX CHPEHEBBIM,
PockoLup KpolleHbIX YepeMyX B poce,
['y6bl u nmpsnn Ha 3Be3nsl BoiMeHuBarp! (1@ 658)

The added word “ashes™, combined with “dew™, brings us back to the discussion
carlier in thie chapter of echoes from Novalis’s first Hvmn to the Night and its
reverberations 1n Pastemak’s verse for decades after its first mark in his early prose
sketches. Ashes and dew, separately and in combinauon, are associated with crcauvity 1n

Pasternak’'s oeuvre.

*Victor Terras. "Bors Pasternak and Romantic Aesthetics™.
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Another case in which the Petmikov translation of the Fragments is possibly present
in Pasternak’s verse involves his 1915 poem “Improvizacija”. Here the tic is much less
close, but the basic image of poets using their language and surroundings like keyboards
harks back to a Novalis Fragment which appears in Petnikov’s collection. The Novalis

Fragment reads as follows:

Der Poét braucht die Dinge und Worte, wic Tasten und dic ganze
Poésic beruht auf thdtiger Idéenassociation — auf selbstthatiger,
absichtlicher, idealischer Zufallproduktion. — (zufillige — freye
Catenation.) (Casuisik — Fatum. Casuation.) (Spiel.) (III. 451, #953; 11:
300, #384)

The Fragment in translation reads:

[Toar MONb3YETC A BELLAMH U C/IOBAMH KaK KIaBH1LIAaMH, H BCA
MO33UA NOKOHTCA HA HEHCTBUTEALHONH COMPpAXKEHHOCTH HICH, HA

CaMOIEHCTBEHHOM, YMbBILLJIEHHOM, MACATLHOM CO3HAAHHUU oryvas. 21,
155)

The first two lines of Pasternak’s poem read:

Sl KNaBMLLIEH CTA0 KOPMHA C PYKH
[Mon xnonanbe KpbinLEB, MAECK U KiaekoT. (I: 93)

The additional notion in the Novalis onginal of “play”, plus the presence in both
onginal and translation of “Idecnassoziation™, bnngs this Fragment even closer to the
Pasternak poem. The connected notion of chance is quite significant both to Pastemak
(“Chem sluchajnej, tem vernee/ slagajutsja stixi navzryd”, I: 47) and to Novalis, in whose
work the theme of chance appears frequently. 1 will retumn to this connection later in the
chapter.

Pasicrnak's poem “Vstrecha™ explores the themes of time and space inan
extraordinanly Futunststyle.”” As with “Exo™ and “Dusha”, the poem actually transforms
Novalis texts in the context of this stvle. Unlike the other two texts, however, “Vstrecha”

does not work with typically Romanuc texts, with those that could be considered part of the

¥ On Pasternak’s treatment of space and time. see Bajara Arutjunova, “Zemlja i ncbo. Nabljudenija nad
kategonjam prostranstvat viemeru v rannej linke Pastemaka™, in Boris Pasternak 1890-1960. Colloque de
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canon of Romantcism; rather, the Novalis texts which serve as subtexts to this poem cownt
among those of the lesser known Novalis. As is the case with some other texts studied
here, the presence of Sergej Bobrov can be seen as well.

“Vstrecha” reads as follows:

Bona pBanace u3 Tpy6, u3 myHouek,

M3 myx, ¢ 3a6opos, c BeTpa, C KpoBenb,
C 1mecroro 4yaca nonoxryHouw,

C 4yeTBepTOro M CO BTOPOTO.

Ha Tporyapax 66110 ckonb3Ko,

M Berep Bomy pBan, Kak BpeTHiue,

M moxHo 6b1510 D0 MMononbcka
HobpaThcs, HHKOTO He BCTPETHBILH.

B wecrom 4acy, kyckom nannwadgTa

C BHE3anHO MOACHIpeBLUEN 1eCTHUUBL,
Kak pyxxer B Bomy, Ia KaK TpecHeTCst
Ycranoe: “Urtak, no 3asrpal”

ABTOMaTH4eckoro 610Ka
Tep3anbs manbLIe HAYHHATKCD,
['ne B npenRKyLUIEH bH BOLOCTOKOB
Bocrok wamaHua MaluMHanbHo.

[lpemana nans, pAoAch HEPSALIAHBO
Han nensHo# oxpolukodt B HHel,

W BckpuknBana M noxauwinpana

3a NbAHOA MapPTOBCKOW GOTBHHBEN.

M MapToBCKan HOYDL M aBTOP
LUlm panom, u 060Mx ciopAwHX
XononHan pyka nanawadra
Bena nomoit, Bena co cbopuia.

M mapTOBCKas HOYBL H aBTOp

Llnu wrbko, BraagbiBaAch U3peaKa
B mMenbkasuuero xak 6u1 B3anpasny
W Bopyr cxpsiBaBlIeroca npu3spaka

To 6bin paccBer. M amduTearpom,
SIBMBLUMMCA HA 30B NpeaBeCTHUUBI,
Hecnocs k 060MM 3T0 3aBTPa,

Cérisy-la-Salle, 195-224. See also Victor Terras, “Boris Pasternak and Time”, Canadian Slavic Stucies.
Vol. 2, No. 2 (Summer 1968), 264-270.
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[lpousHeceHHOE Ha IECTHHIIE.

OHo ¢ 6areTom ULUI0, KaK PaMOLLIHMK.
HepeBbs, 3maHUA U XpaMbl

H e3sneltHuMH Ka3annch, TAMOLUHMMH,
B npoBare HenoCTYyNHOM pamsl.

OHH Tpex AP YCHBIM reK3ameT pom
CMeLaTUCh BMPaBO MO KBaApary.
CMel eHHBIX BBIHOCH/IK 3aMEPTBO,
Hukro He 3ameyan yrparsl. (I: 177-178)

To begin, there are two motifs in the poem which are frequently found in
Pasternak’s oeuvre and which have subtexts in Novalis: water and “edible™ nature.”® Both
of these have been discussed in regard to the connection with Novalis texts earlier in this
chapter.

In addition to these general corespondences, there exist more specific ones, related
to the themes of time and space.®® Early in the poem, in the third stanza, appears the
former theme, that of ime; itis then hinted atin the fourth stanza's reference to the East,
and appears again in the cighth stanza. All of the references to time are couched in spatial
imagery: the “ull tomorrow™ drops as if 1nto the water, the East hints at both landscape and
ume (dawn is then explicitly mentioned only in stanza eight), and the words spoken are
descnbed as moving in stanza ctght. [t continues to “move” in stanza nine, where the
imagery 1s strongly spatial.

The physical presence of the phrase “ull tomorrow, then” dropping into the water,
and then 1ts manifestation as a frame-maker, has a subtext in a Novalis Fragment:

Die Korper sind in den Raum precipitirte und
angeschossene Gedanken — [...] (I1l: 449, #942; III: 96, #437)

* On water imagery in Pasternak, sec Marina Cvetaeva, “Svetovoj liven'™; Viktor Frank, “Vodjanoj znak™,
Angchika Meyer, “Sestramoja zhizn’” von Boris Pasternak. Analyse und Interpretation (Munich: Otto
Sagner [Slavisusche Beitriige, Band 207], 1987). On the significance of rain imagery as universal contact,

sce Alcksandr Zholkovskij, “Mesto okna v po¢ticheskom mire Pasternaka”™, Russian Literature, V1-1
(January 1978), 1-38.

? Om the theme of tme in Pasternak., see Victor Terras, “*Bons Pasternak and Time".



00051905

120

Pasternak thus “realizes™ Novalis's metaphor in a manner typical for Futurist poetics. He

also realizes the metaphor descnibed in the following portion of the same Fragment—
/Die Zeit st ein successiver Wechsel 3er Krdfte — Die Gegenwart ist die
Schwebung — gleich einem GefaBe, das einen aufnehmenden und
abfuhrenden Gang hat./ (III: 449, #942; 111: 96, #437)

—ustng the decnption of water flowing through the pipes in his urban landscape at a

transitional ime of day:

Bona peanach n3 Tpy6, u3 TyHOYEK,

M3 nyx, ¢ 3a6opos, c BeTpa, C KpoBenb,
C wecroro yaca nNonoayHouwu,

C yersepToro u co sroporo. (I: 177)

The metaphor water/time/pipe or gutter i1s capsulized in Pasternak’s word play

“vostok/vodostok™.

[me B npensKylLlIEHbH BOLOCTOKOB
Bocrox wiamauun mawmHansyo. (I: 177)

The last three stanzas of “Vstrecha™ develop the stnking image of the framer or

framc-maker, the metaphor for the uttered words “till tomorrow”, shifting to the nght along
the gnd and disappcanng. All this, in turn, serves as a metaphor for the disappearance of
night, the passing of ume. Time and space arc thus intertwined. The bizarre and distinctly

Modermist image of “shifting to the nght along the gnd (or square)” actually has a subtext

in Novahs:

Damit schhieBt sich dies vortrefflich an meine [deen von der bishengen
Verkennung von Raum und Zeit an — deren Personlichkeit — und Urkraft
mir unbeschreiblich einleuchtend geworden ist. Die Thdtigkeit des
Raums und der Zeit ist die Schopfungskraft und ihre
Verhiiltnisse sind die Angel der Welt. (1V: 274;11: 295, #365)'"

And the disappearance 1n a Novalis Fragment:

[...] Naturlicher Raum — Kiinstlicher Raum. Ein Korper ist ein
consonirter Raum. Der ferne Korper ldft sich wieder in Raum
auf, verschwindet in Raum. [...] Alles soll wieder Raum werden.
(I11: 304, #356;11: 311, #427)

1% This excerpt is noted in the 1907 edition as a Fragment, however, later research showed thatitis a
poruon of Novalis's letter to Fnednch Schlegel in Berlin, dated 20 January 1799.
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Pasternak takes the Novalis Fragment and once again “realizes™ the metaphor to
make both the spoken words and the landscape in its predawn state disappear into space,

unnoticed:

CMelLeHHBIX BBIHOCHIH 3aMepTBO,
Hukro He 3ameyan yTparsl. (I: 178)

The notion of the frame or frame-maker has a subtext in Pasternak’s own carly
prosc sketches. In “Uzhe temneet”, a text discussed carlier in this chapter, Pasternak
discusses the notion of frames and borders (within the context of his “improvization™ on

the theme of hines discussed earlier) as being “infected” with life:

—3TO 3HAMMT, YTO XXHU3Hb Obl/a B paMax, H paMbl Ob1TH HEH3MEHHBIMH,

HENMOABAACTHLIMH, HO H OHH 3apa3H/INCh XH3HbLIO, CTATH €10 und man

muss dic Gotter die Liebe, alle Rahmen die Leben geworden umrahmen.
(IvV: 721)

Viewed in the context of this subtext from Pasternak’s own work and of the
presence of an “author™ in the twilight scene of “Vstrecha™, the presence of the frame-
maker and his “shift” can be seen as the manifestation of a creative force. Of course, rain is
associated with creativity throughout Pasternak’s work.'®" As in the first Novalis
Fragment, then, the interacuons of space and time tn the Pasternak text are manifestations
of a crcauve force, Novalis’s “Schopfungskraft™; the landscape in Pasternak’s poem is not
merely the seting of a scene, but actually a “Landschaft”. We turn out to be reading a
verse descniption of a graphic depiction of a landscape.

The lines “Xolodnaja ruka landshafta / Vela domoj, vela so sbonshcha™ have two
subtexts from consecutive poems in Bobrov's collection Liralir, *Vot den’,
razlamyvajushchij okna™ and “Den’skoe metanie™, the latter dedicated to Pasternak:

Onyckai oHeMenble pyKH,

Bot xonoanas paccsera pyka:

HecrepnuMo Cnokofitble 3BYKH,

A Ge3ynep KHOW HOYHM MoCTynsb nerka. (1913, 4)

[TpHHKMaAATE XONOOHYI0 ACKY 3Ty —

19 Cvetaeva, “*Svetovoj liven'™; Frank, “Vodjanoj znak™; Zholkovskij, **Mesto okna ...
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BacunbkoB M )KacMHHa,;
Tebe, noary,
OnHa, Bce onHa ropioer ropmua. (1913, 4)

It will be recalled that Bobrov refers with fair frequency to Novalis texts in this
collection; thus it is not a suprising association for Pasternak to link subtexts {rom Novalis
and Bobrov, though they are in this case unrelated. As we have seen throughout this
chapter, Novalis and Bobrov texts are frequently present together as subtexts to onc
Pasternak poem.

There is in Pasternak's poetry a theme which runs parallel to the themes of time and
space—and their interaction, as in “Vstrecha” — as creative forces: This is the theme of
love for space and the poet’s close relationship to it.  This, too. 1s linked to a Novalis
subtext, in fact to a later portion of the first text quoted in regard to “Vstrecha”, on the
“angles of the world”. The relevant portion reads:

— Beyde [Christianity and the religion of Antiquity] halten das Universum,

als den Korper des Engels, in ewigen Schweben — in ewigen Genufl von

Raum und Zeit. (1V: 274;1V: 296)

Pasternak wntes in verse of the mid-twenties of his intimacy with space and of

space’s love for itself. In “Dvadcat’ strof s predisloviem™:

OnHa orasaaunMBOCT b MPOCTPAHCTRA
XoTena oT MEHA NOo3M,

OnHa oHa X0 MHE NPUCTPACTHA,

A ToALKO el He HagoeM.

Koraa, cHys Ha 3aQHHMX nanax,
Xpanen u wepcTb €POLIN CHET,
1 BMecTe ¢ nanb10 naaan Ha non
M ¢ Helo BBA3BLIBAICA B Tpex.

[To 6apabanHon nepenowHke
Hecyuinxcs, KaK Tol, CTHXOB
Cyau, nmeio b 1 pebetka,
PapHuHa, oT TBOMX maxos? (I: 252)

And in Spektorskij, which grew from the previously quoted work, the love is “switched”

to that of space for space:

Mpocrpancrao cnUT, BrobnenHoe B npocTpaHcTro. (1: 341)
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In this complex of texts related to ume and space, then, we have 1o do with a series
of poems which work with typically Modemnist conceptions of time and space. One is
depicted 1n terms of the other. Each is depicted through multiple metaphors or metonyms
(as in the last text cited, with space doubling for the poet). Each is depicted in abstracted or
fragmented form: players in the scenc shift across a geometrical plane and perish, a word
uttcred becomes a moving object, while the night becomes a companion walking with the
*“author”, also an abstraction. At the same time, this text fits intertextually both withina
network of other Futunist texts (Bobrov’s), and within a network of Romantic texts
(Novalis’s), which themselves did not fit carly twentieth-century stereotypes of Novalis or
Romanticism. We are not dealing here, for example, with texts quoted in Zhirmunskij's
study on the mysticism of Romantc texts and its modem influence, or in Carlyle's
introductory cssay, translated into Russian at the turn of the century. Nevertheless, the
Novalis texts cited are clearly a part of his quintessentialy Romantic philosophy— the
nouion of unifying forces underlying all things, for example, of that of an underlying
creative force in ime and space. Pasternak takes these “atypical™ texts and weaves them
into the fabnc of a text that could be seen as typically Futunist.

Besides the relationship of time and space, there are two other semantic fields in
which Pasternak draws on Novalis texts, one minor and one major: these are the rather
small field of childhood and the enormous and complex ficld of illness with its correlates in
unconsciousness, reproducton and infection (related in Pasternak's work), and
hypochondna. The larger semantic ficld includes the field of the thunderstorm, because it
renders the poct a victim of sorts 1n the work of both authors.

The hnk between Pasternak and the Romantic idealization of childhood has been
dicussed by Terras.'® [t has, however, subtextual corollaries which have not, to my

knowledge, been discussed before. In two texts—one poem and one story — Pasternak

'"®*Terras. " Bons Pasternak and Romantc Aesthetics™.
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quotes Novalis on various themes related to childhood and the development of

CONSCIOuUSNeESS.

One is a rather minor instance which, however, is striking. Pasternak opens
“Klevetnikam”, from Temy i variacii with the following stanza, ending with a baffling

metaphor:

O aercrso! Koslu gywesHon ray6u!

O Bcex necos abopuren,

KopHsaMu Bpocluun B camoniodne,

Moi# BOOXHOBHTEIb, MO pereHT! (I: 199)

The subtext for this odd comparion comes from Novalis’s “Glauben und Liebe oder

»103

Der Konig und die Konigin.

Ein wahrhafter Fiirst is der Kiinstler der Kiinstler; das ist, der Director der
Kiinstler. Jeder Mensch sollte Kiinstler seyn. Der Stoff des Fiirsten sind
die Kiinstler; sein Wille ist sein Meiflel: er erzieht, stellt und weist die
Kinstler an, weil er nur das Bild im Ganzen aus dem rechten Standpunkte
ibersieht, weil thm nur die groBBe Idee, die durch vereinigte Krifte und
Ideen dargestetlt exekuurt werden soll, vollkomment gegenwirtig ist. Der
Regent fiihrte ein unendlich mannichfaches Schauspiel auf, wo
Bihne und Parterre, Schauspieler und Zuschauer Eins sind, und er selbst
Poct, Direktor, und Held des Stiicks ist. (II: 497-498, #39; 1I: 162)

Thus childhood 1s inspiration to Pasternak, the way the Regent acts as an inspinng force in
the prince’s court. This image ties the poem to Pasternak’s “Batlada”, in which the “count”
could be seen as a kind of muse, to whom the poet 1s a mere messenger:

[MoaT uau npocro rnatuaran,
leponba nnu npocro noat (I: 475, 94)

Bnycrure, MHe Hago BuaeTs rpada.
O nem ectb 6annanvt. On npenynpexneH. (1: 95)

MHe Hano ero BUAEThL — C XKEIE3HOro cKara
Crexas repboM no KapeTHoOH Kope,

M3 cnakoTH NHBEHb YEKAaHUT AyKaTht

M nenuT Koneiku Ha menHoM nBope. (1: 476)

*PWe know that Pasternak was familiar with this essay because of another subtext from it found by Victor
Terras, to the image of “Abbreviatur” in "Chemy) bokal™. See Terras, “Bons Pasternak and Romanuc
Aesthetics™, 50. The excerpt noted by Terras was translated by Petmkov in his Fragmenty, published 1n
1914: “Moja vozljublennaja — éto abbreviatura vselennoj, vselennaja — ¢longatura moej vozljublennoy.™,
15; 150.
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The subtext to this notion of prince as director of artists is carlicr in the same essay:

Ein wahrhafter Fiirst ist der Kiinstler der Kiinstler. Das ist, der
Direktor der Kiinstler. (I1: 497, #39; 11: 162)

This can be supported in “Ballada” by the dual images of inspiration—in rain and in

coins, as | have discussed earlier—and of false inspiration:

Mlypuuar co cMepTemHoi dambubio
B mapenbu, — wwenoT munexa,

A pmanpluie — Npyasl, a Aanblile —
3Mmeero rHHeT THILKMHA

H Takxe pambiuHBHT GaiMHHKK,
M kak-To CKBO3b COH, He BCepbe3
B nageHby NOBHCAU BEPLLIMHDI
[MacTyuiecku- nectpoix Gepes.

JoBoanHo,
MHe nano
Buners
Fpada. (1: 476)

This interpretation, of the prince whom the hero needs desperately to see preciscly
as his muese, also ties the poem together with other pocms of 1914-191S on the forces
frustrating creativity: “Mel’nicy”, “Ne kak hjudi”, “Raskovannyj golos™, “Metel’".'* As
Fleishman has pointed out. the poem 1s altered 1n 1928 toward the autobiographical and
histoncal, and the count in this version can clearly be seen as Tolsto), whose image as an
inspiring force is intertwined with that of Chopin.'%*

The image of the pnince or regent as inspinng force thus tics together “Batlada™ and
“Klevetnikam™. The two texts are linked by other images as well, which have their ongins
in Novalis texts: that of dew or water as an inspining force; and that of the keyboard,

present as the organist in "Ballada” (which links the poem to Pasternak’s early story

'%*On “Metel™™, sce I. P. Smirnov, "B. Pasternak: *Metel’™, in Poeticheskij stroj russkoj liriki (Lemngrad,
1973). 236-253.

'%See Boris Pasternak v dvadtsarve gody , 102-106, 80 on poet:herald. On “Ballada”™, see also Per Ame
Bodin, "The Count and His Lackey. An Analysis of Bons Pasternak's Poem *Ballada’"", Poétika Pasternaka,
37-63, Jerzy Faryno, Poétika Pasternaka( * Putevve :apiski”* — “Oxrannaja gramota”) (Vienna: Wiener
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“Istonja odnoj kontroktavy™) and in “Improvizacija”, discussed earlier in this chapter.

From “Klevetnikam™:

YT0 BAABNEHHBIX CYXHX KOCTALLEK,
[TomewranHbIX KNABHATYD,

bponsauix, 4epHbiX ¥ IPYCTALUHKX,
ForoBaTt mecThb 3a kaesery! (I: 199)

It1s, of course, no accident that *Klevetnikam™ was placed in the same cycle of
poems within Temy i variacii as “Tak nachinajut”, which also depicts the link beween
childhood and the birth of poetry. There too, as I have discussed earlier in this chapier,
exist subtexts from Novalis.

The other Pasternak text from this period which discusses the development of an
“inspired” childhood is in prose, his story “Detstvo Ljuvers”. Not surpnisingly, here toc
one can find subtexts from Novalis; however, they concern not childhood as the birth of
inspiration or as an inspiring force, but themes peripheral to the main theme of Zhenja's
development.

One aspect of the girl’s development is her realization that the name does not reveal
the essence of the thing. Pasternak descnibes this discovery as the first important one in her

intellectual development:

HeBoyxa HHYEro HE MOHANA H YAOB/ICTBOPUTEHHO CTIOTHY 1A
KaTHBIUYIOCA cne3y. TOoAbLKO 3TO Beab M TpeboBa1OCh: Y3HaTh, Kax
30BYT HEMOHATHOe, — MoToBuauxa. B 3Ty Hous [...] uMa uMmeno ewre
NMOMHOE, NO-AETCKH YCNOKOHTE/NbHOE 3HA4YEH He.

Ho HayTpo oHa cTana 3amaBaTh BOTIPOCHI O TOM, YTO TaKOE
MoTtoBHaKXa # YTO TaM AE/AIH HOYBIO, M Y3HANA, YTO MoToBHAMXa —

3ason [...] (IV:36)
This excerpt polemicizes with Novalis’s notion of the “magic word”, which appears
at the end of Heinnch’s dream, in which Mathilde whispers the word to him (I: 279), and

in the tollowing Fragment:

Jeder Mensch hat seine eigne Sprache. Sprache ist Ausdruck des
Geistes. Individuelle Sprachen. Sprachgenie. Fertigkeit in und aus andern

Slawisuscher Almanach, Sonderband 22), 1989; 1. L. Al'mi, “Ballady B. 1.. Pasternaka™, [zvestija Akademn
Nauk SSSR. Serija literatury i jazyka. Vol. 39 (1990), No. 5, 420-431.
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Sprachen zu libersetzen. Reichthum und Euphonie jeder Sprache. Der
achte Ausdriick macht die klare Idee. Sobald man nur die rechten

Namen hat, so hat man die Ideen mit. Durchsichtiger, leitender
Ausdruck. (II: 560, #163; HI: 71, #347))

Another passage in “Detstvo Ljuvers”, on the dubious virtues of psychology, has

two subtexts in Novalis, to which Pasternak responds positively, rather than polemically.

The passage reads:

’KH3Hb MOCBALLAECT OYEHb HEMHOTHX B TO, YTO OHa fenaeT ¢ HUMU. OHa
CTMLLKOM JIIOOMT 3TO Re0 M 32 paboToii PasroBapHBaeT pa3Be ¢ TEMH
TO/ILKO, KTO X€NaeT et ycrexa H moOuT ee Bepcrak. [Tomoun eft He
B/1ACTE€H HHKTO, MOMELLIATh — MOXET BCAKUA. Kak MOXHO e
nomewars? A BOT Kak. Eciu noseputh nepesy 3aboty o ero
COOCTBEHHOM POCTE, IEp€BO BCE CIUIOLb MOWUMET MPOPOCTHIO, HAH
YAIET UeTHKOM B KOP€Hb, H/IM PacCTOMHTCSA HA OOMH JIMCT, MOTOMY YTO
OHO 3a6yneT 0 BCEACHHOM, C KOTOPOH Halo 6paTh NpuMep, M,
NpoM3Bens YTO-HUOYAb ONHO M3 ThICAYH, CTAHET B THICAYAX
MPOU3BOAUTDH ONHO ¥ TO XKE.

U 4robbl He 6b110 CYKOB B myle, YTOOBI POCT €€ He 3aCTanuBAICA,
YyTOOBI YeNOBEK HE 3aMElLIHBAN CBOEH TYTIOCTH B YCTPONCTBO CBOEH
6eccMEPTHOM CYTH, 3aBEICHO MHOTO TAKOTO, YTO OTB/IEKAET €ro MOouoe
MOGONBITCTBO OT XH3HH, KOTOpPas He MOOUT paboTaTs NpHU HeM U ero
BCAYeCcky u3beraer. [las 3Toro 3aseneHbl BCe 3aNPaBCKUE PETUTHH, U
BCe o0U1MEe NOHATHA, M BCE MPERPACCYAKH NONEH, H CaMbl i APKHH K3
HHX, CAMBIA pPa3B/lEKAOL U, — NCHXonorua. (1V: 38)

Novalis describes the process 1n stnikingly similar fashion in a Fragment:
Durch allzuhaufiges Reflcctiren auf sich selbst, wird der Mensch

fitr sich selbst abgestumpft und verliert den gesunden Sinn fiir sich
selbst. (II: 558, #144: 11: 69, #336)

And in another, Novalis writes of psychology as a distracting and questionable

discipline:

Sonderbar, daB das Innre der Menschen bisher nur so diirftig
betrachtet und so geistlos behandelt worden ist. Die sogenannte
Psychologie gehort auch zu den Larven, die die Stellen im Heiligthum

cingenommen haben, wo ZAchte Gatterbilder stehn sollten. (Iil: 574,
#138; 11: 190)

Here one sees the common image of psychology as a replacement for more inspired

forces.

One could argue further in regard to the connection between *Detstvo Ljuvers™ and

Novalis that the description of Zhenja's intellectual and moral development and her
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exposure 1o outside forces echoes in general Novalis’s description of Heinrich von
Ofterdingen’s creative and moral development. Both discover the powers of speech. Both
realize the difference between themselves and those less gifted (Heinnich’s parents,
Zhenja’s brother and her friend Liza)."*® Both experience a kind of moral awakening
(Hetnrich in the case of the woman captured from the crusades, Zhenja in the cases of
Cvetkov and the prisoners). Thits analysis, however, falls more within the bounds of the
general companison two works, or even of one work’s general inspiration of another,
rather than within the bounds of the subtextual. Many other intermediary texts wouid
complicate the analysts too much to allow a full examination of this topic here.

One of the most significant aspects of Pasternak’s oeuvre in which he draws
heavily on the romantic tradition is the semantic field of illness/insanity with its corrcleates
of death, immortality, loss of consciousness, and, strikingly and consistently, the storm.'”’
The storm for Pasternak is, as many have wntten before me, a time of revelation. As
Nancy Pollak has noted, it is precisely in darkness that Pasternak's poet experiences
visions, and precisely the sound of poetry that prevents one from hearing. This connection
has subtexts from Novalis's ocuvre. For just as Pastcrnak wntes in his most famous

pocm, “Sestra moja— zhizn'" (I: 112), quoted earlier in this chapter, of life as an inspinng

force, like a storm, setting himself apart from others, Novalis writes of the storm and other
“interruptions of the bourgcois life™ as poetic eruptions:
Heftige Gewitter und andre Unterbrechungen des biirgerlichen

Lebens sind poctische [rruptionen, und Heilkriifte des einschiummernden
Lebensgenusses. (Tagebuch, den 25ten Junius, 1800, [V: 54; I1: 101)

'% On this theme sce B. L. Gasparov, **Gradus ad Pamassum’ (Samosovershenstvovanic kak kategonja
tvorcheskogo mira Pasternaka)”, Pasternakovskie chtentja, 124-126. Gasparov associates Zhenja's
development with the German Romantic tradition of balance between unconscious “infancy™ and the grown-
up world of rauonal knowledge.

'"In her paper, “Pasternak’s Obscure Universe™, read in December 1992 at the AATSEEL conference in
New York, Nancy Pollak discussed the relauonship between the last two of these corrollaries within the
context of the semantic ficlds of blindness and deafness in Pasternak’s work.
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Like Novalis, Pastcrnak sets his hero’s “awakeness” in contrast to the sound sleep of

cveryone around him. From “Sestra moja zhizn'™:'%®

Mmurasa, Mopras, HO CNIAT rae-TO C/1auKo,

M dara-mopranon nobuman cnur

Tem qacoMm, Kak cepaue, naeila no nioianxKaMm,
BaronHbiMu gBepuamu cbintet B crenu. (I: 112)

To emphasize the contrast between the poet and the rest of the world, Pasternak

even builds an anagram on the word “biirgerlich™:'%®

CecTpa MO — >XH3Hb ¥ CETOAHA B pa3nuBe
Pacum6nack BeceHHHUM DoXIeM 060 BCex,

Ho moau B 6pesioxax BbICOKO OPIO3rIHBEI
U BexxauBo Xanar, Kak ameyu B osce. (I: 112)

The storm which leaves others, even his beloved, unaffected, has a profound effect
on the poem’s hero. Its inspinng effect, and his ability to be inspired, are powerful enough
to transform the railway schedule into something more grandiose than scripture:

Yro B Mae, KOraa noe3noB PacHCaHbe,
KaMbiLLIHCKOM BETKOW YMTACLUb B KYME,
OHo rpaHaMo3Hen CBATOTO MHCAHbA

M yepHbIx OT mbuIM U G6ypb kaname. (I: 112)

This inspired transformation is also described by Novalis:

Es konnen Augenblicke kommen, wo Abcbucher und Compendia
uns poctisch erscheinen. (I11: 683, #656; I11: 6, #16)

Pasternak describes the state of an inspired loss of consciousness most eloquently
1n verse 1n the poems “Groza, momental'naja navek™ (I: 165), “Nasha groza” (1: 138-139)

and “Zerkalo” (I: 114-115) and in the essay “Neskol'ko polozhenij™ (1V: 370). I have

'® On “Sestra moja—zhizn'™, sce Fiona Bjorling, *Aspects of Poctie Syntax. Analysis of the Poem *Sestra
moja—zizn’ i segodnja v razlive™ by Boris Pastemnak, in Boris Pasternak. Essays. ed. Nils Ake Nilsson;
Angelika Meyer, “Sestra moja—~chizn'" von Boris Pasternak. Analyse und Interpretation, Katherine Tiernan
O’ Connor, Pasternak’s ‘Myv Sister Life’. The lllusion of Narratve (Ann Arbor: Ardis. 1988); Anna
Majmieskulow. “Stxotvoreme Pasternaka *Sestra moja—zhizn' i segodnja v razlive..."”, Poétika
Pasternaka, 91-121.

'® On the paranomasia in this stanza, see Kinil Taranovsky. “On the Poetics of Boris Pasternak”, Russian
{steranure, 9, 1981, 339-358. In a case simitlar to this (but not involving an anagram), the name of
Pasternak’s hero from his carly prose sketches. Reliquimini, could perhaps be denved not from the Latin, as
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quoted from the essay earlier, in reference to the mill, but it bears repeating, as it is highly

significant in this regard as well:

besymbe — nosepaTbca 3npaBoMy cMmbicny. Besymbe — comueBarbes B
HeM. Besymbe — rnapern Bnepen. besymbe — xuTh He raamioun. Ho
3aBOMTD MOPOIO I71a3a H MPH OBICTPO MOAHMMAIOLL €§CA TEMIEPATYpE
KPOBH C/IbILIATD, KAK MaxX 32 MaXOM, HAMIOMHHaA KOHBY/IbCHH MONHUA
Ha MbIILHBIX MOTOMKAX W FHITCAX, HAYHHACT WHPATH U LUYMETh MO
CO3HAHBIO OTPAXEHHAA CTEHOMUCh KAKOM-TO He3nelHeH, HeCy L eHCs
MHMO ¥ BEYHO BECEHHEN rPO3bl, 3TO YXK YUCTOE, ITO BO BCAKOM C/Iydae
— yncrenwee G6eaymoe! (1V:370)

Pastemak here depicts the state of poetic inspiration as that of being struck by
lightning, of being a conductor of poetic electrnicity. This depiction echoes Novalis's

statement on the subject, which was translated by Petnikov:

Pogten sind Isolatoren und Leiter des poétischen Stroms zugleich.
(I11: 638, #504; I1: 300, #383)

[To3Thl B 0OAHO M TO XXe BpeMsA H3OAATOPLI U TIPOBOAHUKH
noaTuueckoro Toka. (10; 147)

The same image of inspiration striking the poet by lightning appears at the opening

of “Nasha groza™:

['po3a, Kak xpeu, cOXrna cHpeHb
M nvimoM xepTBeHHLIM 3acTNana
Fnasa u Tyun. Pacnpasnsn

l'y6ams Buisux mypasbsa. (I: 138)

Here the storm s compared 1o a pniest, not the poet: this is a case once again of 2
metonymical transformation by which Pastemak shifts away from the expected, the
standard. Cunously, the Fragment immediately following the one quoted above in

Petnikov’s translation is on the poet as pnest:

[To3T u Xpeu Obiayn BHAvaNe eAHHDI, K TONBLKO MO3AEALLNE BPEMEHA UX
pasaennau. Ho MCTUHHBIN MOIT BCeraa OCTaBICA XPeuoM TaK XKe, KaK
H UCTHHHBIA Xpeu — no3ToM. U He pomkHo au [paayluee BHOBB
BO3BPATHUTh ApeBHee cocTosnue Bewen? (10; 147)

E. B. Pasternak has suggested (IV: 806), but from the German “Reliquien”, “relics™, which would be
appropnate to the hero’s character and situation relative to those around.
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As we have seen in other examples, the closeness of Pasternak’s choice of words
and phrases to Petmkov’s reveals close study. It is therefore not surprising that two
consecutive fragments in Petnikov's translation of selected Novalis Fragments would bring
about a chain of associations (storm — inspiration — priest — poet) in Pasternak’s

interrelated verses.

Pasternak works with the image of the poet as electrical conductor in other texts as

well:

Ho, HcXOOHB OT BalIMX MEPBbIX KHMT,

[ne kpenau nMpo3bl MPHUCTAILHOM KPYNHLBbI,
OH 1 ceftyac, KaK MCKP bl NPOBOAHHK,

CobbiTbA 661110 3aCTABAAET GUTLCA.

(“MHne kaxerca, a noabepy ciosa”, 1929, I. 553)

Bbi cnpocuTe, k10 A2 30€ch Xua OpraHucT.
OH ner B MO0 XH3Hb MATEPHYHON OMPABONA
Knouen u perucrpos. OH ywn 3apuuy

Kproxamu npubun x nposonam tenerpada.
(“Bannanma”, 1928, 1: 95)

1 Hecca Genon B npoBonax Tenerpada,
Baanu xnokoranu sapuuu

B xornax, 3a sybuamu necHnix 6oinuL.
(“Bannana”, 1915, 1. 476)

The last example has another Novalis subtext, which will be discussed later in
regard to another theme.

The state of losing one’s consciousness 1s, as Pollak discussed, tied in Pasternak to
images of blindness and dcafness which come with poetic inspiration. The blindness and
deafness are also linked with the storm in Pasternak’s work: with darkness interrupted by
momentary flashes of light, and with a stopping of one’s ears by a rush of water.
Pasternak’s pocm “Groza, momental’naja navek™ discusses the theme of consciousness
and descnboes 1ts loss more explicitly, and at the same time ambiguously, as a cotlapse or
avalanche (“obval soznan’ja™):

M xorna no kpose 3aaHbA
Pasnunacy BonHa 3nopaacTsa
M, kak yroas no pucyHky,
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[pAHYA MHBEHD BCEM NICTHEM.

Cran murarb oOBan co3HaHbA:

Bor, kasanoce, o3aparca

Jaxe Te yrnbl paccynka,

[me Tenepn cserno, xax anem! (I: 165)

The first stanza of the poem descnbes the blinding associated with the
storm/inspiration:

A 3arem NpoLWANOCH 1€TO

C nomycserom. CHABLIM LIANKY,

Cro crensumux ¢ororpadpusn

Houybio cHan Ha mamaTs rpoM. (1: 165)

Similarly, 1n “Zerkalo”, the storm both blinds and deafens. This process is part of
the general hypnosis, like collodion being poured over a mirror, described carlier, in
reference to Novaiis’s Die Lehrlinge zu Sais. The storm-inspired hypnosis has the
following effects:

M BoT, B rHMHOMYECKOM ITON OTYU3HE
Huyem MHe ouelt Ha 3amyTbh.

Tax nocne noXxas nponon3aioT CIU3IHH
[nazamu crary# B cany.

[llypiwmnT BODa NO yiuam, U, YHPUKHYR,
Ha ubimoykax ckaueT 4Mx.

Trl MoXellL UM RbIMAYKAThL Ty6bl Yep HUKOMH,
HUx manocTbio He onoutun. (I: 115)

This state of being depnved of one’s senses has two subtexts from Novalis, both
involving “vicumization” by inspiration. Novalis writes at the end of a Fragment on the
sense for poetry having much in common with the sense for mysticism:

[...] Schwer ist schon zu entscheiden, doch einzig mogliche Entscheidung,

ob ctwas Poeésie se1 oder nicht. Der Dichter ist wahrhaft sinnberaubt

— dafir kommt alles in thm vor. (I1I: 685-686, #671; 11. 298-99, #378)

Not only 1s the poct depnved of his senses; he is also deprived of his sanity through
sensory overload:
Die Nacht st zweyfach — indircecte und directe Asthenic — Jene
entsteht durch Blendung — UbermiiBiges Licht — diese aus Mangei an

hinlanglichen Licht. So giebt es auch eine Unbesonnenheit aus Mangel an
Selbstreitz — und eine Unbesonnenheit aus Ubermaall an Sclbstreitz, —
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dort ein zu grobes — hier ein zu zartes Organ. [...] Die Unbesonnenheit
aus Ubermaf nennt man Wahnsinn. (I1: 620, #438; 1I: 6, #326)

Itis this very connection that is made in “Neskol’ko polozhenij”. While in the three

poems. the blinding and/or deafening effect of the storm is tied to the overpowening force

of inspiration, in the essay Pasternak repeatedly descnibes the state of lost consciousness

and finally concludes that this state s actually insanity. Sece the following excerpts from the

cssay set in the context of other aesthetic precepts which echo Novalis:

1

Korpa s roBOpio 0 MMCTHKE, HH O XXMBOMTHUCH, UK O TeaTpe, A
roBOPIO C TOH MHP OMIOOKBOM HEOBA3ATENBHOCTHIO, C KAKOW PacCyXaaeT
060 BceM CBOOOAOMBICIALL M TIOOUTEND.

Koraa peunb 3aX0mMT 0 AUTeparype, A BCHOMMHAI0 O KHUTE U
TEPAI0 CNOCOOHOCTH PaccyXAaTh. MeHS Hallo PacTONKATh H BHIBECTH
HaCH/IbHO, KaK M3 0OMOPOKa, 13 COCTOHUA PHU3UUECKON MEUThl O KHUTE,
¥ TO/MbKO TOTAA, M OYEHb HEOXOTHO, MPEBO3MOras /IErKOe OT BpallleHHUE,
A pasgemo yyxylo 6eceny Ha mobyio AP YTyl0 AMTEPATYPHYIO TeMy |...]

2

CoBpemenHble Te4eHHU S BOOOPA3HIH, YTO UCKYCCTBO Kak
¢oHTaH, TOTAA KaK OHO — Ty6Ka.

Onu pewinau, 4To HCKYCCTBO ROMKHO OUTH, TOTAA KaK OHO
ROMKHO BCACBIBATH H HACBIIIATHCA.

OnH COWIH, 4TO OHO MOXeET ObITh PA3MOXKEHO HA CPEACTBA
H300Pa3sUTENLHOCTY, TOrAA KaK OHO CK/1adblBAaeTCA U3 OPraHOB
BOCNPHATHA.

Emy cnrenyer Bcerna 6biTh B 3pUTeNAX H FIAAETH BCEX YHLLE,
BOCTIPMMMYKBEN M BEPHEH, 3 B HAILM IHK OHO NMO3HAIO NYAPY,
yOOpHYIO M MOKa3biBAETCA C ICTpalbl; KaK OYATO Ha cBeTe ecTh ABA
MCKYCCTBA ¥ ONHO M3 HUX, MPH HATHYHUH pe3epBa, MOXET NO3BONUTH
cebe pocxkoilb CAMOM3BPALLIEHHSA, PaBHYIO caMoyOuAcTBy. OHo
TOKa3hIBAETCA, 3 OHO JOMKHO TOHYTh B paiike, B 6€3BECTHOCTH, MOYTH
He Belan, YTO HAa HeM LUAMKa TOpPMT, H YTO, 3abuBLieecs B yro/, OHO

NOPaXeHO CBETONPO3pavHOCTBIO U PocopeHL Hel, KaK HEKOTOPOH
60one3HblO.

3

{...] Toxosanue — 3aboTa npuponsl 0 COXpaHEHHH MEPHATHIX, €€
BELIHHA 3BOH B ywax. Kuura — kak rayxapb Ha Toky. OHa HUKOTO M

HMYETO HE CBILUMT, OrTyLEHHas cobon, ceba 3acaywasiuancs. (1V: 366-
367)
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All of the passages in boldface have subtexts from Novalis related to the semantic
field under discussion. (Passages with subtexts from Novalis unrelated to this topic arc
being left unul later in this chapter.)

Pasternak's discussion of the creative process is strangely imbued with biological
imagery: the poetic giftinvolves the activity of organs of perception, the process of
reproduction, the process of absorption, the process of death by drowning, and a kind of
illness which causes phosphorescence. All of these effects (or symptoms) of inspiration
emerge in addition to the loss of one’s reason and senses discussed above. As the image of
the creauve process as drowning has been discussed earlier in this chapter, I will not

discuss it futher here.
The notion of art absorbing its surroundings has a subtext in the following
Fragment: “Der Geist strebt den Reitz zu absorbircn™ (I1: 646, #468; 11: 210, #132).''°

The notion of a poetic perceplive “organ” arose in a long excerpt from Die I.ehrlinge
zu Sais quoted carlier. [n this connection Novalis also mentions blindness:

Ein Blindgeborner lernt nicht sehen, und wenn man 1hm noch so viel von
Farben und Lichtern und fernen Gestalten erzihlen wollte. So wird auch
keiner dic Natur begreifen, der kein Naturorgan, kein innres
naturerzeugendes und absonderndes Werkzeug hat, der nicht, wie von
selbst, ubcrall dic Natur an allem erkennt und unterscheidet und mit
angebomer Zeugungslust, in inmger manmgfaltiger Verwandtschaft mit
allen Korpern, durch das Medium der Empfindung, sich mit allen
Naturwesen vermischt, sich gleichsam in sie huneinfishlt. (I: 105;1V: 38)

The Petnikov translation reads:

CnenopoXneHHbif HE HAYYHTCA BHAETD, CKONbKO Obl HE MTOXKENATH EMY
PaccKasbiBaTh O XPAcKax M CHAHUAX H O RaabHUX Purypax. TouHo Tak
)K€ HHKTO He MOHMET NPHPOALl, Y KOrO HET OPraHa BOCNPHATHA
NPHPOIBI, BHYTPEHHETO MPHPOAOTBOPYECKOro H Pa3IMUKTENLHOrO
OpYIHA, KTO HE CAaMOMPOU3IBONLHO Be3[e NMPH3HAECT U Pa3NHYaeT BO
BCEM NPHPOXY ¥ C BPOXICHHOM CTPACTHIO K ONIOZOTBOPEHHIO H
POXIEHHIO, B 6TM3KOM, MHOTOOOpa3HOM POICTBE CO BCEMH TelaMH,
Yepe3 MoCpencTBO O YL EHHA CMELLIMBAETCA CO BCEMM CYLU ECTBAMH

""*Smimov has found a subtext to Pasternak’s image of the sponge in Nietzsche's Also sprach Zarathustra.
See I.P. Smimov, Porozhdenie interteksta. Terras discusses Pasternak’s affinity for Novalis's nouon of art
absorbing, “herausholen, heraussehen™ from nature, in *Borns Pasternak and Romanuc Aesthetics™.
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TIPHPONb! H KaK Obl BCeM YYBCTBOM CBOMM, BXOMS, C/IMBAETCA C HUMH.
(25; 185)

We are already familiar with the connection between Pasternak and Novalis in the
phrase “in inniger mannigfaltiger Verwandtschaft mit allen Korpem”, especially through
Petnikov’s translation. Once again, Petnikov’s translation is significant for Pastenak here.
Though Novalis uses simply the term “Naturorgan”, Petukov alters the term slightly in
order to make its meaning clear: he calls it “organ vospnjatija prirody”, the “nature-
perceiving organ”, which corresponds in its two first words exactly to Pasternak’s term.
The third word, “prirody” is, of course, repeated in various contexts throughout the essay.

The other significant term in this excerpt is relevant without the Petnikov
translation: Zeugungslust. Pastenak compares art to a mating grouse. Though the exact
term 1s different from Petnikov's, the meaning is the same: art tends naturally toward
reproduction.''’ In*“Materia prima” and *Vysokaja bolezn'”, Pasternak uses the same
notion of “spreading” art and call it infection or illness; the underlying meaning remains
unchanged.

There 1s another Novalis subtext, much closer in phraseology to Pasternak’s line
“Kmga—kak gluxar’ na toku” (1V: 367): “<Dichten ist zcugen. Alles Gedichtete mu8 ein
lebendiges Individuum seyn.>" (1I: 534, #36; 111: 9, #20) Yet another subtext reads:
“Sprechen und Horen ist Befruchten und Empfangen.” (I11: 273, #186; 11: 210, #129).

The image of art as illness will be discussed in detail below. For the moment | will
turn to the metaphor of phosphorescent art. The meaning is clear: art is an exact
reproduction of nature, as Pastemak reiterates throughout his work. One can simply look

through good art and see the object of its attenuon.

""" Cf. Friedrich Schlegel, who also provides a subtext to Pasternak's image: “Ein Fragment muB gleich
cinem kleinen Kunstwerke von der umgebenden Welt ganz abgesondert und 1n sich selbst vollendet sein wie

cin Igel.” Athendums-Fragmente, #47. Quoted from Friednich Schlegel. Kritische Schriften (Munich: Card
Hanser Verlag, 1964).
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Pasternak takes here several motifs from Novalis and combines them.

Phosphorescence and transparency do not anise in combination in Novalis's work; rather,

each is discussed in terms of nature and the poet’s perception of it. Both images are
discussed in terms of light beams, also equated with art in Pasternak. Novalis writes
cryptically of phosphorous powder in a Fragment:

Lateral und figunirte Bew|egungen] des Lichts und der Wirme.
Farbenbilder sind Lichtfiguren. Der Lichtstrahl ist der streichende
Fiedelbogen. [...] (Bestreuung einer Tafel mit Phosphorpulver — das die
Farben des verschiednen Lichts annahme, oder das bey einer gelinden
Erwdrmung verschiedengestalteter und mannichfach beriihrter Korper in
sonderbaren Figuren brennte — und leuchtete — Bereitung cines solchen
Pulvers.) )

Reflex{ion] und Refraction und Inflexion des Schalls [...] /Uber
das Sprechen der Staare./ Natiirlichc, mimische, bildliche Sprache —
Kinstliche, zufallige, willkiirliche Sprache. (IIl: 305, #362; 111: 361,
#1064) :

Thus the phosphorus powder is somehow connected in Novalis’s associative

Fragment with speech and aruistic speech, and with reflection. This image arises again 1a

connection with an artistic gift in Klingsohr’s Tale from Part I of Heinrich von Ofterdingen:

Die Frau wandte sich zuseiten gegen Ginnistan und die Kinder, tauchte den
Finger in die Schale, und spriitzte eimge Tropfen auf sic hin, die, sobaid sic
die Amme, das Kind, oder dic Wiege bertihrten, in eincn blauen Dunst
zerrannen, der tausend scltsame Bilder zeigte, und bestandig um sic herzog
und sich verianderte. Traf ciner davon zufallig auf den Schreiber, so fielen
cine Menge Zahlen und geometnische Figuren meder, dic er mit vieler
Emsigkeit auf einen Faden zog, und sich zum Zierat um den magern Hals
hing. (I: 294)

Here, then, hquid phosphorus, or something like it, is used to create extraordinary

pictures and figures. [tis associated with artistic creation.

Novalis writes of transparency also in Heinrich von Ofterdingen 1n a passage on

man's pcreeption of nature as a light beam, quoted ecarlier in this chapter during the
discussion of the light beam motif. Klingsohr tells Heinnch,

“Die Natur”, versetzte Klingsohr, “ist fiir unser Gemiit, was ein
Korper fiir das Lichtist. Er halt es zunick; er brncht es in cigentiimliche
Farben; er zundet auf seiner Oberfliche oder in seinem Innern ein Licht an,
das, wenn es seiner Dunkelheit gleich kommt, ihn klar und
durchsichtig macht, wenn es sic iberweigt, von thm ausgeht, um
andere Korper zu erleuchten. Aber sclbst der dunkelste Korper kann durch
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Wasser, Feuer und Luft dahin gebracht werden, daB er hel! und glianzend
wird.” (1: 280;V: 165)

Thus the image of a light beam making its object transparent and so bright that it
lights objects around is reflected in Pasternak’s notion of transparent art, as in “Neskol ko
polozhenij™, and in his verse and prose statcments on art or the artist as a light beam, as in
“Mne xochetsja domoj” and Oxrannajagramota.

As we have seen, then, a tremendous portion of “Neskol’ko polozhenij” has
subtexts 1n Novalis, many of which are related to the semantic field of illness/loss of
conciousness/storm which is common to both Pasternak and Novalis. | will now tumtoa

broader examination of the semantic field of illness in Pasternak and its complex network

of subtexts.

2.5 Reception of the Imagery of Iiness

The image of illness in the work of Bonis Pasternak is striking both in its relative
frequency and in its tendency toward Futunist-style épatage. Titles of poems and cycles
include “Bolezn™”, “Vysokaja bolezn’”, “Bolezm zemli”. Tetanus (I: 136), dipthena (l:
217), and typhus (I: 166, 276, 557) spread in his verses. The chandeliers seem to have
pleunsy (I: 191), the air smells of death (I: 198), February coughs up blood (I: 274,
555).""* The poet’s place in Pasternak's ailing world is ambivalent: he is both patient and
doctor, insane and the only sanc one left. This inconsistency can be explained in part by an
examination of the vanous texts to which he responds in his work.

Pasternak wntes of poetry as illness in a 1930 letter to Serge) Spasskij:

[...] nMpHKa cefryac peaxocTHeMIan peIKOCTL 1 OHA cuamMT B Bac,
CMOHMT W OoneeT, NOTOMY YTO He 60/MeTH CeRYac He MOXET, a KAK HMEHHO
BHEUIHE BLIpaxaeTcs 3Ta ee 6one3ndb yepes Bac, B orauune ot ee
CHMNTOMOB B IPYTOH Kakor- HuOyaL nanare, Bonpoc ray6boko
sTopocTeneHHbld. M ecam kTo-HHOyab, KTO NPHUBLIK MeperpybaaTs B
BBIpOKEHbH, CKaxeT Bam, yTo Bol nepednaropaxmusaere, HHTEpPECHO

' Eliot Mossman discusses the metaphor of typhus for creative acuvity in Doktor Zhivago. See “Toward
a Pocucs of the Novel Doctor Zhivago: The Fourth Typhus™, in Boris Pasternak and His Times, 389.
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TONbKO KTO MMeHHo Bawi cobecennuk. U ecrn on—noat, moxere
6pocuTbCa ApYT APYTYy B 00bATHLA: BCe Bawn pasnornacha—rouku
MOAHOTO COBNaneHbs. [[pyroe aeno ein B uenoBeke HeueMy 60/1eTh, U
06/1aCTb BHELUHETO BHIPAXKEHbA BCErO €ro Hcuepnbipaer.'”

A particularly nch source of material on the semantic field of illness/ infection/
healing comes from the German Romantics, with their well-known cult of the ailing or
insane artist.'™ I would like to examine Pasternak’s use of several sources from the carly
and late Romantc eras. [ will turn first to the network of sources for the title “Vysokaja
bolezn’ and related subtexts to Pasternak’s notion of art as ailment. Then | will briefly
examine the poem itself from the point of view of intertextual dialogue. Finally, I will
examine antecedents to the opposite pole in Pasternak’s thematic network, the image of
artist as doctor.

Junj Lotman has identified one source to the title of *Vysokaja bolezn’": Pushkin’s

characterization of poetry as “vysokaja strast’™ (*lofty passion™). This is supported by the

9%

appearance of the word “strast’” indicating verbal art later in the poem (I: 555).''* Another
possible source for the title comes from Novalis, who developed an entire philosophy of

illness in its physical, psychological, moral, and metaphysical aspects.''®

') Bons Pasternak. letter to Serge) Spasski), 29 September 1930. Quoted from Boris Pasternak ob
iskusstve, 325-326.

""See Franz L oquas, Kiinstler und Melancholie in der Romantik (Frankfurt am Main: Verlag Peter 1.ang,
1984 [= Helicon Beitrage zur deutschen Lateratur, hsg. von Wulf Segebrecht, Band 4]) and Theodore
Ziolkowski. German Romanticism and Its Institutions (Princeton: Princeton University Press, 1990), 138.
217.

**Ju. M. Lotman, Roman A. S. Pushkina *Evgem) Onegin®. Kommenitari (1 cningrad, 1980), 133. The
relevant lines are ““Vysokoj strasti ne imeja/ Dija zvukov zizm ne shehadit™ | am quoung the lines and
Lotman’s comment from Omry Ronen’s article O ‘russkom golose™ Mandel shtama™, Pjatyy Tvnjanovskiy
sbornik (Riga Moscow: Zinatne Imprnint, 1994), 191, 197. | am grateful to hum for allowing me to sce the
typescnpt of the article before its publication. Renate Déning mentions another subtext to the ude:
Xlebmkov's “*Vysokoj ranoju boleja”. See J. Donng “Semantizacija zvukovyx struktur v po¢me
Pasternaka ‘Vysokaja bolezn™, in Boris Pasternak 1890-1960. Colioque de Cérisy-la-Salle, 143-153.
Aleksandr Arxangel’skij mentions a possible subtext to the title from Majakovskij: “Mama! Ja prekrasno
bolen!”, from “Oblako v shtanax™. See Arxangelskij, “Dvizhushchaja rebus. Nad strokami *Vysokoj
bolezni’ Bons Pasternaka 1 ne tol'ko™, Okyiabr’, 12, 1990, 168.

'%On illness in Novalis sce John Neubauer, Bifocal Vision: Novalis's Philosophy of Nature and Disease
(Chapel Hill: University of North Carolina Press, 1971); Hannch Schipperges, **Krankwerden und
Gesundsein bei Novalis™, in Romantk in Deutschland. Fan interdisziplinidres Symposium, hsg. von
Richard Bnnkmann (Stuttgart: J. B. Metzlersche Veragsbuchhandlung, 1978), 226-242; Schipperges, “Zur
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Pasternak, in hinting at the Pushkin text, also works with a series of Novalis texts
on life as illness. The key work linking two subtexts, the Pushkin and one particular
Novalis Fragment, is “passion”. For Novalis, life is an illness.

Leben 1st eine Kranckheit des Geistes, — ein leidenschaftliches
Thun. (III: 659, #597;11: 211, #135)

Petnikov chose this Fragment to be a part of his collection:

Xu3Hb 370 — Gonesnsb Oyxa, crpacruoe aeaxue. (8; 147)

Heine alters this statement of Novalis's to make poetry an illness in a line to be
discussed in Chapter Four. As will be discussed in subsequent chapters, it is thus not
Novalis, but his literary descendants, who wrote of creativity or poetry as an illness.
Novalis did, however, write a tremendous amount on the subject of illness. Several of
Novalis’s Fragments on iliness were chosen by Petnikov for his transtations, so important
did he consider them.

Without actually identifying art as illness—for this was done later in the Romantic
cra— Novalis identifies aspects of extreme pain, “hochster Schmerz” which isolate the
sufferer and enclose him in a “paralysis of sensitivity”, just as the circle described by
Pasternak is 1solated. Other aspects of the inspiring pain descnbed by Novalis arc reflected

in “Vysokaja bolezn'” as well. Novalis wntes:

Im héchsten Schmerztntt zuweilen eine Paralysis der Empfindsamkeit
cin. Die Seele zersetzt sich — daher der todtliche Frost — die freye
Denkkraft — [...] der Mensch stcht, wie eine verderbliche Macht,
allein — Unverbunden mit der ibngen Welt verzehrt er sich allmahlig

selbst — und 1st seinem Princip nach — Misanthrop und Misotheos.
(“Bliithenstaub™, 11: 440, #69; I1: 126)

The pain of the malady is reflected in Pasternak’s phrase “teplo i bol’ bolezni
vysshej” (I: 557), a metaphor for creative activity that also appears in his 1914 poem

“Matena Pnma™ (I: 467), which | will discuss later. Pasternak’s circle is described in

*Pocuk des Ubels” bei Friedrich von Hardenberg ™, in Literaturwissenschaft und Geistesgeschichte.
Festschrift fiir Richard Bnnkmann (Stuttgart: J. B. Metzlersche Vertagsbuchhandlung, 1978, 22642, Sce
also Loquai and Ziolkowski, op. cil.
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“Vysokaja bolezn’ as both “muzykoj vo I’du” (I: 557) and “muzykoju mysh™ (I: 559),
reflecung the symptoms descnibed by Novalis. Morcover, the “lofty malady” sets them

apart in offensive 1solation from others:

Bcio H3Hb 5 ObITH XOTEN KaK BCe,
Ho Bek B cBOCH Kpace

CHAbHEE MOEro HBIThA

U xouer 6bITH Kak A.

Mzt 66111 My3bikoH 0OBATHA
C conpoBoxneHnem obua. (1: 558)

The “musical™ aspect of the iliness has an antecedent in Novalis as well:

Jede Kranckheit ist ein musicalisches Problem — die Heilung eine
musicalische Auflosung. (111: 310, #386; I1I: 225, #194)

The Novalis subtexts in themselves, however, are not entirely sausfying, because
he never explicitly charactenizes art, including his own, as an illness. That is done later, by
Heinnich Heine, 1n his iromc portrait of the Romantics in *“Die romantische Schule”. 1 will
discuss Heine’s significance to the image of ailing poetry in Pasternak in Chapter Four.

That Pasternak is responding to Novalis (among, of course, many other sources) in
“Vysokaja bolezn™ is indicated by a quotation about poets from Novalis's novel Heinrich
von Ofterdingen, cited also as an epigraph in Sergej Bobrov's 1913 collection Vertogradari
nad lozami: *“Freie Gaste sind sie™ (I: 267; ['V: 148). Pasternak echocs: “Goshchu. —
Gostit vo vsex mirax/ Vysokaja bolezn’.” (I: 557) This statement by Novalis appcars,
significantly, in a passage contrasting poets and heroes. something which Pasternak does
here as well, to the detiment of the “idiot heroes™ he opposes.''” Other hints of Novalis in
the poem are subtler.

Cnucs have pointed out that the iliness in “Vysokaja bolezn™ is two-fold: 1t is both

poetry and revolution.”™ Moreover, along the prninciple of polanty in imagery typical for

"On another connection between Pastenak and Novalis on this theme in Oxwannajagramota. see Evans-
Romaine. op. cit., 16.

¥See 1. V. Fomenko, “Zametki k interpretacii ' Vysokoj bolezni® (O romanticheskix tendencijax v
tvorchestve B. 1. Pastenaka)”, Romantizm v russkoy i zarubezhnoy literature. Mezhvuzovskij
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Pasternak as discussed by Fleishman, song itself can be divided into the “true” an
associated with images of the earth and the “false™ or “hypochondriac” art which is called
on to absolve all sins, though it 1tself is called “sushchij sodom™ (“absolute Sodom™, I:
554).''? Several aspects of the ambivalent imagery of illness explored in the poem,

particularly in its first, 1923, version, to which I will limit myself here, have antecedents in

the writings of Novalis.

The first of these is on revolution as an infectious illness. In stanza 8 of “Vysokaja

bolezn’” February coughs up blood and quietly spreads stories:

depanb HHLLAA U CTAT HEPALIUIUB.
BoiBano, KpAKHeT, KPOBb OTKALLJIAB,
H cnnioHer, M MOAAET THLLKOM
UlenTars TenaylikaM Ha yWKO

IMpo To nace, npo nyTh, NPO WNAIL,
ITpo orTenens, npo ¥To Nonano,
Mpo To, Kak ¢ $poHTa LLUTH MeLIKOoM,
YX Tbl M CIIHLUbL U BUAKHLUB POXb,—
Pacckasynky X M rop s Mano:

B koBLIaX OTTAABLUMX KaNOLL
[Mpunyraunyo k npasae 10Xb
[noraer naarsiHas sows

MU npacre ywamu He ycrana. (I: 555)

In Novalis:

Die meisten Beobachter der Revoluzion, besonders die Klugen und
Vornchmen, haben sie fiir cine lebensgefahrliche und ansteckende
Krankheit erklirt. (“Bliithenstaub”, 11: 459, #105: 1I: 136-37)

Pasternak responds to both cpithets in his lines from 1918:

A B HalUM JHY U BO3OYX MAXHET CMEPTHIO:
OTKpBITH OKHO, YTO XXHAbl OTBOPKTL. (I: 198)

tematicheskij shormik (Kalimn: Kalininski) gosudarstvenny} universitet, 1979), 101; and Lazar Fleishman,
Boris Pasternak v dvadcatve godv , 30.

'"Feishman. op. cit., 29-34. Sce also Olga Raevsky Hughes, The Poetic World of Boris Pasternak
(Pnnceton: Princeton University Press, 1974); Henry Gifford. Boris Pasternak. A Critical Studv, Bamcs,

Boris Pasternak: A Literary Biography, Vol. [, 321-326; E. Pasternak, Boris Pasternak. Materialv dlja
hiografii, 391-394.
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There is a precedent for this image tn Pasternak’s work. Ina 1914 prose fragment,

Pasternak writes of “talented people™ as the only healthy ones when governments are sick

with war;

Onacxocty u 6onestiu, 0ObIKHOBEHHO MOACT €peraBLLHe
OTAEbHBIX MOKeN [...] CTanu 3HATBCA ¢ UeNbIMM TOCYapCcTBamMH |...]

Hauanoch maccoBoe nedenue rocyxapcrs. OT onacHoOCTeR HX
CTanu Ne4<HTb> CONNATHI; CONNAT —OT YBEYUH, MPHYMHEHHBIX
OMACHOCTbIO TOCYJAPCTB—BPauH.

[...] Mcxmiouennem 13 Bcex ObiM MOOM 300POBbLIE, TE, KOTOPHIX
MPHHATO Ha3bIBATh TATAHT IUBLIMH, T€, KOTOpP bl HAarTyXO 3aK/IeMaH bl
OT BCEX OCTAILHBIX, M HE TaK, KaK 3aneyarbiBaeT 3roucra Geccepaewte,
HO Tax, KaK 3&/TMBaeT 1aBo# ropona [...] (IV: 439-440)

As has been noted by cntics, Pasternak lashes out against the “idiot, geroj,

intelligent” who wntes mindlessly for the new regime, working “vo slavu temnoj sily”. **
This class of people suffering from the iliness of revolution and that of life as
higher sensitivity also suffer from the desire for self-destruction. They seek their doom

A c3amu, B 3apeBe fIerex,

Uneanucr-unrennurent (1923: Unuor, repoit, uutemturent, I: 555)
[Mevaran u nucan naaxarbt

[Ipo panocre cBoero 3axara. (I: 276, 555)

HesbmHocuMO THXHIA TH,

Konexwun Hawum oxBarus,

MeyTan u crywan ¢ COApOraHbeM
HensuXHO NTHBLIMACA MOTHB
Coinyyero camocBeprauba. (I: 276, 557)

Here 100 15 a subtext from Novalis:

Merckmal der Kranckheit — der Selbstzerstérungsinstinkt — So alles

Unvollkommne — so selbst d[as] Leben — oder besser der organische
Stoff. [...] (II: 644, #461; I1I: 33, #150)

A similarly ironic portrait of this class of thinkers and poets in the twenties appears
in Spektorskij.

3a uTo AKe nbloT? 3a YeThipex Xo3fek.
3a ux rma3a, 3a BCTpeYH B MACOEN.

3a To, YTOOM MO3TOM CTa/ NP 03aMK,
M nony6orom coenaicsa noaT. (I: 346)

'¥See previous note.
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Here the “evolutionary toast™ aims its irony at the presumed higher status of accepted poets.
In this excerpt, and in the depiction of the malady/sin in “Vysokaja bolezn'”, Pasternak
crcatively reinterprets a philosophical fragment by Novalis on illness as a sin of

transcendance.'?!

[...] Alle Krankheiten gleichen der Siinde, darcin; daf sie
Transcendenzen sind. Unsre Krankhfeiten] sind alle Phacnomene erhchter

Sens{ibilitdt], die in hohere Kréfte iibergehn will. Wie der Mensch Gott
werden wollte, siindigte er.

Kr[ankheiten] der Pflanzen sind Animalisationen. Krankh[eiten]

dfer] Thiere Rauonalisationen. Krankh([eiten] der Steine — Vegetationen.

(HI: 662-663, #601; II: 287, #336)
The fragment is intended positively, the evolution being a manifestation of the approaching
Golden A ge, an idea to which the second-generation Russian Symbolists responded.'??
Pasternak, however, apparently perceived the notion of poetic evolution discussed here
through the filter of Nietzsche's and Przybyszewski’s supermen or sickly, highly sensitive
“creativeindividuals™;'®® thus the connection of illness and sin was profoundly negative for
him in this context.

On the other hand, Pasternak’s response to a Novalis Fragment on the illness of
falsc enthusiasm and moral apathy is positive rather than polemical. Stanzas 2-5 not only
quotc the well-known proverb about hell paved with good intentions, but also echo

Novalis. The relevant Pasternak stanzas read:

MHe CcTHIAHO U AeHb OTO AHA CTHINHENA,
YT0 B BeX TaKHX TeHeMn
Bricoxas ogHa 6one3usb

'*I'This fragment underwent a different kind of reinterpretation by Belgian Symbolist Georges Rodenbach.
See Wemer Vordtnede, Novalis und die franzosischen Symbolisten, 69-71. On Pasternak’s conception of
poetry as sin, see E. V. Pasternak, “*Znachenie nravstvennoj propovedi L. Tolstogo v formirovanii
Pasternaka”, Pasternakovskie chtenija, 154-163. On Tolstoj in the Pasternakian notion of biography. see
. F. Varlamova, *B. Pasternak 1 L.. Tolstoj. K voprosu o tradicit™, Pasternakovskie chtenija, 164-170.
'ZOn the mystic and religious affinities of the two eras see V. Zhirmunskij, Nemeckij romantizm i
sovremennaja mistika (St. Petersburg, 1914), 196-199.

'53ee, for example, Stanislaw Przybyszewski's “Zur Psychologie des Individuums. I. Chopin und
Nietzsche™ (Berlin. 1890), which in turn is a response to Nietzsche's Also sprach Zarathustra. Pasternak
wntes in Ljudi i polozhenija of his youthful “intoxicaton™ with Przybyszewski (IV: 313). This will be
discussed further in Chapter Three.
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Eule 30Berca necHs.

YMeCTHO 1 NeCHbIO 3BaTh CYLLHi COROM,
YCBOCHHBIN € TPYAOM

3emnen, Op ocaBLIEHCA OT KHHUT

Ha nuku 1 Ha wTeik?

Bnarummn HaMepeHbLAMM BBIMOLLLEH afl.
YcTaHoBWICA B3TAAN,

Yr0, €CTH BLIMOCTHTb HMH CTUXH,—
[MpocraTca Bce rpexu. (I: 554)

Again, the word “passion” is significant in the Novalis subtext:
Affecten und Leidenschaften sind unterschieden. Jene [...] gehoren
zur Untugend. |...]
Moralische Apathie — Folge tugendhafter Gesinnungen.

Enthusiasm — Affekt des Guten — ist eine Krankheit — welche
Mattigkeit hinterlaft.
Das Gemiith in Ruhe, fest fiir das Gesetz entschlossen — ist der

Zustand der Gesundheit \/m moralischen Leben. (II: 393, #53; 111: 296-97,
#799)

Thus the illness of enthusiasm is opposed to the mind at peace here, approximating
Pasternak’s “tishina”, in contrast to the “Sodom™ verse. (Of course, both kinds of song arc
manifestations of illness in *“Vysokaja bolezn’”; Pasternak thus complicates the scheme.)'?*
En opposition to the latter type of verse Pasternak descnibes true “infectious”™ art.'** This is
the art of dust that keeps its own archive 1n stanza 13 (“Vedut svoj sobstvennyj arxiv/
Pvlinki [...]", I: 556)'* and of the parasites that spread the infection —the lice of stanza 6
and the rats and blood-dnnking wildcats in stanzas 15-17 (I: 557). From the poem:

B Te aHM Ha BCeX MpUNaNa CTPACcThb

'*Fleishman. Boris Pasternak v dvadcatve gody. 30.

'“Fleishman (Ibid.) writes of the opposition of the heroic attributes of the “earth™ as opposed to the
negatively treated “idiot, geroj, intelligent™. In a 1926 response to a quesuonnaire from Lenmgradskaya
Pravda Pasternak writes of the “infectiousness™ of art: “Stixi ne zarazhajut bol’she vozduxa, kakovy by ni
byli ix dostonstva. Raznosjashchej sredoj zvuchan’ ja byla Lichnost’. Staraja lichnost’ razrushilas’, novaja
ne sformirovalas’. Bez rezonansa linka nemyslima. Koroche govona. s poéziej dclo obstoit preplachevno.™
Quoted from E. Pastermak. op. cit., 392. On the theme of infectuon in Pastemak sce Flena Coler,
“Infection”. Symbolism and Immortality in Pasternak’s Poetics (Dissentation, The University of
Pennsyivania, 1991).

1%0n dust and the unpredictability of particies of matter, as opposed to Leninist “prjamolincjnaja logka™,
see Darlene Reddaway, **Pasternak. Spengler, and Quantum Mechanics: Constants, Vanables, and Chains
of Equauons”™, Russian Literature XXXI (1992). 64.
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K pacckasam, 4 3MMa HoyamMu
He ycrasana suamu npActs,
Kak nowanyu npagyt ywamu. (I: 555)

A 3a MOCKBOJ- peKOH XOPbKH,

Xopary rop/o neperpsi3ium,
BecnnoTHo nuan u3 peku

Tenno u 6onb 60nesuu soictuen. (I; 557)

Tep3sanuch ToM Xe CTPacTbIO KPLICHI.
Bens ¥ y HUX TaNaHT OTKPBIACA

U tHd y xaccel ¢ HUMK TpBI3ca

O KOHTpaMapKe Ha KOHLEPT.

U Tyt cymepuuyana cmepts. (1: 557)
The conventional negative connotation of these animals is tumned on its head, forin
Pasternak they are positive. The parasite in art harks back to Nictzsche's parasite in Also
sprach Zarathustra, cchoed in Belyj and in Pasternak's own “Istorija odnoj kontroktavy”,
to be discussed in Chapter Three.'*” The positive nature of Pasternak’s image becomes
clear only after examination of a key subtext, his own 1914 “Matena Prima” (I: 467).
There he describes the process of creation as the mixing of one’s own blood with that of
others and of the environment. His scarch for inspiration is depicted as the escape of biting
corpuscles out the window to mix with the surroundings, like rats to a nver, coming home
sated with the blood of the outside. His writing is called “dancing in pain™ (“kogda ja

tancuju ot boli™) while the rodents under the floor scamper about with bloody whiskers.

'7Nijetzsche wnites in Zarathustra: “[...] o meine Briider: scht zu, daB nicht ein $Schmarotzer mit euch
steige! Schmarotzer: das ist ¢in Gewiirm. ein knechendes, geschmeigtes, das fett werden will an euren
kranken wunden Winkeln. Und das ist seine Kunst, daB er steigende Seelen errit, wo sic miide sind; in
curen Gram und Unmut, 1n eure zarte Scham baut er sein ckles Nest.” Sce Sdamiliche Werke in zwolf
Binden (Stuttgart: Alfred Kroner Verlag, 1964-65). Vol. 6 (1964), 230-31. Belyj responds to the
Nietzschean tapeworm with the image of an art-vampire in “Protiv muzyki™ (Vesy, 3, 1907), 57:
“Muzyka— vampir, vysasyvajushchij dushu iz geroja.” In response to Belyj's article, Aleksandr Blok
wntes: “Vse skazannoe klonilos® k tomu, choby ukazat’ mesto lirika i nachertit’ obraz liricheskogo poéta.
On sir, 1 mir ne pnpimact ego. V ljuboj mig on mozhet stat’ ognennym vdoxnovitelem —1 parazitom,
sosushchim krov'. Sila ego sirotlivogo odinochestva mozhet sravnit'sja tol'ko s ego svobodnym 1
gordchivym shestviem v mire.” 'O linke", pub. in Zolotoe runo, 6, 1907. Quoted from Sobranie
sochinenij v vos'mi tomax. Vol. 5. (Moscow/Lcmngrad: Xudozhcstvennaja literatura, 1962), 134.
Pasternak wnites, closer to Nictzsche, of the soul as a tapeworm: "Dusha shevelilas™ v nem, kak soliter.™
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The poem mixes Futurist épatage with yet another pair of Jean Paul subtexts.'*® In Die
unsichtbare Loge Jean Paul writes of a feverish dream, inspired by a bloodletting, in which

the blood of many flows together into a stream:

Dieses Blut spritzte nachher an alle Phantasien meiner Fiebemnichte; [...]
alle Menschen schienen mir an einem langen Ufer einen Strom
zusammenzubluten [...] (I: 304)'%°

And in Hesperus Jean Paul writes of thoughts as mice who fight like otters (changed on the
paranomastic principle to Pasternak’s “xor'ki”, polecats, phonetically close to “xoral™) and
of tossing thoughts out the window of his mind:

Gedanken vielleicht, die aber, wie Feldmause, der Seele unter die FiiBe

springen und sich wie Ottern anlegen. Aber diirfen mir denn die Kantianer

ansinnen, daB ich das kieine Bild der schonsten Gestalt [...] zum Fenster

hinauswerfe aus der Villa meines Kopfes wie Apfelschalen und
Pflaumenkeme? (1: 584)

In fact in Novalis’s oeuvre illness is a result of heightened sensitivity, which itself
is equal to reproduction:
Die Krankheiten nehmen mit der Sensibilitaet iiberhand.

Sensation ist so gut wie Reproduktion. (HI: 659, #597; 111 234,
#419)

In Pasternak, as in Novalis, creativity, illness, and insanity are closely connected.
If for Novalis—

Kranckheiten miissen, als korperlicher Wahnsinn und zwar, als fixe
Ideen, 7um Theil angesehen werden. (I1I: 586, #217; HI: 25, #100)

—then in Pasternak’s essay “Neskol'ko polozhenij” iliness and insanity are all a part of the

artist's world, as we have seen 1n the discussion of this essay.

(IV: 448) On the tmage of the tapeworm in Pasternak and its roots in Niczsche's discussion of poetic lies,
see helow.

'®*Sce Barmes, Boris Pasternak: A Literary Biography, Vol. 1, 190-92; and Bames, The Poetry of Boris
Pasternak with Special Reference to the Period 1913-1917 (Dissentaton, University of Cambridge, 1969),
303-309, for commentary on “Matena Pnma™ and its relevance to Pasternak”s relationship with
Majakovsk).

'In another work, Vorschule der Asthetik, Jean Paul writes of a fevernish dream. associating it with poetry:
“Ohne innecre Notwendigkeit ist die Poesie ein Fieber, ja ein Fiebertraum.” Jean Paul Richter, Werke.
Finfter Band, hsg. von Norbert Miller (Munich: Carl Hanser Verlag, 1963), 230.
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In Pasternak the creative ones are “infected” by life; as in “Matena prima”,
“infection™ is an extraordinanly positive thing. He writes in an carly fragment, in a passage
quoted earlier,

—3TO 3HA4YMT, YTO XKH3Hb Obl/a B paMax, 1 pambl O6b1/TH HEU3MEHHBIMH,

HerMoNBAACTHbIMMK; HO M OHY 3apa3sH/IMCh XM3HBIO, CTAIH €10 [...] (IV:
721)

The notion of frames and lines has been discussed earlier; the frames are, of course, a

metonymy for the poet’s “infection” with life.

One aspect or correlate of this “infection™ is reproduction. This, too, is of course a
key metaphor in “Vysokaja bolezn™. In both illness and reproduction, in Pasternak’s
depiction, we have to do with a state of complete self-absorption and with a process of

spreading, of multiplication—like infection or reproduction itself. Pasternak writes in

“Neskol 'ko polozhenij™

Tokosanue — 3a6oTa NpuUpoabl 0 COXPAHEHUU MEPHATDIX, €€ BELIHU I

3B0OH B ywax. KHura — kak rayxapb Ha Toky. OHa HUKOTO M HMYETO HE
CABILLMT, OTTYLIeHHas coboi, ceba 3acmyumnBasca.

bea Hee nyxoBHbif pon He uMen 6b1 npopomkedusa. OH
nepesenca 6ul. Ee He 66110 ¥ 06e3ban. (1V: 367)

Novalis wnites of a “higher reproduction™:

Die Sinne [sind] an den Thieren, was Blatter und Bliithen an den
Pflanzen sind. Die Bliithen sind Allegoneen des BewuBtseyns, oder des
Kopfs. Eine hohere Fortpflanzung ist der Zweck dieser hoheren Bliithe
— ein¢ héhere Erhaltung — Bey den Menschen ist es das Organ der
Unsterblichkeit — einer progressiven Fortpflanzung — der
Personalitaet. (lIl: 663, #602; 11: 222.223, #182)

This Fragment is reflected in several Pasternak texts, besides “Neskol'ko
polozhemj”, where he speaks of the continuation of the species, just as Novalis speaks of
“hohere Erhaltung”. Pasternak also writes of poetry as the reproduction of trees in
“Opredclenie dushi”, where the ripe pear as the poet dies and the leaf as the song flies

further:

O He 6oitca, npUpocLlas necHb!

M kyna mopbiBaThcsa ellie HaM?

Ax, Hapedbe CMEpPTeIbHOE “30eCh” —
Hesnomek conporanbio cpauieHHomy. (1: 135)
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The pear in dropping, of course, leaves seeds which can fertilize, even as it dies.
The leaf rushes to other places, like the song. In Pasternak, the blossom or pear is the
poet, as 1s the head or consciousness in Novalis.

Similarly, Pasternak wnites in his early essay “Simvolizm i bessmertie™;

[ToaT noceaALLaeT HaraanHOe 6OraTCTBO CBOEH XH3HU
6esspemenHOMy 3HaueHH1I0. JKHBaA Qylua, OTYYXKHAeMast Y THYHOCTH B
nonb3y cBOGONHOM CyObeKTHBHOCTH,— eCTb GeccMepTre. Mrax,

6€CCMCPTHC ectb [103T; M Mo3T HUKOra He CYW ECTBO—HO YUIOBHE V1A
Ka4€CTBad.

[Toasua — Gesymue 6e3 6esymHoro. Besymmue — ecrecrsenHoe
GeccmepTHe; M0O33HA — GeccMepTHE, “NONYCTUMOE KYIbTYpOR ™.

3HaveHHe eIMHCTBEHHOTO CHMBO/IA MY3BIKH — PHTMa
HaxoAMTcA B no33uH. CoaepixaHue NMO3I3ZUH — €CTh MOIT KaK
6eccmepTre. PHTM cuMBOAM3upyet cobolo moara. (IV: 683)

This text completes the motivic connection between “Neskol 'ko polozhenij”,
“Opredelenie dushi™, and Novalis’s Fragments on the creative being’s “higher
reproduction” and immortality. Novalis wnites of a “progressive Fortpflanzung der
Personalitaet”; Pasternak writes of “zhivaja dusha, otchuzhddaemaja u lichnosti v pol*zu
svobodnoj subcktivnosti”. Both are definitions of immortality. Reproduction in its
arustic sense, creation, and immontality are the same thing for both wnters; moreover, bcth
descnbe this process of “higher reproduction™ in terms of a blossoming tree. Finally, in
both is drawn the connection between insanity and immortality. Pasternak places
discussion of the two back-to-back in his 1913 essay; in his 1918-21 essay, they once
again appear in association with each other. Illness is the same as the insane self-
absorption of the mating grouse — the book (or poetry); the poet’s state s defined as bott,
and as insanity, just as illness 1s a kind of physical insanity in the Novalis Fragment quoed
above. Physical and mental, outer and inner are intertwined.

Pasternak makes the same connection in “Neskol ko polozhenij™ the
“phosphoresence like an illness™ is the same artistic process as the self-obsession of the
mating grouse as poetry —a nsing temperature, convulsions, and “the purest insanity” (IV:

370)
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This insanity or illness is connected further in “Simvolizm i1 bessmertie” with
rhythm: poetry is “bezumie bez besumnogo™, and “rhythm symbolizes the poet”. This
echocs Novalis’s connection between one’s individual rhythm and health or fever:

Alle Mcthode ist Rythrmus. Hat man den Rythmus der Welt weg —

so hat man auch die Welt weg. Jeder Mensch hat seinen individuellen
Rythmus.

Die Algeber ist die Poésie.
Rythmischer Sinn 1st Genie.

(-]

Reitzbarkeit ist dcht rythmische Natur. Das individuelle Verhaltni3
der Reitzbarkeit und d[es] Reitzes ist der Rythmus der individuellen
Gesundheit. Ist dieses VerhdliniB fehlerhaft, so wird der fehlerhafte
Rythmus gesundheitswidrige Figurationen, Cantenationenetc.

hervorbringen. musikalische Natur der Fieber. Localkranckheiten. Gicht.
chymischer Rythmus — Die Lehre von den Associationen. (Reale —
schaffende Musik.) (I11: 309-310, #382; 11: 233-34, #217)

Rhythm symbolizes the poet for Pasternak; rhythmic sense is genius for Novalis.
Poetry for Pasternak 1s both insanity and illness. Novalis speaks both of the musical nature
of fever and of the musical nature of illness in general, in a Fragment quoted earlier in this
section. Rhythm/music, tIness/insanity, reproduction/infection are all correlates of
creatuvity for both pocts. Their manifestations are intertwined and at times interchangeable
in the associative networks of Pasternak’s and Novalis's work.

[t is not surpnsing, then. that if artis linked in some ways with illness, then falsity
i1s portrayed as hypochondna. This mouf appears, albeit not frequently and not with a
subtextual connection in the work of both wnters. Novalis writes:

Hypochondrie is pathologisirende Fantasic — mit Glauben an dic Realit|act]

threr Produktionen — Fantasmen verbunden. (111: 359, #535; [11: 84,
#395)

Pasternak writes of illness as faith and of the “desire for illness” in an early

fragment.

(TToBsA3KH, HaOXEHHbIE Ha 6ONBHYI0 ObIAb TOH PYKOH KY/IbTYPHI,

KOTOpas BpayyeT: PYKOH HayYHOTO H HPABCTBEHHOrO TBOP Y€CTBA,
[HanoxeHHbIe ITOH W pasMaTbiBaeMbie TOM, KOTOpas He 3HaeT
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M3MIEYEHHH M XO4eT 60/IE3HH: BEYHOM BEPHI: CHATHIE PYKOIO THPHKH,
AMpHUYECKOTo ackeTn3mal.) (IV: 776)"*°

In contrast, Pasternak wntes of hypochondna as falsehood, bursting into a
landscape of snowflakes which he. depicts in the same tone of falsehood which he uses for
the “intruder”/hypochondnac. (I: 558). The clashing motifs of truth and lies are an

important theme of this poem.

H, ocMenesun, KpenHer cHer,
Ckonb3s C NpUTBOPHBIM HHTEPECOM
[lo moaBOpOTHAM U MO peabcam,

M xnonss pByT 6Or 3Haer yToO,
O6nanuB Tenjoe NanbTo,

[IneTyT M pacmycKaloT MET/IM...

Bbl ckaxere: Kak cHer puBeTIHUB!
Han 6or emMy 3a TO — HO BApPYP
Otxyna-To0, Kak B 604Ky 60HOaph,
Ynaput 6yps u, MOMeIHB,

YnapuT myuue, # Ha CTYK

Bypany oronper ucnyr,

M B nBEpb BOpBETCA HITOXOHAP KK

M BripBET ABEPB Y BAC U3 PYK.

Bb! BCKpHKHeTe — KaK npHBepemHs!
[a 3xnaere nu Bol! (I: 558)

Throughout *Vysokaja bolezn'™ Pasternak works with a wide vanety of Novalis
subtexts on illness in 1ts vanous physical and spirttual manifestations, as the latter perceives
them: the 1liness of revolution, of the sin of transcendance, of affected enthusiasm and
moral apathy. He also expands on Novalis’s contrast of the poet and the hero, making the
hero negative, a participant in the general sin, something which Novalis does not do. In
contrast to his—conscious or unconscious— use of generally philosophical Novalis
subtexts on iliness to underline the moral implications of the “lofty malady”, Pasternak
works with grotesquely physical imagery from Jean Paul, which he tums on its head to
make positive, just as he inverts the intent of the Novalis fragment on transcendance,

lending it negative implications for the fate of poetry in his era. References to texts from

1% Cf . Baratynski). ' Boljashchij dux vrachuet pesnopen’e.”
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both sources underline his polemic with LEF on the responsibility of the writer;'*' quoting

the fragment by Novalis’s colleague and friend Friedrich Schlegel (which he identifies as

Hegel’s)'** on historians prophesying backwards, he adds ambiguously, “Ja sam

nemnozhko v ¢tom rode/ | sozdan pod takim uglom” (I: 561).

At the end of the poem Pasternak calls on the poet to “wake up and show [his)
pass” (“Prosms’, poét, i suj svoj propusk./ Zdes’ nc v obychae zevat’”, [: 562) Itistime
for the poet to heal the ills of the country, wet with a sickly cold sweat.'**

OnAare, Kyaa HH TAsHEWD, CBIPO.

[To Bcen cTpaHe XOMOOHBIF NMOT
CrpyuTca, 3auBas AbIpbl

C opoacrsom cpocuinxca cnodon. (1: 562)

This brings me to a third aspect of Pasternak’s intertextual ties with Novalis on the

subject of illness, involving the opposite tmage: that of the poet or artist not as the ailing

one, but as the doctor healing the world’s ills.'**
The *propusk” from “Vysokaja bolezn'™ appears again in the 1931 poem

“Krasavica moja, vsja stat’”, where poetry is no longer the sin but its opposite, its cure in a

sensc:

U pudma He BTOpEHbE CTPOK,

Ho Bxon u nponyck 3a nopor,

Y106 coarh, Kak nJaiy 3a 6naiwkoio,
bonesnn Tarocte TAXKYIO,

Bos3Hb ornacku H rpexa

3a rpomkoit 6nawkow cruxa. (I: 401)

"Sec Heishman, Boris Pasternak v dvadcatve gody, 29-34, in this regard.

132azar Fleishman, “K xaraktenstike rannego Pastemnaka™, Stat’i o Pasternake, 4-61.

»}On the social implications of “propusk™ as symbol for the poet's place in the society/orchestra, sce
Fomenko, op. cit., 102.

My remarks here cxpand on an observauon made by Professor Omry Ronen in his article “Pastemak,
Zamjaun and Bradshaw™, Elementa, Vol. 1 (1993), No. 2, 217. Ronen mentions Novalis's image of poetry
as ‘metaphysical medicine’ in reference to Pasternak. [ am grateful to Professor Ronen for allowing me 10
sce the typescapt of the arucle pnor to its publicaton. On the image of the poet as doctor in Pasternak
(without reference to Novalis), sce Leonid Dolgopolov, “Stranny;j doktor. K voprosu o lichnosti i xaraktere

shizncedejatel nosu geroja romana ‘Doktor Zhivago™™, Norwich Symposia on Russian Literature and
Culture. Vol. 1. Boris Pasternak 1890-1990. 178-189.
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If hfe 1s an illness, as Novalis wnites in a Fragment quoted earlier in this section, then
poetry 1s its cure.
Earlier I had noted Novalis’s fragment on illness as a musicat problem, its cure 2

musical solution. Pasternak responds to it with an image of Chopin treating an ailing

Ballade: "**

OnaTte aeneuwtero Llornen
K 6annane crpaxnmyluen oTo3BaH.

Koraa ee He naneuuts,

Bce nero 6yner B nudrepure.

Centyac M, Yep HbIE KITIOYH,

Hnb nosxe xposb Ham oTBOPHUTH eh? (11 217)

In his review of Majakovskij’s *Prostoe kak mychan’e”, Pasternak characterizes him ashe
does Chopin, treating ailing poetry. From an exerpt quoted eartier in the chapter:

OH noaxonuT K no3suM [...}, Kak Bpay K yronaeHHuue |...] oH xuso,

KaK XMpypr, 3HaeT, [...] 4T0 Hamo Aenarhb C HeM, YTOGHI 3aCTABUTH ee
astiark. (I1V: 366)

Alrcady in an early prose skeich, “Zakaz dramy”, the composer Shestikrylov is comparzd
not to a doctor, but to surgical thread sewing together the three strata of existence: the
necdy things of rcality, lyncism or music, and life, the “muzyka v xlop'jax™ (1V: 743-744):

Komnosurtop Llectukphinos 6bin TOH TepaneBTUYECKON HUTHIO,
KOTOpas AO/MKHA Obifa CLUKMBATH ONIEPHPOBAHHBIH MUPOMOPALOK | ... ]

K H3HBIO KOMAO3HTOPA CLUUBAIH ITH TPH CI0A, YTOOBI BbiLLLIO HeENOe
[...] (IV:744)

This image of poet-harmomzcr or -synthesizer appears again twenty vears later in

“Krasavica moja, vsja stat’™:
A B pudMax ymupaer pox,
M npaBaoh BXOOUT B Halll MUPOK
Mupos pasnoronocuua. (I: 401)

In developing his image of the poet-doctor and poct-synthesizer, Pasternak works with two

famous Novalis fragments:

'3 Cf. Baratynski), quoted above.



00051905

153

<Poesie ist die groBe Kunst der Construktion der transscendentalen
Gesundheit. Der Poét ist also der transscendentale Arzt. {...] Sie mischt

alles zu ihrem groflen Zweck der Zwecke — der Erhebung des Menschen
liber sich selbst.> (11: 535, #42; 111: 177-78, #52)

In Petnikov’s translation:

[To33ua ecTb BEAUKOE HCKYCCTBO YCTPOEHUA
TPaHUEHOEHTAIbHOTO 300poBbsa. [loaT, Takum obpasom,
TPpaHUEHAEHTATbHBIK Bpay. (12; 149)

Novalis also wrote of poetry healing the ills of reason. Here he adds a point on

which [ will elaborate later in this chapter, on truth and lies in poetry.

Die Poésie heilt die Wunden, die der Verstand schldgt. Sie besteht
gerade aus entgegengesetzien Bestandtheilen — aus erhebender Wahrheit
und angenchmer Tauschung. (I11: 653, #571; 111: 5, #10)

Die Lebensordnungslehre im strengern Sinn enthilt eigentlich die Kunst der
Constitutionsbildung und Verbesserung. [...] Der Kiinstler der
Unsterblichkeit betreibt die hohere Medizin — die Infinitesimalmedicin —
er betreibt die Medicin, als hohere Kunst — als synth(etische] Kunst. (I1I:
315, #399; I111: 106, #480)

The role of the “transcendental physician™ in Novalis is reduced in the early

Pasternak prose sketch to that of a mere tool, “surgical threcad™; this metonymic reduction is

a typical Pasternakian device and does not actually diminish the significance of the artist’s

role.”® “Infinitesimalmedicin” becomes surgery on life, the “muzyka v xlop'jax”,
), J

connecting 1t to the other strata of existence. This operation on the “miroporjadok™ echoes

Novalis's notion of Lebensordunungslehire. In marked contrast to the troubled image of

the arust in “Vysokaja bolezn’, in these texts, particuarly the unpublished early sketch and

the 1931 poem, the arust participates in the transformation of the world. It is significant in

this regard that in his depiction of the artist/surgeon Pasternak works directly with Novalis

texts, without the intermediary of late Romantic doubts in the antist’s ability to change the

world or neo-Romantic exaggeration of the artist’s power, the latter a notion against which

Pasternuk so violently reacted for most of his career. It is the early Romantic notion of

*On Pastemakian metonymy see Roman Jakobson, *Randbemerkungen zur Prosa des Dichters Pasternak ™,
Slavische Rundschau. 8. 1935, 357-374.
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transcendental artistphysician that remains the stronger late in his career, in its most

famous manifestauon, Doktor Zhivago.'>’

2.6 Novalis Reception, 1928-1956

Pasternak’s reception of Novalis continues in the period of Oxrannaja gramota and
Vioroe rozhdenie in a manner similar to that which characterized his poetics of the period
1918-28, with a tendency toward the kind of aesthetic statement, grounded to a great
degree in the writings of Novalis, that we have seen in “Neskol ko polozhenij”, and away
from the Futunst-style transformation of a Romantic text seen in the period of Poverx
bar’erov, Sestra moja thizn’, and the earlier poems of Temy i variacii. He “distills” motifs
from Novalis which appeared earlier in his work, and takes up new motifs which
correspond to his changing views and interests in this period. The motif of the light beam,
discussed earlier in the chapter, 1s an example of the former category. An example of his
change in choice of subtexts as his acthetics and world view changed is the switch from
subtexts on illness 1o subtexts on poetry as a healing force, examined in the previous
section.

One of the themes common to Pasternak and Novalis, extending back to
Pasternak’s carlier work, is the theme of poetry as truth and poetry as falsehood.
Pasternak speaks of poetry as both in his aesthetic statements. On the one hand, he writcs:

Heymenue HaltTH K CKa3aTb NpaBoy — HEOOCTaTOK, KOTOPOTO
HUKAKMM YMEHbEM FOBOPHTh HEMpPaBAY He NOKPbITh. KHHra — KuBoe
cymwectBo. OHa B MaMATH M B TOTHOM PacCyAKe: KapTHHBI U CUEHBI —
3TO TO, YTO OHA BHIHEC/Ia U3 MPOLLUIOTO, 3aMOMHHUAA U He COTNacHa
3a6bITh. (“Heckonbko nonoxenun”, [V: 367)

On the other hand:

13 According to Mixail Mejlax’s rcport on the proceedings of the 1990 Pasternak conference in Oxford
(which | did not attend), Renate Donng-Smumov delivered a paper on textual correspondences between
Novalis's work and Doktor Zhivago. | am therefore avording discussion of the novel until | have read her
paper. See Mejlax, “Jubilejny) god Pasternaka v Anglii™, Voprosy literatury, 8, 1991, 241.
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[To-pyccku BpaTh 3HAWMT CKOpee HECTH JIMLLHeEe, YeM
ob6MaHblBaTh. B TakoM cMbicae u BpeT HCKyccTBO. Ero o6pas o6HuMaer
XHU3Hb, 2 He HileT 3pUTensn. Ero ucTuHbl He M300pasuTenbHBl, a
Cnoco6HbI K Be4YHOMY pa3suTbio. (Oxpannas zpamoma, [V: 179)

I have quoted before Novalis’s charactenzation of poetry as a combination of

opposttes, “aus erhebender Wahrheit und angenehmer Taduschung” (111: 653, #571; 111: 5,
#10)

Thus, as critics have stated before, poetry in Pasternak’s opinion is truthful in
depicting what it sees, and false in altering that reality through an artistic vision. The
literary gencology of this view has been discussed by de Mallac.'*®

What has not before been pointed out, however, is that Pasternak, in discussing
prosc, almost exactly retterates Novalis’s words on historical writing. In “Neskol’ko
polozheni)”, Pasternak has written of poctry’s responsibility o convey the truth:

YyTbeM, Mo CBOEH OOYXOTBOPEHHOCTH, NP03a HILET M HAXOOUT
4e/10BEKa B KATETOPHH PEUuM, 3 €C/IH BEK €ro NULUEH, TO Ha MAMATh
BOCCO3RAET €ro, U NOOKHALIBACT, H MOTOM, A1A 6nara YeJ0BeYeCTBa,
[ENAET BUA, YTO HALL/IA €ro Cpenu coBpemeHHocTH. Havana atu He
CyL1eCTBYIOT OTAenbHO. (1V: 369)

In Heinrich von Ofterdingen, the hermit says the following about historical writing:

Wenn ich alles recht bedenke, so scheint ¢s mir, als wenn cin
Geschichtschreiber notwending auch ein Dichter sein miiBite, denn nur die
Dichter mogen sich aut jene Kunst, Begebenheiten schicklich zu
verknipfen, versichn. Inihren Erzihlungen und Fabeln habe ich mit stillen
Vergnugen ihr zartes Gefiihl fiir den geheimnisvollen Geist des Lebens
bemerkl. Es ist mehr Wahrheit in thren Marchen, als in gelchrien
Chroniken. Sind auch ihre Personen und deren Schicksale erfunden: soist
doch der Sinn, in dem sie erfunden sind, wahrhaft und natiirlich. Es ist fiir
unsern GenuB und unsere Belehrung gewissermaBen einerlei, ob die
Personen, 1n deren Schicksaten wir den unsngen nachspiiren, wirklich
einmal lebten oder nicht. Wir verlangen nach der Anschauung der groen

¥See Guy de Mallac, "Pasternak’s Critical-Aesthetic Views”. On the image of the tapeworm in Pasternak
and its roots 1n Nietzsche's discussion of poetic lies, see Enka Greber, “Boris Pasternak’s Prose Fragment
"Tn glavy 1z povesti’. The Arrangement of a Philosophical -Musical Subtext”, Poétika Pasternaka, 123-128;
idem. Imtertextualitét und Interpretierbarkett des Texts, 111-126; Jerzy Faryno writes of Aglaja’s lies in
Dostoevskij's Idiot as a subtext to Pasternak’s notion of falsehood in poetry: Jerzy Faryno, “Grecheskaja
gubka na zelenoj skamejke v “Vesnc' Pasternaka™, 190. Fet, following Tjutchev's “Silentium!”, also wrote
on the theme of poctry as hies: “Poézija est’ lozh'... | poét, kotory) s pervogo zhe slova ne nachinact Igat’
bez ogljadki. mkuda ne goditsja.” **\V' nashem dele istinnaja chepuxai est’ istinnaja poézija.” Quoted from
A. S. Kushner, *'I chem sluchajnc), tem vemec...”, Pasternakovskie chtenija, 172.
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einfachen Secle der Zeiterscheinungen, und finden wir diesen Wunsch

gewahrt, so kimmem wir uns nicht um die zufillige Existenz ihrer dulern

Figuren. (I: 259;1V: 137-38)

Pasternak also wnites in verse of his notion of altered truth, in a manner similar to
Novalis’s depiction of it

3oByT ux mobko. AnekcaHap baok,
CecTpa, XeHa 1 CbIH — HOYHON PHanKomn.
3oBeT ¥ ropon, a ¥ A JaneK

OT ucruHbl — U MHe ee He xanko. (I: 547)

MHe kaxercs, 2 monbepy c/oBa,

Foxoxue Ha Bauly NepBO3RAHHOCTS.

A omwn6ych,— MHE 3TO TPLIH-TPaBa,

51 Bce paBHO ¢ oLUKOKOR He paccTarych. (I: 227)

The poet’s conception captures a truth of a higher or more important kind."*® Thus
the formulation in Oxrannajagramota, which distills his earlier statement and, as is often
the case with Pasternak, bnngs it away from the earlier closeness to the Novalis subtext.

Two themes in Novalis to which Pasternak turns only in the late twenties are the
theme of the organic development of history, compared to the plant world, and the
distinction between the poet and the hero.

The latter has some connection to Pasternak’s contemptuous depiction of the “idiot
gero), intelligent” in “Vysokaja bolezn’™. I have pointed out a Novalis subtext to
Pasternak’'s dedication to Rilke in Oxrannaja gramota elsewhere and will not now touch on
1t."** Elsewhere in Qxrannajagramota, however, Pasternak once again approaches the

theme of the heroic in a negative sensc, 1n discussing his turn away from the “romanuc

manner” as he saw 1t. Pasternak writes:

3penutu Hoe noHKuMaHue Guorpaduu 6bin10 CBOHCTBEHHO MOEMY
BpeMeHH. Sl 3Ty KOHUENUKIO pasnenan co BceMu. f paccTtaBaics € Hel
B TOA €L € €€ CTAMH, KOraa oHa 6rina HeoOA3aTeNbHO MATKA Y

CMMBO/MIUCTOB, FepOU3Ma HE Npennonarana # Kposbio elile He naxia. (IV:
228)

' Compare Aleksandr Blok. “Tak beregi ostatok chuvstva, Xrani xot” tvorcheskuju lozh™: Lish® v legkom
chelnoke iskusstvas Ot skuki mira uplyvesh’.” Blok, Sobranie sochinenij v vos'nu tomax, Vol. Il1, 108.
'0See K. Evans-Romaine. "K voprosu ob otnoshenii Pasternaka k tvorchestvu Novalisa”, Shestve
Tvnjanovskie chienya. Tezisy dokladov i matenialy dlja obsuzhdemja (Rigas Moscow, 1992), 16.
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Novalis, in a contrast much like the one from Chapter Six of Heinrich von
Ofterdingen, opposes poets to heroes who seek blood:

Wenn du bei der Geburt gelichelt,

Und Dichtergaben zugewinkt,

Der, siiBe Gottin, der ermnngt

Nicht Lorbeern, wo das Schlachtfeld rochelt,
Und Blut in langen Stromen ninnt,

Der wird nicht in Tnumphe ziehen,

Den ihm ein schwarzer Sicg gewinnt,

Und nie von Stolz und Ehrfurcht glithen,
Wenn zwanzig Heere vor thm flichen,

Dem Reiz des Siegerruhmes blind.

Auch Hofintrigen und Kabalen

Kennt setne heitre Selle nicht,

Und bleibt selbst bei Ministerwahlen
Gleichgiilug, Ehre reizt ihn nicht [...]

(“An dic Muse”, I: 510;1: 121)

In the context of Pasternak’s biography and statements on the poet’s role at
meetings of the Writers Union (1V: 633-38, 640-45), this subtext is extraordinarily
significant. We saw earlier in the chapter, in the discussion of the Novalis subtext to the
1928 revision of “Edem”, that, as Fleishman has pointed out, the theme of history becomes
vital to Pasternak in the late 1920s; the importance of the theme does not wane for the rest
of his carcer. Both Pasternak and Novalis fight tradition in stating their vicws on the
“plant-like” growth of history. For both wnters, the metaphor of the historical tree 1s a
statement on their aesthetics. This mouf appears in the works of Schlegel as well. He
writes 1n Lucinde: “dieser Sturm und Drang der unendlichen Pflanze der Menschheit”. **!

Pastcrnak works with Novalis subtexts not only in his aesthetic statements
(Oxrannaja gramotain this period), but also in his book of verse Vioroe rozhdenie. In
poems [rom this book he works both with Novalis's aesthetic statements, so important to

him at this time, and with particular images or phrases.

"“'Friedrich Schlegel, Dichrungen und Aufsitze (Munich: Carl Hanser Verlag, 1984), 37.
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In the previous section of this chapter I discussed Novalis subtexts to the altered
notion of illness in Pasternak’s 1931 poem “Krasavica moja, vsja stat’”. There is also a

subtext on another theme:

KpacaBuua mos, BcAl CTaTs,
Bca cyThs TBOA MHe no cepauy,
Bca pserca Mysbiko cTaTh,
Y Bca Ha pudmsbl npocuTcsa.

A B pH@Max yMHpaeT poK,
M npasmon BxomuT B Halll MHPOK
Mupos pasnoronocuua (I: 401)

Like Pasternak, Novalis writes of the notion of a higher perception, characterized
by the idea of a higher music, in which dissonance is resolved.

Sensibilitaet und innrer Reitz (Seele) beziehn sich, als hoheres
Organ — {...] Auflosung der Disharmonieen — einfache Musik — hohere
Musik. (111: 331-332, #452; 111: 306-07, #839)

The cycle “Volny”, also from Vioroe rozhdenie, works with a number of Novalis
subtexts. The notion of seeing one’s life in a landscape from the opening poem, appears

also in Heinrich von Ofterdingen. Pasternak writes:

3neck Gyner Bce: nepexuToe
H To, yeM 1 ewwe xuspy,

MOH CTpeMICHbA H YCTOH,
M BuuenHoe HanBy.

[..]
Ko mHe 6erytT Mo nocrynk,
UcnbiTannoro rpebetuku. (1: 374)

In Heinrich von Ofterdingen :

[...] und so begann endlich die Wallfahrt nach den nahen Hiigeln. [...] In
Heinnchs Gemiit spiegelte sich das Marchen des Abends. Es war thm, als
ruhte die Welt aufgeschlossen in ihm, und zeigte thm, wie einem
Gastfreunde alle ihre Schétze und verborgenen Lieblichketten. {...] Nun
iibersah er auf einmal alle seine Verhaltnisse mit der weiten Welt um ihn her;
fiihlte, was er durch sie geworden und was sie thm werden wiirde [...]
tausend andere Erinnerungen seines Lebens kniipfiten sich von selbst an
einen zaubenschen Faden. (1: 251-252;1V: 128)
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Similarly, Pasternak wnites of the closeness of something far— the “remoteness of
socialism™:'*?

Tot panom, aanb counanKiMma.

Tob1 ckaxkews — 6nusp?! — Cpeab TECHOTHI,
Bo MMs XK3HH, rae COLIHCh MBI, —
[Mepenpasnsi, HO TONLKO Thi.

Tbl Kypu1UbCA CKkBO3b AbIM Teopu# [...] (I: 380)

Heinnch discovers the same paradoxes in the landscape:

Jene Fernen sind mir so nah, und die reiche Landschaft ist mir wie eine
innere Phantasie. Wie verdnderlich i1st die Natur, so unwandelbar auch ihre
Oberflache zu sein scheint. (I: 279-280;1V: 128)

As nature, reflecting one’s inner fantasy, is more changeable than it appears, so, we

are to infer, 1s the “remoteness of socialism™ which Pasternak describes.
The same paradoxes emerge in “Mne xochetsja domoj”, discussed earlier in the

context of its light beam mouf. A sound play similar to the one discussed previously in

regard to the second stanza occurs in the third stanza:

Myckait MOXXH3HEHHOCTH 3aaYH,
Bpacratwouwieit B 3aBersl OHelt, [...] (I: 375)

These lines, wnitten in the context of a poem about a desired transformation, have a

subtext in Novalis:

Das willkiirlichste Vorurtheil ist, daB dem Menschen das Vermogen
aufer sich zu sein, mit BewuBtseyn jenscits der Sinne zu seyn, versagt sey.
Der Mensch vermag n jedem Augenblicke cin iibersinnliches Wesen zu
seyn. [...] — die Gedanken verwandeln sich in Gesetze — die Wiinsche
in Erfullungen. Fiir den Schwachen ist das Factum dieses Moments ein
Glaubensartikel. (11: 420, #23; [1: 155, #22)

"2 On the political implications of “Mne xochetsja domoj”, see Aleksandr Zholkovskij, *'Ljubovnaja lodka.
uprgazh’ dlja Pegasa i poxoronnaja kolybel'naja (Tri stixotvorenija i tri perioda Pasternaka)™; idem,
“Mexamzmy “Viorogo rozhdenija™, Literaturnoe obozrene, 2, 1990, 35-41, idem, **Mne xochetsja domo),
v ogromnost’..." Bonsa Pasternaka: *Social'nyj zakaz', temauka. struktra”, /zvestja Akademii Nauk
SSSR. Serya literatury i jazvka. Vol. 50 (1991), No. 1, 20-34; some attention is devoted to Vioroe
rozhdenie in Zholkovskij's “[nvananty i struktura pocticheskogo teksta. Pasternak™, in Zholkovskij and Ju.

K. Shcheglov, Poétika vyrazitel'nosti. Sbornik statey (Vienna: Wiener Slawistischer Almanach. Sonderband
2. 1980).
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Here Pasternak works with the same sound play to underline the transition as dozs
Novalis: Gedanken/Geselze; zadachi/zavety. The underlying notion 1s one of a desired
transformation, a forced one in Pasternak:

U a npumy Tebn, kak ynpaxs |...] (I: 376)

The Novalis Fragment continues:

Auffallend wird die Erscheinung besonders beym Anblick mancher
menschichen Gestalten und Gesichter — vorziiglich bey der Erblickung
mancher Augen, mancher Minen, mancher Bewegungen — beym
Horen gewisser Worte, beim Lesen gewisser Stellen — bey gewissen
Hinsichten auf Leben, Welt und Schicksal. (II: 420, #23; 1i: 155, #22)

Pasternak echoes this in Oxrannajagramota:

H, noBepHYB ro/10BY, MOXHO Ob110 NOTPACTHCH, MOBTOPAA B TOYHOCTH
O@HO, CTPALUHO AaleKoe, TeNoABHXeHbe. [...] I Tpeneran, cnpaBass
RKBYXCOT/IETHE YYXHX teHHbIX Mbiul. (IV: 172)

This sensation is as much a “higher sense” which Pasternak tnies to convey, as a
convergence of motions. The same “magic™ occurs on Pasternak’s seeing a particular face:

3arem a ysuaan ero aMuo. OHO Nokasanoch MHE KOraa-To yxe
BMOEHHBIM, H TONLKO A HE MOT BCTIOMHHTD, rae 3710 6bino. (1V: 201)

Ths last phrase echoes a common device of Novalis's, used to support his noticn
of the underlying unity of all things, as in this sentence: “Es diinkte Heinnchen, wie de
Alte geendigt hatte, als habe er das Lied schon irgendwo gehort.™ (I: 250;1V: 125)

Finally, the end of “Volny™ contains a very famous pair of stanzas which have tvo

Novalis subtexts:

B ponctBe co BceM, HTO €CTh, YBEPACD,
M 3naAch ¢ 6ymyuwinum B ObITY,

Henbas He BNACcTh K KOHLY, Kak B epech,
B HectbIXaHHY10 NpOCTOTY.

Ho mb1 nowaxens! ve 6ynem,

Koraa ee He yTauMm,.

OHa Bcero HyxHee monam,

Ho cnoxuoe nousatHein um. (I: 381-382)

The Novalis subtext to the first line quoted, form Die Lehrlinge zu Sais, and 1ts

Petnikov translation, which Pasternak quotes almost exactly, have already been discussed.
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Here our concern is the paradox of simplicity and complexity, which concerns Novalis as

well, '

Brauchen wir zum Gewohnlichen und Gemeinen vielleicht
deswegen so viel Kraft und Anstrengung, weil fiir den eigentlichen

Menschen nichts ungewohnlicher — nuichts ungemeiner ist, als armseelige
Gewohnlichkeit?

Das Hochste i1st das Verstiandlichste — das Nichste, das
Unentbehrlichste. (“Bliithenstaub”, I1: 414, 416;11: 113)

Man versteht das Kiinstliche gewohnlich besser, als das Natiirliche.
Es gehort mehr Geist auch zum Einfachen, als zum Complicirten — aber
weniger Talent. (“Bliithenstaub™, II: 133)

Related to the first line of the Pasternak poem, “V rodstve so vsem...”, is the notion
of dissolution into all things. Here we leap into Pasternak’s late work, which has many
ties to his work of this middle period. Pasternak writes of dissolution in a poem from

Doktor Zhivago, *Svad’ba™

Ku3Hb Belb TOXe TOABKO MHT,
Tonbko pacrBopenbe

Hac camux BO Bcex apyrux

Kax 6u1 M B napense. (I11: 520)

Therc is a subtext which can be best seen in the Petnikov translation:

[Mo3a3ua pacrsopaect yyxnoe OuiTHE B CBOEM. (8; 146)

[t is not necessary here 1o examine Pasternak’s late poetry and its relationship to
Novalis texts, essentially for two rcaons: first, | have examined several examples of
Pastenak’s late poetry within the context of more general themes that stretch over many
vears of his career, and second, no real development occurs at the end of his career in
regard to his reception of Novalis texts.

Pasternak’s earliest expenments in verse and especially in prose improvise on
themes, motifs, and phrases from Novalis, with little efforts at a “covering” of subtextual
“tracks”. His poems of the teens tend to take one or more Novalis texts and “shift” the

imagery to a Futunst aesthetic norm, while essentially retaining its content and even its

‘2 On the theme of simplicity and complexity in Rilke and Pasternak, see G. S. Pomeranc, *Neslyxannaja
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romantic inclinations. His quotations from Novalis texts become more subtle and sparse as
his own poetic voice matures, in some texts from Sestra moja zhizn’ and Temy i variacii.
This s not the case with his aesthetic statement of that penod, “Neskol’ko polozhenij”,
where he quotes extensively from both Novalis onginals and their translations by Petnikov.
Here he works with a broad network of Novalis texts and builds images based on the
juxtaposition of several texts; he thus develops further a semax;tic field already developed
by Novalis, on illness/insanity/unconsciousness/storm/reproduction/immortality. This
semantic field, minus the elements of the storm and unconsciousness, is maintained in
“Vysokaja bolezn’”, where Pasternak draws on a wide variety of Novalis's richly vanied
writings on the manifestations and causes of illnesses. With this period one no longer sces
the subtextual presence of Sergej Bobrov, so pervasive in Pasternak’s Novalis subtexts of
1913-21.

Pasternak’s work of the late twenties and early thirties takes up new motifs from
Novalis, related to the poet’s role in history: that of the poethero, of the organic nature of
history in the poet’s depiction of it, of simplicity in poetry. Some themes and motifs, like
that of the hght beam and that of lies in art, are maintained.

His last penod essentially “disulls™ developments of carlier penods rather than
developing any new insights into the poetry of Novalis. Itis characterized by a truly
“distanced reiteratton”. Pasternak perceives Novalis texts through his own earlier wntings.
One s left with the impression that he ceased consulting Novalis texts after the penod of
his first autobiography.

Pasternak’'s reception of Novalis is, of course, affected both by the translations
which appeared in the first two decades of the twenticth century, and by the reception by
other poets. The most important of these i1s Bobrov, who was a great admirer of Novalis
and with whom Pasternak worked closely dunng that period. The perception of Novahs

by the “second generation” Symbolists, especially Aleksandr Blok and Vjacheslav lvanov,

prostota”, Pasternakovskie chtenija, 18.
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was so different from Pasternak’s “post-Symbolist” perception that it had little effect on
Pasternak, other than the likely indtrect effect of a stimulus. One can, on the other hand,
trace Pasternak’s indirect perception through the German post-Romantic tradition,
particularly Heine, in his depicuon of poetry as illness, as we will see further in Chapter
Four. Jean Paul’s work plays a significant role here as well, as it does in the poetry about
the mill of creation in both senses. As we have seen at the beginning of this chapter, the
work of Rilke occasionally serves as an intermediary as well, particularly on the theme of
inanimate objects in the poet’s perception.

Thus, typically for Pasternak, many different subtextual sources come into play in
any given text. He then alters the texts to fit his aesthetic vision, often drawing further
away from the source in later verions, as s the case with “Vysokaja bolezn’” or later
poems, like his late-life “Dusha”. Although the presence of Novalis fades toward the end
of Pasternak’s career, it does not disappear entirely. Certainly elements of Jena aesthetics

remain with Pasternak throughout his life, even when specific quotations no longer appear.
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CHAPTER THREE
PASTERNAK AND HOFFMANN

With the close of the nineteenth century and the advent of the Russian Symbolist
movement, interest in Hoffmann grew in Russia for the second time. Admiration for the
works of Hoffmann had been considerable in the twenties and thirties of the nineteenth
century, at the height of the Romantic era in Russian literature.' The revived interest in
Hoffmann in Russia at the end of the nineteenth century occurred parallel not only to the
Symbolists’ reexamination of Romantic sources, but also to an increase in German
publications of and about Hoffmann at the end of the nineteenth century.? The landmark
indicating the Hoff mann revival even before the beginning of the Russian Symbolist
movement was the 1880 publication of a translation of “Der goldene Topf™ by the
forefather of Symbolism in Russia, Vladimir Solov’ev. This translation and the
introduction were reprinted, in abndged form, in 1913. In his brief introduction to the
work, Solov’ev analyzed Hoffmann’s dualism in a manner which was bound to attract the
attention of Symbolists later: he charactenzed the relationship between the fantastic and
realistic in Hoffmann’s work as a dynamic interweaving or interpenetration, in which the
fantastic world of Hoffmann’s stories did not exist as a deus ex machina appearing
suddenly in the separate everyday, “realistic” world, but as simply the other side of that
same world.> Two new translations of Lebensansichten des Katers Murr, by Symbolist
Konstantin Bal’mont and M. A. Beketova (the aunt of Symbolist Aleksandr Blok),

appecared in 1893 and 1894 respectively. At the same time numerous other translations of

! For numerous listings of reference works on Hoffmann in early nineteenth century Russian literature, see
Z.V.7hitomirskaja, ed., “E. T. A. Gofman. Bibliografija russkix perevodov i kriticheskoj literatury”
(Moscow: Kmga, 1964), V. N. Toporov, Axmatova i Blok (Berkeley, CA: Berkeley Slavic Specialities,
1981). 182. and Gerhard R. Kaiser, E.T.A. Hoffmann (Stuttgart: Mctzlersche Verlagsbuchhandlung), 184-
188. For a full-length study of Hoffmann's impact on Russian literature, see Norman Ingham, £.7.A.
Hoffmann’s Reception in Russia (Wiirzburg, 1974).

? Zhitomirskaja, op. cit., 18.

*E. T. A. Gofman, “Zolotoj gorshok™. Perevod i predislovie Vladimira Solov'eva (Moscow: Al’ciona,
1922), 7. (Repnnt of the onginal 1880 version.)
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and publications about Hoffmann appeared in Russia. Finally, a new complete edition of
Hoffmann’s works appeared in 1896-99.* Toporov declares the peak vear for Russian
critical attention to the works of Hoffmann as 1914, when numerous articles on Hoffmann
appeared.® (The reader may recall from Chapter Two that 1914 was also the peak year for
interest in Novalis in Russia; that year several translations of and critical works on Novalis
appcared therc.) In 1914 the first Russian monograph on Hoffmann which discussed his
impact on Russian literary history appeared; its connection of Hoffmann with the comedies
of 18th-century Venetian Count Carlo Gozzi, a connection made that year also in the St.
Petersburg journal Ljubov' k trem apel’sinam (the utle of a Gozzi play), establishes the
background for Pasternak’s comparison of the two writers in his late correspondence, to be
discussed below.® This connection is anticipated before Ignatov's 1914 monograph by
Friche’s (Fritzsche's) more general study of the “nightmansh” in the history of literature,
entitled Poétika koshmarov i uzhasa, which devotes a considerable portion of the study to
Hoffmann.” The connection between Holfmann and Gozzi is continued by scholar and
criic Viktor Zhirmunskij, 1n his 1916 review of a new transiation of Hoffmann’s
Prinzessin Brambilla, where he sees Gozzi’s impact. The vear 1914 also saw the advent of
a new journal which propagated the work of Hoffmann: The [irstissue of Ljubov’ k trem
apel’sinam introduced a section entitled *Hoffmaniana™. The first of these publicatonsis a
pancgyric addressed to Hoffmann, which gives a bnef history of the writer's impact in
Russia and lists recent publications on Hoffmann (including the [gnatov monograph
mentioned above). The author of this picce promises to menuon Hoffmann in some form
or other tn cvery issuc of the journal; and indeed, 1n the next two issues of [ jubov’ k trem

apel'sinam the “Hoffmaniana™ section is continued, with slightly more detailed histones of

* Zhitomirskaja remarks that this edition is unul this day the most complete in Russian. Sce
Zhitomurskaja, op. cit., 19.

$ Toporov, op. cit., 165, 182-83.

©S. S. Ignatov, E. T. A. Goffman. Lichnost’ 1 tvorchestvo (Moscow: Tipografija O. 1.. Somovoj, 1914).
T V. ¥nche, Poétika koshmarov i uzhasa. Neskol'ko glav 1z istorii literaturv i 1skusstva na zapade
{Moscow: Xudozhestvennaja pechat’, 1912).



00051908

167

Hoffmann’s literary influence in Russia and quotations from Russian writers on
Hoffmann's work.® Particularly significant for Pasternak s literary biography is a brief and
scathing aruicle published in 1914 by his Centnfuge colleague, Sergej Bobrov. Always the
defender of I’art pourl’art, Bobrov criticizes the view of Hoffmann as fantastic satinst and
social critic and argues for the Symbolist-oniented view of Hoffmann as the isolated and
otherworldly poet, whose position Bobrov likens to that of the student Anselmus from
“Der goldene Topf™.” Given Bobrov's interest in Hoffmann, is it likely that he and
Pasternak discussed the work of the great Romantic. (Bobrov also praises Novalis’s
Heinrich von Ofterdingen in the article; it is also quite likely that he and Pasternak
discussed Novalis.) The following year, 1915, a new translation of “Prinzessin Brambilla™
by V. Engel’gart appeared and received considerable critical attention.'® A review of this
translaton by Viktor Zhirmunskij, published in 1916, continues Ignatov’s connection
between Hoffmann and Gozzi."'

Zhitomirskaja charactenzes the popular image of Hoffmann put forth in Russia at
the tum of the century as that of the “insane™ writer, creating his work “in the fumes of the
coffeehouse™, “under the influence of the wine-drenched air™.'* This depiction bears the
marks of tum-of -the-century artistic bohemianism. It is not accidental that interest in
Hoffmann revived m the Symbolist and post-Symbolist eras, when Romantic literature in
general enjoyed renewed interest. Bobrov, in the article from 1914 mentioned above,
charactenzes Hoffmann as stuck in the glass bottle of his own creations, his own unusual
impnsonment.”> The third “Hoffmaniana” takes quotations from [9th-century Russian

wnters on Hoffmann which take for granted the image of him as a halfcrazed genius,

cither reinforcing or arguing with that image. Alexander Herzen writes of Hoffmann:

® Vladimir Kajazhnin, “Hoffmamana. I”, Ljubov' k trem apel’sinam, 1, 1914, 58-59.

? Sergej Bobrov, "“T. Gofman i Professor ésteuki™, Trudy i dm, 7, 1914, 159-163.

12 Zhitomurskaja, 21.

" Viktor Zhirmunskij, “T. A. Gofman. Princessa Brambilla”, Russkaja mys!', February 1916, 1-2.
12 7hitomurskaja. 19.

1 Sergej Bobrov, op. cit, 159.
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Ero ¢anTasua npenenos He 3HaeT; OH NMULLET B ropayke, 61eAHbIN OT
CTpaxa, TPenmeLyL i npea CBOMMH BBIMbICIAMH, C BCKIOKOYEH HbIMH
BO/I0OCaMH, OH CaM OT YUCTOro cepaua BepuT Bo Bee [...]"

Vladimir Odoevskij, like Solov’ev after him, writes in “Russkie nochi™:

[...] ero yynecHoe Bceraa umeeT nBe CTOPOHBI: ODHY YHCTO
dbaHTacTHYECKY10, AP YTYI0—AEACTBUTENBHYIO; TAK YTO FOPALIN
yntatens XIX-ro Bexa HUCKONLKO He MPUT/IALLACTCA BEPUTH
6e3yCIOBHO B YyAECHOE MPOUCLLECTBHE EMY PacCKa3bisaemoe |...]

15
The cntic Belinskyj takes the stereotypical image of the sickly Hoffmann and engages in
polemic against the stereotype:

[...] B nepsbiit eule pas moHnAn A MpiCAHIO ero paHTacTHueckoe. OHO—
MO3THYECKOE OTHLETBOPEHHE TAHHCTBEHHbIX BPOXAEOHbIX CHIT,
CKPbIBAOLIUX B Hellpax Hawero ayxa. C 3TOi TOYKH 3peHu,
6onesvenHocTs FodpMana y MeHs ncueana—ocTanach onHa noasus. '

The Friche monograph also depicts the image of dark. gloomy, and insane
Hoffmann. He makes the same clear connection between the turn-of-the century
fascination for the nightmarish and that of the Romantic cra which Zhirmunskij's
considerably more scholarly study of Romanticism, Nemeckij romantizm i sovremennaja
mistika makes in 1914, in regard to other aspects of Romantic and Modernist poetics.
Friche charactenzes his own era in the following context:

Mcropus 3Haer nse TakHe IMOXH TOPXKECTBAa MPAaYHOro, KaK
HOYb, yOHHCTBEHHOTO MeCCHMHU3Ma—KOHeU PeHeccaHca M, Tak
Ha3blBaeMbiH, POMaHTH3M.

A Tenepb Ha HalLIKMX rnasax, B koHue XIX u Havane XX 8.,
NpOTEKAET TPEThA INOXA yXKaca Nepen XH3HbIO, TPEThA IMoxa
roCroAcCTBa CTPALIHbIX MacOK M YPOMNUBBIX FPHMaC.

ITHUM MOCAEAHUM O6CTOATENLCTBOM M BHYLLIEHA MBICL O
npemIaraeMoi BHUMaHUIO uuTatens pabore.”

Fnche charactenzes the Romantic cra as “insane™, in a phrase reminiscent of Pasternak’s

image of ailing February walking the streets and of creeping typhus in his poem “Vysokaja

"*“Hoffmamana. 3. Russkic pisatcli o Gofmane”, Ljubov' k trem apel'sinam. 3, 1914, 8S.
% 1bid.. 86.

' Ibid., 85.

V. Friche, Poétika koshmarov i uchasa, 5-6.
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bolezn'” (I: 555, 557, 1928 revision I: 274, 276), writlen ten years later. From Poétika
koshmarov:

Besymue croAno Ha Bcex yauuax, noacTeperaio Bo Bcex aomax.'”

Fnche links this Romantic-era insanity to the iliness of Modemism: in the words of
Modemist wniter Ola Hansson, as he quotes, the fear of life is the “illness of the century™.'?
Hoffmann, to Friche, is a perfect example of the illness and insanity of his age: he calls
Hoffmann the “classic expression” of the poetics of nightmares and horror, with his devils
and witches, salamander-maidens, women “suffering from vampirism”, doubles, and other
horrors.*® To Friche, Hoffmann’s originality lies in his everyday settings for these
nightmansh phenomena, in which everyday life is transformed into a fairyland of
mghtmares and horror.?!

Hoffmann, then, both in the 19th-century characterizations republished in 1914,
and 1n the early 20th-century depictions and studies, comes out as the sickly creator of
fantastic stories who lives a double existence and cannot be entirely a part of the world
around him. This dualism naturally struck a chord with the Russian Symbolists, who were
profoundly interested in the dualism of cxistence.

Itis precisely these characienizations, the mix of the cntical and popular views of
this great Romantic, that formed Pasternak’s early impressions of Hoffmann. Indeed. the
second 1ntroductory poem to Pasternak’s Sestra moja zhizn® follows the stereotype of the
Romantic writer given much later by Zhitomirskaja, albeit not mentioning Hoffmann
himself: “Poka ja s Bajronom kuril./ Poka ja pil s Edgarom Po” (I: 110). Pasternak began

to read Hoffmann cagerly at a young age. His brother Aleksandr writes in his memoirs that

¥ Ihd.. 139.
'? Ibid., 291.
* bid.. 165.
* Ibid., 166.
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Pasternak rcad Hoffmann and Jean Paul voraciously during the family’s 1906 stay in

Berlin.??

His early correspondence reflects his close reading of Hoffmann. ina 1913 letter
to his fnmend Konstanun Loks, Pasternak writes positively of his impressions from an

*anthological™ reading of Hoffmann:

Ho 3a 3o nucbMo n B3snca, sakpsisuun [odMara, koToporo s
nepeunTHIBaIO B OpUrHHane. Pasymeerca: —3.T.A., a He MOKOMHBII,
CKONMBLKO TTOMHUTCA, BUKTOP. 3T0 TOXe BEIHUMHA, KOTOPaA NOMIEXKHUT
nuTeparypHo# nepeouerxke. OH ymHee Banb3aka, [...] ¢ HMM Henb3s
PAcCTaTbLCA HA NOANOPOTE, MPEIOCTABMB EMY OOHOMY CKHTAaThCsA B €r0
cobcrBenHoM sambicne. Ho 3a HMM Clenyelunb A0 caMOFO KOHUA, M JaXKe
MOMyCyMacWIeAL M 3TOT KapbePHUCT M BU3HOHEP OTCTAET 32 TOGOM U
CTaBMT TOYKY PaHbllie, YeM €€ CTABHLUb Thl, €r0 YATATENDb.”

Pasternak's opinion of Hoffmann was to change radically by the end of his life.
Two late-life letters reflect this change. He wrote to Jacqueline de Provart in 1959;

Je n*avais jamais aamé ni méme compris (ct je ne crois pas de son existence)
le fantastique, le romantique, de lui-méme comme domaine indépendcnt, la
bizzareric d’un Hoffmann, par exemple, ou d’un Carlo Gozzi. Pour moi
i*art est une obsesston, I'artiste est un possédé, un homme atteint, frappé de
la réalité de |'existence, journaliére qui, pour une réceptivité chalercuse et
ammée apparait plus fabuleuse qu'un conte justcment par cct élémentde
prose toute nue ct quotidienne d ' habituel, d'ordinaire.**

Also toward the end of his life, he wrote similarly to Renate Schweitzer, who had
asked him to wnte an article on Hoffmann:

Den Romantismus hebe ich nicht als etwas amtsartig bewusstes,
sckundires, als Kunst in ciner Geneuniform. Dic unoffizielle Onginalitit
eines Gott{ned Keller [...] sagt mir viel mehr als alle Wildheiten
E.T.A.Hoffmanns. Andererseits, was wiare Dostoevsky und vielleicht auch
Dickens ohne Hoffmann!?*®

*2 Aleksandr Pasternak, Vosporinaniyja (Munich, 1982), 185-186. On Pasternak's interest in Hoffmann.
who “'put a spell on an cntire generation™, sec also E. B. Pasternak. introducuon to Pastemnak’s “Istonja
odnoj kontroktavy™, Slavica Hierosolvmitana, 1, 1977, 251.

3 Bons Pasternak. “Pis’ma k Konstantnu Loksu”. Published by E. B. and E. V. Pasternak. Afinuvshee.
Istoncheskij almanax, 13 (Moscow/St. Petersburg: Anthencum-Femks. 1993), 178. Dasa di Simplicio
menuons this letter in noting the importance of Hoffmann's atmosphere to Pasternak in 1914, See di
Simplicio, "Gienj 1 drugie. K genealogn ponjauja tvorcheskoj lichnosu u Pastemaka™, Pasternak-Studien,
149.

* Jacquline dec Proyan, Pasternak (Paris: Gallimard, 1964), 238.

*$ Renate Schweilzer, Freundschaft mit Boris Pasternak (Vienna, Munich, Basel: Verlag Kurt Desch. 1963),
80-81.
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A memoir wntten about Pasternak’s last years reflects this atutude. Pasternak says

virtually the same thing to Zoja Maslennikova, who asks him about his Hoffmann article:

[...] HanKcaTh 06 3TOM TPYAHO: POMAHTH3M C €r0 NOCTPOEHUAMM,
HHUYEM He NPOBEPEHHBIMH, A CKOpee OTBeprai.”

This change in attitude toward Hoffmann’s writings from his youth to his old age is
reflected, as one would expect, in Pasternak’s use of Hoffmann subtexts. In his early
work, Pastemak gquotes Hoffmann much more extensively than in his late work. In
contrast to his quotations of Novalis, however, the presence of Hoffmann subtexts in
Pasternak’s work often shows the overlay of contemporary writers who also read
Hoffmann. Subtexts from Hoffmann in some cases appear together with subtexts from the
work of Modemnist writers. This is understandable. given the extraordinary popularity of
Hoffmann in the first two decades of the twentieth century. This tendency continues well
beyond the first decade of Pasternak’s literary career, however; his late-life essay on
Chopin shows the presence of Hoffmann subtexts, together with the presence of neo-
Romantic reintcrpretations of the Hoffmann legacy.

Anna Ljunggren notes the importance of Hoffmann’s work in general, and of the
Hoffmann arust-hero 1n parucular, to Pasternak’s early prose sketches m her 1984 study of
those early expenments. Both Pasternak and Hoffmann were musicians as well as writers,
and Ljunggren points out that the musicians in Hoffmann's poetic world were particularly
inspining to Pasternak. She writes that “Hoffmann’s dreamer-heroes are particularly close
to Pasternak; poetic inspiration has its source in musical improvization. Music itself is
above the other arts, and the word only translates, decodes musical experience.”” These
otherworldly heroes cannot make themselves comprehensible to those around them. As

Ljunggren points out, it is not the normal, “uninitiated” listener who is the object of irony

* 70ja Maslennikova. Portre1 BorisaPasternaka (Moscow: Sovetskaja Rossija, 1990), 143.

7 Anna | junggren, Juvenilia B. Pasternaka. 6 fragmentov o Relikvimini (Dissertation, University of
Stockholm, 1984), 76.
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in both Pasternak and somctimes Hoffmann, but the artist himself to whom the irony is
directed. She compares one of Pasternak’s carly sketches, “Uzhe temneet”, with
Hoffmann’s “Ritter Gluck™ in this regard, noting the two-faceted relationship of

Pastermak’s prose sketch to Romanticism —on the one hand using the Romantic

(Hoffmann, as she argues) story as a model, on the other hand distancing himself from that
model through devices and urbanism more typical of Futurism.®

As 1s the casc with his early treatment of Novalis subtexts, Pasternak actually
improvises carly in his career on subtexts from Hoffmann in his carly prose fragments,
clearly using them as models. One example of this improvisation or reworking not pointed
out by Ljunggren is in Pasternak’s early prosc fragment “Byla vesennjaja noch’™. In this
fragment the visions of the insane artist Sasha Berg correspond very closely with a scene

from Hoffmann’s famous story “Der Sandmann™. Pastemak writes:

[To BpemeHam Bepry 4ynnnoch Kakan-To HEBHATHAA MY3bika
rae-TO B MOANOAbE. 3TO ObII0 OYEHB CTPAHHO.

Pa3 HOubIO, BHIHAA CTYy4aHHO U3 KOMHaTbl, bepr ysuaen s konue
kopuaopa Bypma B koxkanom ¢apTyxe ¢ pyuyHbimM ¢hoHapeM 1 10NMaTKOM
KaMeHuMKa; Bypm He 3amerun Bepra, HanpaBasack ¢ Kakou-To
3ayMYHBOCTbIO K BLIXOMHOM NECTHHLUE.

K yrpy Bepr He Mor BCROMHUTH KOtIMapa, AABHUBLLETO €T0 BO
CHe, HO OH He 3a0h1/1, YTO CHOBMIEHHE €r0 COMPOBOXAANACh KAKUM-TO
MOANOALHLIM neHbeM. (1V: 756)

Here we can find two, and perhaps three, subtexts from Hoffmann. The most

obvious is *Der Sandmann’™:

Coppelius trat hinzu und eine blaue Flamme knisterte auf dem Herde empor.
Allerlei seltsames Geriite stand umher. Ach Gott! —wie sich nun mein alter
Vater zum Feuer herabbiickte, da sah er ganz anders aus. [...] Er sah dem
Coppeltus dhnlich. Dieser schwang die glutrote Zange und holte damit
heliblinkende Massen aus dem dicken Qualm, die er dann emsig hammerte.
[...] alles um mich her wurde schwarz und finster [...] —ich fihlte nichts
mehr. Ein sanfter warmer Hauch glitt iiber mein Gesicht, ich erwachte wie
aus dem Todesschlaf, die Mutter hatte sich iiber mich hingebeugt. “Ist der

3 1bid., 124-26. | would arguc, in contrast to [ junggren, that the importance of the setting as more than
simply a background for cvents spnings not only from Futunism, but from the pre-Hoffmann Romanuc
(Novalisian) traditon. inhented through the Symbolists, of awe and respect for one’s surroundings, which
themselves are as much living and thinking beings as the hero.
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Sandmann noch da?” stammelte ich. “Nein, mein licbes Kind, der ist lange,
lange fort, der tut dir keinen Schaden!” (I: 336-337)*°

The music accompanying the otherworldly expenence of Pasternak’s insane hero
comes not from “Der Sandmann”, but from “Der goldene Topf™, where the green snakes of
inspiration sing to the student Anselmus with voices “like crystal bells” (“und es war, als
ertonten die Bliiten wie aufgehangene Kristallglockchen.” I: 182). The motif of inspiration
underground comes not only from “Der Sandmann”, but also from “Die Bergwerke zu
Falun”, following a pattern similar to that in “Der goldene Topf™, in which the hero finds

both otherworldly inspiration and his doom from the underground queen in the mine in

which he works obsessively:

Als er wieder hinabfuhr in den Schacht, kam thm in der Teufe alles
ganz anders vor wie sonst. Die herrlichsten Gange lagen offen ithm vor
Augen, er arbeitete mit verdoppeltem Eifer, er vergaB alles, er muBte sich,
auf die Obertliche hinaufgesticgen, auf Pehrson Dahlsjo, ja auf seine Ulla
besinnen, er fihlte sich wie in zwei Halften geteilt, es war ihm, als stiege
sein besseres, sein eigentliches Ich hinab in den Mittelpunkt der Erdkugel

und ruhe aus in den Armen der Konigin, wahrend er in Falun sein diisteres
Lager suche.” (III: 193)

This duality of the hero, perhaps the most salient quality in Hoffmann’s herocs, is
reflected in another carly Pasternak sketch, which rcads strikingly like the above passage in

“Die Bergwerke zu Falun™. Pastermak wntes in the early prose fragment “Mysh'™:

flcHo Kak 60Xy AeHb, YTO TBOPYECTBO UMEET NPaBO MOAOHTH K
Imutpuio HlecTuKkpbinoBy NHLLbL B TOT MOMEHT, KOTI1A OH MO30BET 3TO
TBOPYECTBO, KOT3, BEPHee, OH Pa3ABOMTCA M OAHA €r0 4acTb 3aMper
OT HEMCYHMCITMMBIX CKPELLLEHUA B HEM, & Ipyras — Ta YacTb, YTO
cTapiue (ero oTeveckoe CyLecTBo B HeM), GpOCHTCA HAa KaKOR-TO
MUCTHYECKHF OUIKOH €ro DYLUH ¥ CTAHET YEPTHTb TPEBOXKHBIE XKECThI

M 3BATH KAKOTo-TO HEH3IBECTHOrQ, HO HE Bora H BOO61.L[C HE q/luCCTBO
[...] (IV: 736)

The mouf of the “mystic balcony™ of creativity will come up again later in this
chapter, as will the theme of the ailing, insane, and isolated artist, also one of the most

significant and best-known themes in the work of Hoffmann. In the excerpts just

® ET.A. Hoffmann, Samtliche Werke (Munich: Winkler Verdag, 1960-1977). All quotations trom
Hoffmann will be taken from thus ediuon unless otherwise specified.
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discussed we can see in 1ts most obvious form Pasternak's reception of the Hoffmannian
concept of the dual nature of the arttstic personality. Pasternak will transform this and
other aspects of his reception of Hoffmann 1nto more veiled form beginmng already with

his first published verse.

An example of the increasing subtlety of Pasternak’s reception of Hoffmann texts
can be found in his earliest published poetry. Ljunggren, as mentioned above, discusses
Pasternak’s reception of Hoffmann’s “Ritter Gluck™, in the obvious forms similar to those
pointed out in this chapter in regard 1o other carly prose sketches. In fact, “Ritter Gluck”™
provides quite specific subtexts to several carly Pasternak texts on the nature of inspiration,
subtexts which go bevond the status of mere launching points for experimental
improvizations typical of his early sketches. In order to make the subtexts clearer in their
context, I will quote a fairly long excerpt from “Ritter Gluck”, and then turn to smaller
points in the text. From Hoffmann:

— Durchs elfenbeineme Tor kommt man ins Reich der Traume: wenige
schen das Tor etnmal, noch wenigere gehen durch! — Abenteuerlich sicht
cs hicr aus. Tolle Gestalten schweben hin und her, aber sie haben
Charakter —etne mehr wie die andere. Sie lassen sich auf der Heerstralle
nicht sehen: nur hinter dem clfenbeinemen Tor sind sie zu finden. Es ist
schwer, aus diescm Reiche zu kommen; wic vor Alzinens Burg versperren
die Ungeheuer den Weg—cs wirbelt— es dreht sich—viele vertriiumen den
Traum 1m Reiche der Triiume —sic zerflieBen im Traum —sie werfen keinen
Schatten mchr, sonst wiirden siec am Schatten gewahr werden den Strahl,
der durch dies Reich fahrt; aber nur wenige, erweckt aus dem Traume,
steigen empor und schreiten durch das Reich der Triiume —sie kommen zur
Wahrheit—der hochste Moment ist da: die Berithrung mit dem Ewigen,
Unaussprechlichen! —Schaut die Sonne an, sie ist der Dreiklang, aus dem
die Akkordc, Stermnen gleich, herabschicBen und Euch mit Feuerfaden
umsptnnen. — Verpuppt im Feuer liegt Thr da. bis sich Psyche
emporschwingt in dic Sonne.” — |[...]

“Als ich im Reich der Tridume war, folterten mich tausend
Schmerzen und Angste! Nacht war’s und mich schreckien die grinsenden
Larven der Ungehcuer, welche auf mich einstiitrmten und mich bald in den
Abgrund des Mecres versenkien, bald hoch in die Liiftc emporhoben. Da
fuhren Lichtstrahlen durch die Nacht, und die Lichtstrahlen waren Tone,
welche mich umfingen mtt ieblicher Klarheit. —Ich erwachte von meinen
Schmerzen und sah ein groBes, helles Auge, das blickie in eine Orgel, und
wic cs blickte, gingen Tone hervor und schimmerten und umschlangen sich
tn herrlichcn AkKorden, wie ich sic nic gedacht hatte. Meclodien stromten
auf und meder, und ich schwamm in diesem Strom und wollte untergehen:
da blickte das Auge mich an und hielt mich empor iiber den brausenden
Wellen. —Nacht wurde es wieder, da traten zwei Kolosse in glinzenden
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Harmischen auf mich zu: Grundion und Quinte! sie rissen mich empor,
aber das Auge ldchelte: ‘Ich wei3, was deine Brust mit Sehnsucht erfiillt;
der sanfte, weiche Jiingling, Terz, wird under die Kolosse treten; du wirst

seine siiBe Stimme horen, mich wieder sehen, und meine Melodien werden
dein sein!””— (I: 18-19)

This text descnbing the process of inspiration, which itself owes a great deal 1o
Novalis, 1s reflected in four Pasternak texts and a letter: two of his earliest published
poems, “Lincheski) prostor” and “Venecija”™; a slightly later poem from Poverx bar’erov,
“Mel’nica” (already familiar from Chapter Two); his first autobiographical essay Oxrannaja
gramota;, and a letter to his parents from July 1914, which describes the events related in
“Venecija™ and Oxrannajagramota. All of these texts have in common the description of
Pastenak’s expenence of inspiration. The relationship of the “Venice” series to artistic
inspiration may not be immediately evident; it becomes so only in the context of the rather
large body of Pastecmak works on the subject of inspiration. The Hoffmann subtexts make
the relationship clearer as well.

I will begin with “Mel'nicy™, as its role in the web of texts is the simplest.
Hoffmann's motf of spinning is commonly associated either with inspiration or some kind
of nervous attack (the two, of course, arc linked in Hoffmann). An excellent example of
this 1s “Der Sandmann™. Pasternak takes up this motif in “Mel’nicy”. If Hoffmann links
the sensation of spinmng, or vertigo, with inspiration (“es wirbelt—es dreht sich™), then so

does Pasternak:

Torpa npocbINaOTCA MEIbHHYHbIE TEHH,
Mx Mbican BOpoOUaOTCA, Kak xepHoBa. [...] (I: 99, 465)

The mouf of the shadow in the Hoffmann text, “sie werfen keinen Schatten mehr”,
1s clearly denived from Chamisso’s “Peter Schlemihls wundersame Geschichte”, with its

motf of the supemnatural tragedy of losing one’s shadow. This text is hinted at in the

Pastcrnak text as well (“shadows of mills™).3°

*® One sees the metonym of the shadow of something clsewhere in Pasternak as well, for example in his
""" Poxozh 1 on na ten’ gitary,: S kotoroj, teshas’, struny rvut.” (I: 205) Here.
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The mouf of vertigo associated with inspiration links “Mel’nicy” with another of the
Pasternak texts which the Hoffmann passage serves as subtext. Pasternak’s early poem
“Lincheskij prostor”, analyzed thoroughly by Fleishman, explores the many-faceted
expenence of artistic inspiration.”® A close look at the network of synaesthetic images in
Pasternak’s “lync space™ shows subtexts not only in Sergej Bobrov, as Flcishman has
pointed out, but also in the Hoffmann passage quoted above.

In both works, poctic inspiration is associated with the dawn. (The reader will
recall from Chapter Two that Novalis, whom Hoffmann read very closely and admired,
connects the dawn with spintual reawakening.) In Hoffmann:

[-..] aber nur wenige, erweckt aus dem Traume, steigen empor und
schretten durch das Reich der Traume [...] (I: 18)

In Pasternak the underlying image is that of dawn:

YTo H¥ YTPO, B n/IeHeHbY Oapbepa,
Henoron o6e3bpexxun 6pesenT,

Yepaaxku y KpecTbt MOHTONbdeEpa
BoipoiBaloTca B Opesxywnit Tenr. (1: 442)

The 1image of ascension already present in the first stanza is made in obvious

reference to the poct in the [ast stanza:

[TpupyueHHbIA HE BLITEPNHT OEpKyT,

M He ciepXHUT TBEpAbIHb KapaHTHH,

Te, uTo C TLINY, OECKPLINLHO MOMEPKHYT,—
OKpbINeHHO BCMbIIMWD Thl oaMH. (1: 442)

The distinction is made clear in the works of both Hoffmann and Pasternak that
only the poct will nse up, while others are left behind. Clear, too, is the parallel in both
texts made between the poet and the sun. This parallel is further underlined by the image of
firc in both texts. The Hoffmann text continues, underlining again the theme of artistic

Venigo:

however, the word “shadow™ implies the belittling of the hero. In Pasternak’s poem “Zerkalo™ we seea
mcaning closer to Hoffmann's text here: not the poet tumself is visible, but only the steam from his
cocoa. This image will be explored later in this chapter.
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“[...] Schaut die Sonne an, sie ist der Dreiklang, aus dem die Akkorde,
Stemnen gleich, herabschieden und Euch mit Feuerfaden umspinnen. —

Verpuppt im Feuer liegt Ihr da, bis sich Psyche emporschwingt in die
Sonne.” (I: 18)

In Pasternak, the sun is also depicted as a fiery source which bums the poet (in the
last stanza). In stanza two the sun/fire/dawn link becomes clearer:

HMx HanyTCTBYIOT 3HaKOM becranbim,
Bo3secTuBlUMM NOXAp KanaHye,

U npowalorca ganu ¢ onatom

Ha tBoe#t noropesiuen ceeve. (I: 442)

Thus in both texts the poet inspired is likened to a nsing sun, alone among the
uninitiated.

If we return to the Hoffmann excerpt just quoted, we reach another important motif,
that of the tnad or tnangle. This links the Hoffmann text not only with “Liricheskij
prostor”, but with the other four Pasternak texts, those belonging to the “Venice” series.
The tnangle appears in the penultimate stanza of “Lincheskij prostor™

M xoraa TeoN 6y XAAOWHUHA aHTeN

Hcnwitaer npuyanos Hanop,

KypaBnamMu HanaxeH, TPHaHTAD
Or3seHuT 3a Tpesoroio xopa. (1: 442)

Pasternak found the image of the triangle important enough to point out its
significance 1n an explanatory letter to Bobrov, which accompanied the text of the poem.
(Pasternak notes to non-musician Bobrov that a tnangle is an orchestral instrument.)** As
Fleishman points out, Pasternak’s poem works with the double image of the triangle to
indicate both the tnangular “lync space™ between poet, text, and reader discussed in
Bobrov's essay “Liricheskaja tema”, and the musical instrument.*® Pasternak is making
use 1n charactenstic fashion of a synaesthetic and bilingual pun, one which Bobrov would

also have appreciated. The sounding of the tnangle indicates the moment of the poet’s

' azar Fleishman, “Fragmenty ‘futuristicheskoj” biografii Pasternaka™. Slavica Hierosolymiana. 4, 1979,
79-113.

32 Pasternak, letter to Sergej Bobrov of 27 September 1913. Quoted from Pasternak. I: 729.
¥ Fleishman, Ibid.
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break away, the beginning of the flight of inspiration. The juxtaposition of the words
“tnangl” and “xorda” (in the sense of strings, here in the genitive plural)® constitutes a
similar pun with the French (and English) meaning of the word “chord” in music. The
image of flying cranes in the penultimate stanza reinforces the image of the triangle in its
visual, as opposed to aural, sense. The synaesthetic nature of Pasternak s imagery harks
back to the dual nature of light/fire and sound in the Hoffmann text: “Da fuhren
Lichtstrahlen durch die Nacht, und dic Lichtstrahlen waren Tone, welche mich umfingen
mit lieblicher Klarheit.” (I: 19) In both texts, the tnangle indicates a stnived-for unity and
the onset of inspiration associated with that sense of integnty. Hoffmann ends the scene

quotcd above with the message:

*[...} = Nacht wurde es wieder, da traten zwei Kolosse in glanzenden

Hamischen auf mich zu: Grundton und Quinte! sie nssen mich empor,

aber das Auge lichelte: ‘Ich weiB, was deine Brust mit Sehnsucht erfiillt;

der sanfte, weiche Jiingling Terz wird unter dic Kolosse treten; du wirst

seine siile Summe horen, mich weider sehen, und meine Melodien werden

dem sein!’” (1: 19)

The tmage of the tnangle brings us to the other related Pasternak texts, in the
*Vemce” senes. In this scries of texts the morning comes suddenly (in a metaphoric sense:
that 1s, the poct 1s awakened suddenly), and the positive image of the trianglc becomes
instead the three-fingered scorpio-like sign indicating a guitar arpeggio.*® Note that the

image of strings umtes the two Pasternak poems.

Bce 6b110 THXO, 1, OOHaKo,

Bo cHe st cabiwan KpHK, U OH
[MTopo6rem cMORKHYBLUETO 3HAKA
Eute TpeBOXHA HEOOCKNOH.

OH BHC Tpe3dyOuem ckopnuoHa
Han raanpio cruxwmx manponu |...] (“Venecija™, 1928, I: 56)

In the first, 1913, version of the poecm, Pasternak maintains the word “chord”,

more closcly associating the guitar chord with the scorpio sign:

* Many thanks to Irina Prihod’ko and Alexander Penkovsky for pointing out this meaning to me.
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Bucen cospyubem CkoprnoHa
Tpe3y6eu Boimepnx ruTap,
Euie mopckoro HebockaoHa
Yagauiua He Kacaaca wap;

B kpasx, noaBaacTHbIX 30[1HaKaM,
BaI/I rpoMKO OQHHOK aKKOPA.
TpexKanbiM He BCTPEBOXXEH 3HAKOM,
Bepiumn cBon Tymans! nopr.

3emnA KoOrda-TO OTOpPBAIACh,

I BOpLIOB pa3sBepHYTHIX TECHMA,
[Lraneron BcnabiAn apceHansl,
[Inaneron moHeCIMCh KoMa.

U Taliny 6piTHa 63 KOpHA
[TocTHr A B 4yac poXAEHbA AHA:
Oyam ¥ cHaM MOMM NIPOCTOpHeRH
CHoBatb B TyMaHax 6e3 MeHA.

M nenon 6euieHbIX LBETEHUN,

U nenoto B36etleHHbIX MOPA

CpbiBasics B 6pe3axyLuine TeHH

Pyxu e Bepapmuit akxopa. (“Venecija”, 1913, I: 435)

Hoffmann raises the same spectre of an unworldly insect in connection with

musical, and actually synacsthetic, inspiration:

“Als ich im Reich der Triume war, folterten mich tausend
Schmerzen und Angste! Nacht war's und mich schreckten die
grinsenden Larven der Ungeheuer, welche auf mich einstiirmten und
mich bald in den Abgrund des Meeres versenkten, bald hoch in die
Liifte emporhoben. Da fuhren Lichtstrahlen durch die Nacht, und die
Lichtstrahlen waren Tone, welche mich umfingen mit lieblicher
Klarheit. —Ich erwachte von meinen Schmerzen und sah ein
groBes, helles Auge, das blickte in eine Orgel, und wie es blickte, gingen
Tone hervor und schimmerten und umschlangen sich in herrlichen
Akkorden, wie ich sie nie gedacht hatte. Melodien stromten auf und
nieder, und ich schwamm in diesem Strom und wollte

untergehen: da blickie das Auge mich an und hielt mich empor iiber den
brausenden Wellen. [...]" (I: 19)

Hoffmann goes further in his metaphor to describe a sea of sound in which the

narrator wished to drown. Here the dream scene harks back to the first prophetic dream at

the opening of Novalis's Heinrich von Ofterdingen, in which the hero both wanders over

3 Om thus image see 1. P. Smimov, Porozhdenie interteksta. See also Joseph Bortnes. “*Nir mennesket tier
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the carth and seas and swims 1n a pool; Heinnch’s dream, like the dream here in “Ritter
Gluck™, sets the hero apart from others by his ability to be so inspired. Pasternak responds
to the metaphor of swimmung in sound. In the 1913 version he merely hints at this in his
images of the “mantime honzon” and of the “foam of rabid blossomings™ (which recalls
Pasternak’s extensive use of the image of sea foam throughout his work to indicate the
mythic birth of creativity, 1o be discussed later in this chapter). His hint at the tmage of the
“swim of inspiration” is strongest in the fourth stanza of the poem (“Zemlja kogda-to
otorvalas’...”, I: 435). In the 1928 revised version Pasternak makes direct reference to the
metaphor of the poet’s diving into a sea of inspiration. He does so, however, with his
charactenstic use of metonymy: rather than directly portraying the poet diving into the sca,
Pastermak portrays the city both directly and metaphorically as a Venetian woman diving

into the water.?®

Pasmokwuen kameHHon 6apaHko#
B Boae Beneuuns nasvina.

[...]

Tyna, ronoansie, NPOTHBACH,
lLnu BOAKLI, LINEHAAA C TOCKH,
Y roHnonm pyébuau npusnass,
Toua 0 NPHUCTAHb TECAKMU.

3a NONOHHOK HX CTOAHKOH

B ocrarkax cHa poxaanach ABb.

BeHneuwusn BeHeUHsIHKON

Bpocanach ¢ HabepexHbix Bnnasb. (I: 56)

The difference between the 1913 and 1928 versions 1n relation to the Hoffmann
subtext shows a technique simtlar to Pasternak’s relationship to subtexts from Novalis, as

descnbed in Chapter Two. At certain points Pasternak tends to move away from the

og bildet tater: Tanker om Pastemnaks estcukk”, Boris Pasternak och hans tid, 67-68.
* It is typical for Pastcrnak to portray himself in the form of female alter egos. The clearest example of

this is the herotne of hus story "Detstvo Ljuvers™ See Chnstopher Bamnes. Boris Pasternak: The Voice of
Prose. 14, and his Boris Pasternak: A Literary Biography.
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subtext, “covering his tracks”, in Fleishman’s words;*’ yet in other ways, his 1928
revision of the poem reveals other links to the Hoffrann subtext. If in the 1913 version
Pastcrnak makes more or less explicit the link between the image of the three-pronged
scorpion sign and the sign for a guitar arpeggio, making reference to Hoffmann’s use of
the word “chord” and harking back to Hoffmann’s imagery of the completed triad as a sign
of fulfilled inspiration, then in 1928, while abandoning the use of the word “chord”,
Pasternak recalls another aspect of the same Hoff mann subtext: the Novalisian swim of
inspiration.

This link with the Hoffmann subtext in both versions of the poem brings to light
another interpretation of the Pasternak text. On the one hand, as Smirnov points out,the
1928 revision of the text hints at the image of the injured woman, an image which recurs
throughout Pasternak's work, not the least in his novel Doktor Zhivago.*® (The scream
heard in the poem comes, in the 1928 version, perhaps from an “insulted woman”,
“zhenshchinoju oskorblennoj™.) It hints at the same time at the theme of suicide, also a
recurring theme in Pasternak’s work, as, for example, in his 1915 poem “Marburg”,
revised as well in 1928.>° In light of the Hoffmann subtext and its relationship to
Novalis's Heinrich von Ofterdingen, however, one can see the text as one of many images
in Pasternak’s work of a creative epiphany. This links the text to “Liricheskij prostor”,
which was discussed above in regard to the same Hoffmann subtext. Both these Pasternak
poems from his first book of verse depict the moming as a time of artistic awakening.
Both depict that awakening as a kind of break, as Fleishman has pointed out:*® in
“Lincheskij prostor” it is a break from the ties binding the poet to the earth to allow him to

fly upwards, and in “Venecija” it is a break from the land, signaled by the opening breaking

%7 Lazar Heishman, “'Fragmenty ‘futuristicheskoj’ biografii Pasternaka”, Slavica Hierosolymitana, 4, 1979,
79-113, and his “Problems in the Poetics of Pasternak™, PTL, 4, 1979, 43-61.

* 1. P. Smimov, Porozhdenie interteksta, 36-37. For a discussion of other subtexts to “Venecija™, see
Smirnov, op. cit.,, 35-46.

¥ Ibid. Sec also Smimnov, “Dostoevskij i poezija Pasternaka (‘Marburg'), in Dostoevskij und die Literatur
(Koln-Vienna, 1983), 275-96; and Fleishman, Boris Pasternak v dvadcatye gody, 107.
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of glass (*Ja byl razhbuzhen spozaranku/ Shchelchkom okonnogo stekla.”, 1928, 1. 56; or
the more revelatory: “Ja byl razbuzhen spozarankw/ Brjacan’em mutnogo stekla.”, 1913, 1:
435) to allow the poet to break free from the land outwards to sea. Both of these breaks are
harkened by a musical sound: the nng of a tnangle in “Lincheskij prostor”, and the sound
of a guitar chord in “Venecija”. The scemingly violent image of breaking glass and, in
1928, the suicide of an insulted woman can actually be seen as the dark side of the image of
that break from reality which, in Pasternak’s poetic world, is artistic inspiration.

This interpretation is underlined in Pasternak’s 1914 letter to his parents explaining

his experiences in Venice:

{...] rae 4yTKOCTH MOCTHTraeT TOro Npenena HanpsXeHUA, KOTaa BCe
FOTOBO CTaTh OCA32€MbIM M [IKE OT3BYy4aBliiee, OTYET/THUBO B3ATOE
aprefXHO Ha KaHane nepea pacCBeTOM NOBHCAET KaKUM-TO
WIEHUCTOTENLHBIM 3HaKOM ORHHOKHX B YTPEHHEM Gesmonbe 3BYKOB
[...] (I: 640, quoted from commentary to “Venecija™)

The connection of this image of artistic ephiphany to a drowning is also explained

by Pasternak to his parents in July 1914:

Ecau noBecTH 3T0 00 napanokca, MOXHO CKasaTh, YTO XYAOXKHHK
OKPY>KeH CHapy>H CBOEIO MBICALIO H TEM, YTO Ha3biBalOT BooOLL €
AYLLOH, H YTO OH HOCHT B ce6e BCe TO, YTO Ha3bIBACTCA OKP Y KAIOL UM
MHPOM, BCE TO, OTYETO AI0AH 3arOPAIOT H MPOCTYKHBAKTCS, YeM OHH
ABILIAT M YTO OHM BO3AENBIBAIOT. M ecu 6Bl XyA0XHHMK PelLMCca Ha
caMOyOHMCTBO, CKOXH, Pa3Be ITO NapanoKc, eUtd 6Bl A CKasan, YTO OH
RO/MXeH 3aTOHYTH CaM B cebe?"!

Finally, Pasternak’s description in prose of the events in Venice which prompted
the poem of that name, in his first autobiographical essay, Oxrannajagramota, shows a

further reference to the Hoffmann subtext:

B cruxax s nBaxapi npo6oBan BLIPa3MTh OUL YL €HHE, HABCEraa
csi3aBuleecs y MeHs ¢ Beneunen. Houblo nepen oTpesnom s
MPOCHY/CA B FOCTUHHLIE OT THTAPHOTO ap MeMKHo, 000pBaBLUErocs B
MOMEHT NpodyXneHHs.  mocrmewnn K OKHy, MOA KOTOPBIM T/IeCKanach
BOJIA, H CTa/T BIARMABI BATbCA B Ja1b HOYHOrO Heba Tak BHHMATENLHO,

* Fleishman. Boris Pasternak v dvadcatye gody, 225.

¥ Pasternak, letter 1o hts parents, July 1914. Quoted from Boris Pasternak ob iskusstve (Moscow:
Iskusstvo, 1990), 304.
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TOYHO TaM MOr ObITb C/1el MTHOBEHHO CMOKilero 3Byka. Cyas no
MOEeMY B3IJ/IANY, NOCTOPOHHH CKa3an Obl, YTO A CTIPOCOHbA UCCIEAYIO, He
B30LWIO MM Hal Beneunesn xakoe-HubyanL HoBoOe CO3BE3MME, CO CMYTHO
roTOBLIM NMpeacTasneHbeM o HeM Kak o Cosseanbu Iurapn. (1V:210)

This passage recalls Hoffmann's connection of chords with stars surrounding the

onlooker with fire:

“{...] aber nur wenige, erweckt aus dem Traume, steigen empor und

schreiten durch das Reich der Traume— sie kommen zur Wahrheit—der

hochste Moment istda: die Beriihrung mit dem Ewigen,

Unaussprechlichen! —Schaut die Sonne an, sie ist der Dreiklang, aus dem

die Akkorde, Sternen gleich, herabschieBen und Euch mit Feuerfaden

umspinnen. — Verpuppt im Feuer liegt Ihr da, bis sich Psyche

emporschwingt in die Sonne.” (I: 18)

This scene 1n Pasternak, viewed in the context of the Hoffmann subtext, is linked
as well to another poem of Pasternak about morning revelations, a poem which itself has a

subtext in Novalis, discussed in Chapter Two—*Marburg™:*

H Tononb — kopons. Koponesa — Gecconnuua.
M ¢pep3p — conosen. 1 TAHYCH K CONOBLIO,

M Houb nobexxnaer, PUTypbI CTOPOHATCA,

1 6enoe yTpo B 1HUO y3Hat. (1916, 1: 493)

The subject of *“Marburg”, we will recall, is the poet’s resurrection from thoughts
of suicide prompted by a rejected proposal of marnage, to thoughts regarding his future
vocation as a poet.

All of the texts we have examined here are ticd by the underlying theme of an
artistic “resurrection” of sorts. Artistic inspiration is depicted as a break delineating
darkness from light, bondage from freedom. Pasternak directly links death with new life in
his letter to his parents on artistic production as a kind of drowning within oneself. All of
this has as a subtextual underpinning the Hoffmann text, which depicts a similar artistic
“resurrection” in allegorical terms reminiscent of Mozart’s Die Zauberflite, complete with

the Masonic symbol of the tnangie. The pnce of inspiration is initial suffering. Only

*2(Cf. Feishman’s comparison of the two poems, **Venecija™ and “Marburg™, in regard to the transitional

state between sleep and wakefulness, imaginary and real: see Fleishman, Boris Pasternak v dvadcatye gody,
251
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arusts of genius make it through the gauntlet of tnals an artist must face. This
fundamentally Romantic notion is one which remains with Pasternak throughout his literary
carecr.
The play in the Hoffmann and Pasternak texts examined here between poetic flights
to the sky above and the sea below brings us to three more instances of intertextual

connections between Pasternak and Hoffmann on the theme of inspiration: the common

image of poetry or song as dueling nightingales, a small connection on the theme of the
inspirational light upward, and a larger network of connections on the theme of foam and
inspiration.

Pasternak’s famous poem on poetry, “Opredelenie poezii”, describes poetry in
terms of the matenal which makes it. The first two stanzas read as follows:

JTO — KPYTO HATMBIUMHCA CBHCT,

3T0 — uleNKaHbe CAABAECHHBIX TbAHHOK,
310 — HOYD, IefleH AL aA THCT,

JTO — ABYX CONMOBbLEB MOEAHHOK.

JT0 — CnankuH 3arNOXLUHH ropox,

3TO0 — cne3bl BCeeHHOM B I0NaTkKax,

Jro — c nyabros u ¢ paent — Figaro
Huasepraerca rpanom Ha rpaaky. (I: 134)

In Chapter Two, we examined Novalis subtexls to this passage, subtexts which
connect the image of poetry to nature which forms it; this 1s an 1dea which is critical 1o the
understanding of both Pasternak and Novalis. In Hoffmann, we find another subtext, one
which connects the poem to the world of man, rather than that of nature. Hoffmann must
clearly have had Novalis in mind, as is the case with much of his writing, in which he takes
a Novalisian image and alters or polemicizes with it. In this case, Hoffmann takes the
image of dueling mghtingales and places it in a salon setting. From his “Brnef des

Kapellmeisters Kreisler an den Baron Wallborn™

— Zudem hatte man mich auch ja heute abend anders vorgezeichnet; ich hie
namlich Doktor Schulz aus Rathenow, weil ich nur unter dieser
Vorzeichnung, dicht am Fligel sichend, den Gesang zweier Schwestem
anhoren durfte — zweil im Wettgesang kampfende Nachtigallen, aus deren
uefster Brust hell und glanzend die herriichsten Tone auffunkelten. —Sie
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scheuten des Kreislers tollen Spleen, aber der Doktor Schulz war in dem

musikalischen Eden, das thm die Schwestern erschlossen, mild und weich

und voll Entziicken, und die Schwestern waren versohnt mit dem Kreisler,

als in ihn sich der Doktor Schulz plotzlich umgestaltete. — (1: 291)

This passage from the insane musician Kreisler seems on the surface to have little in
common with the tone of Pasternak’s poem; common only is the image of the duelling
nightingales. Y et the salon setting of the duet brings this text closer to Pasternak’s Figaro
from music stands, and the overall image of the sisters singing in a duet and enclosing
Kreisler/Doktor Schulz into a “musical Eden”, in which they were reconciled with him,
comes close to the meaning of Pasternak’s definition of poetry in its context, within the
larger book of verse entitled Sestra moja zhizn’. Life and poetry/music are reconciled into
one, and heaven (or the universe) is brought closer to earth through artistic creation. Later
in the poem, however, Pasternak laughs at Hoffmann’s image of “musical Eden™. After
writing about poetry as elements of nature raining down from heaven, Pasternak writes in

the last stanza of the poem:

[Mrowe nocoxk B Boae — AyXoTa.
He6ocBon 3aBanuaca onbxoio.

3THM 3Be3naM K 1uuy 6 xoxoTath,

AH BcenenHan — Mecto rayxoe. (1: 134)

As we have seen in Chapter Two, with Pasternak's carly prose fragments, it is
typical Pasternakian technique to quote a Romantic image, and then to mock it. Here the
laughter 1s double, as Pasternak takes a Hoffmann subtext which is itself ironic, and then
treats even the ironic subtext with further irony. The underlying message, however, is far
from ironic; it shows Pasternak’s profoundly Romantic world view.*

Pasternak visits at several points in his verses the Romantic motf of the antist’s attic
or small studio. In the third poem of the “Vesna” cycle of Poverx bar’erov, “Razve tol’ko
grjaz’ vidna vam” (I: 83), Pasternak speaks of the “Zorkost’ cherdakov”, the “vigilance of

attics™. In his homage to Romanticism, “Pro et stixi” (I: 110), the second introductory

4 See also Victor Terras, “Bons Pasternak and Romantic Acsthetics”.
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poem to Sestra moja zhizn’, Pasternak writes of the poet metonymically as the poet’s attic:
“Zadcklamiruet cherdak [...]”". Pasternak’'s poem "1z suever'ja™ (I: 121), also from Sestra
moja zhizn’', has as its setting and as one of its themes the small studio in which he had

lived and wntten in the past:

Kopobka ¢ kpacHbIM noMepaHueM—
Mon xamopxa

O, He 06 HoMepa X MapaTbca,
[To rpob, mo mopra! (I: 121)

Thus recurnng motif of the tiny artist’s studio or attic is, of course, a Romantic
cliché. Nevertheless, one of the classic expressions of this motif is Hoffmann’s “Des
Vetters Eckfenster”. One can see similantics between Pasternak’s imagery and
Hoffmann’s in particular, in their common contrast of the closeness of the room with the
great space outside to which the room has access, being high above the ground. Hoffmarn

sets his tale as follows:

Es ist notig zu sagen, dafl mein Vetter ziemlich hoch in kleinen

niedrigen Zimmern wohnt. Das ist nun Schnftsteller- und Dichtersitte.

Was tut dic niednge Stubendecke? die Phantasie fliegt empor und

baut sich ein hohes, lustiges Gewdlbe bis in den blauen glinzenden Himmel

hinein. Soist des Dichters enges Gemach, wie jener zwischen vier

Mauem cingeschlossene zehn FuB ins Gevierte groBe Garten, zwar nicht

breit und lang, hat aber stets eine schone Hohe. (I1V: 598)

The interaction of inside and outside in the Hoffmann text is a common element of
Pasternak’s indoor landscapes as well, as, for examplc, in his “Zerkalo”, which will be
examined below.

The more important direction for Pasternak from the Hoffmann text examined in
detail earlier in the chapter is not upward, toward the sky, but downward, toward the sca.
A very important motf throughout Pasternak’'s poetry is the metaphor of foam for poetry or
creation in general. The most obvious antecedent of such a metaphor is, of course, from
Greck mythology and the birth of Aphrodite. Another, however, can be found in Novalis,

through the intermediary of Hoffmann. One of the key statements made in Novalis's

Heinrich von Ofterdingen, by Heinnich’s sceptical father, after having heard Heinrich’s
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account of hus first fantasuc dream, is “Traume sind Schaume” (I: 198). Hoffmann picks

up on the quotation from Novalis in his story “Der Magnetiseur™:

Triume sind Schiume, das ist ein altes kornichtes, recht ehrlich

deutsches Sprichwort, aber Ottmar hat es so fein gewendet, so subtilisiert,

daB ich, indem er sprach, in meinem Haupte ordentlich die Blaschen fiihlte,

die aus dem Irdischen entwickelt, aufstiegen, um sich mit dem hoheren

geistigen Prninzip zu vermihlen. (I: 148)

Alles das, was du mit deinem mystischen Alban aus allen Winkeln, ja ich

mochte sagen, gleichsam aus einer fantastischen Rumpetlkammer

zusammensuchst, um daraus ein kiinstliches Gebaude, dem jedes feste

Fundament fehlt, aufzufiihren, rechne ich zu den Trdumen, die nach

memem Grundsatz Schiaume sind und bleiben. Der Schaum, den das

Getrink aufwirft, ist unhaltbar, geschmacklos, kurz,

ebensowenig das hdhere Resultat der innern Arbeit als die

Spiéne, welche dem Drechsler wegfliegen, die, hat der Zufall ihnen

auch eine gewisse Form gegeben, man doch wohl nie fiir das Hohere halten

wird, welches der Kiinstler bei seiner Arbeit bezweckte. (I: 153-154)

This phrase in connection with Hoffmann finds expression in the writings of the
great 19th-century Russian cntic Belinskij, in a letter quoted in the third “Hoffmaniana”
published in 1914 in Ljubov’ k trem apel’sinam. Belinskij writes: “Xochetsja perechest’
ego ‘Chto pena v vine, to sny v golove.” — Al’bano ne fantasmagonja, a dejstvitel’nost’:
teper’ ja &to znaju.” * This quotation is significant for Pasternak not only because of the
famous phrase which inspires his wnting, but also because of the word “fantasmagona™
this was the title of a poem by Nikolaj Aseev, from his 1914 collection Nochnaja flejia.
Pasternak responded to this poem in his 1914 poem “Vozmozhnost™. Itis difficult to say
whether Aseev, himself an admirer of Hoffmann, read the entry in “Hoffmaniana”™ before
writing his poem, but it is possible.

Pasternak takes Hoffmann's gently ironic treatment of Novalisian “artistic foam”
and expands on the image, treating it at face value, rather than with Hoffmann’s irony. If
Novalis pokes fun at the very statement “Traume sind Schaume” as the closed-minded

opinion of an unfeeling cynic, Hoffmann’s character turns the saying around to condemn

frivolous storytelling as opposed to sernous literature. Pasternak connects the image to

*“Hoffmaniana. 3. Russkie pisateli o Goffmane”, Ljubov' k trem apel'sinam, 3, 1914, 86.
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Novalis’s motif of “cdible” nature as food for artistic creation, discussed in Chapter Two.
As the reader may recall, an intermediary text using this metaphor is Rimbaud’s “Oraison
du Soir”, in which the poet likens poetic inspiration to beer drinking and writing poetry (o
unnation. Pasternak picks up on the Hoffmann subtext, however, in likening poetic
creation not only to foam, but to sawdust, as Hoffmann’s speaker does. Both metaphors
for poetry are linked by the typically Pasternakian image of the storm.

The image of woodchips or sawdust as a by-product of poetic creation appears only
once in Pasternak, in “Mel’nicy”, discussed at length in Chapter Two:

Korpa e 6ecHyIOTCs KYpbl ¥ CTPY>KKH,
W nbiM KOpOMBICIOM, H NbIAb CTONGOM,
M napaor Kanaiu MERALUKAMH B KPYXKKH
U pesxko, u uspeaxa nuutp — cepebpom,—

Torga npocbiNaoTCA MENbHUYHbBIE TEHH,
Ux mbicin BopoualoTcs, Kak xepHosa |...] (1: 465)

In the context of the discussion of the poem in Chapter Two, it is clear that the
sawdust whirling from the ground is not merely atmospheric, but contributes to the general
metaphor of the milt as the creative process. This harks back to the Hoffmann text quoted
above; 1n contrast to the views of Hoffmann's speaker, however, the poem portrays all of
the details surrounding the turming of the mill as parts of the creative process which have a
significance of their own, as part of the general whirlwind.

The rmage of foam is treated in a similar way in Pasternak's poetry, only with still
greater significance. Itis atonce the reaction of nature to the storm of inspiration, and a
part of that creative storm (rather than the mere fluff which Hoffmann's speaker holds it to
be), as well as the foam of the Rimbaud beer of inspiration taken in by the poet. In the
Pasternakian storm of “Tema” in his “Tema ¢ vanjacijami” the foam is mythic, imdeseent,
indicative of the glow of inspiration. The companson of the illuminated foam to candles is
a clear signal in Pasternak, since he uses the metaphor (or metonym) of candles to indicate

the poct at work throughout his carcer. From “Tema™

Ckana u wropMm. Ckanau niawy ¥ wsna



00051905

189

Ckana u—IlymxkuH. [...]

B ocaraHeHbH AblOLLEECA MHBO

C ycoB 06pbiBOB, MBICOB, CKT # KOC,
Menein u munb. Y ryn, u nonbixanse
OxayeHHOM MTYHOH, KaK H3 JIOXAHH,
Mywsnsi. [ym % yag 1 wropm B3acoc.
Csertno kak aHeM. Hx ocBsiaer neHa
Or 3T0# TOYKH T/1a3 HENB3A OTB/IEYD.
[Mpubo# Ha cPHHKCA He XKaneeT cBey

M 3aMeHAET CBEXHMH MTHOBEHHO.

Ckana v wropm. Cxana u mraiy ¥ winsmna

Ha chunkcossix rybax — coneHbit BKycC
Tymanuocren. [lecok Kpyrom sananax

CbIpbIMH TTOUETYSMH METY3.

OH yellym He 3HAeT Ha CHpeHax,

M MoXeT M TOBEpPUTH B PhIOGHIt XBOCT

Tor, KTO XOTb pa3 C MX YaluleyeK KOMeHHBbIX,

Mun 6uslumitca kak o6 nex oroneck 3pesn? (I: 183)

The first vanation on the theme presented by Pasternak, “Original'naja”, continues
to develop the mixed motifs of sea foam and beer foam for poetic creation. The
development of these motifs involves recourse to a Novalisian image, that of the foam as
glowing phosphate, itself in Novalis also a metaphor for creativity:

['ne BBLICH OT yTeca moabpolleH

DOHTaH, H KOTO-TO NO3BATh

CpsiBalorcs rpebHH, HO — TOWHO

U crpawiHo, u — peerca pocdar. (I 184)

Pastiernak returns to the image of poetry as foam later in the book of verse Temy i
varijacii, in the poem *“Oreshnik™: “I pesnja—kak pena.” (I: 207). Finally, he returns to
the image of seafoam, hinting at poetry, in his 1931 cycle “Volny™ *“Kak pen’e morja
penoj voln.” (1: 374). This line recalls the motf of the “swim of inspiration” discussed
above in relation to Novalis and Hoffmann.

In Hoffmann's poetic world. and frequently in Pasternak’s, inspiration is
inextnicably linked with iliness. Inspiration frequently comes on, according to these
writers, only when the wnter is ill or insane. Pasternak occasionally treats inspiration itself

as an illness. This subject was discussed in Chapter Two; however, the image of the ailing
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artist is one of the hallmarks of Hoffmann’s work, and perhaps the one which left the
greatest impact on literature after him. It makes sense, therefore, that Pasternak would find
nich matenal in Hoffmann’s writings on inspiration as illness and on the ailing or insane
poet.

One of the most intriguing examples of this in Pasternak’s work is the poem
“Zerkalo”, whose most important underlying theme is the mesmeric daze of inspiration and
the resulting blumng of vision and reality. “Zerkalo™ is also one of the most complicated
Pasternak poems in regard 10 its connection with Hoffmann subtexts. As Anna Ljunggren
has pointed out, the poem forms a diptych with the following poem in Sestra moja zhizn’,
“Devochka”, so | will treat the two together here.* Jean Marie Schultz points out that
“Zerkalo™ involves a tightly intertocking network of sub-texts which defy efforts at one
unified interpretation.*® This is also true in regard 10 the subtextual network behind the
construction of the poem and its partner pocm. Both Schultz and Ljunggren point out the
importance of the mouf of mesmenism in the poem, Ljunggren going as far as to show the
presence of an anagram on the name Mesmer 1n “Zerkalo™.*” What they do not point out,
however, is that Pasternak 's acquaintance with mesmerism came in part through
Hoffmann. “Zerkalo™ and “Devochka™ quote a senes of Hoffmann texts on the themes of
mesmensm. rcality vs. illusion, mystenous events involving mirrors, and in particular
visions of a girl in mirrors.

“Zerkalo” opens with a reference o a Hoffmann subtext, from “Das ode Haus™.

The Pasternak pocm begins:

B Tpromo ucnapserca yailxa Kaxao,
Kavaercs Ti041b, H — npaMoin
opoxkoio B can, B 6ypenom H xaoc
K kauensm 6exut Tpromo. (I: 114)

5 Anna i_junggren, **Sam’ i "Ja sam’: smysl i kompozicija stixotvorenija ‘Zerkalo™, in Boris Pasternak
and His Times. Selected Papers from the Second International Svmposium on Pasternak. ed. L azar
Fleishman (Berkeley: Modem Russian Culture. Studies and Texts, Vol. 25, 1989), 224-37.

% Jean Mane Schultz., “Pasternak’s *Zerkalo'™”, Russian Literature, 13, 1983, 81-100.

I junggren. Schultz, op. cit.
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A Hoffmann subtext from “Das 6de Haus™ gives us a hint as to the contents of the
poem, called in its first vanant *Ja sam”. One scene in the Hoffmann story juxtaposes
cocoa steam and a mirror, in setting the story for the mystenes to come:

—Ich kehrte um und geradezu ein, in den leuchtenden Spiegelladen des dem

oden Hause nachbarlichen Konditors. —Mit kithlendem Atem den heiBen

Schaum von der Schokolade wegblasend, [...] (I: 464)

The steam blown from the cocoa sets in motion a motif which becomes very
important in the story, that of steam: the narrator finds that his breath in the mirror can call
forth the mysterious image of a girl who has seemingly disapppeared.

Nur so viel will ich sagen, da8 ich unaufhorlich die Versuche mit dem

Spiegel erneuerte, daB es mir oft gelang, das geliebte Bild durch meinen

Hauch hervorzurufen, daB aber manchmal die angestrengtesten
Bemiihungen ohne Erfolg blieben. (1: 473)

Pasternak takes Hoffmann'’s signal of the cocoa steam to hint at the subject of his
own poem, which had been made clear in the first draft title: himself, the one important
character in the poem who is 1nvisible in the mirror. He hints more clearly at this in the
scventh stanza of the poem, which had been missing from the poem’s first variant. We
will come to the seventh stanza below, Moreover, one of the underlying themes of “Das
ode Haus™ is magnetism, also one of the most important themes of the Pasternak poem.

Pasternak first hints at the theme of mesmensm in the third stanza. This is not an
obvious hint, however, and the connection to mesmerism becomes clear only through a
Hoffmann subtext, from the introduction to the second volume of Die Serapionsbriider.

The third stanza of the Pasternak poem rcads:

U k 3anHemy nznany, Bo Mpak, 32 KATUTKY
B crens, B 3anax COHHbIX /1€KapCTB
CTpyHTCA DIOpPOXKKOA, B Cy4YKax M B yIHTKax
Mepuatowmnn xapkus ksapu. (1: 114)
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The image of the “sleepy medicines”, reminiscent of a sleeping drought which, as
Schultz has pointed out, hints at the hypnotism later in the poem,*® hints also at a
Hoffmann subtext on mesmensm as medicine. This text, the introduction to the second
volume of Die Serapionsbriider, 1s one of the most important subtexts to “Zerkalo”.

Cyprian, Hoffmann's alter ego,*” writes:

“Erlaube”, nahm Cyprian das Wort, “erlaube lieber Lothar, dal ich
die Zweifel, die du heute gegen den Magnetismus zu hegen beliebst, nur
fiir das Erzeugnis einer augenblicklichen Stimmung halte. Was ist der
Magnetismus, als Heilmittel gedacht, anders als die potenziierte
Kraft des psychischen Prinzips, die nun vermag das Physische ganz zu
beherrschen, es ganz zu erkennen, jeden, auch den leisesten abnormen
Zustand dann wahrzunehmen und eben durch die volle Erkenntnis dieses
Zustandes ihn zu losen. Unmoglich kannst du die Macht unseres
psychischen Prinzips wegleugnen, unmoglich dein Ohr verschlieBen wollen
den wunderbaren Anklédgen, die in uns hinein—, aus uns heraustonen, der
geheimnsvollen Sphirenmusik, die das groe unwandelbare Lebensprinzip
der Natur selbst 1st.” (III: 262-263)

Magnetism aside, these are words quite charactenistic of Pasternak's world view in
general. The magnetism itself, though, is noted as a medicine against even the smallest
abnormal conditions. The most recent Russian edition at the beginning of Pasternak’s
literary career, the edition of Hoffmann’s collected words which appeared in Beketova's

translation n 1896, uses the same word as Pasternak for medicine:

YTo Takoe, B CAaMOM fiefle, MaTHETH3M, PACCMaTPHBAEMbIN KaK
nexapcTBo? He 60nee, Kak CHA BOMKM HaLLEro XyXOBHOTO CylLLeCTBa,
CTpeMALLAACA CMEpBa NMOHATHL Hawe GH3UYeCKoe Hayano, 3aTeM
MOAYHHHUTB €ro cebe, a HAKOHEL Mep eleNaTh COBEPLUEHHO, T.e.
BbINEYUTD. S| He mpeanonarao, Tobbl Th CTaN OTPHUATH
MCHUXUYECKYIO CHITY M HE TPUSHABAI YyAHbLIX, TANHCTBEHHbIX 3BYKOB,
NMPOHH3bIBAOLLUX BCIO HALIY KM3Hb W CTYXXALLMX VISl HAC KaK Obl
OTTO/I0CKOM TOM IMBHOM MY3bIKH cep, KOTOpas COCTABAAET CaMyio
mywy npuponst.”

Thus the hypnotic drug of the outside is a reference to the magnetism, under whose

power the poet finds himsclf. The soul of nature referrred to in the Hoffmann subtext is

*® Schultz, op. cit.
¥ E. M. Braudo, “E.T.A. Goffman. Ocherk” (St. Petersburg: Parfenon, 1922).
Y ET.A. Gofman. “Serapionovy brat’ja”. Chast’ II. Sobrante sochineniy (Moscow, 1896), II: 227.
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opposed to the soul of the poet which has disappeared into the mirror, as we find later in
the poem.

After a description of the garden and surroundings visible in the mirror in stanzas
two and three, Pasternak changes the motion outward toward the garden from the room to

its opposite direction, making the garden rush into the room and the mirror. The mirror

does not break, despite the impact of the garden flying in.

OrpoMHbIF can TOPMOLLUMTCA B 3a/1€
B TpiomMo — u He Obet cTeknal (I: 114)

This works in oppositon to Hoffmann, who in two works describes demonic or
insane characters who do break the glass. Images of a woman figure in both scenes,
reminiscent of Pasternak’s “Devochka™. In one instance, the demonic figure is described in
the context of a discussion of stealing the mirror’s image. From “Die Gesellschaft im

Keller™, part of “Das Abenteuer der Silvester-Nacht™:*!

“Es ist so ganz wahr,” sprach ich, “man mochte sagen, wie aus dem Spiegel
gestohlen.” Da sprang der Kleine wild auf, mit dem alten Gesicht und
funkelnden Augen mich anstarrend schnie er: “Das ist albern, das ist toll,
wer vermag aus dem Spiegel Bilder zu stehlen? — wer vermag das? meinst
du, veilleicht der Teufel? — Hoho Bruder, der zerbricht das Glas mit der

tolpischen Kralle, und die feinen weilen Hande des Frauenbildes werden
auch wund und bluten.” (1: 264)

In another case, in Die Lebensansichten des Katers Murr, a female character, the

Pnincess Hedwiga, loses her senses and shatters a mirror.

Versichern kann ich, hochgebietende Exzellenz, daB unser gnadigster Herr
sehr alarmiert sind seit dem Augenblick, als der gnadigsten Prinzessin
Hedwiga, man weifl nicht wie, die fiinf Sinne abhanden gekommen. Heute
standen sie am Fenster ganz hoch aufgenchtet wohl eine halbe Stunde und

trommelten mit den gnddigsten Fingern der rechten Hand schrecklich auf die
Spicgelscheibe, daB es klirrte und krachte. (II: 493)

' O. A. Gavnlova mentons this Hoffmann story as significant to Aleksandr Blok's work in her
unpublished diplomnaja rabota. *“Mouf zerkala i otrazhenija v tvorcheskom soznanii A. A. Bloka™. | am
grateful to Inna Stepanovna Prihodko for allowing me to see her notes on this paper.
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Pasternak opposes this dark Hoffmanntan tmage of a mirror cracking with the
positive solution of a mirror remaining whole. The mirror does, however, distort the
tmage, making 1t hypnotcally blurred. as if a hquid is being poured over it.

Kasanoch 6bi, BCE KO/UTOAUN 3A/THA
C komona no wyma B crBonax. (I: 114)

The reader may recall from Chapter Two that there is a Novalis subtext to this
image. There is also one in Hoffmann, with quite a different intent.

Hoffmann’s Lebensansichten des Katers Murr contains the motif of the distorting
mirror. In one case the mirror is just that, and distorts Kreisler’s image of himself. In
another case, called the “invisible woman”, Meister Abraham looks into the mirror and
hears a woman'’s voice speaking out from the mirror in Italian. In the Hoffmann text:

Unfern der Tiire, im vollen Schimmer des Lichts, erblickte Kreisler
sein Ebenbild, sein eignes Ich, das neben ihm daherschnitt. (11: 437)
[...]

Kreisler merkie die Wirkung eines verborgenen Hohlspiegels, und
argerte sich, wie jeder, dem das Wunderbare, woran er geglaubt, zu
Wasser gemacht wird. (li: 439)

{...] ein groBer Sptegel hing an der Wand, dcr Tiire des Zimmers
gegeniiber. Sowie tch zufallig vor diesen Spiegel trat, und meine Gestalt im
schwachen Schimmer erblickte. durchstromte mich ein seltsames Gefihl,
als befande ich mich auf dem Isolierstuhl einer Elekirisiecrmaschine. In
demselben Augenblick sprach die Stimme des unsichtbaren Midchens auf
ialiemisch: *Verschont mich nur heute, Vater! — geiBelt mich nicht so
grausam, [hr seid ja doch nun gestorben!” (II: 442)

Hoffmann puts this story 1n the context of Mesmer:

Er brachte diesen erhohten Zustand. in dem ein prophetischer Geist in dem
Madchen aufglihte. durch Kinstliche Mittel hervor—denkt an Mesmer
und seine furchtbaren Operationen— und versetzie sie jedesmal,
wenn sic wahrsagen sollte, in diesen Zustand. (I1: 445)

Pasternak, too, connects the liquifying of the mirror to mesmensm in the stanza

following the lines quoted just above:

HecMeTHLIH MHP CEMEHHT B MECMEPH3ME,
M tonbko BeTpy cBA3aTh,

YT0 NOMHTCS B XXM3HD 11 TOMAETCA B NPU3ME
W pano urparse B caesax. (1: 114)
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The hint at mesmensm, which appears immediately after the image of the mirror
covered with a fluid, brings to mind the Romanitic notion of a fluid connecting all living
beings, a notion associated with mesmenism. Hoffmann discusses this idea in the
introduction to the second part of Die Serapionsbriider, before the story entitled “Der
Magnetiseur”. The Serapion brothers discuss the powers and dangers of magnetism.
Dunng the discussion, Lothar calls any attempts to understand and manipulate the secrets
of nature through the operations of magnetism the “unsichern Herumtappen des
Blindgebornen.™ (I11: 263). (We will see a reference to blindness later in “Zerkalo™.) He

says further:

Ich will, ich kann nicht lcugnen, die Erfahrung ist mir entgegen, da8 das
willkiirliche Hervorrufen jenes potenziierten Seelenzustandes, ist er durch
irgendeine Abnormitit im Organism indiziert, moglich ist, daB ferner das

fremde psychische Prinzip auf hochst mysteriose Weise in irgendein

Fluidum, oder wie man es sonst nennen mag—in das vom Magnetiseur

ausgehende A gens iiberhaupt verkorpert und ausstromend (bei der

magnetischen Manipulation) die geistige Potenz des Magnetisierten erfassen

und jenen Zustand erzeugen kann, der von der Regel alles menschlichen

Seins und Lebens abweicht und selbst in seiner hochgeriihmten Verziickung

alles Entsetzen des fremdartigen Geisterreichs in sich tragt. (I11: 264)

In other words, Pasternak’s collodion poured over the mirror is connected through
the image of mesmensm 10 the notion of the psychic fluid to which Hoffmann became so
attached and which he discussed in his wntings. We have no evidence that Pasternak was
famihar with wntings on mesmensm and animal magnetism, but we do know that
Pasternak read Hoffmann eagerly. The hypnotic state in which the poet finds himself in
“Zerkalo™ recalls the hypnotic states of Hoffmann’s mesmensed characters as, for example,
in “Der Magnetiseur™.

But there is another clement to the hypnosis involved: loss of self. The first draft
of the Pasternak poem is called, as mentioned above, “Ja sam™. But “Ja sam” is absent
throughout the poem. The room, the outside, even the cocoa steam are visible in the
mirror, but not the onlooker himself. The following stanza of “Zerkalo” discusses the

potential loss of one’s soul into this mirror, a dilemma which again refers 10 a passage in

Hoffmann. Pasternak’s seventh stanza describes attempts to recover the soul of “Ja sam”
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from the mirror, then reiterates that the outside world is visible in the mirror, but the poet is

not.

Hyluy He B30pBaTh, KaK CENMUTPON 3a/1€Xb,
He BpipbITh, KaK 3aCTynoM Kian.
OrpoMHbI# Call TOPMOLIHTCA B 3a1€
B TpiomMo — u ne 6ber cTrexna (I: 114)

The notion of stealing an image from the mirror in Hoffmann has been mentioned
above. Hoffmann also plays with the idea of losing one’s mirror image, likened to Peter
Schlemihl’s loss of his shadow and implicitly in both Hoffmann’s and Chamisso’s tales to
the Faustian loss of one’s soul to the devil. Hoffmann wrnites in “Erscheinungen™

“Sie kennen nun mein grenzenloses Elend.” sprach cr, “Schlemihl, die reine

gute Seele, ist beneidenswert gegen mich Verworfenen. Leichtsinnig

verkaufte er seinen Schlagschatten, aber ich! —ich gab mein

Spiegelbild ifir—ihr!” (1: 267)

Stanza 8 of “Zerkalo” introduces the theme of creative blindness, a theme which
was discussed 1n Chapler Two in reference to Novalis subtexts. First Pasternak refers to
the metonym of blowing out his cyes rather than candles, and then to the image of slugs
crawling across the eyes of the statues outside. The eyes, in either case, are obstructed or

clouded.

M BOT, B FIMMIHOTHUYECKON 3TON OTUYH3HE
Huuem MHe oueh He 3anyTh.

Tax mocne noXas NponoA3alT C/AU3HH
[nasamu craryw B caay. (I: 115)

The reader will recall Hoffmann's reference to man’s blind efforts to command the
powers of nature through such operations as magnctism. In typical Pasternakian fashion,
the poet s helpless (cannot blow out his eves), and the garden identifies with the poet in
being helpless (with slugs crawling across the garden statues’ eyes). Both poet and outside
world are powerless before this hypnotism. These themes continue in the last two stanzas
of “Zerkalo”.

The second poem of the diptych, “Devochka”, introduces the theme of the branch

as the poct’s sister and a second mirror. The reflection in the mirror is now of the branch,
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this girl. Asl mentioned earlier, the mouf of a girl appeanng magically in a mirror appears
more than once in Hoffmann. [ have already quoted the passage in “Das 6de Haus™ in

which the girl’s beloved image appears in the mirror when the narrator breathes into it, and
the passage from Lebensansichien des Katers Murr on the “invisible woman” in the mirror.

In “Erscheinungen”, this motif appears more explicitly:

—Es war mir, als schwebe aus des Spiegels tiefstem Hintergrunde eine
dunkle Gestalt hervor; sowie ich fester und fester Blick und Sinn darauf
richtete, entwickelten sich in seltsam magischem Schimmer deutlicher die
Ziige eines holden Frauenbildes [...] (I: 265)

But there is another inversion presented in *Devochka”. Not only does the garden
rush into the mirror, as in “Zerkalo”, but the garden appears itself as a second mirror,
which rushes into the {irst. The first two stanzas of “Devochka” illustrate this, and make it

clear that the “devochka” (little girl) is the branch rushing into the mirror, and a metonym

for the entire garden, the poet’s second self:

M3 capa, ¢ kavenent, ¢ 6yxThi-6apaxTbi
B6eraer Berka B Tpiomo!

Orpomnas, 6au3kan, c kanie# cmaparaa
Ha xoHumnke kncTH npamon.

Can 3actran, mponan 3a ee 6ecnopsaKoM,
3a 6b10ULeR B TMLO KYTEPLMOH.

Ponnan, rpomanHan, ¢ caj, a XapakTepoM —
Cecrpa' Bropoe Tpiomo! (I: 116)

The magical reflective quality of the garden, brought even closer to the poet than 1n
“Zerkalo”, to the degree that it becomes the poet’s sister and second mirror, recalls a
subtext in Hoffmann, again on mirrors. In “Prinzessin Brambilla™ the narrator sees both
himself and a magic garden in the eyes of a girl, as in a mirror. She becomes both his
mirror and a mirror reflecting a landscape which inspires him to understand the spirit of

music. The Hoffmann text reads:

— Da waglt ich es, ihr die Augen zu blicken, die starr auf mich genchtet
schienen und in dem Widerschein dieses holdseligen Spiegels ging mir erst
der wundervolle Zaubergarten auf, in den das Engelsbild entriickt war. [...]
Denn nun erst wurde das Geheimnis der Musik wach und sprach in
Himmelslauten das Hochste aus — [hr konnet mir glauben, dafl ich nun
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wirklich selbst im Widerschein jencs wunderbaren Spiegels, mitien im

Zaubergarten stand. — (1V: 304)

In the same sense 1s the narrator of “Zerkalo™ and “Devochka” inspired, “healed”,
as Hoffmann’s Serapion Brothers would have 1t. The blindness described again in the
third and final stanza of “Devochka™, and the drowsiness inspired by the “sleepy” medicine
from “Zerkalo”, are symptoms not only of the hypnotic process of healing by magnetism,
but also of a state of artistic epiphany expressed as well in “Venecija” with its set of
Hoffmann subtexts on the same theme, discussed earlier. The final stanza of “Devochka™

Ho BOT 3Ty BETKY BHOCAT B PIOMKeE
H crasaT x pame TproMo.

Kto aT0,— rapaer,— r/iasa MHe pPIOMHUT
Tiwopemuon monckon apemon? (I: 116)

As the garden, 1n the character of the branch, is tamed, so too is the poet
“impnsoned”. Outside is brought inside. and the sleepy poet’s eyes are clouded over just
as the cyes of the garden statues are clouded by the slugs crawling across them. Both
inside and outside are enclosed in the hypnotic cloud of inspiration. An identification with
nature 1s in Pasternak’s poetic world a poetic self-discovery. The poet. in Pasternak’s
words, only “copies from nature™; in order to do so and to create, he becomes a part of his
surroundings, as occurs here 1n *Zerkalo™ and *Devochka”™. The outside world which had
been an Other at the beginming of “Zerkalo™. a land of dark chaos, becomes a second mirror
and a sister in “Devochka”. The mesmensm is doing 1ts healing work. In this way
Pasternak connects inspiration with a state of incapacitation. We cxamined subtexts to this
notion from Novalis in Chapter Two; here we see that Hoffmann is present in Pasternak's
work on the subject as well.

lliness in Hoffmann has both a positive and a negative side. On the one hand., it
can signify a kind of incapacitauon which comes with inspiration, much the same as one
can find 1n Novalis, as discussed in Chapter Two. We have just looked at an example of
that above. On the other hand, Hoffmann’s illness can also signify the ailing state (if not

vet death, as will later happen in some cases with Heine) of Romantic ideals epitomized in
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the work of Novalis. Both of these sides of the poetic or Romantic illness find expression
in Pasternak as well. It should be emphasized that inspiration and illness are closely
intertwined in Pasternak’s work. [tis significant that the cycle called “Bolezn’ in the book
of verse Temy i variacij immediately follows the cycle “Tema s vanijacijami”, dedicated to

the theme of inspiration. (Two poems from that cycle were examined above in connection

with the motif of foam in Hoffmann and Pasternak.)

Both Hoffmann and Pasternak connect headaches with inspiration. In Hoffmann, a
light headache brings on a state in which he can visualize his own operas. In “Der Dichter

und der Komponist”, Hoffmann writes:

Ich will dir zugestehen, daB meine Phantasie wohl lebendig genug sein
mag, manches gute Opernsujet zu erfinden; ja, daB, zumal, wenn nachts ein
leichter Kopfschmerz mich in jenen traumerischen Zustand versetzt, der
gleichsam der Kampf zwischen Wachen und Schlafen ist, mir nicht allein

recht gute, wahrhaft romantische Opern vorkommen, sondermn wirklich vor
mir aufgefithrt werden mit meiner Musik. (III: 80)

In *Nasha Groza”, Pasternak associates a migraine with both love and poetry. The
connection between the migraine and poetry is not clear for several stanzas.

O, Bepb HTpe MOCH, U BEpb
I'pemauien Bcnen Tebe Murpenu!
Tax rueBy aHa cynn6a ropers
JHYKOM B YepelleHHOA Kope.

[..]

Kyna MHe pagocTs nern Moio?

B cruxwu, B rpadneHHy10 OCbMUHY?
Y Hux pacrpeckanuch ycra

OT A108B NHCYEro THCTA.

OHHu, ¢ andasurom B 60pbbe,
TopsaT pymsiHuem Ha Tebe. (I: 138-39)

The images of the poison on the paper, and the burning of the verses like the
lover’s cheek, connects the migraine of love to the migraine of writing. Love and writing

become, in essence, one and the same.

Hoffmann also resorts to the image of poctry as poison. In a reference to Goethe
which Heine later makes in *Die romantische Schule”, Hoffmann writes in “Signor

Formica™



00051905

200

Ich meine namlich, daB solch eines Dichters Gemiit unbedingt vollkommen
gesund, frei von jedem Krinkeln sein musse, wie es wohl psychische
Schwichlichkeit oder um mitdir zu reden, auch wohl irgendein mitgebornes
Gift erzeugen mag. Wer konnte und kann sich solcher Gesundheit des
Gemiits wohl mehr ruhmen, als unser Altvater Goethe? (I11: 849)

The image of poetry as poison appears in Hoffmann in a manner which is
subsequently quoted by Heine. We will see 1n Chapter Four that Pasternak s “Pro éti stixi”
quotes an 1ronic portrait of the halfcrazed poet being forcibly poisoned by liquor.
Pasternak also quotes Hoffmann’s similar image. In the closing to Hoffmann's

Serapionsbriider.

Es gibt aber sonst ganz wackre Leute, die so schwerfalliger Natur sind, da3
sic den raschen Flug der erregten Einbildungskraft irgendeinem krankhaften
Scelenzustande zuschreiben zu mussen glauben und daher kommt es, da3
man von diesem, von jenem Dichter bald sagt, er schriebe nie anders,
als berauschende Getrinke genieflend, bald scinc fantastischc Werke

auf Rechnung iiberreizter Nerven und daher entstandenen Fiebers
setzt. (111: 994-995)

Pasternak takes this ironic portrait of the poet and strips it of its irony, glorifying the
Romanuc image of the half-feverish, half-crazed poct in his introduction to Sestra moja
thizn’:

INoxka s ¢ bafipoHom Kypwun,
Moka s nun ¢ darapom [No?

[loka B [lapbsa, Kak K OpYTY, BXOX,
Kak B an, B uenxrays u s apceHan,

| H3Hb, KaK JlepMOHTOBA APOXKD,
Kax ry6ui B BepmyT, okynan. (I: 110)

The poct in Pasternak is not only feverish, he is lame. In Chapter Two we saw
refercnces to this in regard (o subtexts from Jean Paul. Both writers equate lameness with
inspiration.  Pasternak’s image of his own coming to inspiration when becoming lame,
learning the rhythm of poetry and music as he walked unevenly, also has a subtextin
Hoffmann’s “Des Vetters Eckfenster”. We have already referred to this work in regard to
the quintessentuially Romanuc image of the poct’s tiny attic studio, where he (loats above
the world about which he wnites. The image of the lame poet, so important to Pasternak.

as we have seen carlier, appears here t0o. In the opening to Hoffmann's “Eckfenster™
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Meinen armen Vetter infft gleiches Schicksal mit dem bekannten
Scarron. So wie dieser hat mein Vetter durch eine hartnickige Krankheit
den Gebrauch seiner FiiBe ganzlich verloren {...]. Aber noch eine
Ahnhchkeit trdgt mein Vetter mit jenem Franzosen [...]. So wie Scarron,
schnftstellert mein Vetter [...] Doch eben dieser unbesiegbare Hang zur
Schnftstellerei hat schwarzes Unheil iiber meinen armen Vetter gebracht; die
schwerste Krankheit vermochte nicht den raschen Radergang der Fantasie

zu hemmen, der in seinem Innern fortarbeitete, stets Neues und Neues
erzeugend. (1V: 597)

Also as in Pastemak’s autobiographical works on the theme of his accident,

resulting lameness, and birth of poetic feeling, Hoffmann connects the lameness of the

cousin and his wheelchair-bound state with the creation of a kind of music, as his assistant

whistles to the rhythm of his moving in the wheelchair:

Meine Beine sind durchaus ungetreue Vasallen, die dem Haupt des
Herrschers abtriinnig geworden und mit meinem iibrigen werten Leichnam
nichts mehr zu schaffen haben wollen. Das heifit, ich kann mich nicht aus
der Stelle riihren, und karre mich in diesem Réderstuhl hin und her auf

anmutige Weise, wozu mein alter Invalide die meloditsesten Mirsche aus
seinen Knegsjahren pfeift. (IV: 599)

The notion of the wheel inspinng melodies recalls Pasternak’s image of the mills of

poetry, also examined in Chapter Two. There is more to it here, however; we will retumn to

the continuation of this excerpt from Hoffmann later in the Chapter.

lllness for Pasternak is not only the illness of any poet, but the Futunist-influenced

notion of the dcath of the Romanuc poet. In Pasternak, this attitude toward the Romantic

image of the poet 1s rather a dose of self-irony than an actuai rejection of that image, since

Pasternak remained to the end of his career a profoundly Romantic poet who never ccased

referring to the works and images of Romanticism. One image for the death of the

Romantic idol used in Hoffmann will appear later in Heine as well: Hoffmann takes

Novalis's symbol of the lyre to indicate the Romantic poet, and breaks the strings. In “Der

Kampf der Sanger™:

Als er eintrat zu Ofterdingen, lag dieser ausgestreckt auf dem Ruhebctte,
zum Tode matt, mit halbgeschlossenen Augen. Die Laute hing an der Wand
ganz verstaubt, mit zum Teil zermissenen Saiten. (I11: 282)



00051905

202

This image of the broken stringed instrument becomes an ironic portrayal of the
very artist who himself destroys the instrument. Here we see a parallel with Pasternak. In

Hoffmann’s Lebensansichten des Katers Murr:

“Die Guitarre™, brach der Mann endlich los, “ist doch das
miserabelste, unvollkommenste Instrument von allen Instrumenten, nur
wert von girrenden licbeskrankenden Schifen in die Hand gekommen zu
werden [...] —und nun Guitarre klimpem — Hasenfuf3! —Pfui Teufel!” —
Damit schleuderte der Mann das Instrument weit von sich ins Gebiisch, und
enfemnte sich raschen Schnttes, ohne dic Madchen zu bemerken.

“Nun”, rief Julia nach ciner Weile, lachend, “nun, Hedwiga, was
sagst du zu dieser verwunderlichen Erscheinung? Wo mag der seltsame
Mann her sein, der erst so hiibsch mit seinem Instrument zu sprechen weifl
und es dann verachtlich von sich wirft, wie eine zerbrochene Schachtel?”

“Es ist unrecht”, sprach Hedwiga wic im plotzlich aufwallenden
Zom, indem ihre verbleichten Wangen sich blutrot farbten, “es ist unrecht,
daB der Park nicht verschlossen ist, daB jeder Fremde hinein kann.” (II:
338-339)

Pasticrnak takes Hoffmann’s image of the broken instrument signifying the insanity
and death of the Romantic image of the poct and turns the instrument itself into a metonymy
for the poet as martyr, perhaps to his own itl-doing. In “Neskuchnyj”, from Temy i
variacii, a poem which depicts the aruficial garden which, as mentioned in Chapter Two, is
the opposite of the garden of true naturc charactenstic in the previous book of verse, Sestra
moja chizn’, Pasternak depicts the poct as the shadow of a tortured guitar.

M, okywas napx 3a crapohn

becenxow B 3arnoxwumn npyan,

[Toxox u OH Ha TEHb THTApPHI,

C koTopo#, Tewach, cTpyHbt pyT. (l: 205)

Not only is the sense of inspiration as illness common to both Pasternak and
Hoffmann; both wnters also discuss the incapacitation by what could be called “wniter’s
block™. There 1s a secnes of poems on this theme 1n Pasternak’s second book of verse,
Poverx bar’erov. Hoffmann writes on this topic less often. In “Des Vetters Eckfenster”,
he connects the lameness of the artstic cousin to his creative gift, as was examined above.
The cousin also suffers from the 1nability to put his inspiration into words, however:

Aber den Weg, den der Gedanke verfolgen muBte, um auf den Papicre

gestaltet zu erscheinen, hatte der bose Diamon der Krankheit versperrt.
Sowie mein Vetter ctwas aufschreiben wollte, versagten ithm mcht allein die
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Finger den Dienst, sondem der Gedanke seibst war verstoben und

verflogen. Dariiber verfiel mein Vetter in die schwarzeste Melancholie.

(1V: 597)

Pasternak’s “Mel’nicy”, part of the senes in Poverx bar’erov on stified inspiration,
connects the wheel image from “Des Vetters Eckfenster” quoted above and the image of
thoughts turning to dust. The giant mill in Pasternak’s poem raises dust before devouring

everything around it.

M Besnbe xpbla1 y HAOKpBIABEB
/KykoB — H ronoBOKpyxeHbe ronos,

OT nbi/AK, FOTOBOKPY>XXUTEIBHOW NbIIN
M OT NNACOBBIX FONOBELLIEK KOCTPOB.

Korga xe 6ecHYI0TCA Kypbl M CTPYXKH,
M obiM KOpOMBICIOM, H NBIMBL CTONOOM,
M nanalor xanam MeaAlIKaMH B KPYXKH
M pesko, 1 uspenka auus — cepebpom,—

Torma mpockINanTCca MENBHUYHbIE TEHH,
Mx Mbican BopodaloTcs, Kak xepHosa |...] (1: 465)

The same image of dust for unproduced poetry appears in the poem “Dusha”, from

the same senes 1n Poverx bar'erov:

O,— B KaMHe CTHXa, ADKeE €CTH Thl KAHY N,
YTonneHHHUA, AKE eCTH — 1 AbL/IH,

To1 6bewucs, kak 6unach kusixHa TapakaHoBa,
Korna ¢espanem 3anuno pasenun. (I: 73)

Analogous images of dust, flakes, sait, and dry lcaves pepper the entire section on
sufled inspiration in Poverx bar’erov. This is to be distinguished from the monad-like or
quantum-like image of particles elsewhere 1n Pasternak (in his carly prose and throughout
his poetry, as discussed in Chapter Two);** here, the particles indicate the dry lack of
fertility (as opposed to the water imagery splashed throughout Sestra moja zhizn'), or the

decay of death. The cousin’s thoughts turn to dust in the Hoffmann story, and the poet’s

52 On thus image of particles in Pasternak, sce Darlene Reddaway, **Pasternak, Spengler, and Quantum
Mechanics: Constants, Vanables, and Chains of Equauons”, Russian Literature, XXX! (1992), 64.
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thoughts are either turned to dust or remain undeveloped or unfertilized as dust in the

Pasternak poems.

As is the case with Novalis, Pasternak’s responses to Hoffmann texts become less
and less frequent with the years. A notable exception to this is his article “Shopen”, wntten
in 1945. The essential thesis of Pasternak’s article is that Chopin was a realist, not a

Romantic, in his work. This thesis is echoed in regard to other Romantics in many of

Pasternak's late-life wnitings and letters.

Yet the essay on Chopin takes subtexts from Hoffmann, whom Pasternak rejected
late in his life as the representative of the fantastic and unreal, opposing him to German
realist wniters whom he admired more late in life, as we saw in letters quoted at the

beginning of this chapter. Pasternak opens his essay as follows:

llerko 6bITH peaTHCTOM B XXMBOMHCH, HCKYCCTBE, 3pMTENBHO
06pallleHHOM K BHEWIHeMY MHPY. Ho 4TO 3HaUMT peanusm B My3bike?
Hurae yCnoBHOCTL M YKIOHYHMBOCTDb HE MPOLLAIOTCA TaK, KaK B He#, HU
OHA 00/1aCTh TBOPYECTBA HE OBEAHA TaK AYXOM POMaHTH3Ma, 3TOTO
BCEraa YAaloil erocs, MoTOMY YTO HMYEM He TP OBEpAEMOTOo, Havana
NpOM3BOALHOCTH. M, 0AHaKO, M TYT BCe 3MXKIOETCA HA UCK/TIOYEH UAX.
MX MHOXeCTBO, M OHH COCTaB/IAIOT HCTOPHIO My3biKH. EcCTh, 0mHako,
elle UCKMIOYEHH A U3 ucKkmodeHuin. Mx npa — bax u onen. (1V: 403)

The essay continucs its focus on Chopin, leaving Bach aside. Bach is the subject

of a conversation among the Serapion brothers 1n Hoffmann’s “Alte und ncue

Kirchenmusik™

“Und”, sprach Theodor, “des michtigen Hindel, des
unnachahmlichen Hasse, des tiefsinnigen Sebastian Bach gedenkst du gar
nicht?”

“Ei”, erwidertc Cypnan, “diese rechne ich cben noch ganz zu der

heiligen Schar, deren Inncres die Kraft des Glaubens stirkte und der Licbe.
(I111: 413)

Pasternak goes on to define what he means by realism. In regard to Bach and

Chopin, he writes:

3T0O—O/MHLETBOPEHHbIE LOCTOBEPHOCTH B CBOEM COOCTBEHHOM nIaThe.
Ux My3bika n306HIyeT Noap 0OHOCTAMU M NPOH3BOAMT BIIEYaT/IEHHE
NETOMMCH UX XHU3HHU. [leAcTBUTENLHOCTD 6oMblllE, YEM Y KOTO-THG0
APYTOro, NPOCTYMAET Y HUX HapYXy CkBo3b 38yK. (I: 403)
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Hoffmann defines the music of Bach and Handel in the same way, with the
important difference that their music to him is so authentic, so truthful, because of the

profound religious feeling behind it. Hoffmann continues:

Eben diese Kraft schuf die Begeisterung 1n der sie in Gemeinschaft traten
mit dem Hoheren und entflammt wurden zu den Werken, die nicht
weldicher Absicht dienen, sondern nur Lob und Preis der Religion, des

hochsten Wesens, sein sollten. Daher tragen jene Werke das Gepriige der
Wahrhaftigkeit [...] (1II: 413)

For both Pasternak and Hoffmann the authenticity of the music of Bach lies in its lack of

affectation, its simplicity, its freedom from the desire to attract the attention of the audience

with false gestures. Pasternak defines realism in music as follows:

Peann3m ecthb, BEpOATHO, Ta pelUAloLLas MEPa TBOPYECKOR
AETATH3aU WM, KOTOPOH OT XYNOXKHHKa He TpebyioT HU obwime npaBuna
3CTETHKH, HH COBPEMEHHbIE eMY CITylIaTenH U 3puTenn. MMeHHO 3aech
OCTAHaB/UBAETCA BCEraa MCKYCCTBO POMaHTH3MA M 3THM
ynoBnersopaerca. Kax marno HyxHo mna ero npouseranua’ B ero
pacropsAXXeHHH XOXYAbHBIA MadocC, N0XKHAA rAy6HHA U HaMTPaHHas
YMHIbHOCTb,— BCE POPMBI HCKYCCTBEHHOCTH K €10 YCUTYTaM.

CoBceM B HHOM TMONOXKEHHH XYHOXKHUK-peanucr. Ero
AeATEeNbHOCTb — KPECT U npenonpeneneine. Hu TeHH BoAbLHHYAHNA,
HHMKaKo# 6naxu. EMy M UrpaTh M pasBnekarbcs, KOrga ero
6ynyuiHOCTh camMa MIrpaeT UM, Korna oH ee urpywxa' (IV: 403)

Hoffmann writes along strikingly similar lines in the continuation of “Alte und neue

Kirchenmusik™:

{...] und kein dngsdiches Streben nach sogenannter Wirkung, keine
gesuchte Spielerer und Nachaffung entweiht das rein vom Himmel
Empfangene, daher kommt nichts vor von den sogenannten frappierenden
Modulationen, von den bunten Figuren, von den weichlichen Melodien,
von dem kraftlosen verwirrenden Gerausch der [nstrumente, das den
Zuhorer betauben soll, damit er die innere Leere nicht bemerke, und daher
wird nur von den Werken dieser Meister und der wenigen die noch in
neurer Zeit treue Diener der von der Erde verschwundenen Kirche blieben,
das fromme Gemiit wahrhaft erhoben und erbaut. (III: 413)

Several points show a great similarity in the texts. Hoffmann's rhetorical “kein...,
kein” structure is echoed in Pasternak’s “ni..., ni” phrases. Hoffmann’s word “Spielerei”
finds a response in Pasternak’s “igrat’™. Both make a list of the various sins of shallow
and affected music: 1n Hoffmann these include traces “von den sogenannten frappierenden

Modulauonen, von den bunten Figuren, von den kraftlosen verwirrenden Gerdusch der
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Instrumente”. Pasternak lists “stilted pathos, false depth and affected sweetness™. Both
writers show disdain for crowd-pleasing composers: in Hoffmann is the phrase “das den
Zuhorer betduben soll, damit er die innere Leere nicht bemerke” (111: 413). Pasternak
refers to the shallow demands of “the contemporary readers and audience”. Both wnters
refer to the melody, Hoffmann to cnticize sacchanne melodies, and Pasternak, after the

excerpt quoted above, to praise the serious realism of Chopin’s melodies:

[...] ero Menoous, Hanbonee HenoameNbHaA U MOTYLLLECTBEHHAA U3 BCeX,
KakHe Mbl 3HaeM. (I1V: 404)

Finally, both wnters turn to religious motifs in their description of true
composition. An act of genuine creativity is likened to an act of religious faith, a true
composcr depicted as a kind of saint. Hoffmann speaks of Bach and Handel as serving
“nur Lob und Prets der Religion”, and speaks of them as “treue Diener der von der Erde
verschwundenen Kirche” (I11: 413). Pasternak speaks of Chopin's work as that of “the
cross and predestination”. It is extraordinary that in an essay which cnticizes what
Pasternak calls romantic art, late in his career when he was already criticizing what he felt
to be Hoffmann's shallow love of the fantastic, Pasternak would rely so closely on an
cssay of Holffmann's in his own cssay.

It is all the more 1ronic that Pasternak would also take as a subtext to his anti-
Romantic essay a Hoffmann work which calls music the most Romantic of all the arts.
Hoffmann defines music this way in his essay “Beethovens Instrumental-Musik™;

— Sie ist die romantischste aller Kiinste, beinahe maochte man sagen, allein
echt romanusch, denn nur das Unendliche ist ihr Vorwurf. (I: 41)

To both writers, Romantic music faces the pitfall of tastelessness. We recall

Pasternak’s statcment quoted earlier:

Hurae ycnoBHOCTb M YKIOHYUBOCTL HE MPOULAIOTCA TAK, KAK B HEM, HU
oaHa 061acTh TBOPYECTBA HE OBESIHA TaK AYXOM POMAHTH3Ma, 3TOro
BCEraa yaalou erocs, MOTOMy YTO HHYEM HeE NpoBepAEMOro, Hayana
NpoH3BOALHOCTH. (IV:403)

Similary, Hoffmann writes:
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Der romantische Geschmack ist selten, noch seltener das
romantische Talent, daher gibt es wohl so wenige, die jene Lyra, deren Ton
das wundervolle Reich des Romantischen aufschlieBt, anzuschlagen
vermogen. (I: 43)

To both Pasternak and Hoffmann, the 1deal in music is not 1o be found in a

program. Pasternak writes:

loBopsn 0 peanname B My3sbike, Mbl BOBCE HE HMeeM B BUIY
H/UTIOCTP3THBHOTO Haya/la MY3bIKH, OTIEPHOM MM niporpaMMHon. Peus
coBceM 00 uHom. (IV:403)

Hoffmann defines his terms similarly:

Die Instrumentalmusik muB, da wo sie nur durch sich als Musik
wirken und nicht vielleicht einem bestimmten dramatischen

Zweck dicnen soll, alles unbedeutend SpaBhafte, alle tindelnden Lazz
vermeiden. (1: 48)

In this passage we see another important component which both writers see in true

music: its seriousness. Hoffmann defines true artistry in this art as follows:

Wer diese Weihe nicht in sich fiihlt, wer dic hetlige Musik nur als
Spielerei, nur zum Zeitvertneb in leeren Stunden, zum augenblicklichen
Reiz stumpfer Ohren, oder zur eignen Ostentation tauglich betrachtet,
der bleibe ja davon. [...] Der echte Kiinstler lebt nur in dem Werke, das er
indem Sinne des Meisters aufgefaBt hat und nun vortrigt. Er
verschmabht cs, auf irgend eine Weise seine Personlichkeit geltend zu
machen, und all sein Dichten und Trachten geht nur dahin, alle die
herrlichen, holdseligen Bilder und Erschernungen, dic der Meister mit

magischer Gewalt in sein Werk verschloB, tausendfarbig glanzend ins rege
Lebe zu rufen [...] (I: 49)

This passage, too, scrves as a subtexlt to Pasternak’s descniption of the posttion of

the realist artist, quoted already above:

CoBceM B HHOM NONOXKEHHH XYNOXKHHUK-PpeanucT. Ero

REATENBbHOCTH — KPeCT M npenonpeneneHue. Hu tenn sorbunvanus,
HHKako# 6naxu. Emy au urpath u passnekatbcs, Koraa ero
6yoyLIHOCTb CaMa HTPaeT UM, Korfla oH ee urpyiuka! (I1V: 403)

Oncce again, here we have the idea of true music-making in all the modesty of
somcone mspired, as opposed to the attitude toward one’s art as a mere game. Hoffmann
in the above passage defines composition as mastery, the work of a craftsman, to which the
instrumentalist must remain faithful in all modesty to the master’s work. This harks back

to Novalis’s Heinrich von Ofterdingen, in which the hero leamns his poetic art the way a
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medieval artist or craftsman would, under the gutdance of his teacher Klingsohr, a true
master of his art. The modesty of Hoffmann’s model musician also reflects Novalis’s
praise for the modesty of other great masters in the novel, including the miner and the
hermit/chronicler.

The word “master” ts significant for Pasternak as well. Although he does not use
the word in his 1945 essay on Chopin, he does do so in a 1928 revision of a poem on
artistry tn which he refers to Chopin. In his 1915 poem, revised in 1928, Pasternak
mentions Chopin, mixing his image with that of Lev Tolstoj.*?

Bnycrute, MHe Hano Buaerh rpada.

O Hem ecTb 6annansi. OH npenynpexaeH.
A nomH10, KaK NNaKana Marb, UTPas MX,
Kak Baaparusan noM, o6n1BasCy JOXKAEM.

[Mo3nHee y3uan st o mepTBoM lllonene. (I: 95)

Later in “Ballada™ Pasternak refers to the “otca t mastera toski™. Here, 100, he ts
likely mixing the images of Tolstoj and Chopin, as one can see from the context of the
phrase, in the final stanzas of the poem:

3auem e, 3eMCKHE APLITH

M nonnuenckue Kprouku,

Bnt obHecnn creHon peanrun
Otua u macTepa Tocku?

3aueM Bbl BLIDYMaIH MOCAYX,
be3boxue u xaHxecTBo,

Korna oH aMLIbL MEHBLIOH M3 B3POCABIX
M ceepcTHmK cepaua moero. (1: 97)

The references to “a wall of religions™ and rumors point toward the controversial
lgure of Tolstoj, who died 1n 1910, when Pasternak was twenty. Thus Tolstoj’s last vears
corresponded with the development of Pasternak’s “heart™; thus they are the same age.

Earlier in the poem, Pasternak had referred o music, an organist, and the month of August.

53 [ .azar Fleishman, Boris Pasternak v dvadcatve gody, 104.
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clearly indicating the summer of 1906 when he discovered his calling in music.>* This, and
the reference to his heart and to longing, point toward Chopin in the figure of the “master”.
Both figures are admired in Pasternak’s “Ballada™ as artists who are great not only in their
work, but in their modesy (“merely the least of adults”).**

Thus Pasternak’s image of Chopin as “master” and “least of adults” in this poem on
creativity, one of many poems on creatvity in Poverx bar’erov, corresponds with
Hoffmann’s image of Beethoven. The pnmary difference between these two writers’
images of thetr composer/idols is in their definiions: to Hoffmann, Beethoven is a great
Romantic, and to Pasternak, Chopin 1s a great realist. Great art is to Hoffmann Romantic
art, and great art is to Pasternak realist art. The essential qualities of these two “great ants™
actually correspond.

Y et the subtextual network involved in Pasternak’s essay on Chopin is even more
complex. [n his portrayal of Chopin the realist, Pasternak works not only with subtexts
from Hoffmann, but he works as well with a neo-Romantic or Decadent exaggeration of
the Hoffmann image of the insane 1solated artist, that of Polish Decadent Stanislaw
Przybyszewski. This coupling of subtexts from Hoffmann and Przybyszewski can be scen
both 1n Pasternak’s essay on Choptn and in his early story, “Istonja odnoj kontroktavy”, to
be discussed below. It is cunious that about a decade before his letters criticizing Hoffmann
and the fantastic, Pasternak would, in both his first draft and to some degree in the final
version of his essay on Chopin, quote not only Hoffmann, but Przybyszewski on many of
the same themes. He couples Hoffmann and Przybyszewski subtexts together in some

cases, 1n a manner which could be descnbed 1n terms of Smirnov’s “reconstructive

* [bid.
%% On the image of Chopin as manyr in Pasternak’s verse, see Krystyna Pomorska, “Music as Theme and

Consttuent of Pasternak’s Poems”, Slavic Poelics. Essays in Honor of Kiril Taranovsky, 333-350. See

also Bons Kac, "1z kommentanev k tekstam A. A. Axmatovoji B. L. Pasternaka”, De Visu, 5/6 (16),
1994, 72-78.
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intertextuality”, or putting together in a third text subtexts which are already linked by a
previous subtextual chain.*

The turn-of-the-century Polish Decadent Stanislaw Przybyszewski, whose
Nietzschean exaggerations of the godlike qualities of the artist-superman made him
extraordinarily popular among the second-generation Symbolists before Pasternak, also
inspired Pasternak in his youth. In his late-life autobiographical essay, Ljudi i polozhenija,

Pasternak wrntes:

A 6bi1 oTpaBneH HoBenLIeH NMMTeparypon, Opeaun AHapeeM bensim,
Famcynom, IMumbbieBckum. (1V:313)

Przybyszewski’s extraordinanly popularity tn Russia at the tumn of the century is
indicated simply by the number of Russian translations of his works which appeared in the
first two decades of the century: there was a four-volume edition of his works published in
1906 and a ten-volume edition published in 1909. Przybyszewski’s Homo sapiens was so
popular in Russia that it appeared there tn nine editions between 1902 and 1918. In
addition, there were productions of a number of his plays in Russia beginning in 1905.%
That Bons Pasternak should have read him carly in his life comes, then, as no surprise.

In some cases, the reference to Przybyszewski takes place without a specific
Hoffmann subtext involved. Pasternak’s reference to Chopin's talent for mimicry in the
carly draft of the Chopin article refers back to Przybyszewski's term *psixicheskaja
mimiknja” (V: 200), in the 1910 Russian translation of Przbyszewski’s “poem in prose”,

also entitled “Chopin™.*® Pasternak writes:

OueBHaHO, GONbILIOA TParuyeCcKHit Kap He MBICIKM Ge3 YyBCTBa
00BEKTHBHOCTH, @ YYBCTBO OO'bEKTHBHOCTH He 06X0AUTCH Oe3
MHUMHYecKon Xuaku. (IV:793)

% lgor’ P. Smirnov, Porozhdenie interleksta.

57 See Stanislaw Przybyszewski, Wyvbdr pism, ed. Roman Taborski (Wroclaw-Warsaw-Cracow: Zaklad
Narodowy imica Ossalinskich [Biblioteka narodowa, Seria [, Nr. 1903], 1966), [.X; sce also Chnistopher
Barncs, Borts Pasternak: A Literary Biography. Vol. 1, 77; and in E. Pasternak, Boris Pasternak. Materialv
dljabiografii, 75.

*® Stanislaw Przybyszewski, Polnoe sobranie sochinemy, 10 vols. (Moscow: Izdanie V. M. Sablina). 1910-
11.
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Though the use of the term “mimicry” in both texts has no direct link in Hoffmann,
it does go back to the early Romantic (and typically Pasternakian) concept of “copying from
nature”.*” Essentially, the idea harks back to Hoffmann’s discussion (which Pasternak
continues) of the simplicity of true music-making. Pasternak and Przybyszewski link this
ability to perceive nature so clearly to a particularly sensitive soul. Here, though, Pastemak
polemicizes with Przbyszewski, who writes (again, in Russian translation):

[Mpen rnasamy TOTO, KTO HE YXOM, a AYLUOKO AbET BOMLLIEOHBIE 3BYKH
my3biky Lllonena, npoxonaT 6eckoHeyHOM BepeHHLeH oOpasbl U
suneHna [...] (V:197-98)

In Pasternak:

Bcerna nepen rnasamu gymu (a 3To M eCTh CIyX) Kakan-To
MOJeNb, K KOTOpO# Hamo npubamsutbca [...] (1V:405)

The correspondence between Pasternak’s and Przybyszewski’s image of the ideal
in music can, however, draw even closer to a Hoffmann subtext. We saw above that
Pasternak echoes Hoffmann in his thoughts against programmatic music. Pasternak drew
from a subtext in Przybyszewski as wcll, turning on its head to mean objectivity

Przybyszewski’s definition of subjectivity. Recall Pasternak’s words:

FOBOPH O pE€aTN3ME B MY3bIKC, Mbl BOBCE HE HMEEM B BHUIOY

W/UTIOCT P aTHBHOTO HaYa/la MY3biKH, OTIEPHON WM nporpamMmHon. Peus
cosceM 00 uHom. (IV:403)

Przybyszewski speaks of the same contrast, mentioning Wagner specifically:

B npornsononoxHocTs Barvepy, KOTOpbif Boipakan cBoeH
MY3bIKOH XapaxTepbl CBOMX repoes, nepefasan CO3HaTeAbHOE
COCTOAHHE UX OYIUH, PYKOBOACTBOBAICA HACHHBIM aHUTHTHYECKHM
4YYBCTBOM, MTPUMEHAN MY3bIKY K TOMY, YTO ACNATOCH HA CLUEHE —
Llonen npencraBaser abconOTHYIO CyOBEKTHBHOCTD: €T0 My3blKa —
OTPpaXK€HHE HaruX COCTOAHUM ero ayiH [...] (V:208)

% See Victor Terras, “Bons Pasternak and Romantic Aesthetics™.
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Both writers oppose the literal iltustrative quality of programmatic music with what
they consider to be Chopin’s extraordinary ability to illustrate the details of reality in music.

Pasternak writes of Chopin’s and Bach'’s realism:

HMx My3bika H306Myer noxp oGHOCTAMH U MPOM3BOAUT BIlEYaTIEHUE
JIETOMHCH UX XHU3HHU. JleACTBHTENbHOCTL Gonblue, YeM y Koro- mubo
ApYroro, NPOCTYMAET Y HUX HapY)Ky CKBO3b 3BYK. (IV: 403)

Przybyszewski writes similarly of Chopin’s ability to transform detai! into music:

[...) Bmeyarnenus cBeTa, NPHKOCHOBEHM A, BKY(a, 3anaxa,
HEMOCP eACT BEHHO NpeBpatlanuch B 3ByK. (V: 208)

Thus for both writers, Chopin can be distinguished by his ability to depict life, both
outer and inner, in all its detail. Music is equated to the landscape in which Chopin grew
up—the dreary Polish landscape, and the sense of longing which it elicits in the sensitive
soul. Both wnters give examples of specific preces from Chopin’s oeuvre and then
describe the landscapes they reflect. In his other essay on Chopin, “Zur Psychologie des
Individuums. 1. Chopin und Nietzsche”, Przybyszewski describes the kind of landscape
which inspired Chopin to compose. | will quote the Russian translation, rather than the
German onginal, because the Russian is close (o Pasternak’s language:

[...] cBOCOOpa3HsLI, MENAHXONHYECKHH TUPH3M, |...] rny6okan
MeNaHXONMHA GecripefiebHbIX PABHUH C HX MECHAHBIMH, MyCTbl HHBIMH
NPOCTPAHCTBAMH H C CBHHIOBBIM He60OM Han HuMmu {...] (V:21)

This 1s stnkingly similar to Pasternak’s descnption:

BripaxkeHb1o NOMANEXKAI0 HE TONLKO HBIPSIHBE MO YxabaM caHen, HO

CTpemy MyTH BCE BpeMA NEpeYepKHUBATH BKOCh NbIBYLL He Genbie

XNI0MbA, 2 NOA APYTHM YT/IOM IepeceKas CBHRIOBbI I YePHbI it

ropusonr [...] (IV: 405)

Both Pasternak and Przybyszewski attnbute this ability to depict landscapes in such
musical detail to a superhuman sensitivity which expressed itself already in the composer's
childhood. Pasternak spcaks of Chopin’s “rannjaja vpechatlitel ‘nost’ v detstve™ (I1V: 403).

Przybyszewski describes impressions made on Chopin as a boy:



00051905

213

Yxe B paHHI0I0 NOPY KHU3HH, G1aromapa cpele, B KOTOPOW OH BHIPOC, ¥
Hero o6Hap y>XH/1ach TeHIACHIIUA K ONHOCTOPOHHEN Nnepenaye
MOMHHHPYIOLLETO B HEM THPHUYECKOTO HACTPOCHUSA MYLLH.
BecnpenenbHas yTOMHUTeNbHAA KAPTHHA NP UP Obl, HACEIEHHON
NerKo BO36YAUMBIMH, TIPEAP aCNONOKEHHBIMH K MEUTATebHOCTH
MIOAbMM, UX MY3bIK3, [...] BCE 3T0, B CHITY CBOMCTBEHHOrO AETAM
B/IEYEHMSA K OTMLIMTBOP CHUIO H CHMBOM3AUMH, HAMOTHAO CBOMM

comep>xaHueM aywy MarbuMka. (V: 22, “Zur Psychologie des
Individuums™)

This sensitvity in Chopin transforms him, in the depictions of both Pasternak and
Przybyszewski, into a kind of martyr to his art. Both writers take Hoffmann's depiction of
the kind of religious martyrdom experienced by a true musician and exaggerate it to create
the image of a Chnist-like musician who sacrifices himself and his life for the sake of his

creation. Pasternak characterizes Chopin’s view of himself as a mere tool:

Ero TBOpuectBo [...] Bcerna 6uorpadpuuHo He U3 IroueHTpHU3Ma, a
NOTOMY, 4YTO, MOA0OHO OCTATbHBIM BETHKHM peannctam, Llonew

CMOTPE/ Ha CBOK XXU3Hb KaK HA OPYAHE NMOZHAHUA BCAKOM SKM3HH Ha
ceere [...] (IV:404)

As does Przybyszewski in “Zur Psychologie des Individuums™:

HTak, 3TOT B3rnaa Ha HHOWBHOYYMa, KaK HA MOMEHT OXPAHCHHA U
YCOBEPLUEHCTBOBAHWA BHAa B MCTOPHH PA3BUTHA YE€/I0BEUECTBA BACYET

3a CO60M NPYroH 06paTHbBI# BLIXOQ: TParH4eCKUH B3riasi Ha CBOIO
NMUYHOCT b, KaK Ha CPEACTBO.

Bennkoe Myuy€HHYECT BO HHAMBHUAYYMA 3aK/II0YACTCA B TOM, 4TO
OH CBOIO IMYHYIO XH3Hb J0/KEH MPHUHECTH B XepTBY pomy. (V: 19-20)

Both wnters take their statements to an expected conclusion: the composer
becomes a Christ-like martyr, his creativity a cross.®® This portrayal is actually an
cxaggeration of Hoffmann’s depiction of the true, modest performer who sacrifices his
own personality for the sake of interpreting the music in the sense the composer intended.

We recall from his essay *“Beethovens Instrumental-Musik™:

€ As Bogdana Carpenter has pointed out to me, this depiction of Chopin is closely linked with the Polish
Romantic tradition. of which Przybyszewski is an inhenitor. Sce, for example, Cyprian Norwid,
“Buntowniki, czyli stronnictwo-wywrotu”, with its image of the “banner-cross”, or his “Fortepian
Szopena”, which, as Pomorska and Kac have pointed out. is a subtext to Pasternak’s “Opjat’ Shopen nc
ishchet vygod™. See Cypnan Norwid, DzielaZebrane. Tom Pierwszy. Wiersze. (Warsaw: Panstwowy
Instytut Wydawmczy, 1966), 509-514. See also Pomorska, op. cit., Kac, op. cit.
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Der echte Kiinstler lebt nur in dem Werke, das er in dem Sinne des

Meisters aufgefaBt hat und nun vortrigt. Er verschmiht es, auf irgend

eine Weise seine Personlichkeit geltend zu machen [...] (I: 49)

As we recall, Pasternak echoes Hoffmann’s stress upon the grave responsibility of
the musician. Pasternak goes so far as to call this responsibility a cross:

CoBceM B MHOM NMOMOXEHHH XYROXHHK-peatuct. Ero
BEATENBHOCTD — KPECT M npenonpeneneHue. Hu TeHu BOAbHHYAHHA,
HHuKako#n 6naxu. Emy nu Mrpats M passiaekarncs, KOraa ero
6y@yl1HOCTE CaMa UTPaeT UM, KOTAa OH ee urpyiuka! (IV: 403)

This virtual beaufication of Chopin echoes Przybyszewski's depiction of Chopn
the martyr in his essay on Chopin:

Ox 6b1n TeM—elLle pa3 NPUBOXY UMTATY M3 CBOEH Noamst “B yac
yyna'—oH Obin TeM, KTO cuauT Ha [oarode y noaHoxba Bcero
4e10BEYECT BA, pacnATOro Ha kpecre. lenan BeyHoCTb MyueHun u
CKOpOH, uenan BEYHOCTH CTPANAHUM, KPMKOB MO/BOLI 06 HCKYTINEHHH,
NPOKAATHM, OTYAAHBA U BOS MOTHOLLMX O MTHOBEHHH CHaCT bA—
yparaHoM MO/THHH MPOHECIHCH B ero ayle. (V:213-14)

There 1s, however, a significant difference between the depiction of the force
behind this martyrdom in Przybyszewski’s essays and that in Pasternak and Hoffmann
whereas the guiding force in Pasternak's and Hoffmann's composers is profoundly
religious, in Przybyszewski 1t is the opposite, a demonic force. Przybyszewski writes n
“Psychologic des Individuums™:

Y10 3HaeM Mbl O TOH BEYHOU, HEYTOMHMOM CH/IE, O TOM IIEMOHE,
NOAOOHOM CPeNHEBEKOBOMY KHA3I0 THMbl, KOTOPbI XHUBET B BEYHOM
MpaKe Haillero CyleCTBOBaHHH H B P yKaX KOTOPOro Mbl CTAHOBHMCA
HKOBOALHBIMM, 3aTMITHOTU3HPOBaHHBLIMU COMHamOynamu? (V: 29)

Here we come closer to the obsessive creative force which we will sce below in
Pasternak’s “Istonja odnoj kontroktavy™ and in the Bely) subtext which works together
with Hoffmann and Przybyszewski subtexts to the story. To step ahead for a moment. hat
story and the Bely) subtext depict a vampire-like parasitic force in the victim.
Przybyszewski wniles of a vampire’s wings in his essay on Chopin:

Ho nanbonee cHAbHBIM OH CTAaHOBMACA TaM, rie CMEPTH MPOCTHpaeET
Hal HUM CBOM Kpblaba Bamnupa. (V:212)
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This depiction of the dark force of creativity finds its reflection not in Pasternak’s

essay on Chopin, but in his poctic preface to his book of verse Sestra moja zhizn', “Pamjati

Demona™

[lpuxomnn mo HoYaM

B cunese nenrmnka or Tamapst,

[Mapoy kpbin Hameyan,

[ne rynernb, rae KoH4Yarbcs kowmapy. (l: 109)

This poem, with its main subtext in Lermontov’s poem “Demon” and its epigraph from
Lenau, clearly pointing out Pasternak’s bow to the Romantic verse tradition, marks one of
the fairly rare instances in Pasternak’s work where the creauve force is depicted as a dark,
nightmarish force. That Przybyszewski would play a role in this demonic image of
creativity is significant. There is another link involved in the subtextual chain, however,
Pasternak connects the demonic image of creativity not only with Przybyszewski, but with
Hoffmann through a Russian intermediary. The image of the creative force as a winged
spectre in connection with Hoffmann has a precedent in a much milder, less “demonic”
poem of Apollon Grigor’ev, part of which was quoted in the third article in the

“Hoffmaniana” senes published in 1914 in Ljubov’ k trem apel’sinam. Grigor’ev writes in

“Venezialabella™

|...] HO mAA Yero T

Ilo npexxHeMy, 0 MPHU3PAK MON KPBINAThIH,
Cneraeitib H3 BO3RYLUHBIX CTPAH MEYTHI

B nevyanbubiit, 3anycreHueM o6bsaTHRA,
3arnox1uMH MHP, TI€ KETTble TUCThI
XpycTa WYMAT, CTONOA TAXENOH CMATHI;
CHsA BCA KaK BEWUHHE UBETHI

M neBcTBeHHa, KaK TMK A HHYHUHATBI,
[Mpo3payno-ceernbiit Jlorapeccot nuk,

Y10 M3 napos # yana ONbAHEHHKHA,

M3 kHacTep HOrO ALIMA U KPY)XEHBA

Mpen FogpMaHoM Kak CBETAbIH COH BO3HHK [...|*

® “Hoffmaniana. 3. Russkie pisateli o Gofmane™, Ljubov' k trem apel’sinam, 3, 1914, 87.
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Thus intermedianes between Pasternak and Hoffmann come not only from his
immediate predecessors in the era of Decadent poetry, but also earlier, from a Russian
admirer of Hoffmann.

The theme of artistic obsession brings us to Pasternak’s “Istonja odnoj
kontroktavy”, in which the situation with subtexts is particularly complicated. The story’s
setting is apparently Hoffmannesque, and some of the details point to German Romantic
models.®? As we will see, an important subtext to the Pasternak story is Hoffmann’s
Lebensansichten des Katers Murr. Y et the main character of the story, Knauer, has
antecedents less in the Hoffmann tale than in the Decadent-era outgrowths of the
Hoffmannian artist. In the discussion of the 1915 poem “Ballada”, revised in 1928,
Pasternak’s reference to an organist was mentioned. This, as Fleishman points out, is a
reference in Pasternak’s 1928 revision of his 1916 story *“Istorija odnoj kontroktavy™,
about an orgamst so obsessed with his art that he outsteps the bounds of human morality >
The organist-hero of this story, Knauer, accidentally kills his child, who crawls insidc the
organ while his father is improvising and is crushed by the organ’s mechanism. This sceac
in Pasternak’'s story shows the extend to which an artist when inspired can forget

cverything around him. Pasternak wnics:

Oprauucrt urpan, nosabois 060 BceM Ha cBere. OHA HHBEHUHA
cMeHsnach apyron. |...] Tema npubanxxanach K OpraHHOMY NyHKTY,
LLIYMHO Pa3BHBas HECNLIXAHHYIO, YTPOXAIOWLYI0 CKOPOCTh. Ona
6naronony4Ho NMpoHecnach MUMO TMOCAEAHETr0 3B€Ha CEKBEHLHH; OT
OOMMHAHTDI €€ OTAENANO HECKONBKO LIAroB, Kak BAPYT BCA
MHBEHUMA,— HHBEHUHA LUETHKOM, CPa3y B OMHO MTHOBEHHE OKa
HETIONPaBUMO KaTacTpodHHeCcKH OCHPOTENA, UIOBHO CO BCEX ITHX
3BYKOB OJJHOBP €MEHHO MOCLIHOAIH LIANKH HAKH CaMK OHH, BCEIO TO/NOM
MOOOHAKATH TONOBBI; KOTA, H2 PUCKOBAHHEMLLEM MOBOPOTE OAHOrO
6acoBOro NpeIOKeHUA, OPraH OTKa31 ABYM K/IABHLLAM B
NMOBHHOBEHHH M M3 IPAHIHO3HOro 6aCTHOHA TPYO M K/IanaHos

¢? See Chnistopher Barnes and E. B. Pasternak, “Boris Pasternak. ‘Istonja odnoj kontroktavy'™, Slavica
Hierosolvmutana, 1, 1977, 251-56; and the discussion of the story in Barnes, Boris Pasternak: A Literan
Biography, Vol. 1. See also I'leishman. Boris Pasternak v dvadcatve gody, 104.

 Ibid.



00051905

217

PBaHYACA KAKOK-TO HEYE/IOBEYECKHH KPHK, HEYESTOBEYECKHN OTTOTO,
4YTO OH Ka3ancA MpHHaLIexKaw MM wenoBeky. (IV: 441-42)

The human being turns out to be the organist’s son:

Knayep, opraHucr, HaCcMepTh 3a0aBH/ COOCTBEHHOTO CBOETO pPebeHKa;
TOBOPAT, 3TO CAYYMAOCh BO BpeMs OelLeHbIX €ro IKCTEMIOPHUP OBAHMIA;
peberok 3a6pen BO BHYTpEHee MOMeLLIEHMe OPraHa, M ero MPHMAOyLIKAO
TaMm OOKOBBIM KaKHM-TO puiyarom. (IV: 444-45)

For all its horror, this scene can actually be traced back to Hoffmann—as a much darker
version of a scene in Kater Murr. 1n that scene, the music teacher Abraham Liscov plays a
hurtful prank on his student, the young Kreisler: he pulls the piano bench out from under
his pupil, frightening and humiliating the child. This accomplished, Liscov takes a hammer

and begins hammering the piano viciously, until the child’s uncle asks if Liscov has lost his

Sensces.

Der Oheim hatte recht. Schon andem Tages war Herr Liscov da,
aber statt die Reparatur des Fliigels vorzunehmen, verlangte er, der kleine
Johannes sollte ithm vorspielen. Dieser wurde auf den mit Biichern
bepackten Stuhl gesetzt, Herr Liscov ihn gegeniiber am schmalen Ende des
Fliigels, stiitzte beide Arme auf das Instrument, und sah dem Kleinen starr
ins Antlitz, welches ihn dermaf8en auBer Fassung brachte, daB die Menuetts,
die Anen, die er aus dem alten Notenbuche abspielte, holpricht genug
gingen. Herr Liscov blieb emnst, aber plotzlich rutschte der Knabe herab,
und versank unter des Flugels Gestell, woriiber der Orgelbauer, der ihm mit
einem Ruck die FuBbank unter den Fiilen weggezogen, eine unmaBige
Lache aufschiug. Beschamt rappelte sich der Knabe hervor, doch in dem
Augenblick saB Herr Liscov auch schon vor dem Fliigel, hatte einen
Hammer hervorgezogen, und hammerte auf das arme Instrument so
unbarmherzg los, als wolle er alles in tausend Stiicken schlagen. ‘Herr
Liscov sind Sie von Sinnen!’ schrie der Onkel [...] (II: 393)

In a charactenstic metonymic shift, Pasternak has taken the murder of a child in the
Hoffmann subtext and split the act of violence between the prank played on the child and
the subsequent hammenng of the child’s instrument. The motif of violence on an
instrument, rather than on the musician himself, appears elsewhere in Pasternak, for
cxample in his 1931 poem “Opjat’ Shopen ne ishchet vygod...”, the last stanza of which
reads:

Onate? U, MocBATHB COUBETHAM
Posins rynkui puryan,
Bcem neBATHamuarbiM CTONEThEM
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¥nacrp Ha crapsiit Tpotyap. (I: 407)
In fact, Hoffmann'’s description of Liscov’s hammenng of the instrument after

having so tricked the child find its reflection in Knauer’s examination of the organ after tte

two keys stopped working and the cry was heard:

3aTem OH MOOHA/CA C CHACHHSA, 3aNep MaHyaIb Ha KJIIOY U, OMTYCTHB
pasmyBalbiliMKa Jeebanbaa AOMOM, MPOLLIET BO BHYTpEHEe MOMeLeHHe

OpraHHOro KOpnyca, YTo6bl Ha MeCTe HCC/IeN0BaTh MOBPEXAEHHE
seHTHen Gis u Ais. (IV: 442)

There are other themes and motifs in common between Pasternak’s story and
Hoffmann’s novel. One includes the typically Hoffmannian theme of the power of the

music over the artist, the music being portrayed as a kind of growing organism. In

Hoffmann:

Wenigstens mag man nach dem, was Kreisler von Tante Fiichen und ihrer
Laute erzihlt, nicht daran zweifeln, daB die Musik mit all threr wunderbaren
Wehmut, mit all ithrem Himmelsentziicken, recht in die Brust des Knaben
mit tausend Adern verwuchs, und nicht zum Verwundern mag’s darum
auch sein, daB eben dieser Brust, wird sic nur leise verwundet, gleich
heiBes Herzblut entquillt. (II: 390-391)

And in another part of the same Pasternak scene quoted above:

A Tem BpeMeHeM OpTaMMCT nomaasan xapy |...]

Bcaxas cuna, 0TOaBLIMCH HEMNAHOMEPHO GLICTPOMY POCTY,
JIOCTHTAET, HAKOHeEL, 10 TOro npenena, riae, OCMOTPEBLIMCD MO
CTOpOHaM, OHA He BUIIUT YK€ HMUKOTO Bo3se ce6s. Menoauyeckas
KaHTHAEHA HHBEHUMHU C MHHYThl Ha MUHYTY CTaHOBH/IACh NTYY1LE; OHA
XOpoOLleNa U HAUTHBaNach 3penoi cunon [...] (1V: 440-41)

In both works, true to the late Romantic tradition, both musician figures are
considered outcasts and are depicted as insane. In Kater Murr, Kreisler's uncle remarks

about Herr Liscov:

‘Sollte man nicht vermeinen, er habe schon am lieben frithen Morgen zu tief
ins Glas gekuckt, oder se1 dem Tollhause entsprungen?’ (I1: 393)

In Pasternak’s story, the organist Knauer is described by the townspeople as
“zanoschivyj organist” (1V: 444), “chuzhdavshijsja i1x organist” (IV: 444). Knauer's desre

to return to play the organ after his long absence is considered “insanity” (I1V: 466).
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Even the name of Pasternak’s organist, Knauer, can be seen as a typically

Pasternakian anagram of Hoffmann’s two characterizations of the boy in the key scene: as

“the boy”, Knabe, and by his name, Kreisler.

The opposition of poet and Philistine typical of Hoffmann’s works also finds its

reflection 1n this early Pasternak story, although Pasternak later condemns the distinction in

“Oxrannaja gramota”. Notin Kater Murr, but in “Der goldene Topf”, we see the bourgeois

setting of the tale of the student who slips out of that milieu. The day on which the tale

begins is a holiday, Assumption. The student Anselmus laments after knocking over the

apple cart and surrendering to its owner all the money he had saved:

Die Trdanen wiren dem armen Studenten Anselmus beinahe in die Augen
getreten, denn auch er hatte, da der Himmelfahrtstag immer ein besonderes
Famlienfest fiir thn gewesen, an der Gliickseligkeit des Linkischen
Paradieses teilnehmen, ja er hatte es bis zu einer halben Portion Kaffee mit
Rum und einer Bouteille Doppelbier treiben wollen, und um so recht
schlampampen zu konnen, mehr Geld eingesteckt, als eigentlich erlaubt und
tunlich war. Und nun hatte ihn der fatale Tritt in den Apfelkorb um alles
gebracht, was er bei sich getragen. An Kaffee, an Doppelbier, an Musik,
an den Anblick der geputzten Madchen— kurz! —an alle getraumten
Gentisse war nicht zu denken; er schlich langsam vorbe [...] (I: 180)

This walk away from the festivities is what is to bring new discovenies of another

world to Anselmus.

The descnpuon of the holiday festivities in Pastermak's story is remarkably similar,

and told with the same irony, even more sharply expressed. In speaking of the crowd

which condemned the arrogant organist, Pasternak wntes:

YyTbeM JOMaLIHUX XXHBOTHBIX YYS/IM OHH, YTO NPA3THHUK CB.
Tpouubl,— NpasgHHK KX COUIOBHUA, YTO FPY3HBIE K Y3/0BATHIE CBOABI
KalUTaHOBbIX NEPEBLEB — COCNOBHAA UX CEHb, H YTO MKBO, H3OLLIEALLee
COMKHYTBIMM MET/AMH ¥ KONbLAMH H TMOXOXEe Ha BHITEKLIHA ObiuH#H
r71a3,— WX COCIOBHBIA HAMUTOK. M Tak Xak UMEHHO B ITOT IEHb K KaK
pa3 Ha o6Lueit nouBe poaHOro ropoaa 6uia Hakasau [Tposunenuem
YY)XAZBLIMHCA X OPFAHHCT — He ewe rae- HHOYAb U He B HHOW Kakoii
[eHb,— TO UM Ka3aloCh BCEM, YTO OH He CTYHaNHO U C YMBICIOM
HakasaH [IpoBuaeHueM B X NPHCYTCTBUH; YTO OHM NPHU3BaHbI BCEM

CBOMM MPUCYTCTBHEM CyauTsh KHayepa v ocynuts. M oHu ocyauu ero
[...] (IV:444)
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Yet the strength of the crowd’s condemnation of the isolated artist, and the graphic
biological metaphors, point elsewhere than to Hoffmann. Using the realia of a
Hoffmannesque Romantic tale and a nineteenth-century setting, Pasternak is actually
working with a secondary source of subtexts: once again, Przybyszewski.

I have already noted the strong emphasis in Pasternak’s “Istorija odnoj
kontroktavy™ on the isolation of Knauer and the townspeople’s condemnation of him. The
exaggerated tone in which that isolation is descnibed finds its precedent not in Hoffmann,
who treats the subject with at least some ironic distance in the sources quoted above, but
rather in Przybyszewski. In *Zur Psychologie des Individuums”, Przybyszewsk: wnites
about the creative individual:

Fiir das Individuum, das dermaBen organisiert ist, gibt es in der

“Gesellschaft” keinen Platz.

Und weil ein solcher Mensch alles, was er am liebsten tun mochte,
nicht tun darf, und da 1hm fir seine Gedanken und Taten die Zustimmung

aller fehlt, so wird er zu ciner Art Tschandala und Panas; er fangt an, sich
als Individuum zu betrachten. (6)**

Just as Knauer, who lived only in his art, could not help transgressing, in playing
octaves on the body of his dcad son (IV: 449) and in wanung to return long after the death
of his son to play again on the same organ on which he had accidentally killed his son, and
even to become the town organist again ([V: 463, 466), Nietzsche in Przybyszewski’s
charactenzauon, as a man above other men in his genius, also could not help being a
transgressor. Pasternak writes of the public reaction to Knauer:

Ho oHM BHOAT B HeM peaKHi MO ero Aep30CTHOCTH obpaseu
3aHecwerocs Gesymus |...] npUCyTCTBHE €ro B roposie HENOMYCTHMO H
Aa1blUe HH B KOEM C/Ty4ae TepnHMO GbITh HE MOXET 1O HEKOTOPHIM,
€My CamMOoMY JTyyllle AP YTHX H3BECTHbIM, npuunHam (...} (IV:466)

Przybyszewski wntes of Nietzsche’s position in society:
Nietzsche war ein reiner Intelligenz- und Gehimmensch ganz genau

in demselben Sinne, wie es bei einer Gattung der Hydromedusen, den
Siphonophoren, Magcnuere, Genitaltiere und Atmungstiere gibt.

* Quoted from Stanislaw Przybyszewski, Zur Psvchologie des Individuums 1: Chopin und Nietzsche
(Berin: Fontane & Co., 1906).
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Und darin eben, da8 er die hochste Entwickiung und somit
Ubergang war, da8 er mit der einer Hilfte seines Seins in eine neue Periode
hiniibergnff, daf das ganze Gleichgewicht seiner organischen Fortbildung
sich nach dem Gehirn verrtickte, daB er fortwahrend an sich zum
“Verbrecher” werden muBte, daB er ewiges Zerstoren und Neu-Schaffen,
ewiges Werden und Geschehen, stete Ebbe und Flut war, lag sein
Untergang. Es war in ihm etwas von den Fieberzustinden, welche die
AusstoBung verbrauchter und verfaulender Gewebe begleiten, etwas von
dem Secelenasthma, da die Lebensbedinungen, unter denen er lebte, nicht fiir
ihn geschaffen waren, etwas von der nervdsen Sensibilitidt und der

allgemeinen iibermaBigen Verfeinerung der Zwischen- und Ubergangsarten.
(32-33)

Thus Przybyszewski provides Pasternak with an outrageous example of the isolated
creative personality who cannot help going beyond the limits set by society.

Przybyszewski's biological metaphors also have their reflection in Pasternak’s
story. The biological imagery in Pasternak’s story has a second subtext, however: Andrej
Belyj, whose essay “Protiv muzyki”, published in the journa! Vesy in 1907, must have had
an impact on Pasternak, who himself had mixed feelings toward his own music-making
and composition. Belyj’s article, published under his real name, Boris Bugaeyv, is an
exception to his usual praisc of the transforming power of music, under the obvious
influence of the German Romanutics;** as such, this article by Belyj is not always taken
senousty by cnitics.® The article warns against the dangers of music: disconnecting music
from words and deeds, Bely) wnics, distorts its beauty and prostitutes it. The person
whose 1dol is music bnngs dishonor to his word, truth, and duty. Belyj calls musical
heroism (refernng pnmanly to Wagner, much 1n fashion in Russia at the time) false
sentimentality, a sort of opiate for the bourgeoisie. It s not surpnsing that Pasternak
would pair subtexts from Przybyszewski and Belyj, as Belyj himself was something of an

admirer— albeit with quite mixed feelings—of the works of the Polish Decadent.%’

¢ See, for example, Zoja Jur'eva’s introductory article to Andrej Bely), Lug zeleny). Kniga state) (New
York: London: Johnson Repnnt Corporation [Slavic Senies], 1967), xxxii.

“ Sce Ada Steinberg, Word and Music in the Novels of Andrej Bely (Cambridge: Cambndge University
Press. 1982), 33.

¢ Sce. for example, the third volume of Belyj's memonrs, Mezhdu dvux revoljuciy (Moscow:
Xudozhestvennaja literatura, 1990), 118-119, in which he menuons Przybyszewski's legendary playing of
Chopin. Belyj desnbes Przybyszewski with some irony in the same chapter this volume of memonrs,
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Certain textual correspondences link the Belyj article with the Pasternak story.
Belyj characterizes music as the soul of everything; he writes later in his essay that music is

a vampire sucking the soul from the hero:

Ho xorna roBopAT Tax, My3biKe OTBOAAT MECTO MyLUM TBOPALLEH.
Hywa—ucrouduk TeopuyectBa. Ho Teopuectso Bonnorumo. OHo—
MCTOYHMK >XM3HHU (TOH M 3TOM). A MeXIy TeM MY3bBIKa,
BOCTIpMHMMaeMas HaMH, KaK Jylua Bcero, ectb GpopmMa HCKyccTBa. Bot
AHTOHMMHUA.

[...] Mysbika—BaMnup, BbicacsiBaloLLas Qywly M3 repos. (57)%

Pasternak echoes Belyj’s comparison of soul and worm (and, implicitly, of soul —
worm —music, as Knauer embodies, as it were, music alone, apart from human concerns)
in “Istorija odnoj kontroktavy™

KHnayep Haxonu/aca B MONOXEHHH YEOBEKA, BMEPBHIE
CaMOMHYHO, HE OT APYTMX—Y3HABLLETO, YTO Y Hero ecTh mywa. OH
Ol YL/ €€ ¥ IyBCTBOBaN, Il€ OHA, IOTOMY YTO OHa Y Hero Gonena |...]
Hywa wesenunacr B Hem, kKak comutep. Ho 3To 6bin conutep
Besgecyu M. M yemoBeka He TOLIHMAO OT COKPALLIEHWUH €ro TyLUH
TO/NILKO OTTOrO, YTO KOXKAYI0 YaCTHUY €ro Te1a TOWHH/0 ero 0codoi

TOLUHOTOM; 3TH Pa3HOBHAHOCTH TOLUHOTbI B3aUMHO MOTALIANUCDH APYT
apyrom. (IV:448)%

Also significant for Pastemak’s character Knauer is the Belyian waming of the
moral dangers of music:

YenoBeK, COTBOPHUBLUHI M3 MY3bIKH KYMHP, HE MOXET He 00€CUECTHUTD
CBOE C/I0BO, CBOIO NMPpaBay, CBOM NOAr. 3a4yeM MCKaHMe MYTH, 3a4eM
OCMBIC/IMBaH He, 3a4€M MPONONIKeHHe Yero Obl TO HH 6b10, XOTh pas
OmeCHYBLUETO UEHHOCT b1O, 3a4eM, )XHBaA KH3Hb, €C/IH Mepeno MHOM

6e3nyTHBIH, 6e34eCTHBIN KYMM D, ONPABALI BAIOLLHH MO0 /KHBOCTb?
(58)

Mezhdu dvux revoljucy. Elsewherce, he speaks of the “logic” of some in his era: *Ljublju solnce,
Shopena, Pshibyshevskogo: em shokolad!™, Ibid., 237. See Bely). Mezhdu dvux revoljucij (Moscow:
Xudozhestvennaja literatura, 1990), 107, 116-119, 237, 345, 482-183. Belyj mentions Przybyszewski »nly
briefly in the first volume of his memoirs. Na rubezhe dvux stoletij (Moscow: Xudozhestvennaja literatira,
1989), 239, 242. That the Polish Decadent makes so many appearances in Belyj's memoirs indicates hs
impact on the young Russian Symbolist.

“t Bonis Bugaev, “Protiv muzyki™, Vesy, 3, 1907, 57-60.

% As menuoned in a footnote to Chapter Two, the image of the tapeworm also has a precedent in
Nietzsche, whose image of the tapeworm indicates conscience. See Enka Greber, *Bonis Pasternak’s Prose
Fragment “Tn glavy iz povesti’. The Arrangement of a Philosophical-Musical Subtext”, Poétika
Pasternaka, 124 idem, Intertextualitit und Interpretierbarkett des Texts. See Chapter Two for the relevant
Nietzsche text.
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in Knauer’s behavior, perceived by those around him as immoral and unjustifiable,
Pasternak realizes the metaphor of Belyj’s essay; this attempt of Pasternak’s to portray
music as an “enemy”, in Belyj’s words, which brings Knauer to such a state of obsession
that he values music over the life of his son, is significant for Pasternak’s own biography at
a time when he was parting from music. Clearly, too, Pasternak depicts in exaggerated
terms the fatal misunderstanding between artist and public. Y et the Belyj subtext, with its
hints against false “heroism”, already indicates in the Pasternak text a distaste for the overly
heroic portrait of the artist. Like “Apellesova cherta”, wntten before “Istonja odnoyj
kontroktavy”, and “Pis’ma iz Tuly”, wntten afterwards, this Pasternak tale portrays
between the lines the mediocnty and falsehood, as well as the destructive power, of the
self-absorbed artist.

Thus we see that in his “Istonja odnoj kontroktavy”, Pasternak suppresses
Decadent- and Symbolist-era texts closer to him by using the setting, motifs, and realia of a
Hoffmann wale. The Hoffmannesque model present in Pasternak reveals traces of
Decadent-cra exaggerations of Hoffmann's image of the isolated and obsessed artist. Itis
this later manifestation of the “false Romantic scheme”, as Pasternak descnbes the
overglonfied depiction of the poet (I'V: 228), to which Pasternak objects at least as strongly
as to the Hoffmann image which in part inspired later developments.

We have examined a number of different forms which Pasternak’s reception of
Hoffmann texts took throughout his career. His early prose sketches reflect his close
reading of Hoffmann, and his use of Hoffmann as a model: his carly experiments stay at
times so close to Hoffmann texts that they could better be called improvizations on
Hoffmann. We saw the same phenomenon in Chapter Two with Pasternak’s treatment of
Novalis texts early in his career. With Pasternak’s first published verse, one can trace an
cvolution in his treatment of Hoffmann subtexts. He no longer improvizes on the texts, but
rather takes images or motifs from them and responds to them in his own, fully original,

work, engaging in a ditalogue rather than imitating. This treatment of Hoffmann subtexts
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continues throughout the first half of his carcer. The themes which provide the most
fruitful ground for Pasternak’s intertextual reception of Hoffmann texts include mainly
inspiration, the stifling lack of it, and, more importantly, what Hoffmann views as its by-
product—illness. These themes are quintessentially Romantic and frequently associated
with Hoffmann. Pasternak also responds to Hoffmann’s image of the artist, a portrayal
which at once stems from Novalis's praise of the artist’s glorious state and departs from
Novalis’s positive picture. Hoffmann’s sharp irony toward the Romantic notion of the
artist finds its echo in Pasternak. That 1rony is not nearly as sharp as Heine’s late- or post-
Romantic look at the prevailing image of the artist; Heine's more pointed irony toward
himself and other artists finds an even stronger intertextual response 1n Pasternak’s work.
Pasternak’s portrayals of isolated artists have their roots not only in Hoffmann,
however, but in a literary descendant of Hoffmann from the era of Decadence —Stanislaw
Przybyszewski. Both in an early story and in a late-life essay, Pasternak pairs subtexts
from Hoffmann and Przybyszewski about the position of the creative artist in society and
his atutude toward his art. The carlier text has elements of the improvization noted in
regard to his early skectches in prose; it is certainly not an accident that Pasternak chosc not
to publish “Istornja odnoj kontroktavy™ dunng his lifetime, as he must have felt its Naws
and the exaggerations which reflected the era in which its was wntten. [n that story,
Pastemak takes the realia of a Hoffmann tale to develop the portrait of the musician which
reflects more closely Przybyszewski than Hoffmann. The subtextual presence of Russian
Symbolist Andrej Belyj, himself an admirer of Przybyszewski, and whom Pasternak
mentions 1n his second memoir in the same phrase as Przybyszewski, shows the very
genacology of which Pasternak speaks in Qxrannaja gramotain regard to the Romantic
image of the artist which he rejects: that “image of life as the life of a poet™ goes back to the
Svmbolists, wntes Pasternak, who in tum inhented it from the Romantics, “mainly the
Germans”™ (IV: 227). Pastermak’s essay on Chopin treats subtexts both from Hoffmann

and from Przybyszewski more subtly, but with just as much seriousness. Although he
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claims to reject Hoffmann's fantastic portraits in his late-life correspondence, and speaks

ironically of his love of Przybyszewski in his late-life memoir, it is clear that traces of both

remain in his image of the i1deal artist. There is neither irony nor polemic in his use of

subtexts from these Romantic (or neo-Romantic) wniters, though he certainly chooses texts

and points of view selectively, ignonng, for example, Przybyszewski’s demonistic views

in favor of Hoffmann’s religious image of poetic inspiration. The paradox which results in

Pasternak’s use of Romantic models to show how un-Romantic an artist Chopin was,

calling him emphatcally a realist, itself has antecedents in the critical literature from

Pasternak’s literary “formative” period. In his 1914 monograph on Hoffmann, Ignatov

writes that Hoffmann is a realist:

Ecan mbi Ha pagy ¢ 3Tum npoussenenueM [“Des Velters
Eckfenster”: KE-R] npunomuum ynomanytoe B 6uorpaduu onucanue
Bap LLIaBCKOW XXM 3HH, NTPUTIOMHHUM CHIEHHE B CBOOONHOE BpeMs B CyAE H
HabmoneHne 3a TONKABLUMMCA TaM Hap OOM,—Mbl CMOXEM C TTOTHBIM
OCHOBAHHEM CKa3aTh, 4To [opPpman 6bin peanuct. Ero dpaHTacruka He

YHHHTOXAET 3TOrO ONp eNENEHHA, TAK KaK OHA PearbHa, KOPHH ee Ha
3em/e, B OObIIEHHOCTH.

Ignatov’s views hark back to Vladimir Solov’ev’s, in his introduction to his

translation of “Der goldene Topf™. Solov’ev, in wnting about the double life which

Hoffmann’s characters lead, emphasizes the rcality of the everyday settings:

CywecTBeHHbI XapakTep no3d3uu [odmana [...] cocronT B
MOCTOSHHOM BHYTPEHHEN CBA3H M B3AMMHOM NMPOHHKHOBEHHH
($aHTaCTHYECKOTO U PeATbHOTO 3/IEMEHTOB, NpHieM GaHTACTHYECKHE
06pasbi, HECMOTPA Ha BCIO CBOIO MPHUYYLIHBOCTD, ABAAIOTCA HE KaK
NPHBHACHUA U3 HHOTO YYXAOTO MUPA, a KaK ApYyras CTOPOHA TOW Ke
CaMO¥t IENCTBUTENbHOCTH, TOTO )K€ CAMOTO PeaTbHOTrO MHPa, B KOTOPOM
AEHCTBYIOT H CTPAfalOT XHBbie MHLA, BbIBOAUMbBIE Mo3TOM. [loaTomy,
TaK KaK MoBCeAHEBHaA JeNCTBHTENbHOCTb MeeT ¥ lodmMana Bceraa u
MOCTOAHHO, a HE CTY4aHHO TO/MbKO, HEKOTOPYIO paHTacTHUECKY O
NOAK/IANKY, 3Ta ACHCTBUTENbHOCTD, OTAENbHO B3ATas, NPH BCeN
eCTeCTBEHHOCTH CBOMX MU, 00pa30B U MOMOXKEHUH (€CTECTBEHHOCTH,
KaKo#t MOT Obl MO3aBUAOBATh COBPEMEHHbIH HATYPATH3M), NOCTOAHHO

" S. 8. Ignatov, E. T. A. Goffman. Lichnost' i tvorchestvo (Moscow: Tipografija O. L.. Somovoj,
19134), 102.
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AaeT YYBCTBOBATh CBOIO HEMONHOTY, ONHOCTOPOHHOCTD H

He3aKOHYEHHOCTb, CBOIO 3aBUCHMOCTb OT 4€ro To apyroro [...]"

Pasternak’s view of realism redolent of Romanticism comes closer to the 1914
excerpt than to the obviously Symbolist view from 1880; nonethcless, the notion of a
highly Romantic artist being a realist is not new to Pasternak.

In this regard it is significant that Pastcrnak discusses Hoffmann carly in his career
from the point of view of his underlying philosophy as Pasternak sees it (in philosophical
terms perhaps more charactenstic of Kleist than Hoffmann), rather than his typically
Romantic traits. Already in his carly letter to Loks, mentioned at the beginning of this
chapter, in which Pasternak discusses his rcading of Hoffmann, we see Pasternak’s
interpretation of Hoffmann’s work not from the typical point of view as a half-crazed
creator of fantastic storics, outlined at the beginning of this chapter, but as a creator of
realist stories. Pastcrnak takes as an example Hoffmann’s “Das Majorat™, which he
disucsses not in terms of the supernatural side of the story, but in terms of its psychological
and philosophical aspects. Important for Pasternak in the story is the theme of universality,
both in the taboo against murder and in the effect of onc person’s actions on another, even
a stranger. In conncction with “Das Majorat”, Pasternak wntes of strangers as “collections
of vanous *1’s’™.”* The key nouon of Hoffmann's story for Pasternak is the role of
accitdent and fate, of the ability of one person unintenuonally to change the course of
another’s life. [tis significant that Pasternak would take this particular aspect of
Hoffmann's work for discussion (writing off as less worthy of discussion a popular
masterpicee like “Der goldene Topf™),” as this philosophical aspect becomes important for
Pasternak’s work not in the strictly subtextual sense, but more generally in the development

of his prose, as for example in “Detstvo Ljuvers”, as the commentators on the letter

"' Viadimir Solov'ev, introduction to E. T. A. Hoffmann, *“Zolotoj gorshok™. Perevod 1 predislovic
Viadimira Solov'eva (Moskva: Al'ciona, 1913), 6-7.

" Bons Pasternak. “Pis'ma k Konstanunu L.oksu™. Publikacija E. B. 1 E. V. Pasternak. Minuvshee, 13
(op. cit.), 178.
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mention, or on Doktor Zhivago.™ As we have seen in this chapter, however, this letter
expresses rather an exception than the rule in Pasternak’s reception of Hoffmann. Despite
his stated interest in the philosophical side of Hoffmann's work, a statement which reflects
his own views more than Hoffmann's predominating literary focus, the subtexts examined
above show that Pasternak did indeed perceive Hoffmann in much the same way his
literary colleagues did. Asis always the case with Pasternak’s poetics, he chose those
aspects of Hoffmann which were appropnate to his own style and world view. He did not,
for example, adopt Hoffmann’s humor, one of the aspects of Hoffmann’s writing which
gained him fame.”™ His subtextual Hoffmann was rather the stereotypical Hoffmann of his
cra. [tisall the more intriguing that he would take this stereotype while reversing its intent
in his late essay. Although Pasternak’s reception of Hoffmann at the end of his life cannot

be compared to his nch reception of Novalis even at the end of his career, traces of

Hoffmann can nevertheless be seen.

™ Ihid.
™ 1bid., 170.

™ Thus is also true of Pasternak’s reception of Nikolaj Gogol. See Anna L junggren, “Gogol’ i Pasternak™,
Pasternakovskie chtenya, 143-153.

Karen Evans-Romaine - 9783954790807
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CHAPTER FOUR
PASTERNAK AND HEINE

Pasternak read and admired Heine all his life, as Evgeni) Borisovich Pasternak
remarks in his biography of his father.' It is thus not surpnising that Heine subtexts
abound in Pasternak’s work. As we have seen in Chapters Two and Three, Pasternak’s
reception of Novalis and Hoffmann is frequently indirect, through an intermediary subtext
from a contemporary or a recent literary predecessor. In the case of Heine we see
something different: namely, that Pasternak almost always quotes Heine without the use of
an intermediary text. There are exceptions, as we will see below; however, as a rule,
Pasternak’s reception of Heine is direct.

This 1s to be expected, if one keeps in mind Heine’s role as “the last Romantic, at
once Romanticism’s harvester and gravedigger.”™? The importance to Pasternak of Heine's
dual attitude toward Romanticism has been pointed out by Lazar Fleishman in his
biography of Pasternak.®> Indeed, Pasternak, while fighting openly against what he called
the “romantic manner” (1V: 227), adhered to aspects of Romantic acsthetics and quoted
heavily from canonic texts of the Romantic era, as | have discussed in detatl in the second
chapter.

Fleishman's remark appcears in the context of a discussion of Pasternak’s 1915
story “Apellesova cherta”™. One of the main themes of that story, as Fleishman and others

have pointed out, is the blurring of borders between art and life.* This is true on two

'E. Pasternak. Boris Pasternak. Materialv dlja biografii, 234-235. See also E. B. Pasternak’s introduction
to Pasternak’s “'Istonja odnoj kontroktavy™, on Heine’s role in Pasternak’s rejection of the “romantic
manner”, Slavica Hierosolvmitana, 1, 1977, 253. He writes that Pasternak took as a model for the
character Heine 1n his story “Apellesova cherta” Heinnch Heine as he described himself in Reise nach
lialien.

*Jeffrey 1.. Sammons, Heinrich Heine: A Modern Biography (PrincetonLondon: Princeton University
Press. 1979), 59.

‘Lazar Fleishman, Boris Pasternak: The Poet and His Politics (Cambndge. MA/London: Harvard
University Press, 1990), 79.

*See Heishman op. cit. 78-79; Barnes 1989, 195; Michel Aucouturier, *The Legend of the Poet and the
Image of the Actor in the Short Stornies of Pasternak”, Studies in Short Fiction, 3 (Winter 1966), 225-235;
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plancs, since not only does the action of the story involve crossing the border between the
two, but Pasternak himself sces Heine as a model in his struggle against Romanticism.*
The Heine of the story crosses into the rcalm of autobiography for Pasternak.

This tendency 1n Pasternak to link Heine with the autobiographical is manifested not
only in “Apellesova cherta”, but in much of Pasternak’s work which could, sometimes
loosely, be considered autobiographical. Heine is a model for Pasternak’s movement away
from what he perceived as the “romantic manner” to such a degree that Pasternak quotes
Heine frequently in his autobiographical work. Heine’s autobiography (itself real or
fictional) becomes a part of Pasternak’s autobiography.®

Pasternak’s relationship to his autobiography is, at the very least, problemaitic.
Chnstopher Barnes has wntten about the difficulty of being his biographer. Pasternak
obscures the facts: his memory fails him and, in his two large autobiographical works,
Oxrannajagramota and his late-life autobiographical essay Ljudi i polozhenija, he is
frequently inconsistent or inaccurate.” Lazar Fleishman writes of Pasternak’s tendency to
“cover his tracks”, regarding both biographical and literary details. Fletshman considers
Pasternak’s view of biography typically Futunist: since he viewed biography as a
construct, like any other litecrary work, Pasternak believed that the same acsthetic norms

used for literary texts also apply to biography.®

Sheikholeslami, Der deutsche Einfluss im Werke von Boris Pasternak, 130, Mossman. “Pasternak’s Short
Ficuon™, Russian [iterature Triguarterly, 2, Winter 1972, 279-302.

*See Bamcs, Ibid.; E Pasternak, Ibid.. Enika Greber, Intertextualitiit und Interpenierbarkeit des Texts. 7ur
frithen Prosa Bonis Pasternaks, 237-238. Sheikholeslami, 130.

*E. V Pasternak wntces of Pasternak’s desire always to be others in his autobiographical depicuons. Sec
E. V. Pastemnak, “/nachcme aviobiografichcskogo momenta v romane ‘Doktor Zhivago™, Pasternak-
Studien. 97-106. See also E. F. Varlamova, *B. Pastemmak i 1.. Tolsto). K voprosu o tradicii™,
Pasternakovskie chtenya, 163-170. Finally, on the autobiographical principal as it relates to Chopin, see
Krystyna Pomorska, “Music as Theme and Consttuent of Pastermak’s Poems™, Slavic Poetics. Essavs in
Honor of Kiril Taranovsky, 333-350.

“Christopher Bamnes, “Biography. Autobiography and *Sister Life”: Some Problems Chronicling
Pastemak’s Early Years™, frish Slavonic Studies, 4, 1983, 48-58.

*l.azar Fleishman, *Fragmenty *futunsucheskoj’ biografii Pasternaka™, Slavica Hierosolvmutana. 4, 1979,
79-113.
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In his earlier memoir, Oxrannajagramota, Pasternak assures his readers that he is
not writing an autobiography (1V: 158), and later in the same work, he explains his dislike
of the notion of a “poet’s biography”. He holds the concept of “biography™ to be
connected with the romantic notion of biography as spectacle, a notion which he rejects

along with everything else connected with the “romantic manner™:

Ho non poManTHuyeCcKo# MaHepOIt, KOTOPYIO A OTHbIHE
B036pansan cebe, KpLINOCH Leoe MUPOBOCTPUATHE. ITO ObiNO
NMOHHMaHbe XHU3HH KaK XH3HH nodTa. OHo nepeuvio K HaM oT

CHMBO/THCT OB, CHMBOTHCTAMH Xe Obl o YCBOE€HO OT pOMAHTHKOB,
T/T1aBHLIM 06pa30M HEMELKHX.

[...]

3penmioe noHuManue 6uorpaduu 6bi0 CBONCTBEHHO MOEMY
BpeMeHH. S 3Ty KOHLENUMIO pa3aensin co BCeMH. Sl paccTaBaica C Hen
B TOH €Lll€ ee CTalHH, KOTa OHa 6bina HeoOA3aTe/IbHO MATKA Y
CHMMBO/THCTOB, repo3Ma HE Npeanoiaraia ¥ KpoBbio ele He naxjaa. Y,
BO-TIEPBBIX, 1 OCBOGOXKOAICA OT Hee 6€CCO3HATENBHO, OTKA3bIBAACH OT
POMAHTHYECKHX MPHEMOB, KOTOPbIM OHa CITY>KH/1a OCHOBaHHeM. Bo-
BTOPbIX, i U CO3HaTeNnbHO U3beran ee, Kak 61ecka, MHE HENONXOAALLLETO,
MOTOMY YTO, OFPaHHYUB cebA peMecIoM, A 6OANICA BCAKOA MO3TH3AUMMH,
KOTOpas 1OCTaB1Aa Obl MEHA B 10XKHOE H HECOOTBETCTBEHHOE

nonoxeHunoe. (I1V: 227-228)

Olga Racvsky Hughes wnites that in this episode Pasternak is actually “revealing the
geneaology of his own poetics.™ Indecd. in Pasternak’s autobiographical or semi-
autobiographical statements there are passages in which what are ostensibly self-depictions
turn out to have subtexts in German Romantic literature. That s, in wniting about himself,
Pasternak quotes others writing about themselves, thus making his autobiography part of
the autobtographical tradition on two levels—that of genre and that of subtext. One of the
nchest sources for these subtexts to his constructed autobiography is the work of Heine.

The depiction of Heine’s dual attitude toward Romanticism is typical for Russian

cniticism durning the era in which Pasternak began his literary career. The author of the

introductory article to the 1900 complete Russian edition of Heine’s works, Chujko, writes

that Heme

’Olga Raevsky Hughes, The Poetic World of Boris Pasternak, 169.
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cam Ob1/1 0083aH BAMAHHIO POMAHTHYECKON LIKOABI YacTbl0 CBOUX
STY4LLUKX BAOXHOBEHHA W XOTA NMO3QHEE OH ¥ MOKHHY/ ee 3HaMA, HO TeM
HE MEHEe Ha 3aKaTe CBOeH XXH3HHU OH CO3HAICA, YTO, HECMOTPA Ha BCe
MCTpEOUTENbHBIE MOXOABI MPOTHB POMAHTH3MA, OH BCE-TAKH B ITy6uHe
MyLLX OCTABANCA POMAHTHKOM. "

Similarly, the editor to the 1903 Russian edition of Heine's works, Olenin, writes
that “In Heine, Romanticism destroyed itself,, in its brilliant play of antithescs.™""

An article by Viktor Zhirmunski), “Gejne i romantizm™, published in the journal
Russkaja mysl"in 1914, depicts the Heine of “Die romantische Schule”, who, as a late

Romantic, distorts the image of his Jena Circle predecessors.

FefiHe—xXapakTepHblf MPeaCTaBHUTENb MO3AHEr0 POMaHTH3Ma. B HeM
3aBep LUIAETCA MPOLIECC CAMOPa3p yLLUEHHA POMaHTHYeCKOro 4yBcTBa. Ero
MeuTa 0 6ECKOHEYHOM HOCHT BCE YEPTh OMP eNENEHHOTO
MAMI03MOHM3MA.

Zhirmunskij goes on to discuss a trait in Heine very highly valued by the post-Symbolist
generation: Heine's pull toward this world, as opposed to the other-world of the
Romantics (and of the Symbolists after them). Zhirmunskij notes in Heine

KaKoe-TO CTPEM/ICHHE K NEHCTBUTENLHON XHU3HH [...] ropbkue
HaCMELUKH Hall BO3BbILIECHHBIMH MeTadrOpHUECKHMHM TPe3aMu, Hal
TOM/ICHHEM O MHPAM MHDIM, Hall TEM, YTO B OOBIYHOM
CN10BOYIOTPeONeHHH NTOHUMAETCA MOL POMAHTH3MOM. 3Ty XH3HbL
6naroc10B1A€T NO3T, 3TA XXH3Hb 6ECKOHEYHA U GOXECTBEHHA, H B
MOMHOTE M CHe KU3HH—BBICLLIAA LEHHOCTh CyulecTBoBaHua."

This longing in Heine to expencnce the fullness of this life, rather than dreaming of
the beyond. was important not only to Pasternak, but to other post-Symbolist wniters, like

Mandci’shtam and Cvetaeva, and 1o some Symbolists, like the late Blok and Annenskij.

'V. V. Chujko, “Genrix Gejae. Kntiko-biograficheskij ocherk™, Polnoe sobranie sochinenij Genrixa Gejne
v perevode russkux pisatelej. Pod obshchej redakcicju P. V. Bykova (Petersburg/Moscow: M. O. Vol'f,
1900). XXXVIL

K. L. Olenin, “Gennx Gejne. Kritiko-biograficheskij ocherk™, Polnoe sobranie sochinemij Genrixa Gejne.
V perevode russkix pisatele) pod obshche) redakeie) K. .. Olenina (Odessa: 1zdanic K. N. Karanta, 1903),
12 vols. XXXVIII. The Russian text reads: 'V Gejne romantizm sam scbja unichtozhil, v blesyjashchej
igre antitezami.”

Viktor Zhirmunskij, “Gejne 1 romanuzm”, Russkaya myst’, 5, 1914, Section 2, 96.

"Ibid., 107.
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This aspect of Heine’s work was particularly important to Pasternak at the ime when
Zhirmunskij's article came out; in 1914 Pasternak had already published his first book of
verse, Bliznec v tuchax, strongly marked by Symbolist language and imagery, and was
turning away from the style of that early book toward post-Symbolist, Futurist poetics.
This penod, which biographers, following Pasternak’s lead, characterize as his “rejection
of the romantic manner” (IV: 227),"* is precisely the period when Heine subtexts begin to
appear frequently in Pasternak’s verse. A year after Zhirmunskij’s article appeared,

Pasternak wrote “Apellesova cherta”, with Heine as its hero.

Pasternak’s autobiographical statements, as | have noted above, straddle the border
between fact and fiction, revealing not only his typically Futunst notion of biography as
construct, as Fleishman has remarked, but also a profoundly Romantic attitude toward
truth, as Guy de Mallac has pointed out.'* In fact, Pasternak’s own statements on the
theme of artistic truth have subtexts not only in Novalis, as [ noted in Chapter Two, but in

Heine as well. Recall Pasternak's statement and the Novalis subtext:

YyThem, no cBOEH OAYXOTBOPEHHOCTH, NPO32 HLUET ¥ HAXOOUT
Ye/I0BEKA B KaTErOPHH PEvH, a €C/IH BEK €T0 IMLLEH, TO Ha NaMATD
BOCCO3MACT €ro, H MONKHALIBAET, U NMOTOM, 1A 6/1ara yenoBevecTsa,

NenaeT BMA, MTO HalIa ero cpeax coBpemeHHocTH. Hadana aty He
CyurecTBy1oT oraenbHo. (IV: 369)

This passage has two subtexts: from Novalis’s novel Heinrich von Ofterdingen,
and from Heine's “Reise von Miinchen nach Genua”. The Novalis passage makes the
point that history should be wntten by histonans who are poets as well, making clear that
poets would write truer history than histonans themselves:

Wenn ich alles recht bedenke, so scheint es mir, als wenn ein
Geschichtschreiber notwendig auch ein Dichter sein miite, denn nur die
Dichter mogen sich auf jene Kunst, Begebenheiten schicklich zu
verkniipfen, verstehn. [...] Es ist mehr Wahrheit in thren Marchen, als in
gelehrten Chromken. Sind auch ihre Personen und deren Schicksalen
erfunden: so ist doch der Sinn, in dem sie erfunden sind, wahrhaft und

“See Bames 1989, E. Pasternak 1989, Fleishman 1990.
*Guy de Mallac, “Pastenak’s Critical-Esthetic Views™, Russian Literature Triguarterly, 6, 1973, 520.
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natiiflich. Es ist fir unsern GenuB und unserc Belchrung gewissermaBen
einerlei, ob die Personen, in deren Schicksalen wir den unsrigen
nachspiiren, wirklich einmal lebten oder nicht. Wir verlangen nach der
Anschauung der groBen einfachen Secele der Zeiterscheinungen, und finden
wir diesen Wunsch gewahrt, so kimmem wir uns nicht um die zufallige
Existenz threr auBern Figuren. (I: 259;1V: 137-138)

The 1914 Vengerova translation of this passage reads:

Buuxas B 3T0, i BUXY, YTO HCTOPHK HENpPEMEHHO OOMKEH ObITH
MO3TOM; TONBKO MO3ThI 06/1a0AI0T HCKYCCTBOM YME/IO CBA3bIBATb
cobbIThbA. [...] B HX Ckaskxax 6o/blie npaBAbl, 4e€M B YHEHbIX NETOMHCSAX.
XoTsa UX repoH u CynbObl MX BbILYMaHbl, HO BCE )K€ CMbIC/ BBIIYMOK
NpaBaMBbIA ¥ KH3HEHHBIA. L1 Halllero HaUTOKAEHHA U HA3UOAHHA B
CYLWLHOCTH 0€3pa3/IM4HO, HEACTBHTENLHO /TH XXM/IH H/IM He XHIH Te,
Ybfl )KM3Hb OTPAXKAET Haly coOCTBeHHY10. Mbl TpefyeMm, HTO6bI Ham
MOKa3IH BEMHKYIO, MPOCTYIO AYLIY COBPEMEHHOCTH, ¥ €C/TH Hallle
Ke/TaHHe UCITOMHEHO, TO HaM HET [e1a 10 CTy4aiHOTO CY1ll eCTBOBaHUA
BHEeLWHUX o6nuxoB.'

Heine paraphrases Novalis's statement as follows:

Die Geschichte wird nicht von den Dichtern verfalscht. Sie geben den Sinn

dersclben ganz treu, und sey es auch durch seibsterfundene Gestalten und

Umstinde. (VII: 28) "

Thus the Romantic notion of lying in art expressed by Novalis and Schlegel, #hi:h
was discussed 1n Chapter Two, appears in Heine as well. Itis possible, in fact, that
Pasternak draws his statements on the aruistic lie from Heine, rather than from Heine's
Romanuc antecedents, as the textual correspondence between the Pastemak and Heine

passages on the subject is closer. Pasternak. we recall, wntes in Oxrannajagramota:

[To-pyccku BpaTh 3HAYHT CKOP €€ HECTH JIHLLIHEE, YeM
obMaHbiBaTh. B TakoM cMbicne v Bper HckyccTBo. Ero ofpas o6Humaer
)KH3Hb, a He HleT 3pHUTena. Ero uctunbl He u3oOpasuTenbHsl, a
coco6Hbl K BEYHOMY Pa3BUTbIO. (1V: 179)

'*Novalis, “Gejanx fon Ofterdingen™. Perevod s nemeckogo Zinaidy Vengerovoj i Vasilija Gippiusa (stxi).
Vstuptel' naja stat’ ja Zinaidy Vengerovo). (Moscow: Kmgoizdatel'stvo K. F. Nekrasova, 1914), 8.
Repr. Novalis. Geynrix fon Ofterdingen. Fragmenty. Uchemki v Saise (St. Petersburg: Evrazija, 1995), »5.
' Heinrich Heine. Historisch-kritische Gesamtausgabe der Werke. lerausgegeben von Manfred Windfuir
im Auftrag der | andeshauptstadt Dissseldorf. (Hamburg: Hoffmann und Campe, 1973-). Heine textsare
ciled from this edition unless otherwise specified.
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Heine, like Pasternak, speaks directly of lies in art, but with much greater irony
than Pasternak. 1 will discuss the way in which Pasternak deprives Heine subtexts of their
irony below. Heine writes the following in his “Vorrede zur zwetten Auflage” of his verse:

Es will mich bedtinken, als sei in schonen Versen allzuviel gelogen worden,

und die Wahrheit scheue sich in metrischen Gewanden zu erscheinen. (I:
564)

Although Pasternak ignores the irony in Heine’s statement, he shares with his
model an underlying cautiousness toward the worship of art; this virtual deification of art
and artists is an ailment from which the Romantics (from Heine’s point of view) and the
Symbolists and Futurists (from Pasternak’s viewpoint) suffer. Thus the statements by
both writers on the falsehood inherent in art have the same goal of removing art from the
pedestal onto which the writers’ predecessors had placed it. This can be seen in partas a
reaction toward the positive notion of artistic lies typical of the Jena Romantics, as
discussed in Chapter Two.

Y et the attitudes of both Pasternak and Heine toward art are more complex than
these cool assessments of art’s falsehoods would suggest. Art for both may not be the
object of open worship which i1t was for their predecessors, but it is for both writers a kind
of protection from the outside world, a “safe conduct”, as Pasternak calls it. In fact, there
1s a possible Heine subtext to the title of Pasternak’s first autobiography, Oxrannaja
gramota. The common image in both the Heine text and Pasternak’s title is that of art as

protcctive shield. In Heine the relevant passage appears in the poem “Die Minnesianger™

Und die Kunst dient ihm zum Schilde,
Und das Wort das ist scin Schwerdt. (I: 96)

Pastcrnak and Heine have in common an ambivalent relationship to their artistic
gifts, however. If for both art can serve as a shield (or, in Pasternak, also as a “pass” to a

higher state:** “Prosms’, poet, i suj svoj propusk™ [I: 278, 562]; “I rifma nc vioren'e
g ) SVQO) prop

'*See k. B. and E. V. Pasternak. “Koordinaty lincheskogo prostranstva. K istorii otnoshenii Osipa
Mandel shtama s Bonisa Pastemaka™, Literaturnoe obozrenie, 2, 1990, 44-51; 3, 1990, 91-100, for
commentary on the noton of the poet’s “pass™.
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strok./ No vxod 1 propusk za porog”, (I: 401]), then artis also an illness. It is significan:
that Pasternak takes up Heine’s image of art as a shicld, but not of the word as a sword.
We will examinc their divergent views on art as a political weapon below.

The image of art as illness is ancient, dating back to Plato; however, the
manifestaton of this image which probably had the greatest impact on Pastcrnak and the
poets of his generation comes not from classical sources, but mainly from Heinrich Heine,
who took carly Romantic images of art as cure and turned them on their heads, with the
help of Hoffmanman images of the insane, 1solated artist. In the 1860s A pollon Grigor’ev
wrote of the “sickly poetry” prevalent in the age not too far before his, referming particulacly
to the “sickly” poetry of Fet and quoting extensively from Fet’s main source for his ailing
poctics, Heine. Reception of Heine’s image of the ailing poet thus was a part of the
tradition long before Pasternak.'®

As [ have discussed in Chapter Two, Pasternak’s poem “Vysokaja bolezn’ has
numcrous subtexts in Novalis. Yet the Novalis subtexts to the image of poetry as illness
arc not cnurely sausfactory, becausc although Novalis makes extensive use of images
involving blindness, unconsciousness, clectnicity or electric shock, and other forms of
temporary 1ncapacitation to depict the force of inspiration, images to which Pasternak in
tumn refers, Novalis never actually defines art as illness. This is done first imphcitly by
Hoffmann, 1n his depictions of the “sick™ or insane artist, as we have seen in Chapter
Threce: 1t 1s then done explicitly by Heine, who, m desenbing Novalis and Hoffmann,
charactenzes art as an illness. Hetne wnites the following of these two Romantic
predecessors 1n *Die romantische Schule™

Die groBe Achnlichkeit zwischen beiden Dichtern bestcht wohl darinn, da8

1thre Poesie cigentlich cine Krankheit war. [...]

Abecr haben wir ein Recht zu solchen Bemerkungen, wir, die wir

nicht allzuschr mit Gesundheit gesegnet sind? Und gar jetzt, wo dic
Literatur wic etn groBes Lazareth aussicht? Oderist die Poesic vielleicht

'* Apollon Grigor ev, “'Russkaja izjashchnaja literatura v 1952 godu”. Quoted from Apollon Grigor'ev,
Kritika (Moscow: Xudozhestvennaja literatura, 1967), 87-102.
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eine Krankheit des Menschen, wie die Perle eigentlich nur der
Krankheitsstoff ist, woran das arme Austerthier leidet? (VIII: 193)%°

Heine repeats this image of poetry as the pearl from which the oyster suffers in his poem

“Jehuda ben Halevy™

Diese weltberiimten Perien,

Sie sind nur der bleiche Schleim
Eines armen Austerthiers,

Das im Meergrund blode krankelt:

Doch die Perlen hier im Kisichen
Sind entgquollen einer schonen
Menschenseele, die noch tiefer
Abgrunduefer als das Weltmeer—

Denn es sind die Tranenperlen
Des Jehuda ben Halevy,

Die er ob dem Untergang

Von Jerusalem geweinet—
Perlentrinen, die verbunden
Durch des Reimes golden Faden,

Aus der Dichtkunst giildnen Schmiede
Als ein Lied hervorgegangen. (III: 146-147)

The metaphor of art as pearl/illness in Heine is taken from a poem to which
Pasternak responds in several works — Franz Grillparzer’s *“Abschied von Gastein”. In this
1818 poem Gnllparzer writes of the pain of poetry, cmphasizing the metaphor with a word
play on Quell, in reference, of course, to the Castalian Spning, and Qual, or Schmerz, pain.

Was Gott mir gab worum sie mich beneiden,

Und was der Quell doch ist von meiner Pein,

Der Qualen Grund, die wenige ermessen,
Du lieBest michs auf kurze Zeit vergessen.*'

Gnliparzer compares the poet-martyr to a tree struck by lightning, a mussel sick
with a pearl, and a waterfall injured by the cliffs which give it its beauty. His metaphors

find resonance in Pasternak’s poems *“Opredelenie dushi” (I: 135) and “Bolezni zemli” (I:

**The relevance of the pearl/oyster metaphor for poetry in “Die Romantische Schule™ to Pasternak’s phrase
was pointed out to me by Omry Ronen at a sermnar in 1990. See Omry Ronen, “‘Rossija— Sfinks’. K
istoni krylatogo upodoblenija™, Novoe literaturnoe obozrenie, 17 (1996), 422, 431. Heine's essay was
written in 1832-35. The poem “Jehuda ben Halcvy™ comes from the collection Romanzero, written in
1846-51.

'Franz Grillparzer, Sdmtliche Werke. Ausgewdhlie Briefe, Gespriiche, Berichte. 4 vols. (Miinchen: Carl
Hanser. 1960-65), Vol. 1, hrsg. von Peter Frank und Karl Pémbacher (1960), 97.
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136), and in his essay “Neskol’ko polozhenij™ (1V: 367, 370), already quoted in other
contexts in Chapter Two.?* It is perhaps relevant to note that Grillparzer uses the exact
phrase “hohe Krankheit”, or “vysokaja bolezn™”, as the title to a four-line epigraph written
to Friedrich Wilhelm 1V.2 Although the epigraph itself it not significant as a source to
Pasternak’s poem — the malady descrnibed there is “lofty” because it afflicts royalty —it is
possible that Pasternak took the title from one poem and associated it with the text of
another poem by the same author.” This would be typical of his use of a metonymic
substitution of one textsign for another.*

Another subtextual source for the title *Vysokaja bolezn’”, besides the Novalis (and
other linked) sources named in Chapter Two, the Heine image of poetry as illness, and the

Gnllparzer image, is from Jean Paul Richter, whose importance to Pasternak has also been

“The relevant stanzas read: “Denn wir der Baum, auf den der Blitz gefallen./ Mit cinemmale strahlend sich
verkldn,/ Rings horst du der Verwundrung Ruf erschallens Und jedes Aug ist staunend hingekehrt,/ Indes in
dicser Flammen glihndem Wallen/ Des Stammes Mark und Leben sich verzehrt./ Der, wie die 1.ohe steigt
vom gltihnden Herde s Um desto tuefer medersinkt zur Erde.// Und wie die Perlen, die die Schonheit
schmiicken. Des Wasscrreiches wasserhclle Zier. Den Finder, mcht dic Geberin begliicken, Das
freudenlose, sulle Muschelter, Denn Krankheit nur und lange Qual entriicken/ Das heiigesuchtc, traurge
Kleinod thr.! Und was cuch so entziickt mit scinen Strahlen,: Es ward erzeugt in Todesnot und Qualen.//
Und wie der Wasserfall, des lautes Wogenv [ie Gegend fiillt mit Nebel und Getos./ Auf seinem Busen ruht
der Regenbogen, Und Dhamanten schiitteln nngs sich los.; Er ware gem im stillen Tal gezogen. Gleich
scinen Briiddem in der Wiesen SchoB.! Die Klippen, die sich thm entgegensetzen. Verschonen thn, indem
sic thn verletzen ./ Der Dichter so. ob hoch vom Gliick getragen,: Umjubelt von des Beifalls lautem
Schall, Lrist der welke Baum, vom Bliw. geschlagen.: Das arme Muschelticr, der Wasserfall.: Was ihr fiir
| 1eder haltet; es sind Klagen.: Gesprochen in ein freudenloses All,! Und Flammen. Perlen. Schmuck. die
cuch umschweben,: Geloste Teile sinds von setnem Leben.” (Ibid., 97-98) Pasternak responds with the
image of the fruit/poet burned by the storm, the leaf/poem or soul surviving in “Opredelcnie dushi®:
“Ogljanis’: otgremela v krase.; Otpylala, osypalas— v peple.’’ Nashu rodinu burja sozhgla.: Uznaesh® li
guezdo svoe, ptenchik™” (I: 135) The image of the poet transformed by a thunderstorm appears again at the
end of “Neskol'ko polozhemj™ (1V: 370). The thundenng waterfall in Grllparzer's poem is echoed in the
more “cvilized”, and thus ncgatve, fountain which poetry is not, according to Pasternak’s essay. (IV: 367)
In “Bolezm zemh™ the pain of the verses astounds the thunder: “Ch'i stixi nastol ko nashumeli,/ Chto |
grom ix bol’ju izumlen? Nado byt’ v bredu po men’shej mere.. Chtoby dat’ soglas’c byt® zemlej ™ (1: 136)
“Gnllparzer, op. cit., 548.

“Further proof of Pasternak’s awarencss of Grillparzer is another subtext unrelated to the present topic  is
hnes “Ja vmesto zhizm virshepisca- Povcl by zhuzn samix poém.” from “Volny™ (I: 380) recall two
sources from Gnllparzer's poetry: the quatrain *Du nennst mich Dichter? Ich verdien es nicht./ Ein andrer
sizt, ich fiihl’s, und schreibt mein Leben,: Und soll die Poesic den Namen geben,. Stau Dichter fiihl ich
hochstens mich Gedicht.” (413): and two lines from his “Entgegaung™, “Wirs nicht gegonnt zu schnben
mehr. So lebtich ein Gedicht.” (274)

“In tus regard sce L. Fleishman, K xaraktenstike rannego Pastenaka™, in his Stat’i o Pasternake, 42.
Pasternak. as Fleishman points out, substitutes Hegel for I'nednch Schlegel in “Vysokaja bolezn™ (I: 561).
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mentoned in Chapter Two. In Hesperus Jean Paul writes, “wenn dir die poetische
Tauschung fliichtige siiBe Schmerzen gibt” (I: 488), related not only to the title, but to the
line in *Vysokaja bolezn’” “teplo i bol’ bolezni vysshej” (1: 557), discussed in the Novalis
chapter. Thisis perhaps related to Heine’s later statement from “Die romantische Schule™,
“Nun Goethe todt 1st, bemachtigt sich meiner darob ein wunderbarer Schmerz.” (VIII: 125)

As with the case of Heine, Jean Paul texts provide a significant source to some of
Pasternak’s autobiographical writings. This is particularly true in the case of Pasternak’s
image of poetry as illness, an image which Jean Paul, like Heine, has in common with
Pasternak.

On several occasions Pasternak wrote about his fall from a horse on Transfiguration
Day and the simultaneous birth of creativity in him.?* Typically, one source not published
unul after his death gives us the clearest hint about what he wishes to convey in descnibing

his fall. Ina 1913 prose sketch he wnites:

MHe xanxo 13- neTHero MaIb4MKa ¢ ero KaracTpodoit 6 aBrycra.
Bot kak cefiyac 1eXXUT OH B CBEXEN HEIaTBepaeBLLEN THITCOBOMN
MOBA3KE, U Yepe3 ero 6pead NPOHOCATCA TPEXAONbHbIE,
CHHKOMHUPOBAaHHbIE PUTMbI ranona u naaeHus. OTHbiHe puTM byner
COOBITHE LA HErO, U, 0OPATHO, COOLITLA CTAHYT PHTMAMH; METOOUA
e, TOHAILHOCTb W TAapMOH KA — 0OCTaHOBKOIO ¥ BELILECTBOM COOBITHS.

Euie HakaHyHe, MOMHHKTCA, A He peAcTaBann cebe BKyca TBOPYECTBa.
(IV: 684)

Pasternak descnbes the event much more matter-of-factly in his 1956
autobiographical essay I judi i polozhenija: he explains his fall from a horse while

following a group of female nders from the village of Bocharovo who were the subject of a

*See 1. Ieishman, " Avtobiograficheskoe 1 ‘Avgust’ Pasternaka™, in his Stat'i o Pasternake, 102-112.
Pasternak refers to the event in the early prose sketch quoted above, in Oxrannajagramota (IV: 151), in the
second autobiographical essay Ljudi i polozhenija (IV: 304-305), and in the Zhivago poem “Avgust™ (I1I:
525-526). Seec also Aleksandr Zholkovskij, who wntes of the fall from horseback as an aspect of
Pasternak’s personal mythology of the feminine: “Fikstaticheskie motivy Pasternaka v svete ego lichnoj

mifologn™, Norwich Symposta on Russian Literature and Culture. Vol. L. Boris Pasternak 1890-1990, 52-
74.
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painting his father was working on. He noted that the leg healed so that it was shorter than
the other, which kept him from serving in the army all his life. (IV: 304-305)"

Both descnptions of the episode include carefully chosen details about the event:
the ride, inspired in part by a painting; the fall; the symbolic setting on Transfiguration Day;
the shortened leg; and the birth of “the taste of creativity”. Several of these details,
associating illness with art, have subtexts in Jean Paul.

The heroine of his novel Titan, Liane, suffers from peniodic hysterical blindness
and migraines. Durning one of her attacks Liane says she hears flutes. Looking
heavenward, her face transformed, she pronounces, “Ich hore jetzt in mir Musik.” The
narrator claborates on the phenomenon in a footnote:

Dicses Selbst-Ertonen {...] ist in Migrane und andern Krankheiten der

Schwiche haufig; daher tm Sterben; z. B. in Jakob Bohme schlug das

Leben wie eine Konzertuhr seine Stunde von Harmonien umrungen aus.

(111: 342)

Pasternak ties this episode from Jean Paul to an autobiographical leitmotif from tis
novel Die unsichtbare Loge in which he repeatedly refers to himself as “the one-legged
author”. One example i1s1n a footnote:

Das Einbein bin ich selber. Ich habe die Vorrede, die man wird

uberschlagen haben. und diese Note, die mcht zu uberschlagen ist,

gemacht, damit cs einmal bekannt werde, daB ich nicht mehr habe als ein

Bein. wenn man das zu kurze wegrechnet, und daB sie mich in meiner

Gegend mcht anders nennen als das Embein, oder den einbeimgen Autor,

daich doch Jean Paul heiBle. Siehe das Taufzeugnis und die Vorrede. (I:

45)

Both make their “lameness™ a part of their artistic autobiographies. That the fall wasan

actual cvent 1n Pasternak’s life does not dimimish the importance of its artistic

“The text reads as follows: *V mosen” vozvrashehenic nashe v gorod bylo zaderzhano neschastnym
sluchacm so mnoj. Otee zadumal karunu 'V nochnoc™ Na nejizobrazhalis® devushki iz scla Bocharovi,
na zakate verxom vo ves' opor gnavshie tabun v bolotistye luga pod nashim xolmom. Uvjazavshis®
odnazhdy 7a mm, ja na pryzhke cherez shiroksj ruchej svalilsja s mzomchavshejsja loshadi i slomal sebx
nogu. stosshujucja s ukorocheniem. chto osvobozhdalo menja bposledstvii ot voennoj stuzhby pn vsex
pnzyvax.” (1V:304-305)
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transformation with the help of subtextual sources. Both writers use their autobiographies
to connect the images of “illness™ or “weakness” and creativity.*®

Thus in addition to the sources to the title *“Vysokaja bolezn’” which were discussed
in Chapter Two from Novalis, the utle has varnous other sources in Heine, Gnillparzer, and
Jean Paul. Common to all three writers, and in contrast to Novalis, is the underlying
notion of art as iliness. If in Novalis artistic inspiration can take the form of a temporary
incapacitation, and if in Novalis illness itself is a blessed condition (a notion perhaps
inspired by the long illness from which his first fiancée never recovered), then Heine,
along with Grillparzer and Jean Paul before him, makes the connection between art and
iliness direct. Novalis makes art the cure; later Romantics, and already Novalis's
contemporary Jean Paul, turn this image around. As with much of the legacy of the later
Romantics, this image of art as illness finds new expression, in extreme form, in works of
Nietzsche and the Decadents. This explains Pasternak’s ironic treatment of the image in
“Vysokaja bolezn’", in contrast to his absolutely serious trcatment of the Novalisian image
of poet as doctor or cure in several poems of his later book Vioroe rozhdenie, discussed in
Chapter Two. For as was discussed in Chapter Three, associations with his nearer
predecessors from the Decadent cra are generally negative, particularly in regard to the
tmage of the superhuman artst. In this regard, it should be pointed out that sources for the
image of ailing artist abound in Pasternak’s own era, for example, in Alexander Blok and

the ultimate romantic (in the negative sense) to Pasternak, Viadimir Majakovski), in his

*Ernst Heilborn makes the following comment on the similanities between Novalis and Jean Paul precisely
on this theme: “Eine frilhe Auferstehung fand Novalis in den letzten Banden von Jean Pauls "Titan". Mit
cinzelnen Citaten 4Bt sich das schwer belegen, es ist cine Wiederkehr derselben Simmung, der gleichen
Zeitgeist, der sich hier wie dort erdichtete. Ziige, die in Novalis Wesen sich entziehen, hier treten klar zu
Tage. Doch war Jean Paul sich dieser Gemeinschaft schwerlich selbst bewuBt. In seiner “Vorschule der
Astheuk” rechnete er Novalis kiihl under die Talente, bei deren wahrer, echter Tendenz man den Mangel
von cinem oder mehreren Beinen nachsehen miisse. Den Sternchen. roten Wolken, Tautropfen eines

schonen poetischen Morgens verglich er seine Schriften.” Emst Heilbom, Novalis der Romantiker (Berlin:
Georg Reimer, 1901), 5.
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prercvolutionary verse. As is often the case, Pasternak combines Romantic and Futunst

sources.?’

Both Pasternak and Heine add one important nuance to their common image of art
as illness—namely, that specifically Romantic art is an illness. Heine characterizes artin
“Dic Nordsec™ in a manner similar to that in “Die romantische Schule™ and “Jehuda ben
Halevy”, adding what he implied in the essay, that Romantic art is ailing, as opposed to the
“healthy” art of Goethe. Heine writes in “Die Nordsec™

Das ist ein Verdienst Goethes, das erst spatere Zeiten erkennen werden;

denn wir, die wir meist alle krank sind. stecken viel zu sehr in unseren

kranken, zermissenen. romantischen Gefiihlen, die wir aus allen Landem

und Zeitaltern zusammengelesen, als dal3 wir unmittelbar schen konnten,

wie gesund, einheitlich und plastisch sich Goethe in semen Werken zeigt.

(VI: 147-148)

In fact, Heine puts his atitude toward “ailing” Romanticism in even stronger terms
later in his carcer, in his poem “Vitzliputzli”. Here, as clsewhere in his writings on
Romanticism, he continues to wnte that he is as sick as everyone else with this discase he
has diagnoscd; yet here the expression of his suffenings 1s stronger, since at this point he
percetves Romanticism to be dead. Heine wnites:

Ist kein Kirchhof der Romanuk,

Ist kem alter Scherbenberg

Von verschimmelten Symbolen

Und versteinerien Perucken.

Aus gesundem Boden sprossen

Auch gesunde Baume—Kkeiner

Ist blasirt und keiner hat
In dem Riickgratmark die Schwindsucht.

*To quote only one example of many, from “Oblako v shtanax™ “Ja—gde bol’, vezde:. na kazhdoj kaple
slezovo) techi’ raspjal sebja na kreste.” Viadimur Majakovski), Polnoe sobrame sochinenij v trinadcat
tomax (Moscow: Xudozhestvennaja literatura, 1955-62). I: 185. In fact. Alcksandr Arxangel’skij mentions
another line from this poem as a subtext to the title *Vysokaja bolezn’™: “*Mama!/ Vash syn prekrasno
bolen!™ (I: 179-80). Sce his article “Dvizhushchijsja rebus. Nad strokami 'V ysokoj bolezni® Bonisa
Pasternaka 1 nc tol'ko™, Oktjabr', 12, 1990, 168. Noic the resemblance between this phrase and the Heine
phrase “'wunderbarer Schmerz™ mentioned above. That Majakovskij drew on the same Romantic tradition of
the seffering poet, particularly through Blok and Nictzsche, ts hardly surpnsing. Morcover, we know from
lalja Brk's memoirs of his fondness for Heine. whom he read in translation. See L. Ju. Bnk, “Chuzhic
suxi”, in V. Majakovskij v vespominanijax sovremennikov (Moscow: Xudozhestvennaja literatura, 1963),
351
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{...] Doch durch jahrelangen Umgang
Mit den Todten, nahm ich an

Der Verstorbenen Manieren

Und geheime Seltsamkeiten. (IH: 57-58)

Like Heine, Pasternak refers to the death of Romanticism and to his part in this now

dead movement:

Ho mon pomMaHTHYeCKON MaHepOH, KOTOPYIO A OTHbIHE
Bo36paHan cebe, KpbIAOCh LeA0e MHPOBOCTIPUATDE |...]

3peauutHoe noHHuMaHue Guorpadpun 65110 CBOHCTBEHHO MOEMY
BpeMeHH. [ 3Ty KoHuenuMio pasgensan co Bcemu. (1V:227-228)

A number of biographers have written that Pasternak assoctated the romantic
manner with Majakovskij.*® Here, Pasternak’s reference 1o Majakovskij, who died in
1930, just before Part 11 of Oxrannajagramota was written, cannot be missed:
Majakovskij represents for Pasternak both the Romantic concept of biography as spectacle,
with all its political implications (recall the passage on this concept “smelling of blood™) and
its death.

In fact, there is a Pasternak poem, published in April 1931, three months after the
publication of “Smert’ poé¢ta” (dedicated to Majakovskij's death) in which Pasternak links
the image of Majakovskij with a highly political Heine subtext. The Pasternak poem in
question 1s “Bonsu Pil'njaku”, with its lines:

OcraBneHa BakaHCUs NO3TaA:
Ona onacHa, ecnu He nycra. (I: 226)

The Heine subtext is from his poem “Enfant perdii™

Vertor’'ner Posten in dem Freyheitskriege,
Hielt ich seit dreyzig Jahren treulich aus.

[ch kampfte ohne Hoffnung, daB ich siege,
Ich wuBte, nie komm ich gesund nach Haus.

[...] Ein Posten ist vakant! — Die Wunden klaffen —
Der eine fallt, die andemn riicken nach —

Doch fall* ich unbesiegt, und meine Waffen

Sind nicht gebrochen — Nur mein Herze brach. (I: 581)

YSee Barpes 1989, 195; E. Pasternak 1989, 234-235; Fleishman 1990, 78-79.
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In wnung of the dangers of Majakovskij’s (not Pil’njak’s, as Gifford points out)
position as poct laureate of the revolution, Pastemak takes a Heine text about his position
as poetrevolutionary and turns the intent of the text on its head.® If Heine felt he was a
hero in the war for freedom, then Pasternak saw Majakovskij in quite a different light.
With this subtext, Pasternak underlines the incongruity between Majakovskij’s own self-
image as revolutionary poet and Pasternak’s image of Majakovskij’s political position; he
also shows the very complexity of Majakovskij’s political self-image.

The poem. of course, deals not only with Majakovskij’s position, but with
Pasternak’s difficulties in adapting to the new era.

M pasBe s He MepIOCh NATHAETKON?

He nanaio, He noasiMaloch ¢ Hel?

Ho kak MHe ObITH C MOEH TPYAHOIO K/IETKON

M ¢ TeM, 4YTO BCAKON KOCHOCTH KocHen? (I: 226)

Pasternak’s images of falling and nsing, and of the rib cage, recall Heine’s image
of the soldier falling from a broken heart.*? Pasiernak places himself, as someone who
cannot move 1n harmony with political events, 1n opposition to Heine's hero, who
collapses from despair that the world i1s not moving fast enough toward his ideal. The
meamng of Pasternak’s poem links 1t to “*Mne xochetsja domoy™, from “Volny™, which
itsclf has subtexts from Heine as well as Novalis, as we will see below.? Pasternak’s
iliness 1n this instance, as in “Vysokaja bolezn’™, is political as well as artisuc. If, as

discussed 1n Chapter Two, the image of revolution as illness has a Novalis subtext, then

3See Henry Gifford, Pasternak: A Crutical Studv (Cambridge: Cambridge University Press, 1977), 130.
% Another source for the image of the inadequately targe rib cage is Manna Cvetaeva's first essay on
Pasternak. “Svetovoj liven'™, to be discussed later in thus chapter. The relevant lines from Cvetaeva's essay
rcad: “Pastemak ne govont. emu nckogda dogovanvyat’, on ves® razryvacisja, —tochno grud’ ne vmeschaet:
a—ax!" Manna Cvclaeva, Sobrame sochinenty v senu tomax (Moscow: Fllis Lak, 1994), Vol. 5, 233.
See also Osip Mandel shtam’s essay on Pastemak: “Stixi Pasternaka pochitat’ — gorio prochistt’, dyxame
ukrepit’, obnowit’ legkic: takic suxi dolzhny byt’ celebny dlja tuberkulesa.™ “*Zametki o poézii”, Osip
Mandel'shtam. Sochinenyja v dvux tomax (Moscow: Xudozhestvennaja literatura, 1990), 210. Onginally
published as “Bons Pasternak™, Rossija, 6, 1923 (February 1923), 29.

“On “Mne xochetsja domoj”, see A. K. Zhotkovskij, **Mne xochetsja domoj, v ogromnost’...” Borisa
Pasternaka: ‘Social’'ny) zakaz’, tcmauka, struktura™, /ovestija Akademin Nauk SSSR. Serija literaturv ¢
Jazvka, Vol. 50 (1991), No. 1, 20-34.
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we sec that here again Heine takes a Novalis image and tums its intent around. If for
Novalis, revolution ts an infectious illness, an image to which Pasternak refers in
“Vysokaja bolezn'”, then for Heine, revolution is healthy. The case of Pasternak’s

reception of Heine subtexts will illustrate this point.

Pasternak’s poem “Kodga smertel’nyj tresk sosny sknpuchej”, written several
years before “Bonisu Pil’'njaku”, shares with that later poem the message of the dangers of
the Soviet revolution for the political health of the country, but expresses that message in
much sharper form. [n this poem, as in “Bonsu Pil’'njaku”, there is a Heine sublext, the
intended message of which is the opposite of Pasternak’s. Pasternak writes of his
objection to the path of revolution, as opposed to the evolutionary path which nature
follows. He takes the same image which Heine uses 1n the subtext to make the opposite

point. Pasternak wnites:

Korna cMepTenbHbIf TPECK COCHBI CKpHUNyYeH
Bcen powen norpebaer neperHoi,

Hctopus, Hepybnennoio nyuten

Mubix nepes BCTaellb TH NPeno MHOMN.

Bexamu cnuT naereHbe MENKHX HEPBOB,

Ho pa3 B croneThe Han nBa U TyT

CrpensioT auyn M n10BAT 6paKoHbepoB

M ¢ Toponom nopy6umnka seayt. (1927, I: 548)

History to Pasternak 1s an organic process, hke the growth of a forest. In Chapter
Two we saw that Pasternak draws from subtexts by Novalis on this theme. Any
interruption of that organic process is terrifying to Pasternak, particularly in the late
twenties.

Heine, 1n contrast, aches for revolutionary change. Using the very image which
Pasternak transforms, that of the axe of change felling the trees of history, Heine writes
that Germany will someday give birth to such an axe-bearer. From “Heinnch™:

“Fern 1n meinen deutschen Landen

Heben sich die starken Berge,

Und 1m sullen Bergesschachte
Wichst das Eisen fiir die Streitaxt.
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Fern in meinen deutschen Landen

Heben sich dic Eichenwalder,

Und 1m Stamm der hochsten Eiche

Wichst der Holzuiel fiir die Streitaxt.

Du, mein leibes treues Deutschland,

Du wirst auch den Mann gebéren,

Der die Schlange meiner Qualen

Neiderschmettert mit der Streitaxt.” (11: 116)

If for Pasternak, the bearer of the revolutionary axe is described as sickly and
abnormal —

Hax uum nasiBet ynabib6ka uHsainaa
MACHCTBIX LEK KUTAICKUM DOoHapeM.

[...] OH npocTo Kpacko¥ XBayeH, Kak MoJarpHx,
M apok Tem, uTo mMepTB, KaK namnuoH. (I: 548)

— then for Heine the man with the axc is a hero, likened to St. George smiting the dragon
with his sword. Revolution for Heine is part of the organic process; the matenals for the
axe come from nature, and his homeland bears the revolutionary as onc of its own children.
For Heme, as for Pasternak. there 1s one more significant aspect to the image of
tliness. The illness referred 1o 1n the excerpt from “Jchuda ben Halevy”, quoted above, is
not only the illness of artistry, but also that of Judaism. Heine refers to the image of the
old, ailing Jew again in his poem “Das ncue Israclitische Hospital zu Hamburg™ (11: 117-
118), where he descnbes Judaism as “Das tausendjahrige Familienubel™ (I1: 117). This
image occurs 1n Pasternak as well, in Doktor Zhivago. As Dmitnt Scgal points out,
Judaism is associated with illness and isolation in Doktor Zhivago.™ There are clements of
negative sentiment toward Judaism 1n Pasternak’'s early correspondence with his parents as

I‘SS

well.> Here, as in Heine’s (ight with Romanticism, Pasternak apparently sces Heinc as a

model.

“On the problem of Pasternak and Judaism, see Dmitn Segal, “Pro Domo Sua: The Case of Bons
Pastcmak”, Slavica Hierosolymutana, 1, 1977, 199-250.

**See. for cxample, his letter 1o his father from 22 Apnl 1912 ¢n route to Marburg: “Passazhiry
menjajutsja czhechasno. Vizg, detskie sijum 1 pol’skie evriei] i evrejskie poljaki.” (V: 25) Vjacheslav
Vsevolodovich Ivanoy expresses an objection to the opimion that Pasternak harbored anu-Semiuc views of
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But subtextual sources from Heine are ncher in other areas. One example of
particularly productive areas of subtextual occurrences in Pasternak is related to the image
of the ailing poet: that is the image of the poet-martyr.

Heine plays on Jean Paul’s phrase about poetry, “siiBe Schmerzen”, in his “Reise
von Miinchen nach Genua”. Here Heine elaborates on one of his own favorite images,
shared by Gnllparzer in the example discussed above: that of poet-martyr. Here the painis
not that of poetry, but that of existence, which, for a poet, is inseparably linked with
poetry. (In fact, elsewhere in that section of the Reisebilder, Heine writes even of pleasure
as pain: *“Vergniigen ist nichts als ein hochst angenehmer Schmerz.™ VII: 46) Expressing
himself in a manner reminiscent of Gnllparzer’s play on “Quell/Qual”, Heine wnites about
the poet’s redemptive role in the world:

Ich fithle den siiBen Schmerz der Existenz, ich fiihie alle Freuden und

Qualen der Welt, ich leide fiir das Heil des ganzen Menschengeschlechts,

ich buBe dessen Siinden, aber ich genieBe sie auch. (VII: 26)

Pasternak takes the Heine text not only for his image of “tepio i bol® bolezni
vysshej™ (I: 557), in reference to the ailment of poets, but also for his theme of the poet as
Chnst figure who redeems the sins of the world with his poctry. As in many other cases,
however, Pasternak alters the irony of the Heine subtext. Elsewhere, Pasternak often
simply removes the irony of Heine subtexts; 1n this case, however, he changes Heine's
light, humorous irony to a bitter irony. He turns Heine's mildly ironic self-portrait of
poetic martyrdom (o a biting portrait of self-pity. He writes in a refrain:

Al nocnan 6OroM My4YuTH
Ceb6n, poRHbIX M Tex,
Koropbix myunT rpex. (I: 156-158)

Pasternak’s ironic self-portraval of poetic martyrdom in this passage will, later in his

career, evolve into the theme of poet as Chnist figure, as in his Zhivago poem “Gamlet”, as

any kind: see Mixail Mejlax, *Jubilejnyj god Pastemnaka v Anglii”, Voprosy literatury, August 1991, 243-
H.
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we will sce below. In the passages quoted here, the poet is not himself ill, but is rather the
victim of the world’s common ailment.

Heine’s notion of the poelt’s pain appears again in another text which provides
Pasternak with a subtext. In an exclamation similar to one quoted carlier in reference to the
poct’s tllness, Heine wntes in “Die Stadt Lucca™:

O! es ist keine Uebertreibung, wenn der Poet in seinem Schmerze ausruft:

das Leben ist eine Krankheit, dic ganze Welt ein Lazareth!’

‘Und der Tod i1st unser Arzt—" Ach! tch will nichts boses von thm

reden... (VII: 171)

Using his typical techmque of metonymy, Pastemak alters the image of the poet
crying out to make the verses cry out in a pain which both astounds and infects the world
around:

YbH CTHXHM HACTOALKO HALLIYMENH,

Yro 1 rpom ux 60ab10 H3yMeH?

Hano 6b1Th B 6peny, no MeHbilen mMepe,
Yrol6bt aaThb cornacbe ObIThH 3emaei. (1: 136)

Pasternak cxpresses his notion of poetic martyrdom through the notion of broken
strings, cxamined also in the previous chapter. The following passage has a subtext not
only 1n Hoffmann (who, we recall, inverts Novahis's profoundly Romantic images of the
Ivre and the Acohan harp), but in Heine as well:

M, oxyHas napk 3a crapon

becenkoio B 3arnoxwmn npyan,

[Toxox # OH Ha TeHb rUTapHI,
C KOTOpOH, Tewach, CTpyHst pBYT. (I: 205)

The image of the poet-martyr links the pocm to one subtext. “Sie erlischt”, the 18th
poem from Heine's “Lazarus™. In that Heine poem is also present the implied metaphor of
the instrument for the poet, connected metonymically to the stated metaphor of the dying
lamp.

Der Vorhang fillt, das Stiick ist aus,

Und Hermm und Damen gehn nach Haus.

Ob ihnen auch das Stiick gefallen?

Ich glaub’ ich horte Beyfall schallen.

Ein hochverehrtes Publikum
Beklatschte dankbar seinen Dichter.
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Jetzt aber 1st das Haus so stumm,
Und sind verschwunden Lust und Lichter.

Doch horch! ein schollernd schnoder Klang
Ertont unfem der oden Biihne; —

Vielleicht daB eine Saite sprang

An einer alten Violine.

VerdrieB8lich raschein im Parterr’

Etwelche Ratten hin und her,

Und alles necht nach ranz’gem Oehle.

Die letzte Lampe achzt und zischt
Verzweiflungsvoll und sie erlischt.

Das arme Licht war meine Seele. (III: 120)

The image of the poet as a martyr on stage from this poem appears in a number of

Pasternak poems, including *O znal by ja...” (I: 412) and “Gamlet” from Doktor Zhivago

(III: 511). In these two poems, the self-pitying poet-martyr becomes a truly Christ-like

figure. In the first of the two poems:

O, 3Han 6w 1, 4TO Tak ObiBaer,
Korna nyckancs Ha ne6ior,

YT0 CTPOUKH C KPOBBIO — YOUBAIOT,
HaxsbtHyT ropaom u y6siot!

f...] Ho crapocth — 310 PuMm, xoTophii
B3ameHn Typycoe u konec

He wntku Tpebyer c akTepa,

A nonHo# rubean Bcepbes.

Koraa cTpoky OuKTyeT YyBCTBO,
OHo Ha cueHy wner paba,

M TyT xoH4aeTca UCKycCTBO,

W opiaT noysa u cyabba. (I: 412)

The late-life poem “Gamlet” alters Heine's scene, to depict an actor entering the stage,

rather than after the performance. The common link between the texts is the poet’s

martyrdom. Pasternak wrnites in “Gamlet™

l'yn satux. fl Bbiluen Ha NOAMOCTKH.
[IpHCIOHACH K IBEpP HOMY KOCAKY,

Sl noBMo B naiEKOM OTTONOCKE

YT1o cryyHTCH Ha MOEM BeKY.

Ha Mens HacTaBneH cyMpak HOYK
Toica4b10 GMHOK/EH Ha OCH.

Ecim Tonbxo moxHo, Asea Otue,
Hawuy 31y Mumo npoxecu. (I11: 511)
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Heine uses the same metaphor of the broken string for the poet in “Florenunische

Nachte”, this time with considerable irony:
Aber der gequilte Violinist tat plotzlich einen Strich, einen so

wahnsinnig verzweifclten Strich, daB seine Ketten rasselnd

cntzweisprangen und scin unheimlicher Gehiilfe, mitsamt den

verhochnenden Unholden, verschwanden.

In diesem Augenblick sagte mein Nachbar, der Pelzmakler:

*“Schade, schade, cinc Saite ist thm gesprungen, das kommt von dem

bestandigen Pizzikati!” (V: 219)

This episode occurs at a climactic moment in the music:
Aus der Violine drangen alsdann Angstlaute und ein entsetzliches

Seufzen und ein Schluchzen, wie man es nie gehort auf Erden, und wie man

cs viclleicht nie wieder auf Erden horen wird... (V: 219)

The occurrence of an “injury” to the instrument at the moment of greatest insptration
in this text links it to Pasternak’s 1916 story “Istorija odnoj kontrooktavy™, discussed in the
previous chapter in reference to Hoffmann. As is frequently the case, Pastermak deprives
both the Hoffmann and the Heine texts of their comedy or irony, in this case rather lcaning

toward the melodramatic. Pasternak wntes in a manner which anthropomorphizces the

instrument in much the same way Heine does. [n the Pasiernak story:

[...] korma, Ha puckoBanHelLIeM NOBOPOTE onHoro 6acoBoro

NPELVIOKCHHA, OPraH OTKA3a1 ABYM K/IaBHLLUAM B NOBHHOBEHHH H H3

rPaHOHO3HOro OaCTHOHA TPYO W K/NANAHOB PBAHYACA KAKOW-TO

HeyeNnoBeyeckKui KpHK [...] (IV: 442)

In the previous texts on the broken stnng, the key metaphor is that of the poet or
artist undergoing injury or actually sacrificing his life for the sake of his art. Here, in
“Istorija odnoj kontroktavy™, that mouf is put in a different form: Pasternak personifics the
instrument to create the image of an injured instrument, when it is actually an tnnocent child
whois victim. Yet the hero of the story perceives himself as victim because he is rejected
from the soctety of the town and no longer allowed to play on “his” instrument. In all of
the texts, in some form or other, the moment of greatest inspiration is also the moment of

injury. Audicnce members, iIf mentioned at all, are treated either as ha